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AHa CTOjaHOCKA
Dakynitiedti 3a gpamcKu ymeiminociau,
Ynuueepsuitieii ,,Ce. Kupun u Meiwioguj*

COBPEMEHMTE INPEJIN3BULHN HA IIEPO@OPMATHUBHOCTA

Cnmcanuero Ars Academica € CTpydHO HAay4dHO CIHMCAaHUE KOE
3aeHUYKU TO TOJATOTBYyBaaT M o0OjaByBaar akynTeToT 3a MY3HMYKa
yMmeTHOCT U DakynTeToT 3a apaMcku ymeTHocT oj Ckorje. Bo Tekot Ha
JIBETE TOJUHU MOCTOCH:E JI0 cera, 00jaBeHH ce Tpu Opoja O]l CIIMCAHUETO.
YeTBpTHOT OpOj TO KOHIUIHPABME MMOMHAKY OJf CAMO PETYJIApHO HAYYHO
ciucanue. Bo tekot Ha cryneHTckuoT (ectuBan CKOMPAXMU, mro ro
opraam3upa DakynTeToT 3a IpaMcku ymMeTHOCTH — CKollje, Ha 5 HOeMBpHU
2016 roaguna, Oemie oapxkaH MelyHapOJIeH HaydeH COOUp TOJ HAaCJIOB
Cospemenume npeouzsuyu Ha nepgopmamuenocma. Vnejata e ga ce
Mpe3eHTUpaaT nAed O TPYIAOBHUTE IITO HCKIYYUTETHO KBAJIUTETHO TH
MpeHecoa HayYHHIIM of obnacta Ha nepdOpMaTUBHUTE YMETHOCTU O]
3eMjaBa U peruoHoT. Ha TOj HauMH, COMCAHHETO To JIPKHU MPUMAPHUOT
KOHIIENIT Ha exyKamuja ox objacrta Ha W3BeAEOCHHTE YMETHOCTH, HO H
MOKa)XXyBa Kako (YHKIIMOHHpAME HANOPEIHO CO KOJETHTE O]l CPOJIHUTE
(bakynTeTH ¥ MHCTUTYLIUHU O]l PETHOHOT. BKymHHOT Opoj TpyaoBu ke Oume
o0jaBeH BO 300pHHMKOT Ha TPYIOBH, a OBOj OpOj Ha CIIMCAHUETO BKIydyBa
HEKOM O] HajUHTEepecHUTE pedepaT NpPEe3eHTHUpPAHH 3a BpeMe Ha
OJIP’)KYBa-ETO HAa HAYYHUOT coOuUp.

- IlIto e nenec nephopMaTUBHOCT U KOU M3BeIOCHN (PEHOMEHU
BJIETYBaaT MOJ] OBaa AepuHuUIja?

- XubpuaHoct Ha nepGopMaTUBHHUTE )KaHPOBU

- AxrtyenHuTe nephOpMaTHBHU OMIITECTBEHH MTOTEHIIN]alTd

OBa ce TpuTe TOMUHAHTHU TEMH BpP3 KOU C€ BOJEIIE TUCKyCHjaTa Ha
HAYYHHOT COOMP M KOW MPUOHECOA 32 TEKCTOBUTE IITO I'M 00jaByBaMe BO
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COBPEMEHUTE IIPEJIU3BUIIU HA IIEP@OPMATUBHOCTA...

0BOj Opoj Ha crimcanueBo. Cekoja 01 TEMUTE ce OOHIyBa J1a OATOBOPHU HA
KPYIUjAIHOTO W WHTPUTAHTHO TMpaliame - MTO € Nep(HopMaTHBHOCTA
JICHeC, KOM Ce TIPEAM3BUIIMTE Ha MepGOpMaTUBHOCTA M HA KOj HAYMH, HUE
KaKo mpodecopr Ha akaJeMUuH W (PaKylITeTH 3a U3BEAYBAYKH YMETHOCTH
ce oOuayBame Ja ja Kpewpame M pa3BHBaMe HacTaBHATa MporpaMa BO
neHenrHu ycnou. OBoj Opoj Ha CHHCAHUETO IO 00eNeXyBaaT JABaHAECET
TEKCTa Ha HCTaKHATH Tpodecopu MW TMOMIIATU COPAOOTHUIM, KOH TO
TpeTUpaaT TeaTapoT, My3WKara, TAHIOT OJf TEOPHCKAa IEpCIEeKTUBA H
NPeKy alUIMKaTUBHU aHAJIM3M HAa KOHKPETHH NpUMEpPH ce o0HayBaar jaa
OJIrOBOpAT Ha HACJIIOBHOTO Tpallame 3aJaJeHO0 BO TeMaTHKaTa Ha
cooupor. IlpBmar kaj Hac ce oapxa M CTYIEHTCKa CecHja, Ha Koja
HAjMIIQJINTE KOJIETH JOKTOPAHIW M IMOCTIUILIOMIIM aKTHBHO YYeCTBYBaa
BO paboTaTa Ha COOMPOT W YMHU TEKCTOBH C€ NMPEHECEHH BO OBOj OpOj Ha
cnucanuero. O MPBHOT TPyX 3a Toa INTO € TeaTapoT JIEHeC, IMPeKy
nepopMaTHBHOCTA KaKO OMIITECTBEH MPEIU3BUK, epPOpMaTUBHOCTA BO
TaHIoBaTa cdepa, na cé A0 pazHUTE OOJNUIM Ha MEepPOPMATUBHOCT HU3
KOHKPETHH TpPHMEPU Ha JIOMUHAHTHUTE PEXKUCEPCKH U aBTOPCKH
€CTETUKU Ha COBPEMEHHUOT Tearap, ¥ KPEHpPameTo Ha ephopMaTHBHOCTA
KaKO TPEJM3BUK U BO 00JjlacTa Ha My3WKara M TAHIIOT, OBHE TPYIOBH Ha
€IeH Cepruo3eH Hay4YeH Ha4YMH ja JACTEPMUHUpAaT W JecKpuOHmpaar
COBpeMeHaTa neppopMaTUBHOCT JICHEC.

3a Taa men, 4eTBpPTUOT Opoj Ha cmnucaHuetro Ars Academica ja
JIOHECYBa ,,HajcBeXaTa™ HaydyHa MHCJIa Ha OBa BpEME Ha JIBaHaeceT
HAyYHHIIM, Tpodecopr W cOpabOTHUIM O]l 00JlacTa Ha W3BEIYBAUKUTE
yMeTHOCTH of Makenonnja, CpOmja, Cnoermja u byrapuja. Bo
OUYEKyBamk€ Ha 300pHUKOT Ha CUTE TPYAOBH OJl HAy4YHHUOT coOup,
YPEAHUYKHUOT ON0Op BHM IOCaKyBa OBHE TPYIOBH Ja BH ja OJIECHAT
COBpEMEHaTa elyKallMja W Jla BU JaJaT MPOBOKAaIlMja 3a MOHATAMOIIHU
UCTPaKyBamba.



Coma 3npaBkoBa-llenapocka UDK 792.09:793.3

Dakynitielti 3a My3uuKa ymMeininoci,
Yuueepsuivieii ,,Ce. Kupun u Meitioguj“ Maxegonuja

HEPOOPMATUBHHUOT KAITAHUTET HA TAHIOBOTO TEJIO

Performance is one of the most extensive research areas, primarily
due to the range of topics/contents/aspects covering. As a rule initially
interacts with the artistic performance of various kinds (drama, music,
dance, visual design / arts, film, new hybrid genres etc.) But in this
complex of performing practices are included all forms present in modern
life that are related with the term (performance as a grip design in
architecture, performance as agitation in politics, performance as a
strategy in marketing, performance as skill in gastronomy, performance as
an existential need in the ritual, etc.). From this risomic branched model
first we limit ourselves in any general elevations pertaining to the
performance as a performing art, art practice, mostly adhering to dance as
a distinctive system. History of dance has been treated in detail and
studious, unlike this discourse, the specific elements such as the body,
space, energy, the semantics of a performance are almost completely
bypassed as research provocations. Posture performance, the relation of
the body as creator and emitter of messages in correlation with the
elements that surround and conditions of creation will be analyzed in this
article.

Aesthetically refined bodies in the classical ballet brought to
perfection, as opposed to individual, imperfect form of modern dancer,
from virtuosity and unisonism to free dance movement, it is all result of
series of stylish dialects. In addition they produce not only aesthetically
different production, but different functionality and semanticity. The body



HHEPQOPMATHUBHUOT KAIIALJUTET HA TAHLJOBOTO...

treated as neutral matrix in the process of artistic articulation is filled with
a certain semantic load, and it is a consequence of the factors that monitor
performance in its broadest context. Dancing body will be analyzed as a
promoter and projector of particularly set constant, the body as a specific
medium that adapts to different creative models.

KJ'Iy‘IHI/I 360p0BI/IZ H3Beﬂ6a, TaH, TCJIO, CCMAHTHU4YKMH KallalluTcT,
KOHTCKCT.

IlepdopMaTUBHOCTA U HEj3UHUOT 3a(PATHHHCKH KANALMTET

3amouHyBajkMi IO OBa HUCTPAXYyBAauyKO TaTyBambe O MOXeOu
HAjCIOXKEHHOT 3a Ae(PUHUpaAEe, HO OCHOBEH /M0jI0BEH /TeMENIeH TIOUM BO
caMmaTta TeMaTcKka OpHUeHTalMja Ha KoH(EepeHIMjaTra, a BOSIHO W Ha OBOj
4eTBpTH Opoj Ha cmucaHuetro Apc Axademuxa, TPrHYBajKU O
nepGopMaTHBHOCTAa KaKO KOTBEHA TOYKa, Taa caMa 1o ceOe ja HaMeTHyBa
KOMILJIEKCHOCTA, IIAPEHOJINKOCTA, MYJITHIUCIUILTTHAPHOCTA,
nonuBazeHTHOCTa. IlepdopMaTHBHOCTA /H3BEIOEHOCTA' CE MOBP3yBa CO
TepMuHOT Tepdopmanc /u3Bexba. IIpebGapyBajkm TO  TEPMHHOT
performance /performativity 3amounyBajkii cO HajONIITUTE H3BOPH, Ma
peKy CTIeLIMjaTU3UPAHHUTE U3J1aHNja HITO MMIUIMLIUTHO,
CYICICINjATUCTUYKH C€ 3aHMMaBaaT CO HEJ3UHHUTE TOJJIMCIUILTUHH,
I00MBaMe PEYUCH UICHTUYHH TOJIKYBamba /IeUHUpamhe Ha TEPMUHOT. Bo
Mupujam-BeGerep on line peuHHKOT Ja/ieHH ce MIeCT MOXKHH TOUKH® MO

Ha makenoHCkH, aHINIMCKMOT TepMHUH performance ce u3exHadyBa CO MaKeJIOHCKATa
napajiena usBenda, Mako TEPMHHOT mephopMaHC U NephOPMATUBHOCT €€ KOPUCTAT
HaIlOPEAHO CO MAaKEeJOHCKUOT TepMHH. 3a crenudukara Ha 3HAUCHETO HA AHITIMCKUOT
TEpPMHUH, HETOBHOT KallallMTET, KaKO W HM3BEICHUTE 0J] Hero TepMuHu (performing art,
perforativity, performing study, performing theory ) u 3a nquineMuTe Kou ce jaByBaaT IpH
obun 3a mpeBenyBame, mnuiryBame bopuc Cenkep Bo Boged 60 coepemenama
meamponoeuja II, xako u Anekcannpa JoBaHoBuk m AHa ByjaHoBHK BO Bosged 6o
cmyouume Ha nepgopmarncom

2 .
LenocHa nedpunnyja Ha nephopMaHCcUTe
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Coma 3apaBkoBa-Ilemapocka

KOHM C€ pasrieqyBa MOMMOT-OJ J€jCTBYBambe, MPEKy M3BENYBambe HA JIUK
BO JpaMCKa MPETCTaBa JI0 HAYMHOT HA KOj OJPEJCHN MEXaHU3MH padboTar
uTH. Bo eHmuknonemujatra bpumanuxa TPOHAOramMe CHEKTap O
W3JIMCTAaHU PE3yNATaTH, OJf KOW, HEKOW JHjaMeTpalHO CHPOTHBHU (O
n3Be0a BO MHKEHEPCTBOTO U apXUTEKTypara J0 U3Bea0a BO COLUjaTHUOT
pa3Boj Ha JETeTO, Of U3BeJ0a BO JIMKOBHUTE YMETHOCTH A0 JIe(UHHUPAHE
Ha wW3BendaTra TOCTaBeHa BO TIPAaBHO pEryJaTOpHa paMKa MWTH).
[TepdpopmaTrBHOCTA WHTETPHpPA MIMPOK OICET, W MPOHAOra MPUMEHA BO
Hajpa3INyHU TOJIMba HA HAyKaTa W HCTpakyBaukara cdepa. ABTOpHTE
Conernn u ®pus nephopMaTHBHOCTA ja TpPETHpaaT BO KOHTEKCT Ha
OMXEBHOPHUCTUYKH HCTPaXyBama. ,,ABTOPUTE CE COTjacyBaaT Jieka BO
KOHIIMITMPAalke Ha €JHa H3Benda MMa pa3jiuka ToMely akKIUCKU (Ha
npUMep, OJIHECYBamEeTO) acleKT W (UHAIEeH /UCXOJEH AacleKT Ha
u3Bendata (Campbell, 1990; Campbell, McCloy, Oppler, & Sager, 1993;
Kanfer, 1990; Roe). Bo OMXeBHOPUCTUYKHOT aceKT ce BOPOjyBa CETO OHA
IITO MOEAWHEIIOT TO MPaBU BO 3aja/ieHa paboTHA CUTyanuja, Toa orndaka
OJHEeCyBama KakKo INTO € MOHTaXa Ha JIeJJOBMU Ha MOTOPOT Ha
aBTOMOOWJIOT, TIpojax0a Ha TEpPCOHAIHW KOMIIJYTEPH, TpeIaBamke Ha
OCHOBHHTE BEIITHHU 33 YNTAkE Kaj Jerarta 0]l OCHOBHUTE YUHIIHUINTA WIN
BpIIIEH:E orepanyja Ha cpieto. (Sonnentag, Frese, 2002:5)

On BakBara JU(Y3HOCT BO TOJKYBalKETO Ha MOWUMOT Ce
MpecTpojyBaMe KOH TEOPUCKHOT OJIOK KOj JIOMHHAHTHO ja TpeTupa
u3BendaTa Kako CIIGHCKA MPAaKTHKa, TyXOBHO M €CTETCKO MOJIEIHpamhe,
JeNl o KyJITypHarTa MpoAyKIja W MoHyda. HameBajku ce neka Toa ke

la:u3BpiIyBame Ha J€jCTBHE

0:HEeNITO IIOCTUIHATO: A0, IIOJBHUT
2a:VcronHyBameTO Ha 0apameTo, BETYBakhe, WK 0apame: HMILICMCHTAIIH]a
3a:ToNKyBame Ha JHK BO IpaMa

0:jaBHA mpe3eHTaInMja U u3oxkoa (a performance)
4a:cnocoOHOCTa Ja ce U3BPIIN: e(hPUKACHOCT

0:HAYMHOT Ha KOj MeXaHHU3aM JiejcTBYBa (1ep(hOopMaHCHTE HA MOTOPOT)
5:Hauunor peaxiuja Ha npa3ou: OnHecyBame
6:Ja3nyHOTO OJHECYBame Ha MOEAMHEIOT: TOBOP; UCTO Taka: MOXHOCTa 1a 300pyBaat
ozpeneH jasuk - crmopeaere cnocobHocTa (http:/www.merriam-webster.com/dictionary/
performance)



HHEPQOPMATUBHUOT KAIIALTUTET HA TAHLJOBOTO...
OBO3MOXKM MpPHUONMKYBamke J0 3a Hac (JIyreTo MTO NPAaKTUYHO WU

TEOPUCKH C€ 3aHUMaBaaT CO TeaTapoT) KOHBCHIIMOHATHOTO 3HAYCH-E Ha
OBOj TIOMM, K€ c€ OCBpHaM Ha HEKOJKY NEQUHHIIMU OJ] aBTOPU KOH Ce
3aHMMaBaaT U ja TOJIKyBaaT ClieHCKaTa u3Benba. Bo oBoj men ocobeHo
MecTo Tpeba Ja My ce OTCTalld Ha €JICeH O] NMHOHEPUTE, HEYMOPCH
UCTpaXyBad Ha OBaa 00JIACT, TEATAPCKUOT €KCIIEPUMEHTATOP, PEKUCEPOT
Puuapn Llexnep. Toj Ha cBOja OCyMJeceT W €IHOTOJMUIIHA BO3PACT BO
yaeOHaTa 2015/16 mpu MojaTta mocera Ha Kareapara 3a HU3BEIYBaUYKU
cryauu [Tisch Department of Performance Studies New York University],
KOja CaMHOT ja OCHOBAIlle, C¢ YIITe aKTUBHO TO HCIOJHYBAIllE CBOjOT
npodecopcku aHraxmaH. [lummyBajku 3a meppopMaTUBHOCTA BO CepHja
KHHTH, OJ1 KOM BO OBOj CETMEHT ja u3/BojyBaM llepghopmamusnu cmyouu
— 606e0, (Koja JT0’)KMBea HEKOJIKY M3JaHMja M HEBepojaTHa IMOMyJapHOCT
Kaj CHUTE WITO NPAaKTUYHO WJIM TEOPUCKM C€ 3aHMMaBaaT CO OBaa
npobiemMaruka), ro MOTBPAYBa NPBUYHO JePUHUPAHUOT IHjara3oH Ha
chepu koj Oemie wm3lokeH morope ,lleppopmaTuBHOCTA MOpa Ha ce
TOJIKYBa KakO ’'HIIMPOK CIHEKTap® WM 'MPOAOJIKEHHE Ha YOBEKOBUTE
AKTUBHOCTH IITO T'O BKIy4yBaaT PUTYaJOT, UTPATa, CIIOPTOBHUTE, (POPMHTE
Ha ToryJiapHa 3a0aBa, U3BEAYBAYKHTE YMETHOCTH (Tearap, TaHIl, My3HKa)
M CEKOjJIHEBHUTE >KMBOTHH IMpOjaBH KaJe IMTO ce MaHudecTupaar
COIIMjaJTHU, NMPO(GECHOHAHY, TIOJIOBH, PACHU M KIJIACHH YJIOTH, Ta C¢ J0
uclenyBame (01 IIaMaHU3MOT JIO XHUpPyprujara), MEIUyMUTE U
unateprerot. (Schechner, 2013:2) Mapeun Kapicon Bo cryaujara
H3z6e0bama, kpumuuku 606ed TO OIpeneryBa MOUMOT, AepuHUpajku 1Ba
0J10Ka BO OJJHOC Ha HETOBOTO 3HAYEHE OJHOCHO NMPUMEHA ,,3Hauu, UMaMe
7Ba MPUIMYHO PA3JIMYHM KOHIIENTa Ha M3Benda - €IeH Kako NMpHUKa3 Ha
BEIITHHY, APYTHOT UCTO TaKa BKIyYyBa MPUKAKYBaHkE, HO TIOMAJIKY KaKo
MpHKa3 Ha KOHKPETHH BEIITHHH, a TIOBEKe KaKo Je(UHUPAHU U KYJITYPHO
KoaupaHu Mojenu Ha ojHecyBame'. (Carlson, 2004: 4)  Illeknep
JeKJIapupa YeTUPHU OCHOBHU IPABIIM HA M3BEIOCHOCTA KOW CE TOBP3aHH
CO MYJITHUAMCUUIUIMHAPHUOT MPCTAIl KOH OBOj TEOPUCKHU KOMITO3HT, IITO
VIITE eIHAIl ja MOTBpAYyBa KOMIUIEKCHOCTa Ha oBaa marepuja. IIpBuot
IUIaCT Ha U3BeAdaTa € OJHECYBamkeTO KOe CTaHyBa ,,JIpeJAMET Ha
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Coma 3apaBkoBa-Ilemapocka
npoyuyBame. (Schechner, 2013:2) Toj ro ondaka OMXEBHOPUCTHIKUOT

IUCKYpC M TO TpPETUPA OJIHECYBAHETO IOCTABEHO BO HAaj3apiIUYHU
cuTyauu (OJ] CEKOjIHEBHUTE peNaliil M OJHOCH J0 KaHOHU3WPAHHTE
o0nuiu). BropuoT acmekT ja TpeTupa yMeTHUYKaTa u3Benda, BO HEro ce
Hasupa TEeaTPOJIOMIKHOT MPUOJ BO HCTPAKYBaWkETO M TPETMAaH Ha OBOj
cneuupuyen ¢eHomeH. Kaj Tpernor TmpaBen, NPOYyUyBamEeTO Ha
u3BendaTa € MmocTaBeHa eKCTEPHEepHO (AHTPOIONOMIKK aHATU3UPAJKU TH
denomennte). POKycOT € agpecupaH JTOMHHAHTHO KOH JIPYIITBaTa IITO
HAjuecTO HE ce JelT 01 KyJATYpHHOT KOHTEKCT Ha ,,3armajHara Kyarypa‘, Ho
[Ileknep Tyka HariacyBa ,,Bo mnepdopMaTMBHUTE CTyIUH ’JIPYTHOT'
MOKeOH € JieN OJ] HallaTa KyJnTypa (He3amna/iHa MW 3amajiHa) WK acleKT
0J1 YOBEKOBOTO ofHecyBame™. (ibid, 2) UeTBpTHOT mpaBel ce oJHECYBa
Ha u3BeAdara Koja € Jen ol ApYyITBeHuTe MaHudecranuu. ,,BeymHocr,
OCHOBHHM TEOPETCKM TMPETIIOCTaBKH C€ JeKa HUTY €IeH MpHUCTal WIN
U3rpaJieH CTaB He MoXke na ouae "HeyrpaiieH . (ibid, 2) MuTepakmujara
APYIITBO-KYJITYypa JETaJbHO, BO MOBEKE HABpaTH, € allCOJIBUpPaHa OJ OBOj
aBTOp TPUKAXYyBajku THU (a3suTe Ha OBHE MPHUKPHEHH, HO MOIIHE
3aKOHOMEpHO  peanus3upanu  Qaykryanuu.  JlejcTByBajku  Bp3
eTabanpameTo U MOJENUpameTo Ha neppopmaTuBHuTe cryauu, LllexHep
ro MPOIIUPHU OINCEroT Ha MNPOYyYYBAaHHMOT MaTepHjasl. AHAJIOTHO Kako
UCTPaKyBauKH allaTKW KOPHUCTEJKH NUCUUIUIMHM KOU MPBHUYHO HE Ce
JI0Be/lyBaa BO BPCKa CO Te€aTapoT, ClieHaTa u u3Bendara. @wiumn AcieHnaep
BO CBojata kHUTA Teopuja 3a uzgedysauxume cmyouu, cmyoeHcKu 800Ul
ja mpommpyBa IOMOJHUTETHO 3adaTHUHATA HA TEOPHUCKHOT KOPILYC,
BKIIy4yBajKM T KaKO MOXXHHM HayYyHH TPHOJM BO TpPETMaH Ha OBOj
MmarepHjai, Teopuute Ha Mapke, @pojn, npexy baxtun, bapt, [epuna,
®yko 1o Bunmjamc u XKuxek (HO mpuToa Mopa Jia ce MojBliede JIeKa Ha
oBaa jiucta ce wu3ocraBeHu Taphep, llleknep, bpyk, IlaBuc, bapba kom
BCYIIHOCT MMaaT HajaIupeKTHO BIMjaHuE Bp3 (hopMupame Ha TeopHuckaTa
miaropmMa  Ha ~ OBaa  JUCHUIUIMHA).  ACHIEHIEp  HMCTaKHYBa:
,»MYITHAUCIUIUIMHAPHOCTA, HE caMO Ha neppopMaTUBHUTE CTYIWH, HO,
UCTO Taka, Ha 3TOJEMEHHOT aKaJeMCKH HHTEpeC BO OJHOC Ha
nepdopMaHcHuTe, € BHUIMBA BO WM3BOPHTE HAa KHHUTUTE M TPEAMETUTE
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HHEPOOPMATUBHUOT KAIIALJUTET HA TAHI]OBOTO...
HaBeJIeHU BO Oubimorpadujara BkiydeHa Tyka (BO HEroBaTa KHUTA — aBT.
3a0.), YMM TIOJIMKba Ha TOTEKJIO BKIy4dyBaaT, IIOKpaj TeaTapoT W
neppopMaHCOT, CTYaUU OJ oOyiacTa Ha: COIMOJIOTHja, aHTPOIMOJIOTHja,
BepOaTHa KOMYHUKallMja, JHUTEparypa, My3uka, (uiao3oduja, TaHIIOBH

CTYIHMH, KyITYpPOJIOIIKH CTYIUH, reorpaduja, MCUXO0JIO0THja, MOJUTHYKA U
KyJITypHa TeopHja, Mery MHOTY npyru. (Auslander, 2008:3)

OOwunyBajku ce 1a OUAT MOCTABCHW HEKAKBU TPAHWYHU METH, Cerak
KOHCTaTaluja ¢ JeKa OBaa MaTepHja paaujalHO Ce IUPH BKIYIYBajKH CC
noBeke (PEHOMEHM MITO TU TPETUPA, UMILUTMIUTHO CE MOBEKE TEOPUCKU
JTUCIUILTAHY.

Tenoro Bo neppopmancoT

JIOKOJIKY TO TpeTHpaMme TeJIO0TO BO M3BEIOCHHOT KOHTEKCT, BO OHaa
CEBKYITHOCT Koja ja 3adaka mepopMaTHBHOCTA CIIOpE]] TOPEHEBEICHUTE
nedrHIIIH, 61 61T MOTPeGeH MHOTY TIOTOJNEeM HPOCTOp” 3a Ja MOXE a
ce HampaBH eJeMEHTapHa aHaiu3a. Toa BO OBaa MPOCTOPHA U TeMaTCKa
paMKa Koja ja Hyau KoH(epeHIMjaTa U caMOTO CIHCaHHWE HE € MOXKHO,
3aToa 3a KOHKPETHOTO HCTpaKyBame Ke OuJaT MOCTaBEHU HHTEPHH
OTpaHUYyBAuYKH KpUTEPUYMH. AHanu3aTa Ha TENOTO HajHampen ke Ouje
JTUMUTHpaHA U HAcOYeHa eIWHCTBEHO Ha cdepara Ha CIEHCKaTa,
YMETHHYKA H3BeJ0CHOCT. Ho mpuTOa, JOMONHUTETHO OTpaayBajKu ce BO
TPaHUYHUIINTE HA TAHIIOBUTE KAaHPOBU - KIACHYHUOT OayeT, MOJEPHUOT
¥ TIOCTMOJICPHHUOT TaHII.

3a 3HAYEHETO, CTaTyCOT Ha TEJOTO KaKO OCHOBHO M3Pa3HO CPEJCTBO
MUIIyBaje MHOTY MpakTU4Yapu of TeaTapckara cdepa. Mapra ['peawm,
KeHaTa Koja ja obenexa TaHioBata ymeTHocT Ha XX Bek He camo Bo CAJ|
TYKY TJIOOQJIHO, OCTaBajkW ro 3aj cebe, eIeH O]l HajeKCIJIOATHUPaHUTE
TaHI[OBU CTUJIOBH — epeam mexHukama v iefla KO c€ YIITe Ce aKTyeTHU U

3a TeNnoTO BO pa3NMYHHUTE BHIOBU M3BenOu moseke Bo Coma 3apaBkoBa-llemapocka.
2010. Acnexmu na nepgpopmamusnama kunecmemuxa, Cxormje: Jyropexiaam
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Coma 3apaBkoBa-Ilemapocka

MPUCYTHU HA PEIepPTOapoT Ha TAHIIOBUTE KOMIIAHUH, ja Jajieé MOXKeOH
HajeHOCTaBHATa Ne(pUHUIMja 32 TEIOTO BO TAHIIOBH YCIOBH. ,,Cekoja
YMETHOCT HMa CBOj MHCTPYMEHT M CpEJICTBO 3a pealn3aluja.
WHCTpYMEHTOT Ha TAHIIOT € YOBEKOBOTO TEJIO, CPEJCTBOTO € JIBHIKEHHETO.
Tenoro 3a MEHE OTCEKOTrall MPEeTCTaByBallle HEBEPOjaTHO YyNO0, JMHAMO
Ha eHepruja, BO30yIJIMBO, CUITHO, CMEJI0, CHHXPOHH]a o7 pa3yM u (popma“.
(Graham, 1988:162) TI'omemuoT aBaHTapAEeH COBETCKH pexkucep BceeBomn
Mejepxosbi BO CBOUTE JIEKUUU 3a aKkmepom U pPedcucepcKkomo
Majcmopcmeo UCTaKHYBaA: ,,3a MOCTaByBamkhe MUeca Ha CIeHaTa MOTpeOHU
Cce MHOINTBO PA3IMYHU Marepujaau. HajBakeH ol cuTe Marepujaiu e
YOBEKOBOTO TEJIO [...] AKTEpOT Taka Tpeda Jia To U3ydyBa CBOETO TEJO, 3a
BO CEKO] MOMEHT Jla 3Hae Kako m3riena. AKTepoT Tpeba Ja ce MOo3HaBa
cebecr BO TIPOCTPAHCTBOTO, CEKOE HErOBO IBWKCHE Tpeba ma Ouje
npecMmerano. (mpesemeno ojn IlaBmoBcku, 1998:229) Tenoto ro
nepunupa u Hopuc Xamdpu, NMHOHEPOT Ha aMepHUKAaHCKAaTa MOJEpHa
TaHIIOBa YMETHOCT, KOja 3a] cebe ocTaBa KaHOHM3HMpAH CHCTEM Ha urpa
(moTo3HaT KaKo JUMOH cmul), HO ¥ MPAKTUYHO YETHUBO 3a HAYMHUTE Ha
Kopeorpadupame, KHUTaTa Ymemunocm Ha cozoasare mauyu. Bo Hea
Xamdpu Hanuma: ,,TaHIIOBHOT MEIUYM € TEIOTO, KO€ € UCKIYYHUTEITHO
NPaKTUYHA M ONUIUIMBA TBOPOA, MHOTY TIOBEKE Of 300POBUTE, MY3UUIKUTE
HOTH Wi Oomte. HeroBmor (TenecHMOT — aBT. 3a0.) Beke jaepuHUpaH
OOJIMK, COCTaBEH OJ1 KOMIUIEKCEH CHUCTEM JIOCTOBHU, EKCTPEMHUTETH, HEPBU
U MYCKYJH € JIONOJHET CO WHIUBUAYAJICH IMEPCOHATUTET Ha eJUHKaTa".
(Humphrey, 1987:21) OBa ce caM0 HEKOJIKY M3BAJOIH MPEKY KOM MOXKE
Jla ce coryiefjla CBeCHOCTa Ha KopeorpadoT/peKucepoT 3a 3HAUCHETO Ha
TEJIOTO M HEroBaTa KPYHCKa IO3WIMja BO CO3/aBame €Ha IpEeTCTaBa,
OJTHOCHO M3BeJ0A.

Heonamua Bo enHa mpuBaTHa mocera Ha [Tomrieja mMaB MOXHOCT U
camata MpakTUYHO, TIPEKy MPUMeEp Ja T0 0CO3HaaM/yBH/IaM 3HAYCHETO Ha
TEJIOTO Ha CIIEHCKUOT MpocTop. 3adakajku erHa OJf PETKUTE CEHKH, Ce
CMECTHB Ha TIO3WIIMja BO TJENAIUINTETO Ha MaJlMOT TeaTap.
HabGpynyBajku To CIEHCKHOT TMPOCTOPOT, ce OOMAyBaB Ja ja pa3Oymam
COTICTBEHATa MMarvHaluja ¥ Ja 3aMHciiaM Kako O MOJKENo Ja M3riesia
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HIEPQOPMATUBHUOT KATALIUTET HA TAHJOBOTO...

elHa TPETCTaBa M3BEJCHA CO BPEMEHCKA JUCTAHIA O PEYHCH eJlieH
muwieHuyM. OJefHan rpyna TypUCTH KOW ce OOWIyBaa Ja CH Hajaar
MPOCTOp 3a Jia TO OTCIYIIaaT CBOjOT BOJWY HAa OBaa TOYKA OJ HUBHATA
OoOMKOJIKa, 3acTaHa TOKMY Ha cleHara. He3aBuCHO 0] HUBHarTa
HETOJTrOTBEHOCT 3a €IHAa J103a M3BEI0CHOCT/TIep()OPMATHBHOCT, THE BO
MOMEHTOT T'O JI0OHja TOj KamaruTeT. Temata Ha clieHaTa BO TOj MOMEHT
CTaHaa WMEHUTE] Ha eJHAa HEMOJArOTBEHa, HEHHTCHIMOHAITHA,
HEMpeTeHIIMo3Ha n3Bea0a, HO Toa AeUHUTHBHO Oemie m3Bemba. OTTyka
TPTHYBaM KOH cjenHaTa ¢a3a BO aHalHM3aTa Ha penaiujata nephopMaHc-
Teno. Bo mpBHOT 070K Kaze mTo KopeorpaduTe/peKucepuTe ropopea 3a
TEJIOTO, TOA C€ OJHeCyBalle Ha KOHKPETEH W3BelyBau(d) KOj
MUHa(e)/MUHYyBa(aT) HU3 MPOIECOT Ha KOJOHM3AIHM]ja HA CBOETO TEJO U
ce TPUAPXKYBaaT JO JOTOBOPEHUTE IMA0JIOHM Ha KOHKpPETHATa W3Ben0a
(xopeorpaduja, pexuja, CIeHApUO, MAPTUTYpPA), BO MOjOT MPHUMEpP TOa
6eme ad hoc nHecBecHa u3Ben6a. Ho Toa Bo 0BOj citydaj He ja Heruparie
ucrata. He3aBucHO nanu ce paboTu 3a crieluuyueH u3pa3eH CTUII 3a KOj €
noTpeOHa JIOJITOTOTUIITHA IMTOATOTOBKA (KJIAaCHYeH Oaner, KaTakalii) WId 3a
COCEeM CITydaeH ymnaj Bo cdepara Ha CIIEHCKaTa M3BeAOCHOCT, TEJIOTO He
ro ryOM CBOJOT M3BEIyBayKH KamamuTeT. Toa BO Pa3IMYHHUTE HU3JIOKEHH
CUTYyaIlu¥ € OCHOBHHOT MaTepHjajl KOj € eMUTEP BO MPOIIECOT HA U3BE0A.
MoeTo TpEeTXOIHO COCeM CIIy4ajHO MOMHUHATO HMCKYCTBO, HO MHOTY
MOJIETAJbHO M TOCTYIHMO3HO TO CpekaBaMe BO EKCIIEPHUMEHTAIHUTE
npoekTd Ha [lagcon rpynamnujara. Hej3smHHTE HajUCTaKHATH HOCHTEIH
(Xej, Pajuep, bpayn, Yajnuc, [Takcron) ce obumoa na ja ordprar cekoja
MOXXHa  KapakTepUCTHKa Ha  KOHBCHIMOHANHaTa wu3Bemba. Bo
nerenmapHara  He-Oexnapayuja’, ViBom Pajuep ja  mpoektupa
TEHJ/ICHIMjaTa Ha [IaJICOHOBIIM 3a CO3/IaBam¢ HOBAa M3BEIOCHOCT, KOja Ke
Oujge aHTOHMM Ha JoceramHuTe QopmMatd Ha Tearap. HuBHHOT

,»He Ha CIeKTakjuTe, He Ha TpaHc(opmalijata, He HA MardjaTa, HE Ha TJIAMYPOT U
TpaHCLEH/ICHIIjaTa, He Ha UMHIIOT Ha SBE3/H, HE Ha XepOUTe, HE Ha aHTHUXEPOUTE, HE Ha
JolIaTa HMaruHaluja, He BKIIy4yBameTo Ha U3BEIyBaYUTe WIH IIeJaqnuTe, He Ha CTHIIOT,
He Ha TabopHTe, He Ha 3aBeyBambeTO Ha MyOJIMKaTa OJ jkesidaTa Ha M3BEIyBadoT, HE Ha
eKCIICHTPUYHOCTA, He Ha ABIKemeTo — MiBoHa Pajuep ““ (Au, 1988:168).

14



Coma 3apaBkoBa-Ilemapocka

HUXWIN3aM BOJCNIE JO HErupame Ha CIeHara, Kopeorpadwujara,
TPEHUHTOT, MPO(ECHOHATHUTE TaHYapH, My3HKaTa, KOCTHMOTpadwujara,
creHorpadujara, moaendaTa Ha MPOCTOPOT (ClieHA/U3BeAyBaYH HACIIPOTHU
TJIeTaJTUINTe/TyOJIMKa), HO BO TOj MPOIIEC HA JCKOMITIOHHPAmhE CTUTHAA JI0
KPYIUjATHUOT €JIEMEHT — H3BEIyBAUOT, OJJHOCHO U3BEyBaYKOTO TEJIO KOE
HE MO’Kea Jla 'O MOHHWIITAT. 30IITO BO OBaa alcTpaxupayka omeparyja,
KOja TIONPUMH eKCTPEMHH pa3MepH (HacTamute Oea Ha ynuia, npex Mysej,
u3BeqyBaunTe Oea ciydajHO HM30UMpaHH, BpeMeTpacmero  Oere
HEOIpeIeNIeHo, 3a/JaunTe 3a Hu3BeAda Oea JaBaHW HEMOCPENHO TIpex
NPEeTCTaBUTE M HWCTHTE CE€ HW3eJHAYyBaa CO CEKOjIHEBHH IKHBOTHH
AKTUBHOCTH KaKO JIBUKCHE CO €CKalaTop, HOCEHE TOBap, TPUAE HIIU
€HOCTaBHO CECHE) CE 3alpe Ha HHUBO Ha W3BEIyBady, OJHOCHO
u3BenyBayko Teno? OAroBOpOT € €IHOCTaBeH, CO YKHHYBambe Ha
M3BEyBAaYOT Ce YKMHYBa W HM3Bea0aTa, TOj € HYKIEYyCcOT Ha M3BexdaTta.
Cure HMOMONHUTENHU IUIACTOBH, OJHOCHO KopucTejku ja Kop3aHoBara
CHHTarMa - M3BEAYyBauykKH CHCTEMH (KOM HE Ce MOBp3aHU IUPEKTHO CO
M3BEyBAavyOT) IMPETCTaByBaaT caMmo JAorpaada Ha oBoj (yHIaMeHTaeH
TUTACT, HO HUBHOTO TIOCTOCH-E OJIHOCHO HEIMOCTOCHE HE ja JO0BEAYyBa BO
npamname QyHKIMOHAIHOCTA Ha M3BeaOaTa. Tue BiIMjaaT Ha €CTETHKATa,
dbopmata, cTpykTypaTa, penjepHocTa Ha eaHa U3Benda, HO HE M Ha
HEj3UHaTa er3ucTeHnrja. Bo 0BOj mpasel ce W MO3HMIMUTE BO OJHOC Ha
OOJIMKOT ¥ HAYMHOT Ha M3JI0KYBaWke Ha TEJIOTO Ha CIEHCKUOT MPOCTOP.
Hopuc Xamdpu ro TOIKyBa TEIOTO BO CBOJOT WHTETPHUTET, MPEKY HETO
NPUKKYBAaJKM YMETHHYKH JIeKa JBIDKEHETO 3HA4YM JKUBOT, JIeKa
TEJIECHOCTa BO CBojaTta apTuduimenHa ¢opma 3Ha4M apTUKyJalMja Ha
OCHOBHHTE XMBOTHH (QpyHKIMH. Taa Hamuma ,,"Jac CyM *KHBO CYIITECTBO .
EnMHCTBEHHOT HaYMH Ha KOj MOKE Jia ce M30erHaM Mpu KaXyBameTo Ha
OBa, € Jla ce KOHCTPyHpa BUJ HA KyTHja KOCTUM BO KOj HUTY €JICH JeJ O]l
aHaTOMHjaTa Ha TeJOoTO He Ou Owia BUAJIMBA, U HUINTO HE OM ja
OTKpPHBAJO >KMBaTa MyckymHa mojora®“. (ibid, 110) BbykBamHOTO,
IUPEKTHO TOJKYBAalk€ HAa TEJIOTO M CIPOTUBCTABYBAIETO HA CHUTE
TTOMOIITHH/IONIOJTHUTEIIHA CPEJICTBA KOM OW ja TpOIIMpHIIE TelecHaTa
armaparypa Kako CTaB TO H3HECYyBa M TaHIOBHOT Kputuuap [lon
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HHEPOOPMATUBHUOT KAIIALJUTET HA TAHI]OBOTO...
Maptun.Toj KOMEHTUPajKH TH HOBUTE TEHAEHIIMH BO MOJEPHHUOT TaHII ja

JOHEeCyBa JuiiemMara ,,TeloTo He MOXKe Ja ce OJIBOM O]l HeroBaTa HaMeHa.
Co HampaBeHHTE EKCIIEPUMEHTH BO KO TEIIOTO € IEJIOCHO 3aTCKPUEHO BO
APXUTEKTOHCKUTE KOHCTPYKIIUH, JAJId MCTOTO OCTaHyBa BO PaMKHUTE Ha
KaTeropujaTa Ha TaHIOT € OTBOpeHo mpamame®. (Martin, 1989:95)
[TeprooT Ha aKTHBHOCT M Kaj 00ajiiaTta aBTOpY U HUBHUTE Pa3MHUCITyBamba
3a (popMaToT Ha TENOTO KAaKO MEIUyM MOXXEOH € OJrOBOp Ha BAKBUTE
craBoBu. CeKako JieKa MpBUYHATA acolWjalfja 3a TaHI[OBO TEJIO € JIeKa
Toa Tpeba nma Ouje TpaHCHApEeHTHO, JOCTAllHO 3a aHallM3a, TeIO0 4YHja
TEXHUKA, €CTETHKA, IIOCTHUKAa, JBIWXKEHE ce BHLIMBH. Ho 0coOeHo
COBpEMEHaTa IMoTpeda 3a UCTPaKyBare HOBH HM3BEAYBAUYKH MOXKHOCTH
(xoja mounyBa Hekajge Bo 70-tute roa. Ha XX BeK) Kako eIHa OJ
MIPOBOKAIIMUTE ja TMIOCTaBYBa ,,HATpagdata Ha Tesnoto. OcoOeH yaen Bo
oBa nma EnuH Hukomam co CBOjOT TaHIIOB TeXHOApT. ,,10j camuor cebde
ce HapeKyBa Kopeorpadcku monmraMucT OUejKu TOj co3aBa MoIuraMuja
Ha JBWXeme, ¢opma, 6oja m 3ByK™. (Anderson, 1997:203) Herosara
MHTEHIIM]a J1a Kperpa KOMITAKTHA, XOMOTeHa CTPYKTypa MHOT'Y YeCTO Mpe/l
TJIe/IadnTe TO MOCTaByBa MPOOJIEMOT Jia TH TPENO3HaaT UrpavylTe BO Taa
MEIIaBUHA OJ1 TEXHUYKHU CPEJICTBA M TIoMaraja, MOOWITHA CIleHoTpaduja u
NPEIMMEH3HOHUPAaHH KOCTUMH. [lonMameTo Ha TEeJOoTO Kako MEJIUYM Ce
MEHYBaJIO aHaJOrHO CO pa3BojHATa TpPaeKTOpHja Ha MOJCPHUOT H
noctMojiepHuoT TaHil. HoBata gopma Ha Tenara Bo nenata Ha Hukomnaw,
HO U Kaj JIPYTM COBpEeMEHH Kopeorpadu, HEe IO MOHUIITYBA TEJIOTO KaKo
MeINyM, HallPOTHB T'M TIOCTaByBa TJIeAaYnTe MPe]l 3aa4da /Ja ja TOJIKyBaat
notpedara Ha KopeorpadoT 3a e/IeH BaKOB TOTET.

Moxe na 3akiayduMe JeKa TeJIOTO € jaJpoTo Ha elHa u3Benda, HO
€THOBPEMEHO TOA HE € YCIOBEHO CO MPUKAXKyBamkhe BO HETOBaTa MPUPOIHA
dopma, TyKy TO mpudakame u CO IMmajera Of CICHCKH WHBApUjaHTH KOU
3HA4YaT W3JI0XKYBamke, AaKICHTUPAE, [IWIATHPAhEe, MUHUMH3UPALE,
neopMupame Ha OCHOBHHOT W3BEIyBaukH Marepwjaji. Bo HapemHOTO
morjaBje ke Ouje pasriiefaHo ,,CpeiACTBOTO®, OJHOCHO ja3WKOT Ha
n3Ben0aTa KapaKTEpPUCTHUEH 32 TAHIIOBUTE CLIEHCKHU M3BENIOH.
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Coma 3apaBkoBa-Ilemapocka
ApTHKYyJIallMja HA TEJIOTO

ApTukynanyjata Ha TEJICCHHOT amapar pe3yJiTupaja co HErOoBO
daneTupame U MPOAYyKIMja Ha €l1eH HOB (opMarT KOj € EKCKIY3MBHO
cuencku. Eynenno bapb6a pasBuBajku ja meamapckama anmpononozuja
pasrienyBa/mpoydyBa MHOTY pa3lIM4HMA BHUIOBUM U3BEAOHM OJI €BpO-
aMEpUKAHCKUOT, HO U a3UCKUOT Tearap. Toj JokaxyBa JeKka Jypu U Kaj
€CTEeTCKH, HAMEHCKH, (DOPMATHBHO JAPACTUYHO PA3TUYHUTE MPETCTaBH Ha
HcrokoT u 3amanor, Biagear MACHTHYHU 3aKOHOMEPHOCTH KOU TOj TH
MpeTouyBa BO TPH ,parMaTHYHM 3aKOHH Ha MpHCYcTBO* . ThHe ce
MoBp3yBaa co crneuupUYHUTE TEXHWKH Ha wu3Benba. ,, ’Homara
KOJIOHM3alMja Ha Tenoro’ Ha bapba mpercraByBa HEKOXEpEHTHA
KOXEPEHTHOCT, MPHUPOTHO (YHKIMOHHpAkhE Ha ’AWIATHPAHOTO TENO® Ha
aKTEepOT: TEJO IITO UM C€ CIIPOTHUBCTaBYBA Ha CEKOjHEBHUTE 3aKOHHU 0e3
na ru ocropu. “Jle mykc‘ (de luxe) CBOJCTBOTO Ha MPUCYCTBOTO HE €
TIPOTUB MPUPOAATA‘, TYKY € yCIIOB 3a “Japyra mpupoja‘, OykBaHO ‘BTOpa
npupoaa‘”. (Pypurn, 1998:96) ,, Kononuzupanoro teno, ,,JUIaTUPAHOTO
Teno®, ,,BTOpara MpHUpoAa Ha TeNoTo™ (mpe3eMajku TM TEPMHUHHUTE O]
bap6a) Bo TaHmoBarta cdepa BCYIIHOCT HAjueCTO r0 O3HAYyBa TPEHUHTOT
Ha Wrpaynte. Pa3nuuHM CTUJIOBM TaHII C€ TOBP3yBaaT CO pPa3IMYHH
BUJIOBU €JYKaTUBHU TIPOIECH, HCKIYYOK € COBPEMEHHOT TaHI[ KOj
MOHEKOTalll TOJI3yBa HATypalHW, HETPEHUpaHu Tena. KoHKpeTHa
npopuianyja Ha TEIOTO BO JaJeH CTHICKA I[abJoH HMa [el
MPETCTaByBamkE M pealn3alrja Ha Pa3IudeH BUJ HJI€jHU KOHCTPYKTH KOH
ro cineaar. Toa 3a mTo ke OWae MNUIIYBAHO BO THPOAODKEHUE €
Kopenanujata Ha (OopMaTUBHUTE MAOIOHHU CO MPOIYIIUPAHUOT EPEKT.

Beke Hekonkynatu Oelle CIIOMEHAT CEMAHTUYKHOT KalalUTeT Ha
TenoTo. [ToBUKyBajkn ce Ha COCHPOBCKHOT 3HAK KaKO OCHOBEH €JIEMEHT
BO OBaa TeopHja Ke IO TMpOCIeIUME HETOBOTO KOHCTPYHpAame W
(GyHKIIMOHHpakE BO OJHOC Ha TenoTo u nepdopmancor. Ten [Tomemyc Bo

@®panko Pydunu oBue nparMaTHYHM 3aKOHM Ha MPUCYCTBO TH JepHUHHUpA KaKo:
,»,MECHYBam€ Ha PAMHOTEKa, ANHAMHUKA Ha OTIO3UIINH 1 ,, KOXEPEHTHA HEKOXEPEHTHOCT .
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THIEPOOPMATUBHUOT KAITALTUTET HA TAHL]OBOTO...
ecejor Coyujannu mena THNTYBajKU 32 COLHJATHHOT UMITAKT BP3 TEIECHA

MOCTYypa UCTaTa ja apTUKYJIHpa MPEeKy CTPYKTypaTra Ha 3HAKOT TaKa IITO
O3HAYMTENIOT TO IOUCTOBETYBa CO TeJecHaTa (opMmylanuja, OJHOCHO
KOHIIENTOT, JI0JieKa O3HA4€HOTO, TOPHUOT JIeJI Off 3HAKOT IPETCTaByBa
TEJIECHO M3pa3yBame, OJHOCHO MarepujanHa mperctaBa. Mako ITomemyc
HE Ce OCBPHYBa KOHKPETHO Ha HUBOTO Ha H3Bea0a, TYKYy IO TOJIKYBa
TENIOTO KaKO COIMjaJieH eHTHTET, KyIATypaTa KaKo CEerMEHT Ha
OIIITECTBEHOTO XHMBECHE Crara Kako MOJArpyna BO OBaa KaTeropuja u €
MOJJIOKHA HA OBOj BHJ aHanm3a. Tpujagara TenecHa gopmynanuja —
O3HAYMTeN - KOHIENT € HEePACKWHIIMBO MOBp3aHa CO TOPHHOT el OJ
[eTMHAaTa Ha 3HAKOT: TEJNECHO HW3pa3yBame — O3HAUYEHO -MeTepHujasiHa
npercraBa. HaunmHOT Ha m3Benba M rpamaTtukaTa ce BO TeCHa KOpenaryja
CO ecTeTckuTe mpemucu. [IoBTOpHO ke ce OorpaHMYMMe TeHEepajHO Ha
nojiesidara KiiacuueH OalieT - MOAEPEeH — MOCTMOJCPEH TaHI| OHIejKu 3a
noaACTaJbHO HAaBJICTYBAKC BO CTWJIOBH, IIpaBOHW, CAWHCTBCHO HCMa
MPOCTOP OBOj TAT.

Kaacuunorto 0aj1eTcKo TeJ10

[lepnomoT Ha POMAHTH3MOT BO OalieTcKaTta HCTOpHWja IO JOHECyBa
HAJjTOJIEMOTO TPHUABIKYBAKE W KpHCTAIHM3allMja HA TAHIIOBH (OPMH.
Hwmeno, oBa pa3nobje v mocTaBy 0a3WvHUTE MOCTYJIATH Ha COBpEMEHaTa
OaneTcka mperctaBa. He HaBleryBajku Bo jerand, ke OWgaT CIOMEHATH
HAjTOJIEMUTE JOCTHTamka — BOBEAYBalkE HIpa Ha IIMUI-MIATHKH (On
pointe), mMprMeHa Ha BHCOKH BO3IYIIHM MAapTHEPCKH MOJUTHYBama |
MpeHecyBama, BoenyBame rojemMu ckokoBH (grand allegro) uth. Teodun
['oTje cOBpeMEHHMK Ha POMAHTHYHHOT OalleT W CIICHAPUCT Ha HEKOJIKY
Oanern, urpata Ha Oanmepunata ['y - CremaH ja ommryBa Ha CJICIHUOT
HauuH ,,Taa CKOKa Kako TYMEHa TOIKa W CE CIyITa KaKo MEepIyB WIH
cHeryika. Cranaioro OecliyMHO Tro JONMpa MOAOT, KaKo Horara Ha
Hekoja ceHka wim cuwipuna [...] Temko e ga ce 3aMHCIN HEMITO Taka
JIECHO, CBEXO, HEIITO Taka HOKTypamHo M uucto®. (Gautier, 1988:110)
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Coma 3apaBkoBa-Ilemapocka
l'otje mpeanno ro aeduHUpa KOHLENTOT Ha OajeTrckaTa YMETHOCT —

€TepUYHOCT, eNeraniuja, nepdexmuja, npepuneroct. O COBpeMeH arou,
BO aKTYEJIHUTE UCTpPaKyBama 3a TEIOTO, aBTOpkara Tomac 3a Oaierot
nuIIyBa ,, Bo MPUHIUI, MaKo HE CEKOrail, JBWXKCHara Ha MaKUTE BO
Oaneror Tpeba da OMIAT €HEPrHYHU W CHJIHH, JIOJICKA JBIDKEHHETO Ha
KEHUTe Tpeba Ja HOCH KapaKTepPUCTHKH Ha JIECHOTHja M IIOJICTHOCT.
dakToT JeKa keHaTa Urpa BO IIMUI-MATUKUA TPUIOHECYBA 32 CO3/1aBabe
WIy3dja Ha JIECHOTHja, J0/EKa HICATHOTO >KEHCKO TENOo, TPallMO3HO H
TEHKO, ja AOIUIHYBa miy3ujata Ha paniauBocT . (Thomas, 2003:101) [lun
CurmaH MCKa)XXyBa WJICHTHUYEH CTaB BO OJIHOC Ha Oajerckata yMETHOCT:
,,BO KITacHYHHOT Oaser OayieprHaTa U3IJIe/Aa MOJIeCHa OJIOIMITO HaBUCTHHA
e. Bo OameruTe Ha POMaHTU3MOT Taa OCTaBa BIIEYATOK KaKo Ja JieOJH,
J0JIeKa WrpaTa Ha MPCTH, CKOKOBUTE M MOJUTHYBamaTa ce pa3Buja 3a Ja
npujoHecaT KOH  TEHJCHIMjaTa 3a NPUBUIHO HETHpame  Ha
rpaBuTanujata‘“. (Sigman, 2002:81)

Tenoto BO KIIACHYHUOT OaJIET € CHIIHO ecTeTH3MpaHo. KOHIEeNnToT Koj
CTOM 3aJ OBaa TelleCHa (OopMyNaluja KaKo O3HAYUTEN € HEeTupame Ha
NPUPOJIHATA TEJIECHA IMOCTypa M KOHCTPYUpPamE HOBA KOja K& W3BPIIH
eKCTCH3Mja TPEeKy CTpaHW4YHAa pOTalMja Ha JOJHHUTE CKCTPEMHUTETH W
U3JI0JDKYBakhe Ha BEPTHKAIHATA TIOCTaBKa MPEKY MOJUTHYBakbE HA IITHUII-
NaTHKK W TIPUMEHA Ha Hajpa3lIMYHM BUJIOBU CKOKOBH. MarepujaiHara
MPETCTaBa, 03HAYSHOTO, OJTHOCHO TEJIECHOTO U3pa3yBame BO OBOj CIIy4aj €
noBeneHo 1o mepdeknuja. Temoto, WCTO Taka, Tpeda Jna TH
CKpue/n30pule Ha3HAKUTE 3a TIOJATrOTOBKATa M 3a HAIOpOT BO M3BeAdaTa.
N3Benbara Tpeba ma Owme JecHa, HEMPETEHIIMO3HA. 3a]] CETO Toa CTojar
MUHHMYM OCYM TOJMHHM CEKOjAHEBHA MAKOTPIHA eAyKaluja W
MEPMaHEHTHO OJIp)KyBamke Ha (hopMaTa Ha MUrpavdoT. MmeamHuoT HauuH Ha
u3Benda € 3alpTaH BO CTPOTHTE MpaBuia. Bo OJHOC Ha TEXHUYKATa
CTpaHa HE IIOCTOjaT MOXXHOCTH 3a WHJIWBUAyallHA WHTECPBCHIMjA W
BapHjabuiHOCT (OCBEH 3a MOJOOpYBame - 3rojieMyBambe Ha OpojoT Ha
CBpPTYyBama, BHCHHATa Ha CKOKOT, BPEMETPACHETO Ha (QuKcanuja Ha
MO3UTE Ha BPBOBUTE Ha mpctuTe UTH.). Kopeorpador Aeryct BypHoHBuMI
yimre Bo XIX Bek 3a0enexyBa Jieka TelOoTo Tpeba Ja ce KOJIOHU3HUpa BO
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THIEPOOPMATUBHUOT KAITALTUTET HA TAHL]OBOTO...
mpaBer] Ja ce pa3Bue H MOoJoOpu wm3Bendarata W Ja C€ CKpHjar

HegocTaTouurte. ,,Toj (6ameTor — aBT. 3a0.) € BO penoT Ha yOaBHTE
YMETHOCTH 3aToa INTO CE€ 3ajlara 3a WJealHa, He camMo YyOaBHHa Ha
JBIDKEHATa, TYKYy JUPCKa W JpaMcKa ekcrpecuBHOCT [...] [a ce oapxku
OBaa MPUPOJIHA eJIeTaHIIMja BO TEKOT Ha JIOJITOTPAjHUOT TPEHAKEH MPOIIeC
€ IJIaBHaTa 3a/1a4a Ha YMETHOCTa Ha TaHIIOT; BUPTYO3HOCTA HE MOXKE Jia ce
nobue 6e3 COOIBETHH BEKOM, MpUTOA Tpeba J1a ce pa3BUjaT MPUPOIHUTE
MPEIUCIIO3UINH U J1a C€ OTCTPaHAT HEJIOCTATOLUTE W HECOBPIIEHOCTHUTE
ITO TH HMa CEKOj OJf HUrpauuTe, IypH M HAJTOJEMHUTE TAJICHTH .
(Bournonville, 1992:94) BamarckoTo TENOTO TMOMHHYBA HHU3 CEpPHUO3CH
TPEHUHT IITO TO KOJOHU3UpPA BO (opMa Koja € HjeNnaHa, apTuduInenHa,
NPOJIOJDKYBajKM TH JIMHUUTE Ha JBIKEHE, OCOOCHO WMarmHapHara
BEPTUKAJHA OCKa Y MPUKPHUBAJKU IO HANIOPOT M HAYMHOT Ha MOJATOTOBKA.
banerckoTo Teno e CHHOHUM 3a uaeanHa ¢popma Koja Tpaba Ja NpUKaxe
XapMoOHHja, yoaBuHa, (DIyHUIHOCT.

Ten0T0 BO MOIEPHUOT TAHII.

3a pasznuKa O/l HETHPAmETO Ha MPHUPOJAHATA MOCTypa Ha TEIOTO BO
KJIIACUYHHUOT Oajer, MOJEpPHHOT TaHIl ja pa3BuBa. Mcamopa [lankaH ce
Bpaka KOH M3BOpHUIITATAa Ha ABIKEYKUOT UMITYIC - ,,TenoTro He Tpeba aa
ce MPUCHIIyBa Jla C€ JIBUKU HENPUPOJHO, KAKO ILITO TOa r0 MPOMOBHUPAAT
HEeKoM KoM (JlaHKaH NUPEKTHO I'o KPUTHKYBa OaleToT Kako HEILITO
HaMETHATO U JAePOPMHUPAYKO U BO OBOj KOHTEKCT Taa pedeprpa KOH HETo
— aBT. 3a0.) [...] I'puuTte TO HW3BeAyBaa NBIKEHETO MPE3EMajKU TO O]
npupojata [...] 3aToa jac TaHIlyBaB 00ca, MPUPOJTHO TOBP3YBAjKH CE€ CO
IPYKHUTE CTaBOBH, KOM C€ BO COIVIACHOCT CO 3aKOHUTE Ha 3emjaTa‘.
(Duncan, 1988:153) Cnemea mpoydyBama M HMIUIEMEHTAIMja Ha
oJipeieHH (PU3UOJIOMIKH MPOLEeCH (IUIICHe, PaMHOTEXa, MaJoBH) KaKo
OCHOBa Ha HOBUTE TEXHHUKM Ha MoJepHara wurpa. Bo Herosara
Pa3HOJMKOCT M BapHjadMIIHOCT CeMaK MOJEPHUOT TaHI], HE CE€ OTKaXKyBa
01 TPEHUHTOT M WHTEHUUOHATHUOT TPHOJI BO MOJACIUPAKETO HaA
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Coma 3apaBkoBa-Ilemapocka

M3BEIYBAYKOTO TeJI0. XOJIM, MPETCTABHUK Ha JIA0AHOBUTE MPHUHIIMITA, HO
M OocHOBau Ha comcTtBeHa mikoia Bo CAJl, 3abenexa: ,,Bamero Teno e
BamMoT ja3uk. KyntuBupajTe ro CBOJOT ja3uk. bupere Bo MOXHOCT Aa
kaxere mTo cakate®. (Holm, 1998:81)

Oco0eHo BTOpaTa reHepanuja MOJEpPHH Kopeorpadu ja auiatupa
pocTOpHaTa Ne(UHHIIN]jA, SKCIIAHIUPAjKU KOH pa3IMyHH MPOKCEMUYKH
koopauHaTH. [loOT, OMHOCHO HAJHHUCKUOT TIPOCTOPEH CJIOj CTaHa
0co0EHO TPOBOKAaTHBEH 3a KopeorpaduTe, THE IO BKIyYHja U KakKo
CETMEHT BO CBOJOT TPEHHHT-TIpoIiec (TO cpekaBaMe BO TEXHUKATa Ha
I'peam, Xamppu, JIUMOH HWTH.) HO M Kako (PPEKBEHTHO KOPUCTEHO
TPAaH3HMIIMCKO HUBO BO Kopeorpaduure. MOAEPHOTO TaHIIOBO TEIO IO
MPOIIMPYBAIIe PaJHjaTHO CBOjOT OICET BO MpocTopHara cdepa, rpauejku
30Mp Ha aBTOHOMHU CTHJIOBH, OJIHOCHO TEJIECHH KOHCTPYKTH. 3a pa3iinka
on yHudukanujata U yHHPOpPMHOCTA Ha OANETOT, MOJCPHUOT TaHI] ja
POMOBHpa WHAMBHAyalmHOCcTa. Toa pe3yiaTupa €O YKUHYBame Ha
uaeanHara ¢popma MpUCyTHA BO OAJIETOT W MPOMOILMja Ha TEJIO KOoe He €
COBpPUIEHO BO CBOUTE MNPONOPLUHUHM, HE € JIECHO, ,,BPETEHECTO™,
npe@UHETHO, TYKY € 0COOCHO, MHMBHIyaTHO, YHHKATHO.

Nmmposuzanmjata koja Oemie oapa3 Ha (U3HMYKHOT, MEHTATHHOT H
KpPEaTHBHUOT XaOHWTyC Ha M3BEAYBAvOT BJe€3€ HIMPOKO BO €IyKATUBHUTE
KYPUKYJIYMH , HO ¥ BO HAQUMHOT Ha KPEUpame Ha MOJIEpHATA TIPOIYKITH]ja.
3a pa3nmKa OJ] KPyTOCTa U PUTHIHOCTA Ha 0aJeTOT, MOACPHHUOT TaHII ja
BeJMYaIlle WHOBAIMjaTa W aBTeHTW4YHOcTa. ,,UyBCTBOTO 3a (opma,
YyBCTBOTO 3a KOHCTPYKIMja, MOXXe Ja ce Hayuyn. Ho Hema
npaBwia.“(Sokolow, 1998:110) Hmeno, mpaBmiaTa CEKOj O]
Kopeorpadure TH CO37aBa WHIWBHUIYaTHO, CO MOXXHOCT 3a HHUBHO
Bapupame M TpoMeHa. Ke HaBeaM elHa O MOWTE OCOOEHO OMMIICHH
neUHUINKN 3a MOJEpHUOT TaHl oA kopeorpador Ilom Tejmop, Toj Ha
HEKO] HAYMH ja CyOJUMHpa CYIITHHATA Ha MOACPHHOT TaHII: ,, 32 MEHE
MOJIEpEH TaHI[ € JI03BOJia J]a TO MpaBaM TOa INTO YYyBCTBYBaM JieKa ¢
BpenHO, 0€3 HMKOj Ja MH Kaxe JeKa He cMeaM Ja T0o IpaBaM Toa,
OOBHHYBajKkM Me Jleka Toa HE BIEryBa BO HUTY €JIHA KaTeropuja‘.
(Anderson, 1997:3)
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HIEPQOPMATUBHUOT KATALIUTET HA TAHJOBOTO...

OtTyka mpousjierysa jJeka MOACPHOTO TeNO KaKO KOHIICNT ja CTaBa
cmobojata Ha JBMIKCHE INTO HE € OTPaHUYEHO BO EIAMHCTBEH CTHIL.
MozepHOTO TeJI0 € YHHKATHO OH/ICjKH TOa ja pa3BHBa MHIMBHIYaTHOCTA
Kaj CEeKOj OJ HW3BEAyBaulTe, HO €IHOBPEMEHO TOA € W KOJOHH3HPAHO
NpeKy eIyKaTUBEH W TPEHUHT mpoiiec. MrpadyoT elOKBEHTHO Ce JBUXKU H
mocelyBa TEXHUKa MPEKy Koja ja JToHecyBa Kopeorpadckara ujeja Ha
ciieHata. Bo MOJIEpHHOT TaHI[ KaTeropujara 3a ujealHo TeJI0 He BaXKH, Ha
clieHaTa MOXe Ja ce 3a0esexaT Hajpa3IuuHu rpaaou (BO MOCICTHO BpeMe
ClieIMME HacTalli Ha W3BEIyBa4YM CO TEJECEH XCHIHMKEI), POJIOB, PaceH
COCTaB, Hajpa3iMyHa TPETUpaHA TeMaTHKa — IEJIOCEH KpeaTHBeH
JIMBEP3UTET.

HOCTMOHepHO TAHIOBO TEJIO.

Epara Ha mocTMojepHaTa ecCTeTHMKa TOYHYBa CO HACTalUTe BO
MeMopujanHata mpkBa ,llamcor Bo Ibyjopk. EBporickmor TaHIoB
MOCTMOJIEPHU3aM MOXeE J1a T0 JIOIUpaMe IMpeKy JAejcTByBameTo Ha [luHa
baym u mnejanata kopeorpadu Kou ro ciefar oBoj KpeaTuBeH ¢opMart.
HNako ApacTU4HO pa3iIMyHU, CEMaK OBHME MpaBIU MOKakaa OApPEICHH
OJUTMKHU KOU ke 6unat mpocienenu. OpueHTtaiuyjata mpBeHCTBEHO Ke Ouie
Ha aMEPUKAHCKHOT TAHLIOB MOCTMOJIEpHHU3aM. TelI0TO BO MOCTMOJAEPHUOT
TaHI[ HE CaMO IITO HE € OTPAaHMYCHO CO HUKAKBU €CTETCKH KAaTETOPHH,
TYKy TOa HE € OrpaHHYeHO HHUTYy CO eCTeTcKa KyJTHBaIyja.
,, | [pPHKa)KyBamkETO TEXHWYKA BUPTYO3HOCT U TPUKA30T HA TAHYAPCKOTO
CHETHjaIM3NPAHO TEJIO BeKe HeMa HUKAaKBa cMHclia. TaHWYapuTe cera ro
UCTpa)KyBaaT aiNTepHATUBHUOT KOHTEKCT, KO UM OBO3MOXKyBa IOBEKe
npanama-uin-GpakTy, TOKOHKPETHO, MOOAHATHO, KBAIUTETOT HAa (PU3UUKO
MOCTOEHE BO MephOPMaHCOT, KOHTEKCTOT BO KOj JIYI'€TO y4ecTBYBaaT BO
aKiyjata M JBUKEHAaTa MOCTaBYBaaT MOMAJKY CIEKTaKylapHHU Oaparma
KOH TeJIOTO Kaj KOe BEIITUHUTE TemKo ce omupaat. (Rainer, 1998:161)

N3ocraByBameTo  HA  TPEHUHTOT, eayKanujata  OJHOCHO
WH]JEKTHPABETO CYpOB MaTepHjal BO MPETCTAaBUTE TO MPOMOBUPA HOBHUOT
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TUN TENO BO u3BemOaTa. AKO MOJEPHHOT TaHI[ IO HaTypalu3upa

TEJIECHUOT MaTepHjaji, MOCTMOJCPHUOT TO YTHIU3UPA JIMITYBAjKU TO O]
TeXHHKa W TaHIIOB CTWI. ,,Jac TO MCKOPHUCTHB memadykuoTr (pedestrian)
BOKaOyIap, Koj €, Bokalysap yTHIH3UpaH BO TeKOT Ha [lajgcoH-ieproaor,
KOT'a HUE ITOCTOjaHO OeBMeE BO MOTpara u ce 00MIyBaBMe Ja ro u3deraeme
CeTO TOoa IITO OM MOXEJIO J1a acolupa Ha TaHLOB BokaOymap®. (Brown,
1998: 212) Tenmoro BO moOCTMOEpHATa IMPETCTaBa ja TMPUKaKa CBOjara
MOJITOTBEHOCT 32 aKIMja HE3aBHCHO OJl HETOBUOT (HE)H3BEIYyBauKH
Oekpayn. WHTepecHo € 0OpaTHONPONOPUMOHATHUOT —MPOIEC Ha
OaHanmuM3Wpame M OroiiyBame (Beke HE MOXKEeMe Jla TO HapedyeMe
TaHYapCKO) HW3BEIYBaYKOTO TEJIO BO OJHOC Ha HOBHUOT €CTCTH3HMPaH
conjasieH KoHTekcT. Kopucrejku 10 bBoapujapoBHOT KOHIENT 3a
UMIUIO3Wja, HO CTaBeH BO JOMEH Ha TOCTMOJepHara u3Beada, Toa Ou
pesyntupaiio co ¢y3uja Ha m3Bendara u peanHocra. bapba mumrysarie
JeKa Tpea HW3BeIyBayoT ce€ TOCTaByBa moTpebaTa 3a HaArpaayBame,
NpoIIMpyBake Ha CEKOjJHeBHAaTa TeXHUKAa. Bo mnpumepor Ha
MOCTMOJIEPHOTO TAHIIOBO TEJIO, MPOHUCKH, KaKO M MHOTY TOCTAalKH BO
CaMHOT TIpaBell, TEJIOTO € JIUIICHO OJ JOIMOJHUTEITHH MOXXHOCTH 32
JIOTIONTHYBAake /HaArpaada Ha HEroBaTa TEXHUKAa W TOA € COTOJICHO BO
HETOBHOT CEKOjIHEBEH, YTHIIUTAPEH TBUKCUKU apCeHAI.

[TocTMOEPHUOT [JaZICOHOB TaHYap TO JAEMOHCTPHPA CBOETO TEJIO BO
CBOjaTa KOMIUIETHO TPUPOJHA IOCTYpa, HEMOJUIOKEHA Ha HHUTY €JICH
MpoIIeC Ha TAaHIIOBO o0HKyBame. Co ujeja Toa MaKCUMAJTHO JIa CTaHEe JIe
OJ1 CEKOjTHEBHUOT XUBOTEH KOHTEKCT. [Ipu oBaa omepanuja, MOMMAamBETO
Ha TeaTapoT M clieHaTa Oelle coceMa pa3pylieHo JaBajKu alTepHATHBA Ha
oBHe 0OaCTHOHM Ha M3Be[0aTa W MPOMOBHPAJKM T'O HOBHOT NMPOTOTHUI HA
W3BeyBad, OJTHOCHO mepdopmep.
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3akiay4oxk

Tenoto Bo wu3Bemdara, Kako IITO MOXe Ja ce 3a0elexu U O]
aHanM3aTta BO pa3NUYHU H3BeAOU, J00MBA pazNUYHM, MOHEKOTrall u
CIOPOTHUBHU COJPKMHU aHAJIOTHO M3BEAyBaukH KOHCTPYKTH. [lo
mo4eTokoT Ha 60-TuTe roguuau Ha XX BEK UiejaTa 3a CICHCKHOT HaCTaIl
Oele KyJITHBUPAHO TEJNO, TEJIO IITO C€ pas3liiKyBa OJ CEKOjIHEBHATa
pYTHHa, HO TOa BO IOCIEAHHUTE JCLEHUU C€ JOMOJHU CO HJejaTra 3a
HATYPaJTHOTO, HEKOJOHM3UPAHO Teno. OTTyKa MPOM3JIeTryBa 3aKIy4OKOT
JIeKa TEJOTO Kako 3HaK € TpaHCc()hOpMATHBHO, YHMKATHO, MOIUCEMHYHO.
Toa ro0 3abenexxyBa u bapba wucraknyBajku: ,l3BemyBauute ce
dbaciuHaHTHM OWJlejkM THE C€ YCIeIIHH BO TMpPOMEHa Ha HHBHATa
MIPUPO/IHA TEJIeCHA TOCTaBKa BO NMPEHOC Ha OecTeIeCHOCTa BO KIIACUYHUOT
OanmeT wWIM TPEHOC Ha eHeprujata Bo coBpeMeHuoT TaHll". (Barba,
Savarese, 1995:190) HeszaBucHo pnamu ce pabOTH 3a ecCTETUKATa Ha
y0aBoTO BO 0aneToT, OPUTHHATHHUTE CTUJIOBH HA MOJICPHUOT WU
HEBEPOjaTHUTE EKCTPEeMH Ha [JAJICOHOBIM, CENaK TeJIoTO TO HOCH
nepopMaTUBHUOT  KamalMTeT KOj € HCKIYYUTETHO IIUPOK H
IUBEP3UOUIICH, AaHTHLIMIHUPAJKA TPU TOa Pa3IUYHU CTHICKH, H3Pa3HH,
KOHIEMIUCKN MaTPUIIM U TOj KalaluTeT € HEPACKUHIIUB Je]l OJ1 HeroBara

pHUpoa.
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COBPEMEHMUTE INPEJIN3BUILIN HA IEP®@OPMATHUBHOCTA
- TEATAPOT JEHEC?!?

What can be considered as theater nowadays? Which are the
contemporary challenges of performativity? How is theater facing digital
arts? My research began with some of these and many other questions.
This paper is conceived as a theoretical and theatrical study in order to
define and determine the changes in contemporary theater. Research has
shown some of the various theatrical classifications of contemporary
theater and the influence of new media on theater. Performativity is
defined according to a research on what is actually modern theater
nowadays, how is theatre transformed and how it correlates to current
tendency of digitalization.

Theater is conservative, traditional, and firmly standing on the foundations
of the Aristotelian dramaturgy, and, as such, should accept the change that
comes with time as well as circumstances in order to be able to face the
wave of contemporary media.

For this purpose I have analysed some of the main forms of current
theater, starting with internet theater, performances that occur outside the
theater scenes, circus performances, and up to controversial and unusual
performative spectacles that mark today’s theater.

During the research, I used some theatrical scientific and methodological
tools, in the same way as some of the most dominant studies of the
specific topic are dome.
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COBPEMEHUTE HPETU3BUIIU HA IIEP@OPMATUBHOCTA...

Kiyunn 300poBH: COBpeMEH TeaTap, JUTUTATU3aIH]ja,
neppopMaTUBHOCT, MEIUYMH, HUHTEPHET.

[IIto c¢ moxke ma Oume Tteatap aeHec? Kom ce coBpeMeHute
npeau3BUIM Ha neppopmatuBHOcTa? Ha KOj HAaUMH TeaTtapoT ce cripaByBa
CO JIMTUTATHUTE YMETHOCTU? - YIIITE HEKOU JIPYTU Ce TMpalamara o Kou
TprHa MOETO UCTPAXyBamke 3a MOTpeduTe Ha oBaa TemMa. McrpaxkyBamero
MOYHA CO OTKPHBAE HA IIABHUTE M JOMUHAHTHU aBTOPU M PEKUCEPU HA
XXI Bek, MOTOYHO HA TOA IITO € AaKTYelHO M MPENO3HATIMBO Ha
TEaTapCKUTE CIEHU BO CBETOT. CBETCKHTE CITMCaHMja IMOCBETEHU Ha
TEeaTapoT M W3BEAYBAaUYKHTE YMETHOCTH, Kako Art is a live
(http://artsalive.ca/en/thf/aujourdhui/) wnu The Drama Review (TDR -
http://www.mitpressjournals.org/loi/dram) TBpIaT o1 MOTBPJACHU U3BOPH
7eKa JOMUHAHTHU JPaMCKH aBTOpU JeHec ce: Xajuep Muuep/Heiner
Muller, Tomac bepaxapa/Thomas Bernhard, boto IlItpayc/Boto Strauss,
Jlapc Hopen/Lars Noren, Xayapn bapkep/Howard Barker, /lejpun Memet/
David Mamet, bepuap Mapu Konrez/Bernard-Marie Koltes, Jou ®oce/
Jon Fosse, Capa Keju/Sarah Kane, Maptun Kpumn/Martin Crimp.
Pexxucepure mTo TO BOAAT TeaTapOT HA HOBHOT BEK, CIIOPE]l PEICBaHTHH
u3Bopu (ydecTBa M moOeau Ha (ECTHBAIM, JOMHUHAHTHH PEXKUCEPCKH
MPAaKTUKH, HarpajyBaHW TPETCTaBU, HAjI0JIT0 PENEPTOAPCKU 3aprKaHH
MpeTCTaBy, MPOMEHA Ha aHpPOBCKara cBecT U c¢i.) ce [lutep Bpyk/Peter
Brook, ITurep Iraju/Peter Stein, Kitayc Muxkaen ['pydep/Klaus Michael
Gruber, 506 Buncon/Bob Wilson, Anaronu Bacunes/Anaronnu Bacuies,
[Matpuc Ilepo/Patrice Chereau, ®pank Kacropd/Frank Castorf, [{ebopa
Bapuep/Deborah  Warner, Tomac Octepmaep/Thomas Ostermeier. 3a
BOJICYKH TeaTtapcku Tpymu ce cmetaaT: Komenm ®pances/La Comedie/
Francaise (Ilapus, ®pannuja), MXAT (MockBa, Pycuja), A6u Tteatap/
Abbey Theatre (labmun, Upcka), [Tukomno tearpo/Piccolo Teatro (Munan,
Wramuja), PectuBan Asumon/Le Festival d'Avignon (®dpanmmja),
Crpardopn ¢ecruan/Stratford Festival (Kanama), Pojan Illexcrup
kommanu/Royal Shakespeare Company (Ctpadopn Ha ABOH, AHTIHja),
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Pojan wemnn Tmarap/Royal National Theatre (Jlonmon, Amnrmumja),
[ay6une/Shaubuhne (bepnun, I'epmanuja) u Pojan [Ipamaren/Royal
Dramaten (Ctoxxiiom, [1IBencka).

OBoj mperyie MOKe Jla HM TOKake KOj M KaKOB TeaTap JOMHHHpPA BO
NOCJIEAHNTE TOAMHM HAa MHHATHOT M TIOYETOKOT Ha OBOj BeK.
TpagunmonanHaTa Teatapcka gopma, cMecTeHa BO HWHCTHTYIIHja/3rpaja,
noyHyBa J1a 6apa HOBH u3Je3u. [lapanenHo co HUB, aKTHBEH € CEKOorall U
OHOj TeaTap IITO eKCIIEPUMEHTHPA, IITO ja MOCTaByBa MepphopMaTUBHOCTA
KaKo JOMHHAHTHA 3a CEKOj M3pa3, a CO TOA CO3/7aBa U HOBH MPOCTOPH H
HOBU HAYMHU Ha U3BEIOCHOCT.

3a Toa MITO cé € TeaTap JEeHEC, U KOM OOJHIM Ha NnepPpopMaTUBHOCT
MOXE Ja ce CMeTaaT 3a JEHEIleH Tearap, M€ HWHCIHpUpPA €ICH Of
MOTEHIMjaJTHUTe HacTanmu Ha VHTepHanuoHanmHuot ¢ecrtuBan EnunOypr,
[Ikorcka. Op ToOa MmTO TO 3HAEMe TOAa € TOUINEH (ecThBal Ha
n3BeqyBayKu yMeTHOCTH Bo EnunOypr, [lIkoTcka, KOj Tpae TpH HEJeIu BO
aBrycT. Ha mokaHa ox IUpeKTOpPOT Ha ()ECTUBAIOT, BEIM BO CaMHOT
OIUC/MCTOPUjaT HA UCTHOT, MET'yHAPOIHHOT (heCTUBAI TM HOCH BPBHHUTE
U3BEAyBaYM Off My3uKkaTa (0COOEHO KilacH4HaTa), TeaTapoT, olepaTa H
TaHIIOT OJf CUTE€ CTPaHM Ha CBEeTOT. Ha roguHamHuoOT QecThBaz BO
EnunOypr Tpebano na HacTamu er30THYHUOT OMEPCKU OalieT co KUBOTHH,
aKo Taka MOXE Jla TO TpeBeAaM, Ha aBaHTapAHaTa (paHIlycKa/mapucka
Tpyna Koja cakanma u3Bembara Ha 30 komHM na Ouje Ha My3WKa Ha
JIETeHJApPHUOT aMepuKkaHcku my3udap Tom Bejrc/Tom Waits. Bo obunot
na 00jacHHU 30IITO caka Jia ro 3a0paHi KOPUCTEHETO Ha HEroBaTa My3HKa,
NpPOCIaBEHNOT aMEpPUKAaHCKA My3W4Yap WH3jaBH, Mery JIpyrorto, 1eKa
HeroBaTa My3HWKa MMa CBOj JIMYEH IleyaT M JieKa He caka jJa Owmpe
Npero3HaBaHa 10 HEKOW M3BEYBAaukKd aKTHBHOCTH INTO HEMY HE MY Ce
omucku. Mako HeroBara m3jaBa € YHCTO MPAaBHO OJpkaHa U (poxycupaHa
Ha HeroBaTta pa0boTa, MOXe Ja ce pazdepe HErOBOTO HECOTIIACYBAHE CO
Toa ja Ouje u3BeayBaHa 3a Ja MOXAaT )KMBOTHHUTE J1a TO OJUTPAaT CBOjOT
taHIl. Toa mTO MOXe Ja ce U3BaIu O OBOj KOHTEKCT € — PEHOMHPAHHOT
cBeTckHu eTabmupan ¢ectuBan ox ExmHOypr mo moBoj mpociaBara Ha
CBOjaTa CeIyMICCETTOUITHIHA KaHU W3BEAYyBauK{ HACTall CO KOHH KOH
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urpaat Oajer Ha My3ukara Ha Tom Bechl. [IpamameTo MTO JIOTUYHO Ce
MOCTaByBa € Aaiu € oBa Teatap? Jlanu e oBa neHemHUOT Tearap? [lamm
MECTOTO Ha aKTEpOT MOXe U Tpeba Jia ce 3aMEHH CO KMBOTHO, KYKJIa, 1a
Iypu # 1a He mocron? Tyka MOKe J1a ce apryMeHTHpa B CO MHCJICHhaTa Ha
HEKOJIKY TPO(PECHOHAIIM OJl TMOYETOKOT Ha XX BEK, OCOOCHO CO
MUCIICETO Ha aHIMIMCKUOT cueHorpad u pexucep, Enapn [Nopmon
Kper/Edward Gordon Craig u 3a HeroBara wujeja 3a akTEpOT Kako
Ha/[MapHOHeTa’.

HcroBpeMeHo co 3akakaHarta wu3Ben0a Ha OBOj mepdopManc,
dectuBanot ox EauHOYpr HyaM HEKONKY pa3JIMYHHM TeaTapcKh W3BeIOU
Ha Koum Tpeba ja oOpHeMme BHMMaHHWe. Mery HajlloO3HATUTE HACTalmd Ha
(decTuBaioOT € OHOj UMEHYBaH Kako Wind Resistance, Ha aBTopkara Kepun
[TonBapt/Karine Polwart koja mpaBu nepdopmanc on Buieo, My3uUKa U
MpUKa3Ha Ha €JIeH WHTepeceH npupojneH (eHomeHn. Cekoja eceH, JIBe U
MIOJT WJIjaJid TYCKU CO PO30BH HO3€, JieTaat of ['pernanna no mecroro Fala
Texk, 3alITUTEHO XHUBOTUHCKO MPHOSKHINTE jyrOMCTOYHO o1 EmxmHOypr.
Opn oBa BerpoButo 1uiato, Kepun IlonBapT ro Mmemopupa u ro nokaxysa
OKOJIHHOT TI€j3a)K HHM3 HCTOpHjaTa, NMPEKy TeCHa, 3BYKOT Ha NTUIUTE U
mmgHE Memoapu.” ITOBTOPHO ce HaMETHyBa MpAIAkeTo NAld € OBa
COBpeMeHHOT Teatap neHec? M koj € W3BeQyBayoT Ha TOj Teartap?
[Toerecara m wmy3uuapka Kepun I[lonBapT wiam TYCKUTE W HHUBHHUOT
HeOeceH TaHIl?

[Tapanenno co oBaa m3BeAda, BO mporpamara Ha (ECTUBAIOT BO
Enunbypr ce mnpukaxyBa mnpercraBata The Destroyed Room Ha
peHoMupaHaTa Tearapcka Tpyna onx [masroB Vanishing Point. Tpojua
aKTepu THM 3a3eMaaT CBOMTE MECTa Ha CI[eHaTa W MOYHYBaaT pPas3roBOp.

1 . . .
Tom Bejtc Bomm npaBHa mocrarika npoTHB ()eCTUBAJIOT 3a Jia ja ONpaBza CBOjaTa My3UKa U

HEj3UHOTO KOPHCTEEE CAMO CIIOPE]] CBOUTE CTABOBH.
2 Bo 1905 roamHa, aHIIHCKHOT pexHcep U cueHorpad ja objaByBa cBojata kHura 3a
YMemHOCma Ha meamapom, BO Koja ja nepuHupa uaejata 3a akTep — HaJMapHOHETa IITO
Ke Omje MTUPEKTHO yIpaByBaH O] PEXKUCEPOT.

3 Kepun IMonBapt ¢ 10GHTHHYKA Ha MHOTY MY3HYKH HATPajIH, TEKCTOIHCEI] U Tejad, ce
3aHMMaBa CO TeaTapcka aHUMalldja U TeaTapcka KOMIO3HUIIH]a.
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Cenar Mer’y pacTeHHja M CBETHJIKHM, JUCKYTHpaar 3a TOa LITO T'O CBEJA0YAT

u nebarupaar 3a eTuKara Ha miefamero. OKoly HUB ce HAMECTCHH
KaMepH U ce CHMMa CEeKOj] HUBHU 300p M CeKOja HUBHA peakiuja, MpeKy
€KpPaHOT C€ TpPUKaXyBa HCTOBpEMEHO Ha myOnmkara. Kako mTo ce
WHTCH3MBHpPA Pa3roBOpoOT, arMocdepara ce MEHyBa U pa3roBOPOT C€ BOJH
KOH JpamMaTh4eH, WHTCH3MBEH M W3HEHaJayBadku Kiaumakc. OBaa
MpeTcTaBa MpeKy Kamepara, (OKyCcOT, ro MpeHecyBa CBETOT O]l HaJBOP
KOH BHaTpe W Oonkara Ha Jyfero BO cobara, Koja KyJIMUHHpA H
MeTaopUyHO ce YyBa OJJIaJIedeHa Off CBETOT IOpaau SHIOBUTE MeEry
nyfero. Axtepckara Tpyma ox I'masros® mTo ja m3BemyBa mpercraBara,
CBOjaTa TeaTapcka CIIeHa ja MYJITHILTHIMPA MPEKy (QUIMCKHTE KaMepu U
MOJKHOCTA CETO JIa C€ MPEHECe U CHUMH, JIa c€ IOKyMEHTHPA U EMOTHUBHO
na ce nmemuctudunmpa. OBaa mpeTcTaBa MOXE J1a TO MOKaxe, 0apeM o1
MO3WIMja Ha CIEACHE Ha TeaTapckara W3BEJOCHOCT, HAYMHOT Ha KOj
COBPEMEHHOT TeaTap C€ KOPHUCTH M CO JOKYMEHTAapHOCTa, HO U
ocrocobeHocTa Ha MCTHOT Ja TH KOPHCTH COBPEMEHHUTE MEIHMYMCKH
TEXHUKA ¥ TEXHOJIOTUH. JIUTUTATHHOT CBET € O0COOEH Npeau3BHK 3a
JCHENTHUOT Tearap, HO TOoa € €ICeH OJ TeMaTUTE IITO Ke ClieayBaar
MOJIOIHA BO OBA UCTPAXKYBAbE.

[MapanenHo co oBuMEe WM3BENOM HA PEMEPTOAPOT HAa (ECTUBAIOT € U
KJlacMyHa u3Ben0a Ha mpouyeHaTa Cmaxnena menadcepuja Ha TeHech
Bunujamc/Thomas Lanier "Tennessee" Williams III, Bo pexuja Ha enen
ol Hajrmo3HatuTe OponBejcku pexucepu [lon Tudanu/John Tiffany, Bo
npoaykija Ha Harmumonamuauor teatap ox Illkorcka. Bo m3Bexbara ce
BKIyYeHH HAllMOHAJTHWUTE TeaTapcku © (QUIMCKH sBe3nu Yepu
[lorc/Cherry Jonesu Majkn Ecnep/Michael Esper. OBoj ronem XuT
HCTOBPEMEHO MOKaXyBa KaKO CE WUTpa TPaTUIMOHATHUOT TeaTap JCHEC.
HaBuaywm u3BazieHn oj mporpaMara mpou3BOJIHO, OBUE HEKOJIKY MPUMEPH
I'M TIOK&)XyBaaT CUTE CTpaHU Ha COBpeMeHara meppopMaTUBHOCT JICHEC.

4 Tlo3HaTaTa TeaTapcka KOMIIaHHja OazupaHa BO [J1a3roB MMa M3rpazeHoO MelyHapojeH
yriien 3a XpaOpH, aMOWIMO3HM MPETCTaBH KOM CE HCKIYYHTEIHO BH3YEJHO MOKHHU.
Destroyed Room e HUBHaTa HajHOBA MPOIYKIIH]a.
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Jleka e Toa Taka MOXX€ Ja TOTBpPIM M TIporpaMara Ha YIITE €leH O]
HAjTIO3HATUTE TeaTrapcku (ECTHBAIM JeHeC, (pecTUBAIOT oIl ABHHOH.
[Tporpamara Ha ¢dectuBanor 3a 2016 roguHa MOKaKxyBa HEKOJIKY BaKHH
TeaTapcKu M3BeI0M Kou Tpeda 1a Ouaar mpeaMeT Ha OBa HCTPAXKYBAHE.
[Ipata mpercraBa e Those who wander aren’t wrong
(http://www.festival-avignon.com/en/shows/2016/those-who-wander-arent
-wrong), TMpeTcTaBa Koja € TOJUTHUYKH (POKyCHpaHa Ha TJIACAYHTE U
HErJlacauuTe W OJHOCOT Ha IOJIUTHYApPUTE KOH WCTUTE. ABTOpH Ha
nperctaBata ce Kesun Keuc/Kevin Keiss Bo copabotka co Merne
[Toesn/Maelle Poesy kako aBTOopu Ha TeKCTOT, [loe3wja moTmumryBa
pexujara. IIpercraBara e Bo mpoaykuuja Ha Espace des Arts Scene
nationale Chalon-sur-Saone, Bo xomponykiuja co Compagnie Crossroad
(Drole de Bizarre), Theatre du Gymnase Marseille, Theatre Dijon
Bourgogne Centre dramaturgie national, Le Phenic Scene nationale de
Valenciennes, Theatre Scenart Scene nationale, Theatre de Sastrouville
des Yvelines Centre dramatique national, Le Rive Gauche (Saint Etienne
du Rouvray). Ilemara mpercraBa (oKkycwpaHa Ha TOBOpP W HapaTHBHO
MOCTaBeHa ce OOMIyBa Jla TH IMPOHAjJAc KOPCHHTE Ha JIEMOKpaTHjata U
ucTMTe Ja TWU 1npe3eHTHpa. OBaa mperctaBa T'M NIPEHECYBa
nepGopMaTUBHHUTE IMOTEHIUjAId HAa TEKCTOT W HEroBaTa MOKHOCT. 3a
pasnmuka o Hea, npercraBata The Damned (http://www.festival-
avignon.com/en/shows/2016/the-damned) Ha eneH ox Hajmo3HaTUTE U
HAjUHBEHTUBHUTE pexucepn Ha naeHemHunara MBo Ban Xose/lvo Van
Hove TekcToT # ro moapeayBa Ha MpeTcTaBaTa U To MpaBu caMo 0a3uvHa
npeaionka. 3eMajku To KyaTHHOT ¢uiaM Ha Buckontu ox 1969 roauna,
TOj TpPETCTaBaTa ja IOCTaByBa Ha HEKOJIKY WHTEPMEIMjaHH HHBOA.
[IpercraBata e Bo mnpoaykuuja Ha roiremuor Komeaun O@pances/La
Comédie-Francaise on [lapu3 u urpaar BpBHHUTE aKTEepH Ha TOj Tearap.
OBaa mpercraBa Ha Banm XoBe MmokaxkyBa Ha KOj HA4MH MOXE Jia ce
TpeTHpa MEIUYMOT W Jla C€ HalpaBU HHTEPMEIWjalHa pelauja co
¢WwIMOT W JApYyrUT€ YMETHOCTH, OjarojapeHue Ha HOBOTO BpeEMe.
[lephopMaTHBHHOT TOTEHNIMjad € TMpe3eMeH oJa (QHUIMOT, HO HE €
¢unmvcku. Tyka cranyBa 300p 3a mpedpiame WM TPaHCIOHHUPAaWkE Ha
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OCHOBHHTE aJlaTKM Ha (HIMCKHOT M3Pa3 U HUBHO TPaHC(HOPMHUPAE BO
teaTapcku. CIMYHO € TpajieHa U MpeTcTaBara Ha yIITe €/IeH rojieM Mar Ha
teatapot neHec Puuapo 111 na Tomac Ocrepmajep. Herosuor Puuapo 111
I'M KOPUCTH CHTE aJlaTKH Ha TPAIUIMOHAIHUOT TeaTap BO €JeH COBPEMEH
MyATHMeMjaneH u3pa3. Ocrepmaep, Kako M BO JPYTHTE CBOU IPETCTABU
KOHIIETITOT T'O TIOCTaByBa Ha CAMUOT TEKCT, a MOTOA IO HAATPagyBa CcO
pedepeHTHN TOYKH Off CEeTallHOCTa, KOW TH MOTIIOMara CO COBPEMEHUTE
TEXHUYKH CpeACTBa (BUAEO, MUKPOPOH M CI.), a MpUTOA HE ja TyOH
OCHOBHATa JIpamMaTypIilKka CTpyKTypa.

3a paznuKka off OBa HaJArpaayBame Ha TpaJHIMOHATHATa TeaTapcKa
ecTeThka, Ha (ecTUBaJcKaTa CIleHa ce Ipukaxa u 6 a.m. How to
disappear completely wa Bnuy-muamap epyn / BlityTheatre Group.
[IpercraBara MOYHYyBa CO pEUUTHPAE HA IOYETHUTE CTUXOBU Ha
XennepauHoBaTa  Juomuma, BO TOJNyTeMHHHATa Ha CIIEeHaTa, 4YHja
CBETJIMHA packaxyBa Ienu npukazHu. CrojyBajku ja TMecHara Ha
Xenaepnaun co puimor Cmankep Ha TapkOBCKM M HOBellaTa Ha Opakata
Crpyrauku [luxnux xpaj namom, oBaa TOIylapHa TeaTapcka TpyIa,
neppopMaTUBHOCTA ja MPE3EHTHpPa KAKO METaMHKC Ha HEKOJIKY Ba)KHH
KYJITYPOJIOIIKK TOMOCH MITO Tpeba Ja ce MpeTcTaBaT Mpejl jaBHOCTa KaKo
3aJJOJDKUTENHA M3Benda Koja MOCTOjaHO TM TOMECTYBa TPaHUIUTE Ha
COBpEMEHUTE TPEIU3BHIM Ha HcTara. HU3 MOKYMEHTapHUOT IMpHUCTAT,
CelyMTe JIMKa CO3/[aBaaT €Ha MUCTEPHO3Ha MPHUKa3Ha, KOja € MOBEKe 0J1
tearap. Toa IITO TO NpaBM TNPENO3HATIMB 3a CBETCKAaTa TearapcKa
nyOarKa OBOj TPYKM TeaTapcku KOJEeKTUB, moja HacioB Blitz Theatre
Group (http://www.festival-avignon.com/en/artist/2016/blitztheatregroup)
€ HaYMHOT Ha KOj To pa3Oupaar TeaTapoT Kako IMoJie Kaje MITO JIyIeTo ce
CpeTHyBaaT €IHU CO JIPYrd U pa3MEHyBaaT WJEH Ha €/IeH eCeHIHjaJeH
HAYMH, HE KaKOo T0JIe Ha BUPTYO3HOCT U ,,peIUMEj"* BUCTUHHU.

OBaa u cuTe IPYTH MPETCTAaBU U3BEACHHU HA (ECTHBAIOT BO ABHIHOH,
KaJe ITO Ja He 3a00paBHME TOCTyBAllleé M YIITE€ €IHO TOJIEMO MME Ha
cOBpeMeHHOT Teatap jaeHec, Kupun CepeOpeHHKOB, CO MOCTaHOBKaTa Ha
l'oroseeBata Mpmeu Oywiu, TOKaXyBaaT IITO € COBPEMEH TeaTap M Ha KOj
HA4YMH UCTUOT ce TpeTtupa. Meryroa, 3a paznuka o TPaJAULUOHAIHUTE U

33



COBPEMEHUTE HPETU3BUIIU HA IIEP@OPMATUBHOCTA...

OCOBpEMEHETH TeaTrapcku (OpMHU, Ha OBHE CIIEHH U TOIMIMPOKO Ce
OJIUTPYBaaT MPETCTaBH IIITO CE TOWHAKBU M TI0 HAYMHOT Ha M3BeN0a U 1O
MECTOTO ¥ M3BEyBAUYUTE HA HCTUTE.

Tpeba na ce uma npeaBUI JAeKa COBPEMEHHOT TeaTap oj bponsej 1o
Bect Ena, on rojemMuTe HanmMOHATHM HWHCTUTYIHH 01 CTOKXJIOM [0
MockBa, co3maBa cBoja mepGopMaTUBHOCT, KOja MOXe Ja ce AehuHupa
KaKO TIPeno3HaTIMBa W aTpakTUBHA. OBOBpEMEHHTE MEIUYyMH TH
Tpetupaat nepGopMaTUBHUTE U3PA3HOCTH BO JYXOT HAa BPEMETO, Ma €JeH
O]l HAjTOJIEMHUTE MEIUYMHU JeHeC, BeCHUKOT [ apoujan/Guardian n3oupa
Hajao0pu OpUTAHCKU PEXKUCEPU, YHWja MOMYJIapHOCT ja Opow cmopen
M3BEJONTE M OPXIIMBOCTA Ha pernieproapoT Ha Bect Enn / West End, nmm
Hemnn twmarap / National Theatre, a He cmopea HOBOTO WM
MOMECTYBamkETO Ha TpaHHWIIMUTE Ha Toa INTO € Tearap JeHec. Ha
MpalameTo MITO CaM T'O JIaBa BO HACIOBOT Ha cTatujaTa, Majkin bunuaToH
/ Michael Buillington, penoBen kputudap Ha [ apoujan, Who is Britain's
best theatre director? (https://www.theguardian.com/stage/theatreblog/
2007/jun/15/whoisbritainsbesttheatred) ro mpernusupa mpamameTo cO Toa
Ha KOj HAYMH CE BaJIOPH3HPa TEaTApPCKUOT PEKUCED JCHEC, KOj MOXKE JIa TO
OLICHU U TIPECYIH 3HAYCHeTo Ha UCTHOT. Cropes Hero, BO OBOj TEKCT BO
KOj MOJKE J1a MPero3HaeMe U Ha KOj HAYMH COBPEMEHATa TeaTpoJIoTHja Cce
o0uyBa J1a TO MPOIICHN TPYIOT Ha CEKOj pexkucep moceOHO, 3a pa3iinKa
O]l TIOpaHO KOTa ce TrOBOpEIIe 3a MPOMEHA Ha €CTETHKAaTa W HaYMHOT Ha
paboTa ¥ BIMjaHUETO HA PEXUCEPOT BP3 COBPEMEHHUOT TeaTap (IPUMEPOT
Ha Kponuk Bp3 CranucnaBcku uin CTaHHCIIAaBCKU BP3 MOBEKE PEKUCEPH
Ha XX BeK), TOj HAMETHYBa HEKOJIKY Ba)KHM TOITIOCH 3a KOW Tpeba 1a ce
IMCKYTHpA O MO3UIHMja Ha BAJIOPU3UPAE Ha PEKUCEPCKUOT pakonuc. Ox
€/lHA CTPaHa TOa € YCIENTHOCTa Ha PEKUCEPOT, HAUMHOT Ha paboTa, Kako
U BIMjaHHETO IITO T'O MMa Bp3 MOMJIQJUTE TEHEPAllWH, KAaKO IITO ¢
npumepor co Kerm Mwuuen/Katie Mitchell, Cumon Mexbypuu/Simon
McBurney u Ema Pajc/Emma Rice. Bo apyra rpyma ru crnomeHysa
umumara Ha Makc Cradopn Knapxk/Max Stafford-Clarkumm Ilurep
I'un/Peter Gill wmm Jan Pukcon/lan Rickson Bo ogHOC Ha TOa Kako ro
TpPEeTUpaaT JAPaAMCKHOT TEKCT UM MCTHUOT T'O MPE3eHTHpAaT BO MpETCcTaBaTa.
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[Toroa cmera neka Tpeba aa ce HANpaBH JAUCTHHKIM]a BO OJHOC HAa TOA
KaKo elIeH pexXucep I'M TpeTupa KJIAcHIMTE, OJ THIOT Ha PEXHUHUTE Ha
Majkn bojn/Michael Boyd unu I'per Jopan/Greg Doranna npamwure on
[excnup nmu, mak, Ha Tpesop Hyn/Trevor Nunn 3a mjy3ukimre. OBaa
MHTEPECHA CTaTHja Hé HOCH BO KPAJHOCT JeKa HE MOXKE Jla C€ OIECHH
MPELU3HO €JICH PEeKUCep, a 1a He HE IOHECE UCTPAKYBABETO IO KOPEHUTE
Ha pexkdjata u caMuoT CraHuciaaBcku. Toa 1MITO MOXKeE J]a Hé HAy4Yu cenak
€ OJHOCOT KOH pexXHjaTa BO COBPEMEHHOT TeaTap U Hej3MHaTa
(HE)MOXKHOCT 32 (PYHKIIMOHUPAHkE KaKo MITO Oelie MPUMEPOT BO TEaTapoT
Ha XX BEK.

[TpobnemoT, cropen HCTPaKEHHOT MaTepHujall, € BO 3TrOJEMYBAHHETO
Ha OpojoT Ha MeIWyMHTE, BO TPETHPAETO HAa YMETHOCTUTE KaKo
MHIYCTpHUja U BO (HE)CHAOIamEeTO HAa TeaTapoT BO OJHOC Ha JPYTHUTE,
0COOCHO AUTUTATHUTE MEAUYMHU. Tyka MOXe Ja ce MOCTaBU MPaIIakETo
3a KpajoT Ha TeaTapcKara 3rpajia U CO37aBambeTo YHUBEP3aJIeH MPOCTOp Ha
KOj Ke ce u3BelyBa TeaTapcka MpeTcTaBa MWIM MNPEMECTyBambeTo Ha
npercraBata oA JAepuHHpaH BO HeAePUHHpPAH WM Tpa3eH MTPOCTOp.
Jlenec ce mpero3HaBa TPEHI0T Ha BOBEAYyBambe MyITU(PYHKIIMOHATHA cala
HAMECTO OTPaHWYEH MPOCTOP 3a T€ATAPCKH YWH, a CO TOA Ce OTBOpA WJIH
IIUPH TPOCTOPOT 3a JNePUHHpame Ha TOa MITO € TeaTapcka IMpeTCTaBa,
MOTOYHO IITO € Tearap JeHecC.

3aroa enHO OJf HajBaXHHUTE IMpallakba CcoO KOe Cce 3aHMMaBa
COBpeMeHaTa TeaTpoJIoTHja € wmo e meamapom OeHec, TOTOYHO, WMo ce
e meamap Oenec? 3a Taa 1eN, ce MpaBH OOHA Ja ce€ MOTEHIHMpa H
MO3UIIMOHUPA MECTOTO Ha TEaTapoT O]l HErOBUTE MOYETOIH 10 AeHec. He
caMo O] MPauCTOPHCKHUTE, MUTCKUTE, PUTYaJHUTE KOPEHH Ha TeaTapor,
TYKy OJl TpBHUTE 3a0eJie’kaHH CBEJOUITBA 3a TOA IITO € TeaTap, OHHE
MOBP3aHU CO aHTHYKaTa MOeTHKa U ecteTuka. O MUTCKOTO, Jla HE pedam
JIeTeH/IapHO BieTyBame Ha Tecrnrc Bo ATHHA CO HEroBaTa KoJa, co el Ja
ja mpHKaxar npBaTa 3abenekaHa TeaTapcka MpeTcTaBa BO MCTOpHjaTa Ha
COBPEMEHHUOT TeaTap, IOMUHAJIe TIOBEKEe OJ JBaeceT W meT Beka. Jlonru
TOJMHH, BEKOBHU, TEATApOT IO ApIKEIle MPUMATOT HA €IUHCTBEH MEIUyM
3a MmacoBHa kynaTypa. Cé 1m0 MmacoBH3alyjaTa Ha ME€4aToT, PajuoTo,
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TEeJIeBU3HjaTa, a HAJMHOTY CO MPOJOPOT HA HHTEPHETOT O] JCBEIECETTUTE

TOJAMHM Ha MHHATHOT BEK JIO JCHEC, TeaTrapoT Ba)kelle 3a YHHKATCH
MEINyM, a CO TOa IO UMaIlle ¥ CBOjOT NMPHUBHIIIETUPAH cTatyc. HajMHOTY cO
NPOJIOPOT HAa HHTEPHETOT C€ IMOKaka CTapOMOJHOCTA Ha TeaTapoT H
HeroBara HedraekcnOmIHOCT. OTTyKa JICHEIIHUTE TeaTapcKh aBTOPH CeE
o0uayBaaT Ja TO CMEHAT TaKBUOT BIIEYaTOK W TOYHYBaaT Ja IpaBar
HemTo HOBo. CBenonu cMe Ha Toa JeKa M BO MAaKeJIOHCKHOT Tearap
MOCTOjaT PEXUCEPHU IITO TH CIIEAAT HOBUTE TPEHAOBU U UCTUTE JOOPO TH
nmpuMeHyBaaT. MeryToa, c€ ylre He cMe CBEAOLU Ha aJlallTHOMIIHOCTA Ha
TeaTapoT KOH HOBHTE METUYMHU.

Ha mro Touno mucnam?

Bo 2012 romuna, Ha crpaHunure Ha Xapseapo maeazun/Harvard
Magazine, npodecopot Kper Jlam6ept/Craig Lambert, ro 06jaBu TeKCTOT
Honunama na meamapom 60 Oueumanwama epa, O0aiu opamama e ce
yume sadicna?/The Future of TheaterIn a digital era, is the play still the
thing? TekcTOT € pelieBaHTEH U JEHEC 3aroa INTO € CBOEBHUIHO
UCTpPaXXyBame Ha YHUBEP3UTETCKHOT Mpodecop, HCTOpUIap U KYIATYPOJIOT
3a ClOCOOHOCTA Ha TeaTapoT Jia Ce CIPaBH CO COBPEMEHUTE MEIUYMH.

ENeKTpOHCKUTE W JIUTUTAIIHU TEXHOJOTHH TO 3e10a MPUMATOT HaJ
Menuymute, ocobeHo co  3/I-punmoBuTe, youtube-kaHanmuTEe WH
CMapTQOHUTE, Toa BO OJHOC Ha CIEHaTa W JPYTHTE TPAJUIUOHATHU
MeINyMH, ce OOpaT 3a BHUMAHHETO Ha MyOynKara. ,,Mianarta reHeparuja,
OJIryielaHa BO YCJIOBM Ha JUTHTAlIHA KYJATYypa, MOTEIIKO Ke ja HaTepam Ja
Orjiena TeaTapcka MpeTcTaBa BO JKMBO“, BenH mpodecopot Jlambepr,
CIIOMHYBajku jaeka Bo ce3onara 2009-2010, mpoceyHHOT riiegady Ha
bponsej e wermpuecer u ocymroaumauk. (http://harvardmagazine.com/
2012/01/the-future-of-theater)

Bo o0umor nma ce crmpaBu CO COBpPEMEHOCTAa M HOBUTE MEIUYMH,
TeaTapoT ja MEHYBa M CBOjaTa COJpPXXMHA U HAYMHOT Ha KOj CE€ CO3/1aBa M
riejia. 3aroa JIEHEC BO CBETCKUOT TeaTap JOMUHHUpaaT Tpynute. Mako Toa
€ Wjeja yIITe Ha eIHa O]l CTPYHTE Ha PEXKUCEPCKUOT Teatap — Pabomama
60 mpyna /opamcmeo, Toa ITO HUB TH Pa3IMKyBa € CEKaKo MO3MIMjaTa Ha
aBTOpOT. Bo neHemHUTE Tearapcku TPYNH, Kako IMTO Benud Tum
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Euenc/Tim Etchells, pexucepor Ha eaHa o HajIIO3HATUTE TEATAPCKH
Tpymu naeHec Forced Entertainment, pexXucepoT € Tyka Ja TH Jaje
uJenTe, na OJpenu Koj mpolieM ke Ouje akTyeleH 3a TOj JeH, ama
HCTOBPEMEHO I'0 MEHYBa OJTHOCOT 3aT0a IITO € U YYECHUK HCTOBPEMEHO.
Toj e, UCTO Taka, €JCH O] U3BEIyBauUTE Ha HETOBUTE mpercTaBu. Cemak,
OBa € ToJieMa TeMa, a jac OM cakaia Jia ce pOoKycHpaM Ha TeMaTHKaTa IITO
JOMUHHMpA BO TOCIEAHUTE JEUEHUU — CeKcom, HNOAUmukama u
nacuncmeomo. Ha 18 wmaj 2012 romuwHa, Ha cleHaTa Ha €IC€H O]
HajlIO3HATUTE Oenrpaacku Teatpu Amenje 212, Oeme u3BeIeHA
npercraBara 3Jopan L unfux, aBTOPCKM TPOEKT HAa eIeH OJ
,,HajIpobreMaTHUHUTe/HajarpecuBHUTE /L 'enfant terrible pexucepu Ha
oBue mpoctopu, OocaHckuor pexucep Ommep DPpspuk/Oliver Frljic.
[IpercraBara He 300pyBa caMo 3a YOUCTBOTO Ha CPIICKHUOT MPEMHUED, TYKY
M 3a CEKCOT, HAaCWJICTBOTO W, Mpel Cé, moiauThkara. [IpercraBata e
KOHTPOBEP3HA O] IPBOTO NMPUKAXKYBAHE 3aT0A ILTO PEKUCEPOT U jaBHO TH
Npo3WBa THE INTO HE cCakalle Jla Y4ecTByBaaT BO HcCTaTa. Ja KuHeE
rpaHuiiata Mery W3BeAyBauMTe | MyONHMKara, TIOTOJIEM JIel OJl
MpeTcTaBara € co pabOTHO CBETIIO, & TEKCTOT Ha MPETCTaBaTa € COCTaBCH
O]l IOKyMEHTapHU MaTepujain, CYJACKH 3alMCHUIM U cll. He HaBieryBam
BO MJI€jaTa Ja ce IMpaBu Tearap LITO Ke MPOBOLKPA, CaMO 3a Jia POBOLIMPA
u Ouje 3a0paHyBaH, KaKO HEKOH O]l MPETCTABUTE HA OBOj PEXKHUCED, CeIak
TOA OJlaMHa IO MMa BHJIEHO TEaTapoT, YIITE Off OHUE MPOYYCHH HU3BEIOH
Ha bo6 Buicon/Bob Wilson mmu [exnep/Richard Schechner, camo mto
TOTall TeMaTra ce KOPHUCTEIle KaKo JeN OJl UCTPAXKYBamhEeTO Ha CAMHUOT
pexkucep. OBaa peTcTaBa ja CIOMEHYBaM CaMO KaKo WIIyCTpalHja Ha Toa
KaJie ¥ KaKo OJM JCHENTHHOT TeaTap. M ce pa3dupa Jeka Tyka KiIy4dHa
TeMa C€ CEKCOT, HACWJICTBOTO M TOJUTHKAaTa. Toa MHOTY TIpea
peXKHCEpUTE, TUPEKTOPUTE HAa TeaTpH WM TPOIYIEHTUTE T'0 OTKpHja
JPaMCKHUTE aBTOPH, Mery Kou U HamwoT aBTop Jlejan ykoBcku. CtanyBa
300p 3a 0J1 KpUTUKATa HApPEUYECH KaKo meamap Ha Kps, chepma u nom. Bo
MPEATroBOPOT HA AHmonocujama Ha Hosama eeponcka opama (Kako IITo €
paOOTHHOT HACJIOB Ha OBOj BUJ JAPaMCKO IHCMO), MpHUperyBadkara,
tearposiorot JeneHa JlyxuHa, THIIyBa JieKa OBHE aBTOPH ,IO HMaar
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n00po  pa3pabOTEHO W COOJBETHHOT  CHCTEM / MEXaHHM3aM 32
,,JIPUCIIOCOOYBamhEe HA CBOUTE MUECH KOH KOHCYMEPHCTHUYKHTE NMOTpedu
Ha MOCTUHIYCTpUCKOTO ommTecTBO (JIyxkuua, 2004: 9) — menuymure u
MOTPOIIlyBauKaTa ¥ HAUMHOT Ha KOM THE CE€ CIPaByBaaT CO peajHOCTa U
KaKo HcTaTa ja nepBepTupaar. MlHTepeceH € MoAaToKOT Jeka (pakTHUKH
OBOj TPEHJI Ha €BPOIICKHOT TeaTap MOYHyBa TOKMY o]l MakenoHHja, CO
npan3BenOara Ha TekctoT Ha [lejan [lykoBcku — Bype dapym (MHT-
Ckomje, 15 okrtomBpu 1994r.) Camo 3a crmopenba, mpeMuepara Ha
HAjTI03HATHOT U HAaJKOHTPOBEP3EH TEKCT OJ1 OBaa TPEHIOBCKA ,,JPY>KUHA",
TekcToT Pasnecenu /Blasted na npodyeHata, cyoBep3uBHa aBTopka Capa
Keju /Sarah Kane e usBenena Bo janyapu 1995 roamna, Ha clieHaTa Ha
MHOTy mo3HaTuoT Teatap Pojam Kopt/Royal Court Bo Jlongon. CBerckara
TeaTposionika Hayka co umeto Ha Capa KejH ro moBp3yBa TOKMY
CO3/IaBabeTO Ha OBOj HWHTPUTAHTEH, JIOHEKaJe pPEBOJYIMOHEPEH U
IIPOBOKATHBEH TeaTap IITO Ke Ouje akTyeneH Bo EBpomna Bo mocienHuBe
JIBa€CEeTUHA T'OJIHH.

Cakam Ja Haryiacam Jieka MpoJOpOT Ha MCTOYHOEBPOIICKUOT TeaTap,
BO mpBa paka, pexunte Ha Ockap Kopmynoac /Oskaras KorSunovas,
benopyckuor Teatap W HEKOW Jpyrd, He Tpeba Ja He UyAu WU
BO3HEMHPYBa, TOKMY 3aTOa IITO HUBHHUTE, KOJIKY TOA Jla 3By4d OaHAIIHO,
OIMIIITECTBEHO-TIOIUTHYKA  COCTOjOM TO  TMPEAU3BHKYBaaT  HCTOTO.
Pexxucepure, cozmaBaunTe Ha Tearap JEHEC, 3HaaT Ha KO HAYMH Ja ja
UCTIPOBOILIMpAAT MyOJIMKaTa, Ja IO MPEeIU3BUKAaT HEJ3MHOTO BHUMaHUE U
HAjBaXKHO O] C€, JAa ce M300paT 3a MPETHOCT MPe] OCTAHATHUTE MACOBHHU
Meauymu. Ha Toj HauMH Tue ja 3eMaaT myOiukara ,,li0J CBOe*, HO HE CO
HEj3WHa MaTPOHU3aIM]ja, TYKY OJ1 MO3UIHja Ha JUPEKTeH yuecHHK. Toa O6u
OUJI0 JUPEKTHUOT JIMHK Ha HACJIEICTBOTO HAa HEKOW OJI HAjIO3HATHTE
pexxucepu Ha XX Bek — Eypenmo bap6a/Eugenio Barba, Ilutep bpyk
/Peter Brook, Puuapx Illeknep /Richard Schechner u npyru, morouno Ha
OHOj acCIlleKT Ha TeaTrapoT IITO THE To HCTpa)kyBaa M MpHKa)xyBaa —
TeaTapcKara aHTPOIOJIOTHja.

JleHeITHUOT Tearap, MOTOYHO € Ja pedyaM CeKOj OJl JCHEIIHUTE
TeaTpu, TMocera mo ojapeneH TpeHa. Mako mocTojar ABe TNIaBHU CTPYH —
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OHUC OO TpaJUuIUOHATIHUOT /KOHBeHIII/IOHaJIHI/IOT T€aTap M OHHUC O
UCTPaXyBauuTe, aBaHrapJHUTE AaBTOPH, KOM TI'M MeEIIaaT >XKaHPOBHTE, a
uMaa e/iHa I1eJ - J1a IO MPOA0JKAT CETO TOoa HITO MOCTMOJEPHUOT Tearap
ro 3araTHa — 2yberemo HA (QYHKYujama HA aKmepom u He2o08amda
mpancghopmayuja 60 uzeedysay U NPOWUUPYBArLemo HA NOJemo Ha
meamapom u 2yberemo Ha cpaHuyama Ha Mmoa Wimo e npemcmasd, da
WMo peanHocm.

Tyka Hekaze € 1 MOjOT OATOBOP Ha IMPAIIAKETO KOU CE IEHEC HOBUTE
tearapcku Gpopmu? Hekou o HUB ce:

- JIoKyMeHTapeH Tearap — OJUIMYEH IpuUMep 3a Toa ce Pumunu

npomoxon O]l eHa cTpaHa, u ['pynara/kommnanujara JJaxap on apyra.
- Doctapamcku TeaTap — Kako L€l €A€H KOMJIEKC Ha €€ IITO

CBpTYyBa I'p0 Ha IIBPCTHOT JPAMCKH JUCKYpC — Kabape, CTeH I all KOMe/IHja,
XETeHUHT, neopmanc U ci1. Tyka Ou cakaia Ja ja CloMeHaM KHHUraTa Ha
repMadckuoT Teatpojor Jleman/ Hans-Thies Lehmann, co wucroumen
HACJIOB.

- In yer theatre — mom oBa WMMe COBpEMEHAaTa TeaTpPOJIOTHja TH

Ipero3HaBa KIyYHHTE aBTOPU Ha EBPOICKUOT TeaTap O] IMOCIeaHaTa
JeleHNja Ha MMHATHOT BEK, IOJBICYEHU CO €THKETaTa meamap Ha Kpe,
cnepma u nom.

- HWurepHer-Tearap — cekoj OONMK Ha TeaTapcka Hu3Benda Koja

BKJIy4yBa aKTHBEH OJTHOC M3BEyBay — TJie/iad, BO KOj IIeJJa40T ja Kpeupa

u3BendaTa co KIMKame Ha ,,MKOHUTE  Ha CBOjJOT MOHUTOP.
- HeonuBHHIOBIM M HOBara aBaHrapjia — HacJeAHULHUTE Ha

HAjIIPOTPECUBHUTE TPYIH OJ MICECETTUTE TOJAWHU Ha MHUHATHOT BEK,
noapa3bupa cekoj OONMK Ha yJIMYeH TeaTap M mepdopMaHC BO KOj
JTMPEKTHO € BKITyYeHa ITyOJIuKaTa.

- TaHmor Bo Jpamara WiH JpaMarta BO TAaHIIOT — XUOpHUIM3aIija Ha

TE€aTapCKUTE >KaHpPU, NPOMEHA HAa OCHOBHUTE HOPMHM M IIpaBUilla U BO
€HUOT M BO APYIHOT JKaHp, KajJe LITO OBaa CUMOMO3a JOHECyBa HOBU
OTKPUTH]jA U 32 €JHUTE U 32 JPYTUTE YUECHHUIIM BO IPETCTaBATA.
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- KonexTnupHaTa pexcnia — MOXCE 1a CC pcuc HajIIOMI/IHaHTHI/IOT on

CUTEC TpPEHIOBH, ,HAjCBEXHUOT /up to date Ttearap nenec. Ce rybu
KJIACHYHOTO MOJPEyBarbe¢ Ha YJIOTUTE W aKTHBHOCTHTE BO TeaTapcKarta
u3Be0a U ce JIOHeCYBa aBTOPCKO, KOJIEKTUBHO, IPYITHO T€ATAPCKO JIEIO.

Ce pa3bupa 1eka cekorai Ke ¥Ma TJlaBHa CTpyja BO Tearaport, JeKa
HAIIMOHAIIHUTE TeaTPH MOpa Jla MMaaT HAI[MOHAJIHA apama M , Kele3eH"
perieproap, aeka Tpeda Ja OCTOM M HeKaKBa alTepHaTHUBA Ha TOj Tearap,
aMma CeKoraril, Kako IITO TOa ro MOKaXKyBa TeaTapckara UCTopuja, Tpeda aa
HMa TPCHAOBU BO TCATAPOT, KOM HAa BAKOB HMJIM OHAKOB HAaYWH CaAMH Ke ce
u300paT 3a CBOETO IMOCTOCH-E. BCYIIHOCT, OATrOBOPOT Ha MPAIAKETO
3araTHaToO BO HACJIOBOT HA TPYJAOB HEMa OArOBOp, CE& IMITO €
nephOpMaTHBHO | MOJIOKHO Ha M3Ben0a JCHeC MOXe Ja e Tearap. A Toa
Celak € OHa IITO Ha TearapoT My Tpeba, Ja pacHe 3aeIHO CO CBOUTE
colipyrapu BO MeAMyMCKaTa IIymMa W Jia TO0 MPHUBJIEKYyBa IJIENavyoT Ja
riaena.

40



Amna CtojaHocka

Kopucrena nureparypa:

Craig, Edward Gordon .1957. On The Art of The Theatre, London,
Melbourne, Toronto: Heinemann.

Lawson, Mark .2012. A 360-degree history of the theatre revolve,
from:http://www.guardian.co.uk/stage/2012/may/29/history-theatre-
revolve-stage-studies (29.05.2012)

Lehmann, Hans-Thies .2006. Postdramatic Theatre, London and New
York: Routledge.

Jlyxuna, Jenena .2004. MME... Aumonoeuja na Hosama e8poncka
opama, Cxorje: Marop.

http://www.forcedentertainment.com/

http://www.inyerface-theatre.com/

http://www.rimini-protokoll.de/website/en/
http://harvardmagazine.com/2012/01/the-future-of-theater
http://www.whatsonstage.com/london-theatre/
http://www.scotsman.com/lifestyle/culture/theatre/tom-waits-
threatens-legal-action-against-edinburgh-festival-show-1-4261058
http://www.eif.co.uk/2016/windresistance#. WAnnXOV97Dc
http://www.eif.co.uk/2016/destroyedroom# WAnoNOV97Dc
https://archive.org/details/ontheartofthethe030294mbp

41






Miroslava Korenska UDK 792.07 (73)
West University “Neophyte Rilski” Bulgaria

THE AMERICAN AVANT-GARDE ARTIST ROBERT WILSON IN
EUROPE AND THE BALKANS

Theknown trend that America is seeking "inclusion" in the field of
modernity, especially in Europe, and particularly in the fields of art,is
definitely confirmed in the bright biography of Robert Wilson. He is an
avant-garde visual artist, opera and theater director and scenographer who
presents in a postmodern waythe forms,quests and style of European
modernism in the 20th century, transforming them into a language of
communication of today's culture, the culture of the 21st century. Robert
Wilson’s biography highlightshow he has developed as an avant-garde
artistspecifically in Europe amongst its modern quests, in its most
significant cultural centers, galleries, museums, opera houses and theaters,
and festivals — Paris Autumn Forum, Chekhov International
TheatreFestival in Moscow and BITEF in Belgrade. Wilson has worked
with major European names such as playwright Heiner Miiller —"Quartet"
1987, "Hamlet Machine" 1986 and "Hamlet —Monologue" where he
performed as an actor, 1995, Samuel Beckett’s— "Oh, happy days!", 2008,
Luxemburg,"The Ultimate Band of Crap", 2009, Spoleto. He has also
worked on classical texts as "Odyssey", Athens, 2012, Ibsen's "Lady from
the Sea", 1998, Ferrara, "Per Gynt", 2005, Oslo, Georg Biichner:
"Woyzeck", 2000, Copenhagen, "Leonce and Lena", 2003, Berlin.

In his visual projects and exhibitions Wilson has introducedthe
theatricality, the dynamics of the theater; and in his theatrical
performances he has included mobile architecture, video, aesthetics of
modernism, and has citedcult visions of great artists of European
modernism as Magritte and others of his rang. In his performances, along
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with his visual style, there is an impressive musical score, and rhythm is

the main instrument of his extraordinary style. He has been concerned
with silence and the impact of body language, forms and light.

Robert Wilson won the theater award "Europe" for 1996 and is
presently one of the leading names of the avant-garde, and a creator of the
international theater language — visual, musical, summarizingthe
discoveries of the modernity in the 20th century.

Key words: Robert Wilson, "Rhinoceros", Balkans.

The American Avant-Garde Artist Robert Wilson in Europe and
the Balkans

Theknown trend that America is seeking "inclusion" in the field of
modernity, especially in Europe, and particularly in the fields of art,is
definitely confirmed in the bright biography of Robert Wilson. He is an
avant-garde visual artist, opera and theater director and scenographer who
presents in a postmodern waythe forms,quests and style of European
modernism in the 20th century, transforming them into a language of
communication of today's culture, the culture of the 21st century. The
focusingof an avant-garde artist like Wilson on the European dimensions
of art has been materialized in the rich European career of an American
who was born in Texas and who is currently the artistic director of an Arts
Center in New York.

Robert Wilson’s biography highlightshow he has developed as an
avant-garde artistspecifically in Europe amongst its modern quests, in its
most significant cultural centers, galleries, museums, opera houses and
theaters, and festivals — Paris Autumn Forum, ChekhovInternational
TheatreFestival in Moscow and BITEF in Belgrade. Wilson has worked
with major European names such as playwright Heiner Miiller —"Quartet"
1987, "Hamlet Machine" 1986 and "Hamlet —Monologue" where he
performed as an actor, 1995, Samuel Beckett’s— "Oh, happy days!", 2008,
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Luxemburg,"The Ultimate Band of Crap", 2009, Spoleto. He has also
worked on classical texts as "Odyssey", Athens, 2012, Ibsen's "Lady from
the Sea", 1998, Ferrara, "Per Gynt", 2005, Oslo, Georg Biichner:
"Woyzeck", 2000, Copenhagen, "Leonce and Lena", 2003, Berlin.

In his visual projects and exhibitions Wilson has introducedthe
theatricality, the dynamics of the theater; and in his theatrical
performances he has included mobile architecture, video, aesthetics of
modernism, and has citedcult visions of great artists of European
modernism as Magritte and others of his rang. In his performances, along

with his visual style, there is an impressive musical score, and rhythm is
the main instrument of his extraordinary style. He has been concerned
with silence and the impact of body language, forms and light.

Robert Wilson won the theater award "Europe" for 1996 and is
presently one of the leading names of the avant-garde, and a creator of the
international theater language — visual, musical, summarizingthe
discoveries of the modernity in the 20th century.

lonesco’s ""Rhinoceros™, directed by Robert Wilson, on the stage
of the Romanian Theatre in Craiova — 2014

The performance of the theater in Craiova is a real theatrical
sensation, an event indicating that even a peripheralstagecould become a
cultural capital when there is a vision for what the modern theater is and
who its leaders are.The Romanians answer these questions by referring to
their dramatist —the absurdist Eugene Ionesco, directed by a world-famous
name as Robert Wilson, an American working actively on the European
stages. This choice has involved the entiretheater troupe in Craiova in an
artistic challenge and we can say that what has been achieved is a modern
theatrical play at a level unseen. There is not a single compromise oran
element of stage performance, which is not in synchrony with the high bar
set by Wilson’s decision. Several are the particularly important
impressions that have been shaped by this performance. In the first place —
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the perfection which it emits, its explicit visual decision, built with an

impressive knowledge of European modernism, and a remarkable
aesthetic impact. It is integral, multifunctional — videolandscape, scenery,
actors-masks, music ... Wilson’stheatre, where there is no experiencing, no
psychology, no emphasis on the direct contact between the characters, and
what we see israther a technique and play ofshapes, grimacing and
extreme metamorphoses, unfolds as a modern opportunity to express the
madness happening to man when both nature and civilization are
withering away...

The performance "Rhinoceros" explicitly definesthe absurdity in
communication, speech, growing manipulation, as well as the piles of
paper covered with writing, documents and newspapers, which modern
societies produce. It shows all this garbage which they produce despite all
the forms of collective existence overwhelming the opportunities for
sincerity, contact, love and individuality. Wilson’s performanceshows
vividly that we are moving as an avalanchetoward the absence of
normality, overwhelmed by mass psychosis, and the domination of the
crowd. Especially strong is the impression of a repulsive world,of
destroyed connections between the characters, a world ofshudder and
aggressiveness. Robert Wilson has reacheda high note of tragedy, with
almost antique sounding of the message: We are all rhinos! We even like
our thick skins, our aggressive trample and cries as rhinos. Words,
newspapers, logic are so much deformed as a means of manipulation that
they are not even funny. The man must become a rhino like all who are
around him. And this news develops into an observable diagnosis, which
is in the core of "Rhinoceros." Berenger, the famous hero of several
Ionesco's plays, is left alone, estranged and equally robbed as the mass of
trampling rhinos. All relevant states of the modern world have been
dramatically and vividly illustrated in Wilson’s performance—
fromabsurdity and lack of communication to psychosis, manipulations and
at the end-to alienationand disintegration of humanity, sincerity and
loveanddisintegration of the individual himself, crumpled under the
pressure of the crowd.
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Ionesco’s text in the second part of the performance is read by an

actor who has the vision of the man with the bowler hat, a prominent
figure in the paintings of the modernist René Magritte. This has dictated
the director’sdecision that the characters in the play should not
communicate directly with each other and created a repulsive picture of
the human landscape —lackingsincerity and emotion. There are only masks
of the characters through which they communicate like in a puppet theater.
An accentuation in the performance is an intermedia running in the
English language —a conversation between two women on the phone. The
downstage is strewn with human heads — this is how Wilson creates the
image of rhinoceros, which, according to lonesco, rush into the world of
the characters. The director’s intermedia between two talking heads is
filled with brutal hypocrisy, with patterns and formal questions and
answers, intrusive intonations typical for aggressive communication, of
which Wilson is apparently fed up as a result ofthe deformed American
way of life. The performance ends with a children's song from the 60s,
when Ionesco wrote his play, slightly infantile and candied as a true
Hollywood happy end of the terrible absurdity: We are all rhinos! In the
performance there issome lightness and airiness, detachment and even
elegance, a graceful, ironic picture of modern metamorphoses of man and
the crushing crowd. Written more than 50 years ago, the play
"Rhinoceros" was perceived as an image of Nazism and later of
totalitarianism, of mass deformation of societies and suppression of man’s
individuality. Today, Wilson opensthe fan of distortions that have lead to
dehumanization of the modern world.

The performance in Craiova has attracted great interest.Itis a
manifestation of the strategy to renovate and revitalize a cultural space
with innovative ideas, techniques andinspiring culture. The theatre is no
fun! says Ionesco. The theater is a development strategy. And when the
public deformations of the modern world are shown with such an
utmost accuracy, clarity and aesthetic precision, the viewers can laugh,
andalsosituate themselves in the accumulated experience to dehumanize
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the world and make it an animated series that has been multiplied

threateningly in the 21st century.

Having also seensome other performances of Robert Wilson /"Hamlet
Machine", Buchner’s"Woyzeck", "Iron Horseman" in "Thalia Theater"
Hamburg/ I can sum it all up that the director possesses a complex identity
in the modern cultural landscape of the 21st century. When 44 years ago
Ionesco sawthe author’sperformance of Wilsonin Paris, and wanted from
Wilson to stage one of his plays,therehappenedan event that later created
the profile of the director as a contemporary artist. In the 60s, when Rene
Magritte was still an icon of modernism, Ionesco, a representative of
absurdity or the so-called postmodernism,thought he could be best
realizedvia the instruments of the favorite style and visions of the previous
generation. Wilson, in that particular period — the second half of the 20th
century —wasstill looking for his original style and therefore he refused to
stageone of lonesco’s plays. But in the late 20th century and nowadays,
Wilson is the figure that is realizing precisely this cultural task. The
collage style of his directing, which is based on his knowledge about
modernity in the first half of the 20th century, and his taste and refinement
in practice do notmakehim a rebel — postmodernist. Rather, his profile is
that of a cultural figure of the late 20th century, as he managed to
imposethe modernist way of thinking andthe aesthetics of modernism of
the time of its inception in Europe. Inthis sense,Robert Wilson is an avant-
gardeartist who has changed the cultural landscape using however the
ideas and visions of European modernists of the first half of the 20th
century. This is a significant contribution that only a few European artists
have perceived as a direction,a step leading to the 21st century.

In the Balkans, where Wilson is less known, and mainly with his
participation inBITEF in Belgrade /Buchner’s "Woyzeck", 2002/ and now
with the performance in Craiova, he is really rearranging serious layers —
ignoring psychologism, the dominant system of experiencing,staging of
everyday life and setting the framework of a modern form, unused by the
theater in the Balkans, highlighting and interpreting social conditions
already known in Europe — absurdity, dehumanization. Inthe post-
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totalitarianEast European countries it is still difficult to surmount the
traumas of communism and the Iron Curtain and finding new directionsis

in a standstill. Renovation of this cultural environment is still caught
between ignoring the legacy of ideologizationandmaking attempts, in the
individual countries,at searching for identity before totalitarian times.
Maybe this is why the avant-garde quests in the Balkans aremore
concerned with folklore or traditional, conservative forms of art in the
countries of the peninsula.

In this context, Wilson has brought cosmopolitanism, well-established
forms and principles that are important purely in civilizational terms for a
landscape such as the Balkans and through whichthe European modernism
and postmodernism of the 20th century somehow have penetrated into that
quite peculiar cultural space attributing universality, already known in this
region from the TV videos, from animation films, which came intothe
region mainly from America through the media. This important alloy of
universality, communicativeness of a new type which is characteristic of
the 21Ist century is bringing really ozonating air into the cultural
environment in the Balkans. In this sense,Wilson’s presence gives
direction to the artists and also provides the audience with an opportunity
to acknowledge the theater as an innovative part of modern culture of the
21st century.
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HOW TO RECONSTRUCT DEAD CHICKEN? ON THEATRE
RECONSTRUCTIONS IN SLOVENIA

Reconstructions of anthological performances of the Russian avant-
garde, Bauhaus theatre experiments, and other avant-garde movements of
the early 20th century became a popular practice, or even a trend, in
European and North American theatre in 1980s. Later on, reconstructions
of neo-avant-garde performances from the 1960s (sometimes described
also as theatrical 're-enactments') gained a considerable interest of theatre
practitioners as well as theatre theoreticians and historiographers.
Nowadays the notion of theatre reconstruction is still in the air and it calls
for a critical examination. Is it a 'legitimate’ aesthetic practice (that takes
past theatrical events as a starting point for a completely new artistic
vision) or is it just one among many other methods of historicizing theatre
performances through 'performing' preserved documents, recorded
memories and other archival materials? The author of the paper was
involved in these discussions and was especially focused on theoretical
and historical aspects of the reconstruction of a neo-avant-garde
performance Pupilija, Papa Pupilo and the Pupilcheks. An extensive and
a long-lasting research of documents regarding the performance, preserved
in collections of several specialized institutions (theatre institute, theatre
academy, archive of the national television, etc.) The paper presents, on
one hand, the most interesting results of the research process and, on the
other hand, contextualizes this 'case-study' within a more general
discussion on the very concept of reconstruction in theatre.
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Reconstructions of anthological performances of the Russian avant-
garde, Bauhaus theatre experiments, and other avant-garde movements of
the early 20th century became a popular practice, or even a trend, in
European and North American theatre in the 1980s. Later on,
reconstructions of neo-avant-garde performances from the 1960s
(sometimes described also as theatrical re-enactments) gained a
considerable interest of theatre practitioners as well as theatre
theoreticians and historiographers. Nowadays the notion of theatre
reconstruction (or re-enactment) is still in the air and it calls for a critical
examination. Is it a ‘legitimate’ aesthetic practice (that takes past theatrical
events as a starting point for a completely new artistic vision) or is it just
one among many other methods of historicizing theatre performances
through ‘performing’ preserved documents, recorded memories and other
archival materials?

In the last few years this dilemma has been constantly discussed
among theatre theoreticians and historiographers in Slovenia as a
consequence of a series of reconstructions produced by several Slovenian
theatres and directed mainly by Janez JanSa. The author of the paper was
involved in these discussions and was especially focused on theoretical
and historical aspects of the reconstruction of a neo-avant-garde
performance Pupilija, papa Pupilo in Pupilcki (Pupilija, Papa Pupilo and
the Pupilceks — hereafter abridged as PPPP), originally staged in 1969. An
extensive and a long-lasting research of documents regarding the
performance, preserved in collections of several specialized institutions
(theatre museum, theatre academy, archive of the national television, etc.)
and in some private collections, resulted in an edited volume, i.e. a book
of written and visual documents, narratives, extracts from personal notes
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and diaries, chronologies, etc.' The book also includes the media

responses, the theatre critiques of the time, and a lot of documentary
material that is no longer so easily accessible and is known only to the few
who research this period in the history of Slovenian theatre. In the second
part of the book, there are theoretical papers on Pupilija Ferkeverk
Theatre. Some of the authors followed the activities of the group during
the time it existed, whereas some of the younger authors had to work with
a video recording of a TV adaptation, photos of scenes from
performances, experimental film The Fried Brain of Pupilija Ferkeverk
(sometimes involved in the performance, as its prelude), and the
testimonies of the protagonists from that period. The third part of the book
focuses on the contemporary reception of Pupilija Ferkeverk Theatre
through the phenomenon of the reconstruction of their most known
performance PPPP, staged in 2006 by Janez Jansa.

Who is Pupilija Ferkeverk?

Non-Slovenian readers might not be familiar with the Pupilija
Ferkeverk Theatre, so let me start with a short description of its work.This
neo-avant-garde theatre group was born from poetry, i.e. from poetry
evenings organized by the group in the second half of the sixties. It was
not until the arrival of director Dusan Jovanovi¢ that the group was
radically theatricalized itself. Major shifts were already visible in the
performance of Zlahtna plesen Pupilije Ferkeverk (Noble Fungus of
Pupilija Ferkeverk) premiered in May 1969. The poetry was more
communicative, on an emptied stage the actors/actresses had more space,
breathed more freely, their bodies were not squeezed in between the
scenery and the costumes. Their skin became the scenery, as a reporter
imaginatively put it, and so Pupilija suddenly found itself on a parallel

' Aldo Milohni¢ and Ivo Svetina (eds.) Prisli so Pupilcki [Pupilceks Arrived]. Ljubljana:
Maska and Slovenski gledaliski muzej [Slovenian Theatre Museum], 2009.
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track with the famous Living Theatre, which gave several performances in
the former Yugoslavia and aroused considerable attention in Slovenia as
well. One may well agree with the opinion of theatre critic Veno Taufer,
who noted that PPPP, the group’s next and crucial performance,
announced a crisis in (or even, as Taufer fatalistically wrote, the death of)
the “literary, solely aesthetically functional theatre in Slovenia.”? The
performance was built on a counterpoint of ritualistic, media-dictated
ideology and a simple, yet estranged (in the sense of Brecht’s concept of
the Verfremdungseffekt) representation of daily body techniques. These
are most evident in the scene in which a young woman is breast-feeding
an adult male, in the so-called masturbation scene and in the scene of
bathing in a tub. The final scene, in which a chicken is ritually sacrificed,
received most critical response and secured the Pupilceksa place in the
history of Slovenian theatre as “those who slaughtered chickens.””

The performance PPPP represented a turning point in the Slovenian
theatre of the late sixties; it put (transparently, yet still somewhat naively)
the status of the actors’ body in the foreground. Pupilceks did not conceal
the influence of the media on their own ‘subjectification,” nor their
captivity in daily body techniques, which they simply repeated and
represented (be)for(e) the public in the auditorium. And precisely this
unbearable ease with which they demonstrated the techniques of their own
bodies, transforming them into social, socially controlled bodies, was that
neuralgic point, that brave gesture which cut deep into the self-satisfaction

> Veno Taufer. “Eksperimentalno gledalis¢e v Krizankah: Pupilija, papa Pupilo pa
Pupilcki” [Experimental Theatre at Krizanke: Pupilija, Papa Pupilo and Pupilceks]. Nasi
razgledi, no. 21 (1969): 635.

* Several sharp responses were published in the most influential daily newspaper Delo.
The most heated critique came from JoZe Snoj who protested “in the name of white,
serially fed chicken,” beginning his article by cursing the cruel fate that has confronted
him with modern-day barbarians in a local theatre: “To hell with you, members of the ad
hoc theatre group Pupilija Ferkeverk. I hope I never meet you: green overfed slobs,
young and all-knowing cocks, profaners of bread, love and homeland, perverts,
degenerates, sadists ...” (“Zavestni ali nezavedni rablji?”” [Conscious or Unconscious
Executioners?]. Delo, 3. 11. 1969, p. 5)
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of the mainstream theatre at the time in Slovenia. The question that, at
least from today’s perspective, could be read between the lines of PPPP,
was: where are the borders of theatre (re)presentation? The slaughter of a
chicken and the accentuated corporeality in PPPP coincide with the
practices of a Viennese circle of radical performers. For instance, the ritual
sacrifice of animals in the Orgien Mysterien Theater of Hermann Nitsch, a
member of the reputed Wiener Aktionismus group, is reminiscent of the
ritual slaughter of a chicken in PPPP. There was much talk in Slovenia of
Glinther Brus, also a representative of Viennese Actionism, who became
famous for his horrifying performances in which he crippled and tortured
his own body.*

Slaughtering of chickens was one of the reasons that the police
denounced members of the theatre group to the Municipal Judge in April
1970. He punished several members of the group with moderate fine, all
the others were acquitted.” It is important to note that the judge imposed
the sanction only in the part of the charge, which was related to the
violation of Article 8 of the then Law on Offences against Public Order
and Peace, because the group did not previously registered a theatrical
event to the competent authority. All other elements of the police report,
among which were also complaints that “members of the group
significantly offend public morals with his performances,” and “that they

* For instance, an extensive report on this subject was published in 1970 in the journal
Problemi (p. 93), which was a kind of the bulletin of neo- avant-garde movements in
Slovenian theatre at the time. It was not a mere coincidence that Pupilija’s director,
Dusan Jovanovié, was a member of the editorial board of the journal (in which he wrote
about the crisis of institutional theatre in Slovenia in late sixties and early seventies)

> Slovene regulations on offences against public order and peace have been similar in
many regards to the content of prohibited acts laid down in the regulations of the period
of the Austro-Hungarian Empire (1850-1918) and the Kingdom of Yugoslavia (1918-
1941). The prescribed penalties in the early years of the Socialist Yugoslavia (from 1945
on) were also similar to those from the period of the Empire and Kingdom, although the
severity of punishment for these violations tended later to diminish and penalties became
milder. Competency for processing these acts has also been subject to change and passed
from administrative bodies to judges for minor offences.
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tortured animals” (in both, the police referred to the Law on Offences

against Public Order and Peace), the judge refused on the ground that “the
conduct of perpetrators had no evidence of an offense.”®

In the article “Socialist and Democratic Censorship in Slovenia: the
case of Pupilija, Papa Pupilo and Pupilceks” in which Gasper Troha
compared the original performance of 1969 (when the chicken was
actually slaughtered on stage) and reconstruction of 2006 (in which the
chicken was not slaughtered), he explains that Pupilceks slaughtered
chicken in the original performance without serious legal consequences
because in the former Yugoslavia there was a typical ambiguity of the
rules and inconsistency of the censorship procedure. In other words, “it
was never quite clear what is allowed and what is not, making it possible
to have banned theatrical performances in one federal republic and the
same performances successfully played in other parts of the federal state
or at least staged a few years later while, on the other hand, some
previously successful performances were subsequently banned.”’ His
thesis is mainly correct,® but in this case there is absolutely “no ambiguity
of the rules” in the judgment of the Municipal Judge. Since at that time
there was no law, now known under the name of the Animal Protection
Act, the judge acted in accordance with the principle of legality, which

® 1 quote from the Decision of the Municipal Judge Ljubljana, dated on 19" of June 1970
(a copy of the official document from the personal archive of one of the theatre group
members).

7 Gagper Troha. “Socialisti¢na in demokrati¢na cenzura v Sloveniji: primer predstave
Pupilija, papa Pupilo pa Pupilcki” [Socialist and Democratic Censorship in Slovenia: the
Case of Pupilija, Papa Pupilo and Pupilceks], Primerjalna knjizevnost, vol. 31 (2008), pp.
99-100.

® For instance, in one federal republic of the former Yugoslavia someone could have
been sentenced to imprisonment while, for a comparable violation of the law, in other
parts of the country courts might have preferred a suspended prison sentence or even a
symbolic fine. Sometimes some performances (or books etc.) were removed from the
public in some parts of the country (even without a formal injunction) but in other
republics they somehow found the right way to get to the public.
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means that someone can be punished only on the basis of the relevant

legal act.

How to reconstruct dead chicken?

The Universal Declaration on Animal Welfare (1978) was adopted
almost ten years after the performance PPPP. In the 1970s, international
organizations have adopted a number of other conventions that are related
to the humane treatment of animals and the preservation of their habitat. In
Slovenia, the Animal Protection Act passed shortly before entering the
new millennium (November 1999). The problem of artists who have
undertaken the reconstruction of the original performance, was the fact
that among them, who performed performance in 2006, and Pupilceks who
staged the original performance in 1969, stood the Animal Protection Act,
some other legal acts related to the humane treatment of animals and a
whole range of international conventions ratified by the Republic of
Slovenia. Since the legal provisions specify who, when, how, where, for
what purposes, etc. has the right to kill an animal, and because the
legislature did not expressly permit the slaughter or killing of animals for
artistic purposes, it is very likely that in the case of legal complications the
act of slaughtering chicken in the reconstruction would be recognized by
the Court as cruelty to animals. At a time when the reconstruction was first
staged, the legal person (producer of the performance) might be forced to
pay 42,000 EUR, in February 2007, when new amendments were adopted
in the Act, however, this penalty doubled (84,000 EUR). There is not a
single independent theater in Slovenia, which could pay such a high fine
(which should have been paid more than once, since every new repetition
of the performance containing the slaughtering scene, would be at the
same time a new violation of the law), without serious financial
consequences, including bankruptcy. Death of “white, serially fed
chicken” in this case could mean not only a metaphorical end of the
“literary, solely aesthetically functional theatre”,as it was speculated in the
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previously mentioned critique, but a very concrete, material collapse of a
theatre institution (the producer of the performance). Therefore, the

creators of the reconstruction have to find other solutions preventing them
from a real financial disaster: they asked the spectators to decide (by
‘democratic’ voting) on the last scene of the performance. They could
choose among three recordings (the recording of a reconstructed
slaughtering of a chicken, the statements of two performers, who
slaughtered the chicken in the original PPPP, and an excerpt from the
regulations on the protection of animals at the time of slaughter), the
fourth option was slaughtering the animal live. Except on one occasion,
the audience always chose the live slaughter of a chicken.” When this
version of the scene was selected by a majority of votes, spectators had to
cope with the weight of their own decision: the performers asked that
somebody among them, who voted for slaughter, comes on stage and
executes it. The scene is arranged in a way that it remained unclear
whether the chicken was slaughtered or not and it was in fact the effect the
creators of the reconstruction wanted to achieve.

Of course, many legal provisions on the protection of animals in the
legal systems of modern parliamentary democracies are impregnated with
hypocrisy and double standards. Although these laws prohibit the
slaughter or killing of animals for artistic purposes, they still allow the
controlled killing of animals in traditional sports events (e.g. bullfights),
hunting, in religious purposes (so-called ritual slaughter), for the needs of
science museums, in experiments and scientific research purposes,

° It doesn't mean that every audience wants to see real blood on the stage (as in old

Roman times). The dramaturgy of the performance was predominantly playful and it
stimulated the audience to play a joke on the performers. As explained by Janez Jansa,
the director of the reconstruction, what they wanted to show with the last scene was “that
the performance had become here and now, that the reconstruction cut into the time in
which it was created and thus staged the present.” (Janez JanSa. “Rekonstrukcija2”
[Reconstruction2], in: A. Milohni¢ and 1. Svetina (eds.),ibid, p. 268; English translation
in: Amelia Jones and Adrian Heathfield (eds.) Perform, Repeat, Record: Live Art in
History. Bristol — Chicago: Intellect, p. 371.)
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educational purposes and so forth.'” As far as ethical and legal issues of
the protection of animal rights are concerned, scientific research policy is
obviously dominated by strictly utilitarian logic of hard sciences and
technology, which cannot be directly applied to the social sciences and the
humanities, especially not in the artistic practices.

Pupilija: ‘three-in-one’ and “calculated failure’

If historiography is (re)construction of the past than the reconstruction
of a theatre performance is an artistic event where the past and the present
intertwine. In his review of the reconstruction of PPPP, Blaz Lukan wrote
that what we actually see are three performances in one theatre event:

The first one is the original that no longer exists; the second one —
today’s performance — has contemporary performers who are more than
mere substitutes for the original ones; the third one is a reconstruction as a
whole. [...] This whole seems like some kind of a superstructure, supra-
performance which upgrades both (or more) of the others and establishes
itself in front of the spectator as the only possible performance “based on
the model,” as performance as such which no longer is an imitation or
something that feeds from imitation while it seeks its own mechanisms
and effects.''

' Under Slovenian law and European Union law, in particular animal experiments and
the use of animals in scientific research purposes are regulated in detail. The guiding
principle here is that the end justifies the means, because in accordance with Article 21 of
the Slovenian Act on the Protection of Animals, the use of animals for scientific
experiments is allowed, “if it is expected that the suffering of animals is ethically
acceptable as compared to the expected achievements” and “if it is expected that the
results will be of special importance for human or animal health or to the solution of
scientific problems.”

" Blaz Lukan. “Tri predstave v eni sami” [Three Performances in One]. Delo, 28"
September, 2006, p. 13.
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This ‘three-in-one’ approach is more specific for the “reflected

reconstruction”, as Astrid Peterle described Jansa’s reconstruction of the
original PPPP. In her view, it is a complex structure that provides an
analytic space in which the reflection of the original event and the present
performance come together and create a new artefact. In that sense, the
reflected reconstruction is different than the “copied reconstruction” (as
she calls it) that tends to re-stage the original performance art piece or
theatre performance literally (as, for instance, Marina Abramovi¢’s
reconstructions of a series of anthological performances).'? Peterle
believes that an exact copy of a historical performance is impossible by
definition; on the other hand, the “productive potential” of the reflected
reconstruction is ‘“calculated failure” inscribed in the very idea of a
reconstruction as a new artefact:

The re-enactment is doomed to fail — since the “original” performance
like any other performance will never be reproducible in exactly the same
way. But why should one  operate with the dichotomy of the
“rightness” of the “original” and the “faultiness” of the “copy” at all? Re-
enactments have to reflect the fact that they produce something different
to the “original”. By including reflections on the governing discourses and
the context of the historic performance as well as on the ones of the
contemporary setting of the re-performance, their “failing” carries an
effective potential in it."

According to Peterle, it always depends on the context, the definition
of failure and the speaker’s perspective whether something is read as a
failure or not. It is one of the main reasons why it wouldn’t be a
productive procedure to develop general criterions to distinguish failure
from non-failure. Her interpretation of the term ‘failing’ in the case of

2 Cf. Marina Ambramovié¢: Seven Easy Pieces. New York: Guggenheim Museum, 2005.
B Astrid Peterle. “Ponovne uprizoritve in potencial preradunanega neuspeha” [Re-
enactments of Performances and the Potential of Calculated Failure], in: A. Milohni¢ and
I. Svetina (eds.), ibid., p. 298. English version in: Frakcija [Zagreb], no. 51-52 (2009), p.
115.
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theatre reconstructions is that “they produce something essentially
different than the ‘original’ performance they are based on.”'

From reconstruction to name as a readymade

A year after the premiere of the reconstructed PPPP, the director of
the performance decided to change his original name (Emil Hrvatin) in
Janez JanSa, a prominent politician, the leader of the strongest right-wing
political party and at that time prime minister of Slovenia. Hrvatin and two
other artists (Ziga Kariz and Davide Grassi) took literally the slogan
launched by the then—prime minister (“The more of us there are, the faster
we’ll reach the goal!”)and changed their names in Janez Jansa. With this
gesture a ‘real name’ is in fact being ‘pirated’ by a group of artists and
turned into a kind of multiple name. What is more, this pirating is
occurring in real life, in accordance with the prescribed official process for
legal name changes. As for Jansa’s political slogan, this is only one of
many elements in the artists’ ‘identification’ with the politician (or more
precisely, with their political target). In addition, all three artists became
members of JanSa’s Slovene Democratic Party (SDS); during the 2007
presidential elections they wore T-shirts with a picture of the presidential
candidate of the right-wing coalition that was led by the SDS; they also
visited his campaign headquarters to comment publicly on the results of
the preliminary election. Before the renaming, however, the artists’
opposition to the right-wing government was well known; this radical
political turnabout, therefore, requires a conceptual explanation to be
understood.

The method the artists are using here is called “subversive
affirmation” (or “over-identification”); the basic principle of the over-
identification method is embedded in a rationalizing of the political system
as internalized cynicism. The most effective way to break through the

' Peterle in: ibid., p. 312 (see also Frakcija, p. 119).
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ideological barrier is not to take the ‘classic’ dissident position (since that

is precisely what is expected and even desired by the system itself), but to
do the opposite: to engage in a fanatical struggle on behalf of the
(targeted) Idea in its ‘purest’ and most ‘authentic’ form. As pointed out by
Inke Arns and Sylvia Sasse, the editors of a special issue on subversive
affirmation for the Slovene performing arts journal Maska:“In subversive
affirmation there is always a surplus which destabilizes affirmation and
turns it into its opposite.”'® If art wishes to be radical, it must be critical
not only of ‘society’ but also of its own ontological predispositions, even
to the point of crossing the boundary between art and non-art. In that
sense, the Jan$a trio is engaged in something more than benevolent artistic
provocation. Janez Jansa is neither the pseudonym of the three artists nor
the ‘multiple nickname’ of a group of artists: it is the actual, legally
changed name of three persons who are consciously taking the risk of
various political, artistic and private misinterpretations of their gesture.'°
After the renaming, Janez JansSa (E. Hrvatin) continued with staging
various reconstruction and re-enactment projects. Slovene National
Theatre (2007) was an audio-reconstruction'’ of a nationalistic incident
(forced removal of 31 members of a Roma family from their homes)in a

© Inke Arns and Sylvia Sasse. “Subversive Affirmation: On Mimesis as a Strategy of

Resistance”. Maska [Ljubljana] no. 98-99 (2006), p. 6.

'® For a more detailed analysis of this name-changing project, see a chapter (“My name
is JanSa, Janez Jansa”) in my book Teorije sodobnega gledalis¢a in performansa
[Theories of the Contemporary Theatre and Performance]. Ljubljana: Maska, 2009, pp.
181-207 and “No Name” in: Suzana Milevska (ed.) The Renaming Machine. Ljubljana:
P.AR.AS.LT.E. Institute, 2010, pp. 242-250. See also S. E. Wilmer. “Renaming and
Performative Reconstructions: The Uncanny Multiplication of Janez Jansa”. Theatre
Research International, vol. 36, no. 1 (2011), pp. 47-63.

Y Or “re-invoicement”; it is a neologism coined by Domenico Quaranta, see his text
“Janez JanSa: Slovene National Theatre”, in: Antonio Caronia, Janez JanSa and
Domenico Quaranta (eds) Re:akt! Reconstruction, Re-enactment, Re-reporting.
Ljubljana: Aksioma, 2009, p. 107; see also Jedrt Jez Furlan (ed.) Reconstruction, Voice,
Identity. Ljubljana: Maska, 2010, p. 64.
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“form of postdramatic verbatim theatre.”'® In the same year and together

with two other JanSa-artists, he produced Mount Triglav on Mount Triglav,
a sort of performative action (or installation) of the happening Mount
Triglav, originally performed in 1968 by the most important Slovenian
conceptual neo-avant-garde artistic groups OHO and reconstructed already
in 2004 by the retro-garde visual arts group Irwin. In 2009 Jansa
collaborated again with DuSan Jovanovi¢ (director of the original PPPP)
in reconstructing his second legendary performance Spomenik G
[Monument G], originally premiered in 1972, with only one performer
(Jozica Avbelj) and a musician. It was again an attempt to invent new
reconstructing procedures. The performance was a sort of double or twin
reconstruction: Jovanovi¢ restaged the performance with Avbelj and Jansa
produced a reconstruction with the young performer Teja Reba. The
restaging and the reconstruction are performed simultaneously — both take
place at the same time on stage, offering the opportunity to reflect upon
similarities and differences between the ‘original’ performer (Avbelj) and
the performer of the reconstruction (Reba). Jansa used again this twin-
reconstruction model in his next reconstruction project Sokol! (2013),
based on an excellent solo dance performance by the reputed Slovenian
dancer and choreograph Iztok Kova¢ Kako sem ujel Sokola [How 1 Caught
a Falcon], originally staged in 1991. Jansa and Kovac, both in their fifties,
dance together the choreography of Kovac’s youth production and
question a common belief that ageing inevitably means the end of the
artistic carrier to a dance artist.

¥ Wilmer, ibid., p. 52.
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Imponderabilia and Life [in Progress]

Jansa’s last'® reconstruction project Life II [in Progress](2014) is part
of a larger project, which began in 2008. The Life [in Progress]
performance consisted of numerous potentially performative situations
that could take place if the visitors so decided. At every ‘stop’ of this
labyrinth, there was a short instruction describing what the spectators
could do if they wanted to. The instructions were written by a group of
authors; some were also sequences originating in the history of
performance art. If Life [in Progress] was a mixture of new and cited
performative situations, then Life II [in Progress] is a multiplication of a
single motif taken from Imponderabilia, a performance by Marina
Abramovi¢ and Ulay. They performed it in 1977 at the Comunale d’Arte
Moderna gallery in Bologna by adapting (narrowing) the entrance into the
exhibition space and standing face-to-face, naked, so that the spectators
could enter the gallery only if they touched their bodies.

In the case of Life [in Progress], we could talk about a quotation or a
re-enactment since the staged situation was quite similar to the one from
1977, that is, if we disregard the (albeit important) difference that the
creators of the 1977 performance were also its main actors (performers),
while in Life [in Progress] the scene is performed by the artist’s co-
operators. With Life Il [in Progress], we could already talk about a
paraphrase, adaptation and multiplication of the original motif, which does
preserve the iconicity of the fundamental motif from the Abramovi¢—Ulay
performance, but is developed in an entirely different direction and opens
up new temporal dimensions. Imponderabilia does use time as an
important dimension of the event; as Marina Abramovi¢ reported later,
they had planned for the performance to last six hours, but it was
interrupted by the sudden arrival of police officers who demanded to see

19 . oy . . v . . . .

In fact, while I am writing this article, Janez Jan3a is directing a new performance in
Mladinsko Theatre (Ljubljana):The Republic of Slovenia, his re-enactment of a big
political scandal from the 1990s, when the Minister of Defence was (the politician) Janez
JanSa.
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their passports (which the performers did not have, of course, as they

stood in the gallery literally barefoot and naked). Life II [in Progress], on
the other hand, has no foreseen duration as it follows the course of
life/lives in its/their comings and goings, it is a specific work-in-progress.
The second important difference lies in their relation to the audience.
Marina Abramovi¢ and Ulay forced the gallery’s visitors to come into
physical, bodily contact with them — that was the condition for them to
even enter the gallery. In Life II [in Progress], this condition no longer
exists — the visitors can enter the gallery freely. On the other hand, at the
entrance into the exhibition space, visitors are met by an instruction saying
that if they want, they can find someone who will stand there face-to-face
with them, naked (and thus re-enact the iconic scene from
Imponderabilia). If in the historical performance the entrance into the
‘sacred’ space of art was possible only through the bodily contact with the
artist, its contemporary paraphrase is fully realised only with the active
participation of the visitors. We can notice another small difference:
almost forty years ago, the police intervened because of two naked
persons, while, today, double the number of naked pregnant women at the
opening of the exhibition at the International Centre of Graphic Arts in
Ljubljana could not provoke a visit by the repressive state apparatus. The
aesthetic effect of naked bodies thus shows that the times when nudity at a
gallery or a theatrical stage could be used as an eminently political
standpoint have long passed. Today, it is at best a composite part of the
characteristic iconography of performance art.

But Imponderabilia and Life [in Progress] nevertheless have
something in common also at this, albeit trivial, level: so far, the criminal
police have visited the scene of Jansa’s performative installation at least
once. At the end of August 2010, the performative installation Life [in
Progress] was mounted at the Museum of Modern and Contemporary Art
in Rijeka, Croatia, where some visitors cut the Croatian flag. They did this
because they followed the instruction found next to the flag: “You are
ashamed of your nation. Take the scissors and cut up the flag. Leave the
cut pieces on the floor.” They did not have to do this, nobody forced them;
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it is what they decided. Nothing special, the audiences in Slovenia,

Austria, Germany and Brazil did the same with the exhibited national flag
of the country in which the performance was put on. But the incident in
Rijeka occurred when KreSo Musta¢, himself a performance artist,
reported the artist Janez JanSa, the organizer Drugo more [Other Sea] and
the co-organizer Museum of Modern and Contemporary Art to the police
for committing a crime under Article 151 of the Croatian Penal Code. This
article states that “whoever publicly exposes the Republic of Croatia, its
flag, coat of arms or national anthem, the Croatian people or its ethnic and
national groups or minorities living in the Republic of Croatia to ridicule,
contempt or severe disdain shall be punished by imprisonment for three
months to three years.” After the State Prosecutor’s Office had
interrogated the artist, who assured them that his intention was not to
ridicule a state symbol and that in the report this part of the art event was
tendentiously taken out of context, and the representatives of the reported
organisations, who stated that the object used in the installation was
merely a prop and not the official flag of the Republic of Croatia, the
prosecution found that in this case no offence had been committed.

After the State Prosecutor’s Office published their decision, Kreso
Mustac’s counsels said that their client could not reconcile himself to the
decision and would file a private action against Janez JanSa. For now, it
does not seem that this will actually happen. If Musta¢ decided to file a
private action, his chances of success in court would be slim; not only due
to the existing negative decision of the prosecution, but also due to Article
11, Paragraph 4 of the Criminal Procedure Code, stating that the court
shall issue a special decision to prevent any litigant from “evidently
abusing the law in this act with their action.” At the press conference at
which he announced that he had reported Janez JanSa and the others, this
performer from Rijeka (according to Croatian media) said: “If committing
a crime is art, then this report of a crime is also art.” Jansa’s lawyer could
therefore appeal to the plaintiff’s statement when requesting that the court
prevent the “abuse of law” for the purposes of carrying out an artistic
performance (as declared by Musata¢ himself).
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The described case was a very serious matter; if the prosecution had
decided differently and the court had ended up finding Janez JanSa guilty,
he would be perhaps imprisoned for three years. Or — alternatively — the
court would have reminded the plaintiff not to ‘play’ with the law because
the court has no sense of humour. Similarly to Portia in Shakespeare’s The
Merchant of Venice, who warns Shylock (whose stubborn insistence on
fully implementing the provisions of the loan agreement finally gets him
into great trouble at court) not to think that his actions will remain without

consequence, for the boomerang effect also applies to law: “For, as thou
urgest justice, be assured: Thou shalt have justice, more than thou
desirest.” The law has to reach a decision also in cases when relevant facts
and specific circumstances are entwined in an extremely intricate tangle of
aporias, and artistic production continuously ensures that such cases never
run out. It has always been so, but even more so in the last century, with
the flourishing of the avant-garde, neo-avant-garde, experimental and
conceptual art practices, which often caused social clashes, disruptions
and short circuits, which the law willy-nilly had to deal with.

Conclusion

The reconstruction of a historical performance is not possible as a
mere reproduction of the original. “What the re-enacting performance has
to face is the fact that it transforms the original. By referring back to it, the
re-enactment constructs the ‘original’ as a historical document,” says
Katharina Zakravsky in her analysis of Jansa’s reconstruction of PPPP.*
In other words, reconstruction is not a copy of the original performance; it
is rather an attempt to construct a new and original event. The only real
reconstruction would be the reconstruction of the audience but it is
virtually impossible. According to JanSa, many of the actors of the original
PPPP were sceptical about the possibility of its reconstruction, especially

%% K atharina Zakravsky. “On Pupilija Re-enacted”. Frakcija, no. 42 (2007), p. 64.
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because they had doubts about the possibility of re-enacting the time at the
end of the 1960s. His answer was that the reconstruction does not deal
with the time of the original performance but with the present time.
Paradoxically, the reconstruction has to ‘betray’ the original in order for it
to even function in the time of the reconstruction. In other words,

restaging of historical performances is not about preserving their
disappearance but much more about arranging their appearance in the
present time. This insight might be the first step towards recognition of the
reconstruction as a new and valuable art form.
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MVYJITYKYJATYPAJIU3MOT KAKO IEPOOPMATUBEH
HHPEAN3BUK

Notions as: multiculturalism, transculturalism and interculturalism are
tightly connected with the work of Brook. Multiculturalism, which very
often is defined as an introduction of more than one culture, supports the
principle of cultural diversity of different cultural and ethnical groups
while keeping their own cultural identities. In addition, multiculturalism is
known as a “puzzle” of different cultures, as opposed to the monolithic
culture that comes from the model of assimilation or adaptation of
different cultures in one dominant (supreme) culture. For Brook, the
difference between cultures is highly appreciated and he constantly draws
inspiration from the tradition and culture of the people by using texts,
myths and many others esthetic elements of those cultures which have left
mark upon him, combining them with his personal experience and
tradition. The exploration of his personal tradition, as well as the tradition
of the others, the travels and the respect for different cultures dates back to
1968. Brook then recognized them as treasurable and saw new
opportunities in working with actors from different countries without
prejudices for those who differ from them in their traditions and culture.

His contribution regarding multiculturalism is his ability to discover
and to appreciate the vitality of the great cultural treasures, making a blend
of what he can use from the ones different than his own, targeting myths
and rituals of other civilizations. By combining the myths and the rituals
from the past with elements of the presence and filtering them with his
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sensibility for various cultures, he makes a theater that addresses the
human condition, thus establishing a sense of unity with the audience. His
insight into the anthropological roots of the theatre culminates with the
performance Mahabharata, where his idea of multiculturalism reaches
culmination. In this performance Brook shows his theatrical ethic for

tackling different aspects in the most explicit way, conveying there is not a
single truth but the illusion and the truth constantly entangle.

Knyuynu 300poBH: MyNITHKyATypaiu3aMm, meppopMaHc, KyITypa,
[Tutep Bpyxk.

MynTUKYITypadu3MOT ce jaByBa Kako NMPEAU3BUK BO M3BeAOUTE Ha
NOBEKE TeaTapCKU TIpyNH Herjae oj IOo4YeTOKoT Ha 60-TUTe TOAMHH.
Excnepumenrtannara teatapcka rpyna Jla MaMa, ox Bbyjopk, ymre BO
1961 rommna nouyHasa ga  W3BeAyBa  IPETCTaBU  BO  KOH
MYJATHKYITYPaIU3MOT OMJI MHOTY 3Ha4aeH eJIeMEeHT M uMMa Jojra JIcTa
MPETCTaBU CO MYJITUKYITYpEH KapakTep. Bo Taa ekciepuMeHTanHa rpymna
nocera ydyectByBaiie Haa 150.000 ymetHunm ox 70 HalMOHAIHOCTH Ha
KOU UM € OBO3MOJKEHO J1a T UCTPa)KyBaaT CBOMTE UJAEH U J1a TU IpeBeaT
Ha T€aTapCKH ja3uK, KOj € pa3OMpIIMB 3a CEKOj YOBEK 0€3 pa3iuKa Ha Koja
HAIIMOHATHOCT M KYJITypa W mpunara.

Hekane Bo uctnor nepuox Bo Ilapus, enen apyr teatapcku TBOpeEL,
aKTep, pexucep, maHtomumudap u mponyreHt, XKau Jlyj bapo, koj on
1965 no 1967 Oun mupextop Ha Tearapor Ha Hanuute (Théatre des
Nations) ro nokanun [lutep bpyk aa nojae Bo [lapus u ga pexxupa Hekoe
neno opn Ilekcnup. Hamecto Ttoa, bpyk mnpemioxun na onapxu
pabotunauna 3a lllekcrnup co akTepu oA pa3HHU 3€MjU 110 MOTHBHUTE Ha
lexcnuposara ,,bypa“. Taka ce poauna unejara 3a GopMupame LEHTap
3a paboTa CO aKTepu OJf MOBEKe 3eMjH KoOja TMOHATaMy MpepacHaja BO
HHTepHaMOHANIeH 1IeHTap 3a TeaTapcKo MCTpaxyBame, MpeKy Koj bpyk
cakaj Jja OTKpHE: IITO € Toa BO OJHOCOT Ha €IHO YOBEUKO CYLITECTBO CO
JIPYro IITO CO3/[aBa IMOYMT, COKUBOT U MOXHOCT 3@ CIIOHTAaHO 3a€JHUYKO
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paboreme. Toa e ocHoBaTa Ha MEep(HOPMATUBHHOT MPEAU3IBUK BO CHTE

IPETCTaBU IITO OWJIE CO3[aJCHU 3a€HO CO AKTEpUTE KOW Owmie Jen of
,,/IHTEpHAIIMOHATHUOT IICHTAp 3a TeaTapcKo MCTpaxkyBame™ co kKoj bpyk
paboren uenu 40 roguau. OBOj TPyl € MOCBETEH TOKMY Ha TOj IPEAU3BUK
co koj ce 3adarun bpyk xoH kpajor Ha 60-THTE TOIWHH, a CO KOj ce
3aHUMaBa U JIeH-/IeHeC, BO cBojaTa 91 ronuHa o *KHUBOTOT.

[loumure: ,,MyITUKyATypanu3am H ,,AHTEPKYITypaiu3zaMm ce
KOpUCTaT MHOTY YeCTO BO AHAJIW3UTE IMOBP3aHM CO TBOPEIUTBOTO Ha
bpyk. ,,Myntukyntypanu3mMot* ce AeuHupa Kako HEITO LITO CE OJIBUBA
Mery KyATYpHUTE WIH TOTEKHYBa OJl Pa3IMYHH KYJITYPH, J0JeKa TOUMOT
»MHTEPKYITypalu3aM™ HCTO Taka MoJpa3dupa BKIydyBame IOBEKE O]
e/lHa KynTypa. Bo pe4HHKOT Ha KPOCKYJITypallHAa WIH MHTEPKYITypalHa
TEPMUHOJIOTHja, KOj TJaBHO Ae(pHHUpAa MOMMH IITO CE€ KOPHCTAaT BO
KPOCKYJITYpHHUTE CTY/UHU, colyjajHaTa aHTPOIIOJIOTHja u
aHTPOIIOJIOTHjaTa Ha KyNTypaTa, MyJITHKYJATYpajHOCTa ce 1e(puHUpa KaKo
,»BEPYBambE UM MOJIUTHKA KOja IO MOJPXKYBa MPUHLMIIOT HA KyATypHATa
Pa3sHOBUIHOCT Ha Pa3IMYHU KYATYPHU U €THUYKU TPYNH, [IPU ILITO THE TH
3aipKyBaaT TmoceOHUTE KyaTypHu wuaeHtutetn . Bo Coenunerure
AMepukaHcky JlpxaBu MyITHKYJITYpalqHOCTa ce pa3dupa Kako ,,M03aukK'
Ha pa3IUYHU KYATYpPH, HACHpPOTH €IHAa MOHOJMTHA KYJATypa MITO
Ipou3JieryBa oOJl MOJEJIOT Ha acuMHiIaluja, WIM NpPETONyBamke Ha
pa3nuyHUTe KYJITypH BO enHa JOMHUHAHTHA KyJITypa.
MynTUKYNTypanu3MOT TM HarjacyBa OJJEIHUTE TpylNu KOM ja
COUYMHYBaaT LieJIMHATa, a, UCTO TaKa, ce KOPUCTH Kora ce 300pyBa 3a
CTpaTeruy U MEPKU KOHM ITPOMOBHpAAT Pa3In4HOCT.

[Tpunonecor Ha Bpyk KOH MyJITHKYITYpalu3MOT C€ COCTOM BO TOa
HITO yMee Jla ja OTKpHE M Jla ja BpEeAHYyBa BHUTAJHOCTAa Ha TOJEMHTE
KyJITypHH HaciencTBa. Toj mMpaBM KOJN@XH OJ] TOA INTO MOXE Ja TO
HCKOPUCTH OJ KyITYypHTE IITO Ce NMOWHAKBU OJ HEroBaTa, KOPHCTEjKU
MUTOBHM U PUTYyalIH Ha Apyru nuBwinzanuu. CrojyBajku TM MUTOBUTE U
pUTYyaluTe O] MUHATOTO CO €JIEMEHTHU O] CErallHOCTa, U QUITPUPAJKU TH
CO HEroBaTa CEH3MOWJIHOCT 3a pa3HH KYyJIATYpH, TO] co3JaBa TeaTap Koj

71



MYIITYKYIITYPAJIU3MOT KAKO [IEPOOPMATUBEH...
300pyBa 3a uYoBeukaTa cocToj0a, MpPU ILITO BOCIIOCTaByBa YYyBCTBO Ha

3aeHMIIA CO TTyOauKara.

Opn 1968 ronuna, Kora mpBOaT 3aro4Hai ga paboTH co Jiyfe of pa3IudHu
JIeIOBH HA CBETOT, Ta A0 JEHEC, MOCTOjaHO OTKPWBAa HEBEPOjaTHOTO
OorarcTBO W HOBM MOXHOCTH 3a HWHCcIupanuja. Paborejkum  co
WHTEpHAIMOHATHATA eKuIa akTepH, bpyk ce oOuzaen na co3mane Moaen Ha
r100aTHO €IMHCTBO MPEMO3HATIUBO 3a myOnukaTa. ['nmemajku mpex cebe
TOJKY pa3IHYHU Jyfe KOM paboTar 3aemHO, KOM ce pa3dupaar u
3aeIHUYKM CO371aBaaT €IHO YMETHHYKO JEJI0, MpeJ INIEAaYuTe ce OTBOPA
HEIITO MITO HA MHOTY €IHOCTaBEH HaYMH yKakKyBa Ha Toa JieKa Tpeba na
T'H [IEHUME Pa3JIMKHUTE, J]a C€ HAJOMOJIHyBaMe U JIa Ce pa3BUBaMe 3a€THO
OMIIejKkHM CEKOj MMa HEMITO CO MITO MOXKE Ja MPHUOHECe IPYTHOT J1a CTaHe
noxo0ap. bpyk Benu neka BO pa3iMKHUTE KOU IOCTOENE MEry HUB, THE
riaenane ,,IpUYMHA 3a CJIaBeHke, 3a pas3liKa OJf PAcCUCTUTE KOM Ha
pa3IMKUTE riaenaaT co oMpasa“ (MHTepBjy 3a jarmoHcka TeneBusuja 1987).

Tpaauuujata 1 MyITHKYJIypaIu3MOT C€ OCHOBA Ha TOA IITO CIIOPE
Eyyenno bBapba ' mpercraByBa  Tearapckara  aHTPOIOJIOTH]a:
»/CTpaxkyBambe KO€ ce 3aHMMaBa CO OJHECYBamETO Ha YOBEKOT BO
MOMEHT KOTa T'0 KOPHCTH CBOETO (PM3WYKO M MEHTAIHO TPHUCYCTBO BO
OJlpe/iIcHa OpTaHW3WpaHa CHUTyallMja Ha CIEHCKO W3BEIyBame, Bp3
OPUHIUIA IITO C€ pa3IuKyBaaT oOJf OHHWE INTO C€ KOPUCTAT BO
CEKOjAHEBHHUOT KMBOT".

TearapoT noapazOupa pazMeHa: pa3MeHa Mel'y akTepuTe, pa3MeHa co
nyOyimkara, a kora ce paboTH cO akTepu O]l Pa3HH JIEJIOBH Ha CBETOT,
TOTalll ce CIydyBa M pa3MeHa Ha pa3nuuHu Tpaauuuu. Cropex Puvapn
Illexnep’, 3a cekoja MHTEPKY/ITYPAIHA pa3MeHa € HEONXOACH yUHTeN KOj

! Eynenno bap6a(Eugenio Barba,1936) wranujaHcku aBTOp M pekucep, OCHOBAaY Ha
tearapor OauH W VIHTepHalMOHANHATa WIKOJNA 3a TeaTapcka aHTPOMOJIOTHja BO
Xoncrebpo, JlaHcka.

2 Puuapn llexuep (Richard Schechner, 1934) npodecop Ha mikonarta 3a yMETHOCT Ha
Yuusepsurerot Bo byjopk u ypennuk Ha T/IP (The Drama Review). lllexuep e enen ox
OCHOBAa4YMTE Ha OJJENOT 3a CTyAMH 3a IepdopMaHc BO IIKONATa 32 YMETHOCT HA
YHuuBep3uteToT Bo Ihyjopk.
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ke 3Hae Ja ja MpeHece Taa KyITypa, Koj Ou OWi BUCTHHCKM HOCHTEN Ha

KynTypara. Bo TakBara pasmeHa, OHa IITO € HAjBaXHO € J1a ce M30puIIe
,,Thue u ,,aue".

MynTuKynTypanu3MoT OWiI ToyieM TmeppOopMaTUBEH TPEANU3BHK 3a
bpyk u akrepure kou Owmie nen ox ,,JIHTepHalMOHAIHUOT ILIEHTap 3a
TeaTapcku Kpeanuu* (mopouHa , JIHTepHalMOHaNEH LIeHTap 3a TeaTapCKu
UCTpaxyBama'). Bo Hero pabotene HajMalKy ABaeceT pacu U TOKMY BO
MHOT'YT€ pacu U KyATYpH, TO] U aKTEpUTE CO KoM paboTena ro Hamuie
roneMoro OorarctBo. Cekoj OJ THUE aKTepu OWJ yduTeNn IITO ja
IIpeHecyBall CBOjaTa KyJATypa U JlaBaj Oelier Ha Toa IITO OMIJIO CO37aBaHo.
Bpyk cakan TeaTapoT Jja CTaHe HEOIIXOIHO MCKYCTBO 3a CHTE, ,,COLIHjaTHa
aKTHBHOCT KOja € eceHujaiHa 3a 3aeqaunara (Kustow, 2006: 200).

[TpBute roguan o7 (GOPMHUPAKHETO HA OBOj IIEHTap OWie TOIWHHU Ha
naTyBambe M HCTpakKyBame, BHUCTHHCKAa TeaTapcka ojuceja Bo A3swuja,
Ad¢puxa u Amepuka. [IpBoTo naryBame Ha HOBOCO3/a/ieHaTa rpymna Ouio
Bo Hpan B01971, Ha ymerHumukuor ¢ectuBan Bo Ilupa3, mecto 3a
pasmeHa Mmery 3amafoT U McTokoT, MecTo 3a MHTEPKYITYpEH Iujajor
KaJe IOTO YMETHHUIMNTE UMale MOXHOCT Ja NpPE3CHTUpaaT HOBU
UCTpaXyBama W EKCIIEPUMEHTAIHN TpercraBu. Ha oBoj ¢ectuBan Omia
co3lajieHa mpercrasara ,,Opract®, Tearapcko Tparame Mo CTpyKTypara Ha
3BYKOT M HEBepOaJIHaTa KOMYHHKAIMja 0a3upaHO HA TEKCTOBH/MHUTOBHU Ha
CTapOTPYKH, TATHHCKU, EPMEHCKH U IITAHCKH ja3HK.

3a nma pazOepe mITO € Toa IITO My JaBa JKUBOT Ha roBopoT, bpyk
3alloyHall Jla TH JEKOHCTpyHpa 300pOBHTE CO3[aJeHH CHOpel HEKoja
KOHBeHIMja. MlcTo Taka, I eIMMHUHUPAJ 3a6JHUUKUTE Ja3UIIM U ja Ipamian
nyonukara Bo IHupa3: KakoB e omHocor Mely BepOaTHMOT U
HeBepOanmauor Tearap? IlITo ce ciaydyBa Kora rectoT M 3BYKOT Ke ce
nperBopar Bo 300p? KakBa ymora uma 300poT BO TeaTrapckara
excripecuja? Jlamm 3060poT € BuOpanuja, kKoHnenT uiu my3uka? [1ITo e 1oj?
Jlayii mocTojaT HEKaKBH JJOKa3W BO CTPYKTYypaTa Ha HEKOM CTApH ja3uIu?

[Tpu xpajor Ha 1972 rpynara maryBa Bo Adpuka, a Bo 1973 Bo
Awmepuka, KanudopHuja, kajae mTo 3aeHO CO rpyra TAMOIIHU aKTEepU OJ1
»El Teatro Campesino® paboTene uMMOpoBH3alMU Ha Tema . llTurm‘.
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3aeqHO CO IIMAHCKUTE aKTEePH, KOU BHEJE pa3iIMyHa €Hepruja U UCKYCTBO
BO paborarta, ja wusurpaine npercraBata ,,CoOup Ha nrumute” (The
conference of the birds) koja ce 3aHuMaBa cO MCIAMCKHUOT, TOTOYHO CO
cyuckuor mucrunmizaMm. Paborata co El Teatro Campesino 6una cero
TOA Ha IIITO TO] CE€ HaJieBall - BUCTHHCKA pa3meHa (Kustow, 2006: 221).

Bo A¢puka 6une paboTeHM UMIOPOBU3AIMK BO KoM bpyk u akTepute
ja HuCTpaxyBajle BpcKaTa Mery J>KMBOTOT M YMETHOCTa. AKTepHTe
UMIIPOBU3UpATIE CO KOHKPETHH OOjeKTH, OKOJIy KOM Oui cosjazneH
3aeJHUYKU pa3OMpIIUB ja3uK U 3a aKTepHUTE U 3a MyOsnKara. 3a pas3iiuka
0J1 3amaJHOEBpOIICKaTa IMMyOJIMKa, KOja TMOCTOJaHO OYEKyBaja HEKaKOB
pe3yiTaT, akTepuTe YyBCTBYBaJle JieKa oBaa MmyOsuka Ouita OimarogapHa 3a
HCKYCTBOTO HITO ro nobusna. Kako pe3ynraTt Ha Toa, Urpajie pelakCupaHo,
IITO JTOBEJIO JI0 OPraHMYHOCT BO HUBHATA UTPA.

[TaryBamero Bo Adpuka mano 3Ha4aeH MPUIOHEC KOH IpallambeTo
mro bpyk mocrojaHo cu ro mocraByBaj, 3a HyJATa TOYKAa HA TEATApPCKOTO
UCKYCTBO. BO TakBOTO TeaTapcko MCKYCTBO TJIaBE€H M3BOP U pedepeHia
IOpeKy Koja IJeJadyoT ro OTKpPHBa JEjCTBOTO BO Jpamara € TeloTO Ha
akrepor. OBa maryBame 3a bpyk M akTepure O HeEroeara rpymna e
3HAa4YajHO M MO TOAa IITO BO MaTyBameTO BO Adpuka BUIET MOXKHOCT Ja
eKcIiepUMeHTHpa Ipe] MyOIrKa Koja BO HEKOja paka MOXKe Jla ce CMeTa 3a
uneanHa mnybnmuka. Ha oBa maryBame cdaTtun geka ,,BUUIMBOTO H
HEBUJUIMBOTO ce MpeIUIeTyBaaT U JieKa THe, BCYIIHOCT, C€ €IHO UCTO U
JileKa Toa IITO € OCHOBAa Ha TeaTapoT, a IITO Ce HapeKyBa ,,kora Ou‘,
MIOCTOjaHO MPEMUHYBA OJ1 BUIJIMBO BO HEBUIJIMBO, JIeKa 3a TJIeJauuTe BO
Ad¢puka Toa He e (aHTa3zWja, TYKy TOa C€ JiBa acleKkTa Ha eJHa HCTa
peasHOCT.

bpyk mpomomxui 5a ce 3aHMMaBa CO Ipaliamba MOBpP3aHH CO
MYJITHKYITYPaIU3MOT, CYIITHHATa Ha TearapoT W OTKPHUBAKETO HOB
TeaTapCcKH ja3uK IMpeky mnpercraBute ,llnmemero Wk*, ,,Cobup Ha
ntunure’, Guamot ,,Cpeadu co UCKITyUIUTeTHH JTyre .

HeroBara mnoTpara mno aHTPOINOJIOIIKUTE KOPEHH Ha TeaTrapoT
KyJIMUHHUpaa co rnpercraBata ,,Maxabxapara® Bo 1985 roauna, xazae mro
MOBTOPHO ja UCTPAKyBa MUTOJIOTHjaTa, OBOj MaT roJEMUOT WHAMCKHU €I 3a
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yoBemTBOTO. OBaa mpercTaBa € 3Ha4yajHa HE caMO IO Toa IITO BO Hea

HEeroBaTa Hujeja 3a MYJTUKYJATYpaTu3MOT ja JOCTUTHYBA KyJIMHHAaIIHMjaTa,
TYKy ¥ TI0 TOa ITO BO Hea Bpyk HajeKCITUIIUTHO ja M3pa3yBa cBoOjaTa
TeaTapcka €THKa, JeKa MOpa Ja ce€ MOYUTYBaaT pPazIMYHUTE TJIelUIITa
3aT0a MITO He MOCTOM €IHA BMCTHHA, JIEKa BO JXMBOTOT MWJIy3HjaTa M
BHCTHHATA NOCTOjaHO ce MpeInJeTyBaar.

CaerckaTta mpeMuepa Ha ,,MaxaOxapara™ Owia ogurpaHa Ha 7 jyiu
1985 roauna Ha 39-THOT (hecTHBaN BO ABHEOH, HO BO TEKOT Ha pa3HHUTE
rOCTYBama BO CBETOT, MpeTcTaBaTa OWiia ajanTHpaHa BO MOBEKE BEP3UH.
3a BpeMe Ha TPUTOAMIIHATA WHTEPHAIMOHAIHA TYypHEja, MpeTcTaBara
rocryBasia Bo 36 rpaga u moxkumBeana 565 u3Benou. Cekoja m3Benda, BO
Koja OMJIO OJf TOpecIiOMEHaTUTe BEp3UH, Ouja MpeyeKkyBaHa CO OrPOMEH
MHTEpPEC U BOOAYIIEBYBambe 0/ MyOJIuKara.

Ilpemcmasama ,, Maxabxapama *“ na cyenama na meamapom ,, by¢h ou Hopo *
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MYITYKYITYPAJIU3MOT KAKO IIEPOOPMATHUBEH...

Cyena 00 npemcmasama ,, Maxabxapama *

Bpyk npBmat ce cpeTHan co ,,Maxabxapara““, TOTOYHO CO CaMoO €JeH
nen on Hea, co bxaraBag I'mra (The Bhagavad-Gita), Bo 1965 roauna
NpeKy eaHa Tnpe3eHTanuja Bo JIOHIOH Ha €JIEeMEHTH O] TeaTapoT
»~Karakanu“. Bo Toa Bpeme, Taa u3Benda 3a Hero Ouja camMo HeKoja
€r30THYHA MPUKa3Ha 3a HEKOja JaJleyHa KyJaTypa.

Hecer roguau nopoiHa, bpyk moBTOpHO ce cpekaBa co OBOj rojieMm
MH/IMCKHU €1, OBOj AT MPEKy MO3HATHOT MapUCKHU Mpodecop MO CAHCKPUT
®wmn Jlasectun (Philippe Lavastine)®, koj Hemy u Ha YKan Kiox Kapue
UM pacKakal HEKOW JeJoBU of ,,MaxabOxapara“. bpyk u Kapue Owie
HAIOJIHO MarercaHd O] IoeMaTa W 5 TOAMHH PEJIOBHO CE CpeKaBaye co
JlaBacTuH, KOj c€ MOBeKe UM T OTKpUBal TajHUTEe Ha ,,MaxaOxapara“.
Tue Tonky Owiie ONCeAHATH OJ MPUKA3HUTE, IITO CH Aane 300p aeka ke
MOYHAT Ja paboTaT Ha ajamnTalyja Ha OBOj MpEKpaceH em, 0e3 Ja cu

* Qumn JlaBectnn (Philippe Lavastine), ¢paHIycKM OpHEHTANINCT, EKCHepT 10

CaHCKpHUT, *HBeesl Bo MHIMja W 3a Hea mMuIyBa BO cBojara KHura ,,HajmoOporo u
HajJommoro 3a uauja‘.

76



Cyszana Kupanyucka

MOCTaByBaaT OTpaHUYyBama KOJKY JONTO Ke Tpae ajanrtanujara. bume
pelIeHy JeKa Mopa Ja HajAaaT HauMH Ja UM ja IpeHecaT Ha TJeavyuTe O
3amajHaTa KyJaTypa TrojeMara MyJIpocT Ha WHAauckara (uiozoduja u ga
HampaBaT IMpeTcTaBa BO KoOja TMpEeKy CYIOMHHUTE Ha JMKOBUTE Of
,MaxabxapaTta®“ ke MmporoBopar 3a KOH(MIUKTOT IITO MOCTOM BO CEKOJ

YOBEK M BOOMILUTO BO YHUBEP3YMOT, KOH(IUKTOT Mely MOXKHOCTUTE U
Heraiyjara Ha THe MOXXHOCTH.

Ananranujara Ha ,,Iloerckara nCTOpHja 3a YOBEHITBOTO™, KaKO IITO
yIITE ja HapeKyBaar ,,Maxabxapata“, Tpaena nenau 10 rogusu.

Cyena 00 npemcmasama

3a tue 10 roguHu gonmeka padborene Ha TeKCToT, bpyk n Kapue Owite
HEKONIKy matu Bo MHjaWja 3a 1a ce 3amo3Haatr co WHIUCKATa KyaTypa U
tpaauija. Kopucrene muory ¢otorpaduu, NMpHCYCTBYBaJle HA Pa3HH
MPEeTCTaBU, My3UUKH HACTaHH, CEJICKM CBEYCHOCTH, TeaTap cO MapUOHETU
u pasHu npyru Hacranu. Cdarune geka ,,Maxabxapata®“ He € camo
HAjBAXHUOT €M BO CAaHCKPHUTCKATA JINTEpATypa, TYKY JeKa Taa ce YIITe €
JIeJ O] CEKOjTHEBHUOT KUBOT HA JICHENTHUTE JTyr'e BO MHanja.

bpyk u Kapue mpen cebe mmane BUCTHHCKH TMPEAU3BHUK: KOJKY Ha
myOuKaTa o1 3aragHuTe 3€MJU K€ UM 3HA4d MPETCTaBa BO KOja UMHUIbATa
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MYITYKYIITYPAJIU3MOT KAKO IIEP©OPMATHUBEH...
Ha TrnaBHUTe JmwmkoBu ce: bumma  (Bhishma), Jumragymua
(Dhrishtadyumna), Jynucrupa (Yudhishthira) u AmBaama

(Ashwatthama)? Konky ox Mnaunja Tpeba qa octane Bo mpeTcTaBaTa’?

Bo 1984 romuna 3amounane mpBUTE MPOOH, HO TEKCTOT CE YIITE
HeMall KoHeuHa cTpykTypa. Toj m Kapue cakanme ga ro u3BieyaTr of
TEKCTOT TOA LITO UMa YHUBEP3AJIHO 3HAUYEHE U IITO K€ MOXe J1a A0Ipe 10
cute jyfe, 0e3 pa3sinka Ha Koja KyJITypa U punaraar.

Toa mro 6mino aedpunHupano Ouse riaBHATa JUMHMja M TPUKA3HATA
mITOo ja nuinyBa ["aHera, 60KeCTBO CO YOBEUKO TEJIO U IJ1aBa O] CJIOH KOe
MOJIONHA CTaHyBa €lIeH OJ LEHTPAIHWUTE Kapaktepu, Ooror Kpwumina.
Bjaca, emen on TiaBHUTE JIMKOBH, MYy ja pacKaXyBa IpHKa3HaTa 3a
3aBOjyBaHUTE CEMEjCTBAa Ha MOMYETO, KO€ CO CBOMTE HAWBHH Tpallama
Y4ECTBYBa BO BOJICHETO Ha JIEjCTBOTO.

- e

Bjaca, I'anewa u momuemo 6o gurmyseanama eepsuja na ,, Maxabxapama *

bpyk u Kapue ro konjeH3upaje HajrOJIEMHUOT €M 3a YOBEIITBOTO
OKOJIy JBET€ 3aBOjyBaHU cemejcTBa: KypaBa, CHHOBUTE Ha TeMHUHATa, U
ITannaBa, cuHOBUTE Ha cBeTJIMHATA. [IpeTcraBaTa COap:KU TpU NPUKA3HU:
»2Arpa Ha Komkara“ BO KOja € ONMIIaHa cyAOMHATa Ha KpaJoT Ha
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cemejctBoTO [laHaaBa, KOj T'M MPOKOLKAT CBOETO KpaJCTBO, CBOETO
cemejcTBO U camuoT cebe. Kasnara 3a toa e ,,IIporoncrso Bo mymara®,
KaJie IITO TO] ¥ HEroBOTO CEMEJCTBO Tpeba Ja momMuHaAT 12 roauHu 3a
MIPEKY CBOETO CTpajJame Ja J0jAaT 10 CBOjoT pa3Boj. HUBHOTO cTpamame
U MIPEUCITMTYBAKETO MPOJI0JDKYBAaT BO ,,BojHaTa®, kage mro Moxke 1a ce
BUJAT CUTE Y)KaCU U MOJMOJHOCTH Ha KOM JIYF'€TO ce MOJATOTBEHM Kora Ke
ce HajJaT BO YCIJIOBM Ja ce 6opar 3a cBojoT kuBoT. [ToGenara e mpemHory
CKama M T'M U3MEeCTyBa HE CaMO HUBHMTE )KUBOTH TYKY LIETHOT YHUBEP3YM.

o |
]
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Cyena 00 npemcmasama

Kapue ce oOumyBan na Hajuie paMHOTEka Melry MHUTCKOTO BO
NpHKa3HaTa ¥ YHHUBEP3aJHOCTAa CO Koja TEKCTOT Tpebaio aa M ce
NpUOJIMKK Ha MyOJIMKaTa MpeJ Koja ce urpaja MmpercraBara. 300pOBUTE
CO KOM CMeTas Jieka MOXKe Jia ja Jo0ue Taa YyHUBEp3alHa UMEH3H]ja Ouie
JI0CTa OTPaHUYEHU: COHIIe, MECEUMHAa, TEMHHHA U cBeTnuHa. Kapue, ncro
Taka, M3JBOMJ YIITE MeT 300pa KOM HAjuecTo Ce MOBTOpYyBaje BO
MpeTcTaBaTa: )KMBOT, KPB, CPIIE, OTaH U KpPaj.

79



MYITYKYITYPAJIU3MOT KAKO IIEPOOPMATHUBEH...

Cyena 00 npemcmasama

Bo oBaa npercraBa bpyk u Kapue ro uzasousie 1 moumor ,,japma‘
KO TpeTcTaByBa 30Mp OJ MOpajlHH HOPMH Ko ja naeduHUpaar
MpaBeHOCTAa U MOOOKHOCTA Kaj CEKOj MOEAMHEI], HETOBOTO MOCTOCHE H
HEroBuoT pa3Boj. OBaa ,,JapMa‘ e paznuyHa Kaj CHTE Jyre W Toa € OHa
IITO JOBEIyBa 10 KOHGIHUKT Mery J1yfero. Bo nHIMCKaTa KynTypa nmoctou
roJIeMO HMBO Ha TOJIEpaHIIHja U pHudaKkame Ha pa3TUIHUATE ,, JapMU‘".

Tonepanuujata u npudakameTo Ha Pa3IMYHOCTAa KOM CTaHaje €IHO
0]l TJIaBHUTE oO0enexja Ha paboraTa Ha Bbpyk co moBekeHalMOHalHaTa
KOMIIaHHja, Ce JIeJ O] MOpaKkuTe TOo bpyk caka Ja T mpeHece co oBaa
MpeTcTaBa.

[TpocTopoT 3a u3BeyBamke Ha OBa MPETCTaBa WIM OCMUCITYBAHETO HA
crieHorpaduja UCTO Taka MPETCTaByBall TOJEM Mpeanu3BUK. bpyk cexorar
KaKo JIa cakal Ja co3JaBa YCJIOBH 3a Ja ja 0cJ0001u MMarnHalyjaTa Ha
IJIeIa4Y0T, a He Ja ja 3apoOu M Oapaj HauMH Ja My OCTaBH IPOCTOp Ha
IJIea40T 32 HEeroBaTa MMaruHaluja, 3a Ja MOXK€ CaMHUOT TJiefad Jia CU
HampaBu IIEJIOCHA CIIMKa 3a aMOMEHTOT M arMmocdepara Kaie ILITO ce
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cmydayBa nejctBoro. l[IperctaBata ,,Maxabxapara® Owia urpa€Ha ¥ BO

MaTHYHaTa Kyka Ha ,JIHTepHaIMOHAaIHHOT LIEHTAap 3a TeaTapcKu
Kpearuu‘‘, teatapot ,,byd nu Hopa“, HO u Ha pa3HuM MecTa BO CBETOT.
[Ipn wm3bupameTo Ha JIOKAMHUTE 3a OBHE TOCTyBama, bpyK cekoramr
Tparajl TO JOKalyja Koja BO cebe COApKM TOTEHIMjal Ja CTaHe
»Tearapcku mpoctop®. IloToa cieaeno noAroTByBame 1 TpaHCHOpPMUpPAHE
Ha TOj MPOCTOp M, Ha KpajoT, YCBOjJYBamkE Ha MPOCTOPOT OJ CTpaHa Ha
aKTepuTe IITO urpaar Bo mnpercraBata. Ce pa3zbupa, npuroa OMIO
UCKJITYYUTEIIHO BaXKHO IPOCTOPOT Jla OBO3MOXKYBAa KOMYHHKAllHja CO
nyOiuKara.

: 4 r QM
seoansinnni (R RN RN EE R

00 chumarnemo na ,, Maxabxapama

Bo paGorara na ,,MaxaOxapara“, koja Tpaena 10 meceuu, Bpyk
MOCTaByBaJ BUCOKHU Oapama npej akrepure. Tue Mopaie /1a MIOMUHAT HU3
WHTEH3WBHA (U3MYKA MOJATOTOBKA, KOja TMojapa3dmpana HU3IAPKIUBOCT H
(baexcuOUITHOCT Ha CeKoj Aen oA TesnoTo. MIcTo Taka cienesne u BexOu Kou
UM IOMarajie Ha akTepUTe PEUHCH HECBECHO Jla pa3BUBAaT pPUTaM Koj
MOHaTaMy MOXeNl Ja ce KOPUCTH BO IpercraBara. Bo pabortara Ha
npercraBara Owsie BkiIydyeHM 21 akTtep M mer My3uuapu on 16
HaIlMOHATHOCTH. Bpyk cMmeran jeka cekoj o]l HUB MMa HeITO MMOMHAKBO
O]l IpYTHOT U TyKa Io riejan 60raTcTBOTO Ha CBOjaTa MHTEPHAIIMOHAIHA
Tpyna. Cemnak, He cakall Jia ce CIIy4yd HAaYMHOT Ha KOj THE UTpaat Jia CTaHe
HEIITO IMTO OM JTUYEIIo Ha ,,eCTIEPAHTO TIIymMa‘™.
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00 decro Ha aeso, Jowu Ouda u Puxapo Yewvax

AxTtepure paboTene CEKOjAHEBHO Mo 14 yaca M BO TEKOT Ha THE
npoOu, TIOCTENeHO, OBaa MYJITHHAIMOHAIHA Tpyna c€ TOBeKe ce
30IMKyBaIa.

Bo nHammcor o6jaBen Bo ,,JI[pama pusjy“ (Drama Review) ,,Pazrosop
co Tpu aktepu‘, aktepoT Anmxke] CeBepuH Benu Jeka bpyk mocrtaByBan
MHOT'Y BHCOKM Oapama IpeJ akTepuTe, HO YyBCTBOTO Ha cioboja 1a
npoOyBaar, Ja rpemiar, Ja MCTpaXKyBaaT OWIJIO HajAparoleHOTO HELITO
IITO UM TO a1 bpyk, nako Ha MOYETOKOT UM MpeTcTaByBao podiem. Bo
TEKOT Ha CUTE€ OBHE NPOOM aKTepuUTe CTaHyBaje IOAUCHUILIMHUPAHH,
MOOTBOPEHU MW M3rpajuiie MOYUT efeH crpema napyr. Kopucrejku ru
Pa3IMYHOCTHTE Ha aKTEpUTE BO rpynara, bpyk kako ga cakai Ja co3jane
XapMOHHja, Ta aTMocdepara Ha TPOOUTE MPUIOHECYBaJa CEKOj J1a padoTH
Ha CBOETO CaMOYyCOBPILIYBamke, BO JYXOBHA U BO (PU3UYKA CMHCTIA.

Brnewarokor Ha aktepor Buropmo MenonopHo 3a paborata Ha
»MaxabxapaTa“ Oui ieka Ha akTepuTe He UM OMJIO HUIITO HAMETHYBAHO,
HaNpoTHB, CEKO] OJ HMB Tpebaso 1a ja ,,yCBOM‘ MHIUCKAaTa KyJITypa
TPrHyBajku oJ cebGe, 0 CBojaTa KyATYypa, CBOJOT TEMIIEPaMEHT, CBOETO
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requmite. bpyk cakam aktepute camu Ja J0jIaT 0 pelIeHHjaTa 3a

ClieHaTa, MOKaXyBajKkl OrpoMHAa JoBepOa BO HHUBHaTa KpeaTUBHOCT. Toj
TH CMETa aKTEepUTE 3a CBOM COPAOOTHUIM, HO BAaKBUOT IPHOJ YECTO
MpeTcTaByBal Mpo0JIeM 3a aKTepUTe OUICjKH HE yMeese J1a e CHajaaT BO
,»Cllobo/1aTa mWTo UM Omia JajeHa, 3aToa IITO OYEKyBaJle PEKUCEPOT Na
UM Kake IITO Jia mpaBar. bpyk ru octaBan camu Ja OTKpHUBaar, aa Oujaatr
c11000/1HH, HO MHOTY CYNTHJIHO ja KOHTpOJMpall cuTyanujara. Ha akrepor
Jomm Owmpa, xoj paboten co bpyk mogoaro o cute ocraHaTH akTepH, My
OUII0 MHOTY TOJIECHO, 3aTOA LITO MPOLECOT Ha Ipajiekhe MPETCTaBa MpeKy
UMIIPOBH3AMK My O 100po mo3Har. [Ipeky oBue nmmnposu3amu, bpyk
caka J1a TIOCTHTHE Kaj aKTePHUTE €IUHCTBO HA yXOT, YMOT H TEIIOTO.

AKTepuTe moMuHaje JIBe Heaenu Bo MHauja u nMae MOKHOCT J1a ja
noxkuBeaT MHaWja HAa CBOj HAUMH M Jla CO37aJaT CBOja CIWKa, Koja
MOHaTaMy UM IIOMOTHaJIa BO IPaJeHETO Ha YIOTUTE IITO M Urpaie. bpyk
cMeTal JIeKa Toa € MHOTY MOBPEAHO Off CUTE MHTENEKTyallHU aHaJIM3H,
KOM BO paboTaTa Ha BakoB BHJ IpeTCTaBa HE MOXKAaT MHOTY Ja UM
MIOMOTHAT Ha aKTepUTe.

Toa mto ce nobuBa mpu paboTa Ha BaKOB BUJ MIPETCTaBa € UCKYCTBO
IITO MOXKE J]a TO NMPOMEHW HAYMHOT Ha KOj TO pa3dmpaar CBETOT U THE
HITO Wrpaar BO IpeTcTaBaTa M THE IITO ja rienaar. Moskebu 3aroa
TeaTapckuoT kputuyap Jlamubop @operuk, Hamuman jaeka ,,0Ba €
mpeTcTaBa ImTO Tpeba Aa ja BHAM LETUOT cBeT. MokeOu Toram Owu
Mo3KeJIe MoAo0po 1a ce pazdupame’.

[leppopMaTHBHUOT MPEAU3BUK HAa MYJITHUKYITYpPaIU3MOT Kaj bpyk
MOXe J1a ce c(haTu ¥ Kako MoTpara o eJeH noyoas 1 MOXapMOHUYEH CBET
BO KOj c€ € Mel'yCeOHO YCIIOBEHO U TTOBP3aHO.
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STARTING POINT IN THE SHOW-IMAGINATION

Who they are and what are the basics worn by the subject
prerequisites for creative activity; who they are and what are the qualities
of the incumbent operator, which makes it an artist?

We should first be pointed artistic talent. Devoid of artistic talent is
not able to create art. Lack of talent in any way and nothing can be
compensated - either by learning rules, nor with hard work. As to learn as
to persevere, persistent efforts of deprivation of talent able to bring the
most good craftsman in the art, not the artist, creator of unique,
meaningful works of art.

Talent is the first core and indispensable prerequisite for the full
creativity.

Key words: performance, artist , talent, creativity.

To understand the psychological mechanism of the imagination and
the related creative activities, it is best to start with a clarification of that
relationship that exists between fantasy and reality in human behavior. I
will try to show all four main forms that connect the activity of
imagination and reality, making it the primary cause of creativity.
Clarifying this will help us understand the imagination not as an empty,
useless delay of mind, not a work hanging in the air, but as the primary
cause of creativity.
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STARTING POINT IN THE SHOW-IMAGINATION...

The first form of relationship with the reality of imagination is locked
in that each piece of imagination are always built from elements taken
from the reality of man. It would be a miracle if the imagination could
have built together by anything or if he had other sources for their
creations than previous experience. Only religious and mystical ideas
about human nature could not attribute the origin of fantasy products not
on our past experience, and a mere prop supernatural power.

According to these views gods or spirits inspire people's dreams of
poets think of their work, legislators - the Ten Commandments. Scientific
analysis of the most fantastic constructions example of fairy tales, myths,
legends, dreams and so on.., Assure us that these fantastic creatures is not
nothing but a combination of such elements that were drawn ultimately
from reality and They have undergone only a distortion or transforming
activity of our imagination.

House of Grandmother Yaga, there is of course only in fairy tales,
but the elements that built this fabulous image taken from real experiences
of people and only combining them bears the scars of fabulous. The
imagination has become the primary cause of work - substandard
construction of reality.

Thus imagination is always built from materials provided by reality.
It is true that the imagination can create ever new levels of combination,
combining first primary elements of reality, combining secondary then
already chimerical beings. But recent elements that build and farthest
from reality a fantastic idea, these latter elements will always be
impressions of reality.

Here we find the first and most important law, which is subject to the
activity of the imagination. This law can be formulated like this: creative
activity of imagination is located, depending on the richness and diversity
of past experiences of people just because this experience is the material
from which to create buildings of fantasy. The more rich experience of
man, the more material has its imagination. Therefore the child's
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imagination is poorer than with adults and this is explained by the greater

poverty of his experience.

The pedagogical conclusion that can be drawn from what has been
said, is locked in the need to expand the experience of Dede, if we want to
create enough solid foundation for his creative work.

More from this first form of relationship between fantasy and reality
is easy to see to what extent improperly their opposition. Combined
activity of our brain turns out not something absolutely new in comparison
with its storage business, only further complicating the first. Fantasy is
not the opposite of memory but relies on her and arranges its data in new
and new routines.

The second form of fantasy as the primary cause of work is another,
more complicated. When on the basis of studies and stories of historians
or travelers to compose a picture of the French Revolution or the African
desert, then in both cases the picture is the result of creative activity of the
imagination. It does not reproduce that which has been adopted by my
past experience and create from this experience new combinations.

Thus it is entirely subject to the above described law. And these
products of imagination consist of processed and modified elements of
reality and requires a large stock of past experience to enable the
construction of these images of its elements. If I had no idea about
grittiness, the huge spaces for the animals inhabiting the wilderness, I
could of course create the very idea of this desert. If I did not have many
historical present, I also would not be able to create in his mind a picture
of the French Revolution.

The dependence of imagination from past experience is revealed here
with exceptional clarity. But along with these constructions of fantasy
there is something new that distinguishes them significantly from the
analysis above example.
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STARTING POINT IN THE SHOW-IMAGINATION...

Obtained double and interdependence between imagination and
experience. If the former imagination builds on the experience it in the
second experiment itself based on imagination.

The third form of connection between imagination and reality is the
emotional connection. This relationship manifests itself in a twofold way.
On the one hand, every feeling, every emotion seeks to embody in images
corresponding to this emotion. Emotion has in such a way as if the ability
to select impressions, thoughts and images that corresponded to what the
mood of what we captured in a given match. Everyone knows that in
sorrow and in joy see everything with perfect eyes. Psychologists have
long noticed that every feeling is not only external, bodily expression, but
also internal factors affecting the selection of thoughts, images and
impressions. This phenomenon they have called the law of double
expression of feelings.

Just as people have long since learned through external impressions to
express their internal states and fantasy images serve as an expression of
our inner feelings. Fantasy images give the internal language of our
feelings. This feeling select individual elements of reality and combine
them in such a relationship that is determined by our mood, not outside,
the logic of those very images.

This influence of emotional factors on the combined fantasy
psychologists call a law on the general emotional character. The essence
of this law is to that impressions or images having common emotional
sign, i. E. Causing on us the same emotional impact, tend to unite among
yourselves however, that among these images there is no bond nor
similarity or proximity. Obtained combined work of imagination, the core
of which lies the common sense or common emotional character, uniting
disparate elements.

It remains to be said for the fourth and last connection between
imagination and reality. This latter form, on the one hand, with closely
associated with just - described, but on the other - an essential feature
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thereof. The essence of the last lock that the building of the imagination

could be something substantially new, unprecedented in human
experience, and failed a real-life subject; But being embodied outside
material once incarnate, become adept it "crystallized" real imagination
begins to exist and affect other items.

Such imagination becomes reality. Incarnated at last, they again came
back to reality, but returned as a new asset force, changing this reality.
This is the full range of creative activity of the imagination.

When we have before him full circle described by imagination, these
two factors - intellectual and emotional - are proving equally necessary for
the creative act. Feeling and thought, moving human creativity.

Without imagination there is no creativity. Without something in
"bag of memories," says Brooke, we can not create. Thanks to our
imagination became possible our further work. It helps our imagination
by reality surrounding us to make art. The more complete a "bag of
memories" more rich and valuable art we did.

"... Creativity starts at this point, when the soul and imagination of
the artist appear magical creative "I[F". While there is reality, real
justice, whom, naturally one can not believe work has not yet begun.
But here, that appeared creative "if" supposed, imaginary righteousness
which the artist is able to believe just as sincerely, but with even greater
passion, rather than true justice. Exactly, as a child believes in the
existence of their doll and all life in it or around it. A t the time of the
appearance of "if" the artist is transferred from the plane of the actual, real
life in the plane of the other, sazdavaem, imaginary his life. Believed his
the artist can begin to create. "/ By Stanislavski /

The emergence of magic "ow" is therefore one signal after starting
the game. Magical "if" becomes little girl in mother doll in a child in
Hamlet actor and actress Juliet. To create art.
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Unfortunately after "if" is a dramatic ellipsis, which replaces all those
conditions that create the conditions for creativity.

"What would happen if ..." to formulate a question, take first caught
our handy noun and verb. Their combination provides us with a
hypothesis on the basis of which we can already create. Basically, it is the
simple formula, after which inevitably falls on the territory of the
imagination. The creation of a fictional - fantasy is actually not possible
without "faith" and "naivety" of the artist.

The actor first and foremost must believe in all surrounding him an
imaginary reality that he himself created. Therefore he must create
truthfully because it can be trusted only in righteousness. While there is a
real life practical righteousness does not work. But when narechenototo
appear so magical "if" the actor begins to believe in it more strongly than
in the simple truth. More interesting is that the artist believes in imaginary
reality with naivety and enthusiasm of a child who believes that the chair
is tram, baby doll, etc.

This "faith and naivety" of the artist actor can not move his creative
imagination without behavioral chain. Behavioral chain"perception-
evaluation-decision-reaction" is the process of worldly reality and theater,
insofar as it deals with the life of the human spirit, can not give it up
without causing his own death. "The dead theater" is talking about
Brooke, is primarily a resultant theater. Live theater, regardless of its
stylistic and genre features, regardless of whether it is avant-garde or
rearguard, sacred, rough or intuitive, naturalistic or conditional, is
primarily a theater of human behavior, and this means - the process.

But if the behavioral circuit in life is "by itself is of course za", the
scene had to be "deliberately created." When not born spontaneously.
Fully and precisely as chain. Who knows why, although theoretically it is
well known actors and directors, in practice seeks to reaction to the
behavior of the resulted element. If this is the result of a lack of
methodical professional training - is justified. With such a quest for "true

90



Milena Aneva

events" are confronted with students and freshmen in amateur actors. The
big problem remains convinced seeking theatrical "otherness" that ignores
the deliberate procedural specificity of this art and looking for a new
efficaciously-character language.

The standard theoretical justification is justified to some anti-
naturalism and painting, with the theatrical illusion, says The formula "and
ran scared" as opposed to "scared and ran." The dispute of the two
formulations resulting from the occurrence of the biomechanics of
Meyerhold. But pro places that it is primarily for training process capable
of providing that virtuoso technique that would require the actor in
procedural building the image and not so much for immediate creative
process! In this respect indicative of the position of Boris Zahavi on it: "...
any movement shown by Vsevolod Emilievich always seems justified and
convincing because in his mind, in his psyche every time before
implementing any movement will surely arise although very short, but
extremely itenziven internal process that immediately ends with a flash in
his mind a certain creative solution, and this decision in turn causes certain
creative call, feeling joyful anticipation of successfully found stage color
(motion, gesture, intonation ), resulting in all this taken together is
revealed at once in brilliant directorial display. "(5, p. 135)

In the above-quoted passage is almost completely spelled units
behavioral chain (no perception that we can include to "intensive internal
process") and essentially protects Meyerhold from its imitators. "It is clear
why the student of Meyerhold does not achieve that result, which so our
rejoice in showed his teacher: his mistake was that he izpushta and ignore
this preliminary internal process and tries automatically as soon as you
give the task to fulfill shown by Meyerhold movement. "(5, p. 135)

In the discussion atmosphere both formulations miss (formal or
otherwise) the perception of some fact omitted and its assessment and
straight start to argue what is primary - the decision or reaction, as in both
cases "ran" and "scared" shall be understood as result as separate phases of
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a single condition. To "fled" or "scare" (though what would be first)
primarily requires the existence of any fact which comes to my mind - it is
necessary to perceive. Then it needs to evaluate it as dangerous for my
existence. Without such an assessment is impossible either fled or the
appearance of fear. Or vice versa.

In fact, both formulations reflect two different ways of behavior in
perception and evaluation and if there is anything that creates a problem, it
is that both formulations talk about the emergence of a efficaciously state
(fear), which must be served in appropriate actions form. And do not want
to admit that assessment, decision and response are extremely subjective,
so they can be formulated into a "universal" parameters. Where a fact be
assessed as dangerous for the existence or integrity of a person, a person
will receive an accelerated heartbeat and will then embark on a run, and
another will run and only then will receive mentioned palpitations. The
question is purely personal and in no way cancels first two units of the
procedural chain - perception and evaluation, which proved basis for the
decision and reaction ...

Highly respected in recent times started to rise up some "character"
behavior, citing a civilizational accumulations and nesakralna ritualization
of behavior that reduce communication to exchange ready characters. Not
that such a thing does not exist in life and not psychological acquitted, but
in this case the continuity of behavior remains irrevocable and especially
necessary in the process of stage behavior. Even such a supporter of
civilization ordinance as Grotowski understands it primarily as a process. "
The word" process "Grotowski repeated stubbornness of a maniac. It is no
accident; it seems he would prefer to get away from the theatrical lexicon
the word "role" implied hypocrisy, and replaced with the word 'process’,
indicating true transformation and development " . ( 2 , p. 148) For this
" ... Grotowski against impassive technical skill.
It is a comprehensive creative act of constant experimentation. For him,
the structure of the artistic work can only be achieved in the process of

witness and D. Gotchev:
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creativity. " And quoted Grotowski that " structure can be completed, but

the process - never. This is a condition for true creativity. " ( 3, p. 226)
Habitual, automated and standardized behavior the theater can not

exist as far as part of the standard situation, but they take some conflict it

becomes interesting or the process of creation, or the process of
destruction. "The behavior was most pronounced in unusual conditions.
Then a meeting inertia of habits to the ability of humans to adapt or
change. Because of this drama been reluctant to unexpected events,
sudden twists and turns, complicated intrigue and so on.. When proceeded
to banal, it turns it back from him - pinpoints its absurdities, false his
resistance, his cruelty. "( 10, p. 135)

As for civilization layers, the emergence of stereotypes and
communication signs in behavior to his nesakralna ritualization ( 2 , p.
149-150), they are the result of previous or (adopted levied) foreign
experience and although that essentially a resultant mechanization of
behavior in standard situations, it is not repealed behavioral chain, only
standardize (in the theatrical sense - become a stamp) the reaction of the
individual as the exteriorization personality, but more deeply internalize
the evaluation and judgment, keeping this way individuality. Is sufficient ,
however, the emergence of Ed and Mr. unconventional (or evaluated as
such) a fact to begin the disintegration of stereotypical mask, tearing
civilizational shell collapsed the life obryadnost and the return of the
individual (or social group, community) to the spontaneity of behavioral
processes .

In fact, any behavior (consciously or not) produces and makes signs.
And if theater is seen exists at all, it was due to this ability of behavior be
Visible psyche. But as word and deed (reaction as visibility psycho and
research needs) as a character can carry exactly the opposite of intentions
value. The question, therefore, did not consist of reading (or decoding) on
the mark as a result and in that process, so it has created and the purpose
for which it is addressed.
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The theater audience is more inclined than life, everyday person
looking for " reading " process than the perception of the sign, because his
expectations to the theater is that the subtext of behavior that lies behind
the sense text (such as words or reactions) . But he does not have our
terminology and therefore determines the whole behavioral chain as a "
reaction".

When the viewer so says someone actor "responds very well," he
Given less retaliatory action, and that assessment, which has prepared the
emergence of specific response action as a result of the entire
psychophysical process. In fact, the viewer does not care as the result of
an action, but above all of that limit subjective perception, assessment,
decision. In this respect, we fully trust Meyerhold, who wrote: "The game
we are interested not as such, but we are interested in foreplay because
that tension with the viewer waits is more important than what tension that
results already obtained and razdavkano. The theater is not build on it. He
wants to bathe in these expectations of action. that he was much more
interested in actual implementation. "( 9 , p 76) and Arto, trying to
describe his new theatrical language talks that "it is based more on the
needs of speech rather than already created word." ( 1, p. 119) A need
appears where expectations have already prepared a fertile ground for the
emergence of something - a gesture or a text or a song, or any theatrical
device manifestation of the process.

So at the beginning of behavioral chain is always attention. it always
sensory, sensory and behavioral initial link chain. Something else out of
the picture you anything nevazprietoto you did not happen (at least for
you) and will not happen until someone from the sensors you do not pass
signal to the brain about what happened.

So it is in life. And even more - on stage.
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Evaluation

In life everything has its price - spiritual and material.

Any object or event perceived by us, consciously or unconsciously
urge us to reflect on them. Even when not consciously pricing to an object,
person or fact -

The rating is a key driver of the process in behavioral chain.

It is a subjective factor that turns an objective fact in the event and
gives value and scale. And if we say that in the modern so- theater event is
a major circuses structure of the show, it means that this structure is
constructed from various evaluations of the same fact of all personages
and the clash of these assessments. This in turn means that any
predlagaemo circumstance subjected again otseka and revaluation
becomes a current event, regardless of otdalechenostt and facts .. Every
fact, as long he is undergoing today, now, here processing the assessment
becomes an event (no matter is the scale) - today a spectacular structure of
the action in the " present " time. And no matter when it was made fact -
the important thing is that he be evaluated before us, even when the
narrative epic descriptions. Stage act creating the event is " here " and "
now " regardless of what time is concerned. This makes it the subject of a
theatrical performance .

The event is simply impossible without an assessment of the facts.
And this in turn means that no assessment can not build a series of events,
plot course, conflict development of the show, the continuity of the
theater.

Not perceptions fact is non-existent on the subject and does not
change his behavior. It becomes something real only when the individual
sensors confirm their existence to him. But even adopted, a fact can be
registered in the mind without being assessed. In this case, it stays there
only as information (with postponed evaluation) and became the event
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until it is processed by the evaluation analyzed, thus the analysis becomes
very act .

Throughout a series of behavioral chain assessment is that which
dictates improvisational start. The evaluation produced by a fact of life
event assessment forms and the decision and directed the respondent
action which creates a new fact of life, who re-assessment becomes or not
an event assessment dictates the appearance or lack of response action.
Without it, the action becomes a simple mechanical movement. The
evaluation activities of the individual determines his personal appearances.
The rating is the engine of specific life activity.

It remains to consider the conflict "assessment - respect" or which of
them is the primary. Yes, true that the assessment may be a manifestation
of the relationship, but my personal opinion is that without some type of
evaluation - so be it fruit of prejudice,, predubenost, predchustvie or any
other unconscious element - it is impossible the emergence of anything
any respect. And if at any stage the relationship orchestrate assessments of
the facts it somewhere before these or any other facts were assessed some
way to show attitude. Attitude is always a manifestation of some sort of
evaluation.

A "theater is respect." (Groys). The Thing (a fact object, person, etc.)
to which the actor did not appear relationship ceases to exist in stage
reality. On stage there are only estimated, even when the assessment is
built otnoshtenie as something does not matter! The stage reality consists
only of perceived and appreciated!

Decision

The evaluation leads to making reshnie future actions or inactions. In
thaken once constitutes a stimulus for action, but it can be done (creating a
new fact) may be initiated and unfinished, to be postponed or reassessed
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(" replay " of the situation), implying confirmation, denial or postponement

the decision. The description of behavioral chain shows an expansion of
the capabilities of each of its stages, which determines subektivizatsiyata
behavior and his individual life uniqueness.

Counterpart

Well gle reaction can assume as a result, but since it is an action and
creates prerequisites for new spin cycle - it is also part of the process and
award process. But there primarily physical in retaliatory action (gesture,
facial expression, changing dynamics) makes it seem more manageable
and curable, which creates the danger of efficaciously response game
result, characteristic of inexperienced actors, but inherent even of the great
masters.

Betting reaction fixation reaction inevitably leads to prints. "The
practice of not requiring by actor improvisation, organic action offered by
the author circumstances often pushes the actor in the way of acquiring a
set purely technical priomi consumed by them from the role in the role.
After account actor gradually zashtampova, stands in the way of arbitrary
limitation of their creative possibilities. The actor himself accustomed to
shrinking sense of their capabilities to this accustomed and directors ... "
(10, p. 182). The terms of Stanislavsky " flight simulator and
mundshtrovka " , " toilet soul of the actor " , " discipline " , " ethics " and
so on. they have long ceased to work and have become the object of
ridicule from the masovoviya amateur craftsman. Students and some
teachers even rush to plunder the fruits of skorozreyni results forgotten
that " the formation of the young artist there is nothing more dangerous
than the premature forcing the creative result ". ( 7, p. 28 )

And so the work of art is a product resulting from specific creative
process. However, the very realization of this process involves a whole
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series of preconditions, without whose presence it would have been

impossible. In general, these conditions can be divided into two groups:
subjective (such necessary conditions for creative activities, this person
generally would not be an artist, could not create full art); objective (such
conditions it provides or does not provide the artist's objective, primarily
social reality, without which he could not realize myself as an artist).

Who they are and what are the basics worn by the subject
prerequisites for creative activity; who they are and what are the qualities
of the incumbent operator, which makes it an artist?

We should first be pointed artistic talent. Devoid of artistic talent is
not able to create art. Lack of talent in any way and nothing can be
compensated - either by learning rules, nor with hard work. As to learn as
to persevere, persistent efforts of deprivation of talent able to bring the
most good craftsman in the art, not the artist, creator of unique,
meaningful works of art.

Talent is the first core and indispensable prerequisite for the full
creativity. To understand the psychological mechanism of the imagination
and the related creative activities, it is best to start with a clarification of
that relationship that exists between fantasy and reality in human behavior.
I will try to show all four main forms that connect the activity of
imagination and reality, making it the primary cause of creativity.
Clarifying this will help us understand the imagination not as an empty,
useless delay of mind, not a work hanging in the air, but as the primary
cause of creativity.

The first form of relationship with the reality of imagination is locked
in that each piece of imagination are always built from elements taken
from the reality of man. It would be a miracle if the imagination could
have built together by anything or if he had other sources for their
creations than previous experience. Only religious and mystical ideas
about human nature could to ascribe the origin of fantasy products not on
our past experience, and a mere prop supernatural power.
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According to these views gods or spirits inspire people's dreams of

poets think of their work, legislators - the Ten Commandments. Scientific
analysis of the most fantastic constructions example of fairy tales, myths,
legends, dreams and so on.., Assure us that these fantastic creatures are
nothing but a combination of such elements that were drawn ultimately
from reality and They have undergone only a distortion or transforming
activity of our imagination.

House of Baba Yaga, there is of course only in fairy tales, but the
elements that built this fabulous image taken from real experiences of
people and only combining them bears the scars of fabulous, i. E. The
imagination has become the primary cause of work - substandard
construction of reality.

Thus imagination is always built from materials provided by reality. It
is true that the imagination can create ever new levels of combination,
combining first primary elements of reality, combining secondary then
already chimerical beings. But recent elements that build and farthest from
reality a fantastic idea, these latter elements will always be impressions of
reality.

Here we find the first and most important law, which is subject to the
activity of the imagination. This law can be formulated like this: creative
activity of imagination is located, depending on the richness and diversity
of past experiences of people just because this experience is the material
from which to create buildings of fantasy. The more rich experience of
man, the more material has its imagination. Therefore the child's
imagination is poorer than with adults and this is explained by the greater
poverty of his experience.

The pedagogical conclusion that can be drawn from what has been
said, is locked in the need to expand the experience of Dede, if we want to
create enough solid foundation for his creative work.

More from this first form of relationship between fantasy and reality
is easy to see to what extent improperly their opposition. Combined
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activity of our brain turns out not something absolutely new in comparison
with its storage business, only further complicating the first. Fantasy is not
the opposite of memory but relies on her and arranges its data in new and
new routines.

The second form of fantasy as the primary cause of work is another,
more complicated. When on the basis of studies and stories of historians
or travelers to compose a picture of the French Revolution or the African
desert, then in both cases the picture is the result of creative activity of the
imagination. It does not reproduce that which has been adopted by my past
experience and create from this experience new combinations.

Thus it is entirely subject to the above described law. And these
products of imagination consist of processed and modified elements of
reality and requires a large stock of past experience to enable the
construction of these images of its elements. If I had no idea about
bezvodnostta, grittiness, the huge spaces for the animals inhabiting the
wilderness, I could of course create the very idea of this desert. If I did not
have many historical present, I also would not be able to create in his mind
a picture of the French Revolution.

The dependence of imagination from past experience is revealed here
with exceptional clarity. But along with these constructions of fantasy
there is something new that distinguishes them significantly from the
analysis above example.

Obtained double and interdependence between imagination and
experience. If the former imagination builds on the experience it in the
second experiment itself based on imagination.

The third form of connection between imagination and reality is the
emotional connection. This relationship manifests itself in a twofold way.
On the one hand, every feeling, every emotion seeks to embody in images
corresponding to this emotion. Emotion has in such a way as if the ability
to select impressions, thoughts and images that corresponded to what the
mood of what we captured in a given match. Everyone knows that in
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sorrow and in joy see everything with perfect eyes. Psychologists have

long noticed that every feeling is not only external, bodily expression, but
also internal factors affecting the selection of thoughts, images and
impressions. This phenomenon they have called the law of double
expression of feelings.

Just as people have long since learned through external impressions to
express their internal states and fantasy images serve as an expression of
our inner feelings. Fantasy images give the internal language of our
feelings. This feeling select individual elements of reality and combine
them in such a relationship that is determined by our mood, not outside,
the logic of those very images.

This influence of emotional factors on the combined fantasy
psychologists call a law on the general emotional character. The essence
of this law is to that impressions or images having common emotional
sign, i. E. Causing on us the same emotional impact, tend to associate with
each other despite the fact that between these images there is no bond nor
similarity or proximity. Obtained combined work of imagination, the core
of which lies the common sense or common emotional character, uniting
disparate elements.

It remains to be said for the fourth and last connection between
imagination and reality. This latter form, on the one hand, with closely
associated with just - described, but on the other - an essential feature
thereof. The essence of the last lock that the building of the imagination
could be something substantially new, unprecedented in human
experience, and failed a real-life subject; But being embodied outside
material once incarnate, become adept it "crystallized" real imagination
begins to exist and affect other items.

Such imagination becomes reality. Incarnated at last, they again came
back to reality, but returned as a new asset force, changing this reality.
This is the full range of creative activity of the imagination.
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When we have before him full circle described by imagination, these
two factors - intellectual and emotional - are proving equally necessary for
the creative act. Feeling and thought, moving human creativity.

The images born of imagination, did not come from nowhere. And the
most fantastic visions have something to do with reality, based on our past
perceptions of what somewhere and sometime MMI seen, touched, heard,
tasted, and inspire vt In short, they rely on what was once a sense, touch
the pot had reached our consciousness and has remained in our memory.
Living life reality utilized information are the foundation based on which
imagination will build the unexpected and unprecedented new images and
ideas. One must have seen how descends to the bottom fish to imagine
submarine of Captain Nemo. In other words, the exact image of reality is
the starting material for the imagination.

A specific feature of the imagination is that it has a markedly active,
dynamic character. My main task is to change, to transform ideas and
images turning them into something new. The new image actually was
born based on old knowledge, but very different from its prototype.
Turned into a new image with new features and is built and shaped by the
idea, that the intervention of the creative imagination. In the conversion
process plays a huge role associativity - magical property of the human
brain to create temporary connections to connect things in a new and often
quite unexpected way, jumping within ordinary and traditional. Once
awareness has made initial analysis (targeted or random) of countless
facts, memory fixes, most importantly, releasing of unnecessary and
unimportant, and delivers the imagination the material which through
associations and synthesis will get a new image, new idea . The processes
of thinking and imagination are too close and mutually penetrated each
other.

A very important role in the process of imagination and especially
creative play such emotional factor. Psychologists are adamant: no
feelings no imagination.
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COBPEMEHUTE IIPEIU3BUI[U HA IIEPOOPMATUBHOCTA...
0BOj Opoj Ha crimcanueBo. Cekoja 01 TEMUTE ce OOHIyBa J1a OATOBOPHU HA

KPYIUjAIHOTO W WHTPUTAHTHO TMpaliame - MTO € Nep(HopMaTHBHOCTA
JICHeC, KOM Ce TIPEAM3BUIIMTE Ha MepGOpMaTUBHOCTA M HA KOj HAYMH, HUE
KaKo mpodecopr Ha akaJeMUuH W (PaKylITeTH 3a U3BEAYBAYKH YMETHOCTH
ce oOuayBame Ja ja Kpewpame M pa3BHBaMe HacTaBHATa MporpaMa BO
neHenrHu ycnou. OBoj Opoj Ha CHHCAHUETO IO 00eNeXyBaaT JABaHAECET
TEKCTa Ha HCTaKHATH Tpodecopu MW TMOMIIATU COPAOOTHUIM, KOH TO
TpeTUpaaT TeaTapoT, My3WKara, TAHIOT OJf TEOPHCKAa IEpCIEeKTUBA H
NPeKy alUIMKaTUBHU aHAJIM3M HAa KOHKPETHH NpUMEpPH ce o0HayBaar jaa
OJIrOBOpAT Ha HACJIIOBHOTO Tpallame 3aJaJeHO0 BO TeMaTHKaTa Ha
cooupor. IlpBmar kaj Hac ce oapxa M CTYIEHTCKa CecHja, Ha Koja
HAjMIIQJINTE KOJIETH JOKTOPAHIW M IMOCTIUILIOMIIM aKTHBHO YYeCTBYBaa
BO paboTaTa Ha COOMPOT W YMHU TEKCTOBH C€ NMPEHECEHH BO OBOj OpOj Ha
cnucanuero. O MPBHOT TPyX 3a Toa INTO € TeaTapoT JIEHeC, IMPeKy
nepopMaTHBHOCTA KaKO OMIITECTBEH MPEIU3BUK, epPOpMaTUBHOCTA BO
TaHIoBaTa cdepa, na cé A0 pazHUTE OOJNUIM Ha MEepPOPMATUBHOCT HU3
KOHKPETHH TIpUMEpPH Ha JOMHUHAHTHUTE PEXKUCEPCKA U  aBTOPCKH
€CTETUKU Ha COBPEMEHHUOT Tearap, ¥ KPEHpPameTo Ha ephopMaTHBHOCTA
KaKO TPEJM3BUK U BO 00JjlacTa Ha My3WKara M TAHIIOT, OBHE TPYIOBH Ha
€IeH Cepruo3eH Hay4YeH Ha4YMH ja JACTEPMUHUpAaT W JecKpuOHmpaar
COBpeMeHaTa neppopMaTUBHOCT JICHEC.

3a Taa men, 4eTBpPTUOT Opoj Ha cmnucaHuetro Ars Academica ja
JIOHECYBa ,,HajcBeXaTa™ HaydyHa MHCJIa Ha OBa BpEME Ha JIBaHaeceT
HAyYHHIIM, Tpodecopr W cOpabOTHUIM O]l 00JlacTa Ha W3BEIYBAUKUTE
yMeTHOCTH of Makenonnja, CpOmja, Cnoermja u byrapuja. Bo
OUYEKyBamk€ Ha 300pHUKOT Ha CUTE TPYAOBH OJl HAy4YHHUOT coOup,
YPEAHUYKHUOT ON0Op BHM IOCaKyBa OBHE TPYIOBH Ja BH ja OJIECHAT
COBpEMEHaTa elyKallMja W Jla BU JaJaT MPOBOKAaIlMja 3a MOHATAMOIIHU
UCTPaKyBamba.
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Tuxomup JoBuk UDK 781.6:781.42 ""1960/1978"
Dakynitieiti 3a My3uuKa yMeininocit, Ilpoxoiiues T.
Yuueepsuitieii ,,Ce. Kupun u Meiwioguj“ Maxegonuja

HEP®OPMATUBHOCTA HA ITIOJIM®OHUOT CJIOT BO
JAEJIATA HA TPAJKO ITPOKOIIMEB CO3JAJIEHU BO
HEPHOAOT O/ 1960 - 1978 'OANHA

Trajko Prokopiev (Kumanovo, 6.11.1909 - 21.1.1979, Belgrade),
composer and conductor, is one of the most significant figures in the
Macedonian musical history. Performing numerous significant social
duties and functions, Prokopiev acts in the restoration and development of
the music life in Macedonia in the post war period.

The creative work of Trajko Prokopiev is vast and diverse in terms of
the genre: orchestra music, musical - scene works, choir music (the cycle
six Kumanovo girls for a mixed choir, 1935 — 1958/1976, Lenka for a
mixed choir, 1947), solistic and chamber works, reproduction of folks
songs for various ansambles, music for plays and film (music for the first
Macedonian feature film Frosina, 1952, then Wolf’s night, 1955 etc.).

The first composition from the artistic work of Prokopiev, Song for
the blonde hairs for piano, 1932 (variations on the topic from the folk
song Cut your blond hair girl) actually anticipates the determination of the
author to make the Macedonian musical tradition the main source of

inspiration for his future work creations.
The polyphonic syllable is one of the basic principles of organization

of the music matter. This work poses an attempt for providing an answer
to the question: whether, to what extent and what type of polyphony is
present in the works of Trajko Prokopiev created in the last period of his
work, more specifically within the period from 1960 - 1978. Within this
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period the work of the author is consisted of 15 compositions (solo songs,
choir compositions, chamber - related work, orchestra - related work and
music - scene works), with which nearly all genres and forms are used
(from the smallest to the largest) from his work.

Among the other things, this work will have a unique kind of
significance for the musicians as well, above all in regards to their
adequate approach towards the works in which the polyphonic syllable is
used as a principle of organization of the music matter, which will result in
their adequate interpretation as well as interpretation substantiated in
terms of style as well.

Knyunu 300opoBu: nonudonuja, neppopMaTuBHOCT, My3UdKa (hopma,
TpaauIMja.

Tpajko Ilpokxonuer (Kymanoso, 6.11.1909 - 21.1.1979, benrpan),
KOMITO3UTOP W JUPHUTEHT, €JHa OJ Haj3HayajHuTe GQurypm BO
MakeJOHCKaTa My3HUKa UCTOpHja KO BiIMjaaT BO OOHOBATa M pa3BojoT HA
MY3HUYKHOT XHUBOT BO MakesoHHja BO MOBOCHUOT MEPUOJ. ,,YHUCOHA €
oueHkara jaeka Tpajko Ilpoxomues, pamo a0 pamo co CkajoBCKH, €
Jpyrata KapujaTuja Ha COBpEMEHAaTa MaKeJOHCKa My3MykKa YMETHOCT
(CxanoBcku 2010: 81). HeroBwor TBOpeuku omyc € o0OeMeH u
Pa3HOBHJICH: OpKecTapcka My3uka ([lpenyouym u ¢hyea 3a Tygadku
opkectap, 1934), My3MuKO-CIICHCKH Jeiia, Xopcka My3uka (/[eocmpyka
¢yea 3a meman xop, 1934, uukiycot mect Kymanosxku 3a MelaH Xop,
1935 - 1958/1976, Jlenka 3a meman xop, 1947), COMUCTUUKO U KaMEpHO
TBOpeIITBO (/lpenyouym u ¢pyea 3a nBe BuonuHHU, 1934), 0O6paboTku Ha
HapOJHU TECHU 3a pa3IMYHU aHcaMOJIM, My3HMKa 3a JIpaMd H (uiam
(My3uKa 3a MPBUOT MAKEIOHCKU JoJromerpaxkeH ¢punm @Ppocuna, 1952,
noroa Bonua wnox, 1955 romuna wutH.). IlpBara KoMmo3uIMja O
yMEeTHUUKHOT omyc Ha [Ipokomnues, Ilecna 3a pycume xocu 3a NHjaHo,
1932 (Bapujanu Ha Tema oja HapoaHata necHa Ceuu, mMome, pycu Kocu),
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BCYHIHOCT ja AHTUIUIIAPA onpez[en6aTa Ha aBTOPOT MAaKCIOHCKATa

My3W4YKa Tpagulfja Ja Oujge TJIAaBHHOT HW3BOp Ha HWHCHIHpaluja 3a

HCTOBUTC UJHHU TBOPCUYKH OCTBApYyBamha.

TabGema 6p. 1 dpekBeHTHa AUCTpUOYyIHMja HA Jenara CO3JaJICHU BO

nepuo 0T o 1960 no 1978 roauna

Heno Bpoj %
[lenosu 1| 6.667
Jojpanka (mana cyuta on 6anetot Jlabuwn u /{ojpana) 1 6.667
["ane6e moj 1 6.667
Konpak 3a cB. Knument 1 6.667
Ky3sman Kannpnan (onepa Bo 4 ynHa) 1 6.667
Oun 1 6.667
[eyan 1 6.667
Pakatka 6p. 2 1 6.667
Paszen6a (omepa Bo 4 unHa) 1 6.667
Cumdonucka moema OXpu 1 6.667
Cwmprtra Ha [one [lenues 1 6.667
Cywura 6p. 1 ox Ganeror Jlabun u Jojpana 1 6.667
Cywura 0p. 2 ox 6anerot Jlabun u /lojpana 1 6.667
Caaznbapcka 1 6.667
Tponap 3a cB. Knument 1 6.667

15/ 100.000

BxynHno
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TaGema Op. 2  ®pekBeHTHa IUCTPUOYIIMja HaA JejaTa CIOPEN

roJIMHATa Ha CO3/1aBamke BO nepnoaot oa 1960 no 1978 roauna

T'onuna Jlena %
1960/61 1 6.667
1968 3 20.000
1969 2 13.333
1971 4 26.667
1973 2 13.333
1978 3 20.000
BkynHo 15 100.000

TaGena 6p. 3 ®pekBeHTHA TUCTPUOYIMja HA U3BEIYBAUKUOT COCTaB
Ha Jlesiata co3aaaeHu Bo nepuoaotT oa 1960 no 1978 roauna

N3BeayBaukm cocras \ Hena %
®rnejTa ¥ THjaHO 1 6.667
I'mac u nujano 2 13.333
Marku xop 1 6.667
Meman xop 4 26.667
CumboHuCKH opKecTap 3 20.000
Conuctu, Metan Xop U CUMGPOHUCKH OpKecTap 2 13.333
Kencku xop 2 13.333
Bkynno 15 100.000
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Tabena 6p. 4 dpekBeHTHa nucTpuOylMja Ha TAPTUTYPU O] JAenaTa
co3aaaeHu Bo nepuoAot oa 1960 no 1978 roguna

I[MapTutypn \ Hena \ %
Ha 12 80.000
Ja (x1aBUpPCKU U3BOJ) 1 6.667
He 2 13.333
BxkynHo 15 100.000
Tabena 6p. 5 PpekBeHTHaA AUCTPUOYIMja HA CTABOBH O] JOCTAITHUTE
napTUTypH (ena) co3gaaeHu Bo nepuoaoT ox 1960 mo 1978 roguna
CraBoBH Heaa %
1 9 69.231
4 2 15.385
8 2 15.385
Bkynno 13 100.000
Tabema 6p. 6 DpexkBeHTHa AUCTPUOYIMja HA CHUMKH O] Jejara
co3aaaeHu Bo nepuoAot oa 1960 no 1978 roguna
CHUMKH Hena %
Ha 7 46.667
Ja (Tepuer, apuja Ha PajHa) 1 6.667
He 7 46.667
Bkynno 15 100.000
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TaGema Op. 7 ®pekBeHTHa AUCTPUOYIMja HA JOCTAITHUTE Jeia

co3maneHu Bo nepuonot ox 1960 mo 1978 ronnHa BO KOM € NMPUMEHET

noJu¢OH cIor

Hoaudgonnja Hena \ %
Ha 4 30.769
He 9 69.231
BrkynHo 13 100.000
Tabena Op. 7a @pekBeHTHa AUCTPUOYIMja Ha JOCTAITHUTE Jena
co3maneHu Bo nepuonot ox 1960 mo 1978 romnHa BO KOM € NMPUMEHET
o oH CIIOT
Jena Bo kou e npumeneT nojudoH cjior bpoj \ %
Pakatka Op. 2 1 25.000
Paznen6a (omepa Bo 4 unHa) 1 25.000
Cywura 6p. 1 ox Oanerot Jlabun u /lojpana 1 25.000
Cywura 0p. 2 ox 6anerot Jlabun u /lojpana 1 25.000
BkynHo 4 100.000
TabGemna Op. 8 dpexkBeHTHA NUCTPUOYIHja HA Jenara CO3JaJCHH BO
nepuonor o 1960 no 1978 rommHa KoW mpeTrcTaByBaaT CaMOCTOJHH
nosudoHu popmMu
Camocrojun noaudgonu gopmu Ilena\ %
He 4 100.000
BxynHo 4 100.000
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TabGemna 6p. 9 dpekBeHTHA TUCTPUOYIHMja HA TTONMGOHU (POpMHU KoM
ce jaByBaaT KakKoO CTaB OJl LHUKIMYHU (OPMH CO3A3JCHH BO MEPUOJOT O]

1960 no 1978 roguna

Ionmporn GQmu kako cras ox uukan. popmu | Jlena %
He 4 100.000
Bkynno 4| 100.000

Tabena 6p. 10 @pekBeHTHa AuUCTpUOyIHMja HA JOCTAITHUTE Jeia

co3gaaeHu Bo mepuogoTr on 1960 mo 1978 rogmHa BO KOM ce jaByBa
eaHakBO (QyHKIIMOHATHA MOJM(OHM]a KaKo Aes of cTaB ((yraTo, KaHOH,

MMHUTAIAH U CJ1.)

EnnaxkBodyHkunonanna moaudonuja Heaa %
Jla, KaHOHCKa UMUTAIH]a 1 25.000
Ha, VIII nen - crpera 1 25.000
He 2 50.000
BkynHo 4 100.000

Tabena Op. 11 ®pekBeHTHa aucTpuOyNHMja Ha JOCTATHUTE Jeia
coznmazeHu Bo mepuonor ox 1960 mo 1978 roamna Bo KoM ce jaByBa

pasHO(yHKITMOHATHA MTONMK(POHHU]a KaKo JIe] O] CTaB

Pasnodpynkumonanna noaudonuja Hena \ %

Ha, I nen 1] 25.000
Ha, IV, V, VI nen 1| 25.000
He 2| 50.000
BkynHo 4 | 100.000
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Tabena 6p. 12 ®pekBeHTHa AucTpUOylMja Ha JOCTAIHUTE Jeja
co3zazeHu Bo mepuonor ox 1960 mo 1978 roamnHa Bo KOM ce jaByBa
KOMOMHUpaHa MpUMeHa Ha MoJu(pOHNja BO paMKU Ha CTaB

Kom0Oununpana nonugonnja Hena %
Ha 1 25.000
Ha, II nen 1 25.000
He 2 50.000
Bkynno 4 100.000

Bo 1968 ronuna Ilpokomnues ja nuiryBa omnepara (My3udKa apama) BO
yeTupu 4YMHa (ceayMm ciuku) Pasdenba (conmuctd, MeHlaH Xop H
cHM(OHHCKH OpKecTap), criopen apamara Ilevanbapu on Auton Ilanos.'
Bo koHTeKkcT co Temarukara M TyKa aBTOPOT ja MaHM(]ecTHpa cBojara
rJlaBHA TBOpEUKa ompezenda - QojikiopHaTa opueHTauuja. ,,IIpokonues
BO olepara yHoTpeOWJI HEKOJKY MEeCHH OJ MeyanOapCKUOT MY3HUYKO-
donknopeH nukiryc Ha Mujarure o ['alMvHNK U 071 OKOJIHUTE Celia, Kajie
ITO Ce€ OJBHBa ApaMcKOTO AejcTBO* (OptakoB 1982: 154). lomuHaHTeH
NPUHIUI Ha OpraHu3alyja Ha My3WYKara Marephja BO JIEIOTO €
XapMOHHCKH cior (xomodoHa daktypa). Mako He ce mpeMHOTry u3pa3eHy,
BO OJIpEIEHU JIEJIOBU OJf MapTUTypaTa 3a0esexaBMe W TOIH(POHH
¢parmentu. BceymHocT, BO omepara ce jaByBa KOMOMHHUpPaH BHUJ
(emHaxBO(YHKIIMOHATHA U pa3HO(YHKIIMOHATHA) nonudonuja. [Ipumepor
IITO TyKa K€ 0 U3/IBOMME € JIeN 0J1 BOKAIHUOT AayeT Ha boowcana u Cumka
O]l Y€TBPTUOT YHH.

"' I wun: temmno Largo () = 60), takt 3/4. II wun: Temno Andante cantabille, Taxt 3/4. II1
yun: TeMno Moderato, Taxt 2/4. IV yun: Temno Andante la mentoso (J = 48), Takt 4/4.
3alerenika: mapTUTypaTa MPETCTaByBa KIABUPCKU H3BO/I.
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[Ipumep 6p. 1 Pazoenba - IV uun (ayer)
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Cyumama 6p. 1 3a cumdonucku opkecrap (1971) mpercraByBa
UKIMYHA (opMma Co3/1aJeHa Bp3 OCHOBA Ha OaleTOT BO YETHPU YUHA
Jlabun u Jlojpana, xoj IlpokomueB ro mnumryBa Bo 1958 romuna
MHCIIMPHUPAH OJ €IHa HapoJHa JiereHjaa. BCyIIHOCT, ocymMTe COCTaBHH
JICNIOBH Ha CyHTara ce 0a3upaaT Ha HajyCIEUIHUTE €MU30/U U CUEHHU O
NPBHOT, TPETHOT M YETBPTHOT 4YMH ox Oameror.” ,Mysnkata Ha
[Ipokonues, koja OOMIyBa CO HAIMOHATHU €IEMEHTH U (POJIKIOPHHU
LIUTaTH, NMPETCTaBYBa HU3a OJ TAHILyBauKH OPKECTapCKH (parMeHTH, Bp3
Kou ce oaBuBa OanerckoTo nejctBo’ (OptakoB 1982: 154). I'enepainHo,
JINIOTO € KOHIMIHMPAaHO Bp3 OCHOBAa Ha XapMOHUCKM cior. Tyka ke
IpUKa)KeMe TpPUMEpPU OFf MPBHOT U BTOPHUOT JAET O] CyUTaTa BO KOU Ha
MOMEHTH MOXe Jia ce 3abenexxu nouspaszeH nonudon cior. MHTepeceH
npuMep 3a pasHO(YHKIMOHATHA (HEMMHUTAlMCKa) NOJU(OHHUja, Koja
pesyntupa  co cnenupuueH  3By4YEH edexT, IpeTcTaByBa
KOHTPAIyHKTUPAkHETO Ha MEJIOAMCKUTE JIMHUM BO JPBEHHUTE JIyBauu:
MeNoJUCKa JHHMUja (opMHpaHa OJ NPETEKHO KBUHTHO - KBapTHH
BEPTUKAIHH CTPYKTypH BO (JejTuTe W TpBaTta 000a HACIPOTH
,»,MEJIOTUCKaTa JIMHUja* BO MPBUOT (Haror.

* 1. Largo (J = 60), TaxT 4/4, BpemeTpaeme: cca. 2’ 457,
2. Moderato (J = 100), Takt 3/4, BpeMeTpacwe: cca. 4.
3. Andante (J = 96), Takt 2/4, BpemeTpacme: cca. 2.
4. Larghetto (J = 80), Takt 5/4, Bpemetpaeme: cca. 2’ 30”7,
5. Allegro (1. = 80), Takt 6/8, Bpemerpaeme: cca. 3° 30”.
6. Allegro (I = 110), taxt 2/4, BpemeTpaeme: cca. 1°.
7. Largo, Takt 2/4, BpemeTpaeme: cca. 3.
8. Allegro, TakT 6/8, BpeMeTpaeme: cca. 1’ 30”. BkynHo BpemeTpaeme: cca. 20°.
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[pumep 6p. 2 Cyuma op. 1 -1 gen (9 - 17 Takr)

Bo paMkuTe Oa BTOPHOT Jell OX CydTaTa aBTOPOT IPHMEHYBa
KOMOMHUpaHa (MMUTALMCKA 1 HEUMHUTALMCKA) TOTU(OHH]a.
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[pumep 6p. 3 Cyuma oOp. 1 - 11 gen (kaHOHCKAa UMHUTAIIM]a BO JyBayuTe,

10 - 15 Taxr)
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Cyumama 6p. 2 (Ha cobopom) 3a cumbonucku opkectap (1971) ucto
Taka ¢ paboTeHa Bp3 OCHOBa Ha Oanerot Jlabum u /lojpana u uma ocym
cocraBHH ena.” OBaa KOMIIOBHUIIH]A, ,,... KOja PETEKHO COAPIKH My3HKa

* 1. Andante cantabile, Taxt 4/4, Bpemetpaetbe: cca. 4’.
2. Piu mosso, Takt 2/8 (MpOMeHIUB), BpeMeTpaewe: cca. 457,
3. Largo, Taxt 4/4, BpemeTrpaeme: cca. 17 307,
4. Piu mosso, Takt 5/16, BpemeTpaeme: cca. 2’.
5. Balcanico (Grave), takr 13/16, Bpemerpaeme: cca. 1° 307,
6. Allegretto, Taxt 7/16, BpeMeTpacwme: cca. 1°.
7. Larghetto (1=72), Takt 4/4, BpemeTpaemwe: cca. 1’ 30”.
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0]l BTOPHOT YHMH, CTaHa HAJIIO3HATO OpKecTapcko jaeno Ha [Ipokonues koe
JIOCTOJHO ja penpe3eHTHpa MakelOHCKaTa My3uKa O] HallMOHAJTHHOT
npaser;” (KocragunoBcku 1983: 220). XapMOHCKHOT CJIOT € OCHOBEH
NPUHIUI HAa OpraHu3alyja Ha My3U4yKaTa MaTepuja, ITO € BO KOHTEKCT CO
TAHI[yBaUKHOT KapakTep Ha CyuWTaTa, HO M BO OBaa LUKJIMYHA (opma ce
jaByBa monm¢OH CJoT, mpea c¢ pasHOPYHKIHMOHATHA (HEHMHTAIIMCKA)
nonmudorrja Bo pamkute Ha nenosute IV, V m VI m emen xpartok
¢bparMeHT co uMHTanMcKa noaudonuja Ha Kpajot ox nociennuot (VIII)
nen. Kako mHTepeceH mpumep 3a pasHOPYHKIMOHAIHA MOJIUGPOHM]A Of
YEeTBPTHOT JeJ K€ ro M31BOMME (parMeHTOT KajJe IITO Ha MeJoJucKaTa
JMHMja BO MpBaTa 000a, KOja BCYIIHOCT NPETCTaByBa (parMeHT (IIUTaT)
on Ilajoywko opo, KOHTpAIlyHKTHpa MEJIOJMCKaTa JIMHHja BO IPBHUTE
BUOJIMHH.

[pumep 6p. 5 Cyuma 6p. 2 - IV gen (HenMuTanucka mou¢oHuja)

0w, ] == :Ez:ﬁg i I{-?r:':j. -;»H:—.":l I-

8. Piu mosso, Takt 10/8, BpemeTpaeme: cca. 3°. BkynHo Bpemerpaeme: cca. 15°.
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ITpumep 6p. 6 Cyuma 6p. 2 - V aen (HeMMHUTaLUCKa MoIn(OHM]ja)

pr—
_— Patply .,

119



HIEPO@OPMATUBHOCTA HA IIOJIHPOHNUOT CJIOI BO JIEJIATA HA...

[pumep 6p. 7 Cyuma 6p. 2 - VI gen (HenMuTanucka mou¢oHmja)
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[pumep 6p. 8 Cyuma 6p. 2 - VIII gen (ctpeto mMuTanmja Ha
TEMaTCKHUOT MaTepuja)

—
P S T et | - ~ .
vics, : S == f:_w =
— — —
g 1 el o () . depritrefeisee,

Bo 1973 roaguna IIpokonues ja muiryBa xopckara TBopOa Pakamka
op. 2 3a sxeHcku xop. KoMmo3uiujara npeTcraByBa CIIeT Ol ET HApOJAHU

necHu: Hemam majka wimo me naave, Tponuano opo 2onemo, Crowmu e
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necHu: Hemam majka wimo me niave, Tponuano opo eonemo, CHowmu e
Janka 00 6ankon creena, 3owmo mu ce cpouw mube u Jenba denuna.* Tlo
OPUHIUIOT Ha €AHakBO (yHKIMOHATHATa monudoHuja (KaHOHCKA
UMHUTalMja) € o0paboTeH MPBUOT A€l oA MocienHaTa mnecHa ([enba
oenuna), MO WTO Ce MPEMHHYBa BO XapMOHHMCKH CJIOT, KOj € OCHOBEH
NPUHIIMI HAa OpraHu3alija Ha My3u4KaTa MaTepyja BO KOMITO3UIINjaTa.

[pumep 6p. 9 Paxamxa 6p. 2 - V necHa, /Jenba oenuna (90 - 114
TaKT)

Aitrome mopERaTe F

bt 4 Tf:—"ﬂjgz_-f piEet
M o= MM ApYM HE

LEesoseurie

ApyM  He

H = IH

4 Tekcr: HapOJEH.
1. Andante molto espresivo, TakT 5/4.
2. Allegro vivo, Taxt 2/4.
3. Crowmu e Janxa 00 6ankon creena (kpatka enuzona), Allegro vivo, takt 2/4.
4. Andante cantabile, Takt 4/4.
5. Allegro moderato, Takt 2/4. T'onuna Ha neyareme: JJKM, 1973. 360puux na meopou
3a €OHOPOOHU: MAWIKU, HCEHCKU U 0emcKu xoposu, cTp. 23 - 30.
3abememka: Kommoswmiujata € mocBeTeHa Ha JKEHCKHOT Xop Mazoanena Anmesa of
KymaHnoBo.
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Bo tBopemrBoTo Ha Tpajko [IpokonmeB on 0OBOj mepuoa He ce
cpekaBaatr monudonu Gopmu. EBUIACHTHO € Jeka OCHOBEH MPUHITUI HA
OopraHm3aiyja Ha My3W4KaTa MaTepHja BO OBOj OMYC € XapMOHHCKHOT
cior, a nonudoHujaTa (MMUTAIIMCKA U HEWMMHTAILMCKA) CE CpekaBa BO
ylIora Ha KOHCTPYKTUBEH KOMIIO3UTOPCKO-TEXHUYKH TPHUHIHUII BO
paMKHTEe Ha CTpyKTypara Ha jejara (CTaBOBUTE), KaKoO IOCTarKa
NpUMEHETa TpU pa3padoTKaTa Ha TEMATCKUTE MaTepHjalid, YeCTO KaKo
KOHTPACT Ha XapMOHHCKHOT CJIOT.

[IpokomnueB ¢ MOOMTHUK Ha MOBEKE HATrpajd M MPHU3HAHU]jA OJl KOU
Haj3HAYajHU Ce:

1. Harpana 3a xuBotHO aeno /1 Oxkmomepu, 1967.

2. Harpana ABHOJ, 3a TBOPEWITBOTO U J€J1a OJ OIIUTO 3HAYEHE 3a
pazButokoT Ha CDPJ, 1977.
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FREEDOM OF EXPRESSION IN CONTEMPORARY THEATRE -
THE RIGHT TO OFFEND

Artistic censorship is on the rise throughout the world. Based on
selected case studies, this paper discusses freedom of expression in
contemporary theatres in Serbia. The research shows how the question of
artistic freedom becomes degraded, and how this relates to the general
social ambiance and state of affairs. Censorship and self-censorship
feature as most traumatic phenomena in theatre history, however, they are
still present in contemporary theatre life. By identifying and classifying
the reasons and motives behind the (self) censorship practices, we trace
the ideological slips associated with values of the Serbian society and
politics — from homophobia, violence or various forms of criticism to
protection of the national identity, heritage and religion. In the post-
transitional cultural model, with legacies of the previous system which
require new approaches and reforms, both artists and theatres are
struggling to survive, and the social and political climate is not helpful in
this respect. The artists have the right to offend — the state, religion,
political elites, by expressing different views, revealing new pictures and
saying unpleasant things simply because that is what art is all about —
freedom.

Key words: freedom of expression, theatre, institutions, (self)
censorship.
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Introduction

The questions regarding, on the one hand, freedom of expression and,
on the other, responsibility for spoken or written statements in the
contemporary society, provoke public debates and sometimes add fuel to
the existing tensions. The role of political power, international
conventions or resolutions regarding freedom of expressions and cultural
diversity is especially important in the times of threats from terrorism and
religious anxieties. It is a never ending question whether the policy
makers, political leaders and cultural managers have enough capacity to
defend the actual artistic freedoms. Moreover, how can they create an
ambiance which will secure freedom for creative expression?

Throughout the history, many works of art were considered offensive,
disgraceful, immoral, provoking scandal and public outcry. In the Virtual
Museum of Offending Arts and Censorship', one can see how “offensive”
art has developed over time, which ideologies provoked anger, criticism
and censorship. Fortunately, the social conventions are changing and
nudity, homosexuality, pornography etc. are no longer considered
offensive in a democratic society. However, transitional and post-
transitional societies, trapped between the neoliberal economy model and
the welfare state, are still struggling with many issues which provoke
various forms of restrictions. Such is the case in many Balkan countries.

Thus we have to raise the question, has the society really changed?
Which issues trigger the censoring or self-censoring practices in arts
institutions, which emotions propel these decisions, and how the general
social setting influences the decision making processes and programming
policies of the cultural institutions? Which are the consequences of such
occurrences?

Acts of censorship and self-censorship were judged in a previous
study as most traumatic incidents in the history of Belgrade theatres
(Dragicevic Sesic, Stefanovic, 2013). In today’s Serbia, where cultural

! http://www.kwetsendekunst.nl/
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policies are marked by the transitional processes, one’s freedom of
expression is guaranteed by the Constitution and the Law on Culture,
which should be the case in all democratic states. Accordingly, censorship

practices have usually been associated with totalitarian or non-democratic
regimes. Nevertheless, history shows that during a state of emergency
(war, threat from terrorism) democracies have also practiced some forms
of restriction. As a result, various legal documents (e.g. UN Resolution on
Defamation of Religion, USA Patriotic Act) contain provisions which may
pressurize or otherwise affect the programming decisions in public
cultural institutions.

Beside these legal restrictions, there is an even more threatening
factor for the overall freedom of expression —the “socio-political climate™.
The general social ambience may exert pressures, set implicit rules of
behaviour upon different groups of stakeholders, and possibly create a
favourable setting for self-censorship practices or proper censorship, for
that matter. This implies that in democracies, although the authorities do
not officially ban certain activities or practices, the social climate itself
sometimes imposes self-censorship in the cultural institutions. It is
important to note that we shall never be able to establish the exact number
of cases or projects that have been censored by the management for
different reasons and anxieties. However, we can discuss the visible cases
and look at the motives, mechanisms and consequences of censorship in
the respective instances.

This study looks at three recent cases of (self)censorship in Serbian
public theatres, which provoked public debate and raised questions about
freedom of expression. We shall discuss whether and how this practice is
connected with the current state of affairs, or simply said, whether the
socio-political currents triggered or provoked such practice. The starting
hypothesis is: in a “sensitive” moment of delicate issues in the society, art
is subjected to higher scrutiny. Moreover, by analysing selected cases, we
shall be able to trace the ideological slips associated with value
judgements of the Serbian society and politics — from homophobia and
political criticism to violence against women and over-protectiveness of
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the national identity, heritage and religion. This study, therefore, intends to
explore and grasp the limits of expression in the Serbian theatre and
whether those limits reflect the current state of affairs in the society.

The methodology is based on the analysis of censoring or self-
censoring practices in the selected case studies —occurrences in public
theatres in Serbia in 2015 and 2016. The cases include the productions
Red — Suicide of the nation (authors: Milena Bogavac and Vojkan Arsi¢),
Kostana (director: Kokan Mladenovi¢) and Beton Mahala (directors:

Branislav Trifunovi¢ and Rifat Rifatovic).

In addition to these case studies, our methodology includes interviews
with the relevant stakeholders, as well as analysis of the official
documents and media reports, and comparative method.

Freedom of expression — the global context

Freedom of speech is an essential characteristic of a democracy

(Breton, 2000:182). It means, that in a democracy someone could publicly
declares as a racist, and this is the price we pay for having democracy,
meaning freedom of opinions and freedom of expression.
According to the Copenhagen based advocacy group MUSE, artistic
censorship is on the rise.” Their study based on media reports and other
sources, revealed that in 2015 there were 469 cases of restricting freedom
of arts in the world. This number doubled the results from 2014, the same
report claims. More than a half of the cases included censorship (292), yet
the others include artists being detained (23), prosecuted (42), physically
attacked (24) and even killed (3).

Although freedom of expression is one of the key principles of the
UNESCO Convention on the Protection and Promotion of the Diversity of
Cultural Expressions, according to the Global report (UNESCO, 2015)

? http://theartnewspaper.com/news/artistic-censorship-is-on-the-rise-advocacy-group-
reports/
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there were eight main reasons for restricting freedom of artistic expression
in the world: Political criticism 35.7 %; Sex, sexuality and nudity 22.4 %;
Traditional or religious values 16.6 %; Offence or insult 10.8 %; Insult
against state symbols 4.9 %; National security 4.7 %; Public order 1.8 %;
Privacy 0.7 %. The majority of these restrictive acts are related to the
creative industries and individual artist music (28%), film and television
(22.3%) and literature (16.1). In the field of theatre, dance and comedy
shows (9.3%) restriction of artistic freedom was not so often comparing to
other fields, and those acts were mostly directed towards institutions and
not against individual artists.

What goes under the name “censorship”?

Intuitively, censorship sounds like an obvious concept. Nevertheless,
it is a quite complex phenomenon and mechanism which had existed
throughout the history. Burt (1994) discuss how the left and right options
in contemporary world have changed places, that the left now is for speech
codes and political correctness while the right defends free speech.
However, he claims that the term censorship is meaningless since the list
of possible censors is so wide and heterogeneous, so it is difficult to be
captured.

Over the last few years, practitioners and academics have been
working on redefinition of this term (Vuceti¢, 2016:27). Skamel defines it
as systematic control over any type of media communication content,
undertaken by means of legal, constitutional, administrative or physical
measures imposed with or without the authorities’ consent (according to
Vuceti¢, 2016:28). In this research, we conceive censorship as a set of
measures practiced by someone in the position of power, with the
intention to restrict the freedom of expression in arts.

The models and aspects of censorship are numerous. For example,
Encyclopaedia of the Institute of Lexicography from 1966 (according to
Vuceti¢, 2016:31) defines two types of censoring: preventive (before
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publishing) and suspensive (after publishing or going public). Preventive
censoring is, basically, what we nowadays call self-censorship. The
phenomenon of self-censorship is very difficult to “grasp” and explain

because it involves certain aspects of psychology, sociology and political
science. However, it is extremely important to be aware of this
phenomenon while discussing cultural policies and management.

Three cases of self-censorship in European theatres

In the old member states of the European Union, as research shows
(Dragi¢evi¢ Sesi¢, Stefanovié¢, 2016) different forms of pressure were
exerted on theatres to change their programming policies. However, the
selected case studies in the aforementioned research® were generally not
about direct censorship, but rather about recommendations to change a
decision about the planned or even premiered plays, due to different
presumed risks or concerns. The conclusion of the research was simple:
the general social ambiance set the level of the fears and anxieties which
pushed certain topics aside, creating an atmosphere of fearfulness and
insecurity. The geopolitical setting determines the programming policies
and artistic decisions in the contemporary European theatres, and this
could be described as political correctness.

The first case was that of the so called street censorship which
happened in the Birmingham Repertory Theatre in 2004. It was described
by theatre critic Michael Billington of The Guardian as the most shaming
theatrical event of the decade. The theatre staged the premiere of the play
“Behzti” (Dishonour in Punjabi) written by Gurpreet Kaur Bhatti, which
includes rape and murder in a Sikh temple. The story provoked a part of
the religious community and some protesters violently broke into the
theatre during the premiere night. The management decided to cancel the

® The cases we have selected present an overview of the European censoring policies,
since each of them had a different rationale.
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performance and the author received police protection. This case disclosed
different sentiments in a multicultural community: the status of women
within the minority communities, the freedom of artistic expression as
opposed to religious zeal, and furthermore, how the proposed law against
incitement of religious hatred affected the overall restrictive climate
(Payne, 2005:3). From the standpoint of cultural institutions, an important
question was raised: should theatre, in general, prioritize artistic principles
or safety issues?

The second case was that of censoring Mozart’s opera “Idomeneo”
staged in Berlin’s Deutsche Opera in 2003. This production provoked
protests from the audience because at some point King Idomeneo presents
looped Heads of Buddha, Jesus, Prophet Muhammad, and Poseidon,
displayed on four chairs. The authorities warned the management about
the possible risk of enraging the Muslim community, and the management
decided to abandon the project. The final decision was security first.

The third case was that of censoring a person in the name of a higher
cause. Director of Comédie-Frangaise, Marcel Bozonnet cancelled Peter
Handke's play because Handke attended the funeral of Slobodan MiloSevi¢
in 2006. The manager of a theatre assumed the role of the moral guardian
of the nation and by invoking ethic she censored an individual for his
private behaviour or decisions.

Nevertheless, one can ask the question how all this relates to our local
circumstances? Simply said, as we shall see, social and political anxieties
overwhelm today’s societies, regardless of whether they are developed,
developing or transitional democracies. Furthermore, the problems ofthe
minority communities have a global reach, and two of our cases confirmed
this diagnosis.

133



FREEDOM OF EXPRESSION IN CONTEMPORARY THEATRE...

The Serbian context — politics, society, media: lies, tweets and
videotapes

The state of media freedoms and freedoms of expression has been in
the focus of public debates in Serbia for quite a while. According to the
Freedom House annual index of Freedom of the Press for 2015, Serbian
media are considered partly free, and media freedom has been declining
for six years in a row. In the Progress Report on Serbia, the European
Commission declared that threats and violence against journalists are still
a factor contributing to possibilities of constantly growing self-censorship.

In July 2016 an exhibition titled “Uncensored Lies”, held in the
Progress Gallery in Belgrade, provoked a considerable number of media
reports and due attention from the social media. In response to public
criticism about the state of media freedoms in the country, the ruling party
in Serbia* exhibited only negative press reports regarding the leader of the
party (also acting Prime Minister) and its high ranking officials (current
Ministers, City Mayor). This rather odd collection attempted to
demonstrate that the media did report about the Government’s negative
“affairs” and scandals. The exhibition did not have an assigned curator,
but it was made known that the Information Department of the Progressive
Party had created it. It comprises copied pages from daily newspapers and
magazines, screenshots from Twitter, videos from YouTube and the cable
channel N1. Parts of the exhibition were translated to English so that
foreigners (like diplomats or representatives of the international
organizations) concerned with media freedoms and freedoms of
expression could have the opportunity to see the “other” side. The
catalogue explicitly claims that the freedom of expression in Serbia is
significantly higher than in some of the member states of the European
Union.

* Serbian Progressive Party
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According to the regional media, a similar exhibition “Word, Picture,
Enemy”’ was organized in Montenegro in 2013. The Prime Minister of
Montenegro, Milo Pukanovi¢ was here depicted as a victim. The pattern
was the same — journalists and media organizations who dare to criticize
the government are targeted as enemies. This exhibition was the climax of
the rising atmosphere of muffling voices and restricting freedoms of
expression in Montenegro.

The official reports and indexes of media freedom are showing
different results than such efforts of the political elites. Public criticism of
the political establishment is perceived as a threat and media professionals
and artists are often depicted as enemies or foreign mercenaries. Naming
the individuals who criticise the Government and exhibiting their
television shows, tweets, articles, interviews etc. is creating an atmosphere
of suppression among the professionals and a favourable ambiance for
self-censorship. The mentioned exhibition is logical step further in
suppressing freedoms of expression.

Serbian theatres between the market and the (self)censorship

Contemporary cultural policies in the developed countries are
formally assigning freedom of artistic expression to all cultural
institutions. The Serbian cultural model and system of production is
largely inherited from the previous state, Yugoslavia. The main
characteristics of the transitional model of cultural policy (Puki¢, 2011) in
Serbia are: the instability of the political system; the inherited old
organizational model of the network of public cultural institutions,
promoting market values in culture declaratively, while lacking real
incentives and economic instruments for such an agenda; abandoning of
the practice of censorship for ideological reasons, and its simultaneous-
introduction on national and religious grounds (Dragiéevi¢ Sesi¢,

> www.cenzolovka.rs
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Stojkovié2011). Some other transitional features include the political
control over the management, practiced both in the local communities and
in the selection of leaders of important national institutions. The recent
amendments of the Law on Culture (72/2009, 13/2016, 30/2016)° changed
the regulations regarding the procedure of appointing general managers,
and this new regulation gave power of the final decision to the Minister
instead of the Governing Board.

On the other hand, the institutions are forced to turn towards the
market, since they receive funds for their operating costs and funding for
the new productions decreases. In addition to that, because of the imposed
policy of non-employment in the public sector, public theatres have to
work with the older company members. Furthermore, there is no specific
law on theatre, although the National Council on Culture publicly asked
the Ministry of Culture to start a public debate about this much needed
law. This means that public theatres navigate between the various laws
and regulations concerned with public institutions and administration (e.g.
Law on Culture, Budget System Law, Labour Law etc.)

In the so called “independent theatre sector” the situation is more
dynamic, but also economically challenged. There are about 30
independent theatre groups in Belgrade, including 5 in Novi Sad,” and
they perform on the alternative theatre stages of the public cultural centres
in Belgrade (Parobrod, Dom omladine, Bozidarac, Bra¢a Stamenkovic),
private cultural organizations (Mikser House, Dorc¢ol Platz), or existing
stages throughout Serbia (mainly of municipal theatres and cultural
centres).

Yet, it could be argued that the period of transition could not last
forever, and that after more than fifteen years after the democratic changes
in Serbia, we have a cultural policy model which could be defined as
“post-transitional”. This model is using legal, economic and organizational
instruments of cultural policy (Stefanovi¢, 2016) continuing previous

® http://www.paragraf.rs/propisi/zakon_o_kulturi.html
7 http://www.sveske.ba/en/content/drugost-druge-scene-u-srbiji
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practice, but without having adopted new Strategy on cultural
development integrated or complied with other strategic documents on
public policies (education, tourism, sport, health, social.

In such a model, basically still undefined, the public theatres formally
have a freedom regarding their programming policies, but as we shall see
from the case studies, three instances of (self) censorship in only one year
(2015) are showing the real degree of free expression in the Serbian
theatres.

The case studies

Censoring in terms of restraining the freedom of expression represents
a traumatic occurrence for every cultural organization or group of people
involved in the process. Censorship may also provoke anxieties in the
local community and stakeholder groups. Such anxieties are usually
associated with some decisions of the authorities which “relieve” an
organization of its proclaimed freedom. Different consequences are
possible: from loss of organizational memory, to damages to the
organizational culture and collective self-respect. To put it simply,
restraining the freedom of arts means that the audience is deprived of the
right to artistic truth, however unpleasant it may be for particular social,
political, or religious groups.

Beton Mahala — Novi Pazar

In January 2015 the play Befon Mahala, originally produced and
staged in the town of Novi Pazar, was banned after a premiere and a
reprise without explanation. Initially, the production was a segment of a
project supported by the UNDP® and the idea was to use documentary

® United Nations Development Programme

137



FREEDOM OF EXPRESSION IN CONTEMPORARY THEATRE...
material — basically, local stories and narratives —regarding the everyday
problems of young people living in this multicultural community.’
According to testimonies (Corovi¢, August 3, 2016), members of the
political elite who were present at the premiere, did not like the messages
sent from the stage and left the theatre before the end of the show. The
mayor and political establishment from the local parties recognized
themselves in the powerful criticism communicated by high school actors,
and went on to boycott the people involved in this project, intimidating
them personally. The video recordings of the premiere vanished, and
though there was no explicit or official ban, the message was clear: Beton
Mahala will not be staged in Novi Pazar anymore.

The reason for censoring this play in Novi Pazar is that the local
community (including the religious leaders, the school system, the family
values) and political elites are criticized as discriminatory and corrupted.
According to the director of the local cultural centre, there was no
censorship involved and the whole story was fabricated for marketing

purposes. '’
Yet, the play has had quite a life on the stages throughout the country, but
also in the region — Kotor (Montenegro), Sarajevo (Bosnia and

Hercegovina), Kocani (Macedonia), receiving positive reviews and
awards. Its local narratives universally relate to almost every small
community in the country, and its truths could not be circumvented by
restraining the freedom of art. This incident is somewhat traumatic for
everyone concerned, both for the production team and the members of the
local community who are still waiting to see the play.

° Novi Pazar is a small city located in South West Serbia, close to the border with
Montenegro, Kosovo and Bosnia and Hercegovina, a multicultural area inhabited by
Muslims (82%) and Orthodox Christians (16%). Novi Pazar is also the cultural focal
point of the Bosniaks in Serbia.

1% http://balkans.aljazeera.net/vijesti/predstava-beton-mahala-kritikuje-novi-pazar
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Red — Suicide of the Nation — Leskovac

The focus of this play'' is women’s rights, precisely the right to make
decisions about their reproductive life. It could be described as a feminist
narrative performed by male actors.'> The issue of abortion represents a
symbol of the social coercion over women in the society, but it is placed in
the wider context of a national downfall, violence against women and
freedom of expression. The subtitle “Misogyny caused the demographic
catastrophe” underlines the message and the argument authors are trying
to make. After a couple of performances in Belgrade, the production was
scheduled to be staged in Leskovac. However, few days before the
announced date, it was cancelled with an explanation from the manager in
charge that the play was offending the Serbian nation, and the state.'
After hearing the opening song from the show which says “Fuck you
Serbia...”he decided to ban the play, claiming that this text was offending
the national identity of the Serbian people. Director Vojkan Arsi¢said that
Leskovac was only one of the cities where the show was scheduled and
afterwards cancelled, claiming that cultural managers are not interested in
topics such as women’s rights and domestic violence. The public reacted
in different ways. Some social media comments were supporting the
managerial decision (“it is fashionable to spit on the nation and receive
foreign money for that”). Others read “Fuck Serbia” as a sarcastic message
implying that “in order to have a higher birth rate, we as a nation have to
do what the message is suggesting”. The official protest came from the
representative organization, the Drama Artists’ Association of Serbia,
stating that the role of art is to criticise the society and if the freedom of
expression is restrained, that is a threat for the entire society. After the

" Produced by Bitef theatre and E8. Directed by Vojkan Arsi¢, written by Milena
Bogavac, premiered on April 18,2016.

2 http://pulse.rs/samoubistvo-nacije/

B http://www.juznevesti.com/Kultura/Leskovacko-pozoriste-odbilo-predstavu-zbog-
vredjanja-nacije.sr.html
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public reactions the theatre in Leskovac decided to eventually schedule the
show.

Kostana— Terazije Theatre, Belgrade

Kostana, one of the most popular female characters in Serbian
literature, had different incarnations in Serbian cinema and theatres, but
she had always been depicted as a sensual and extremely feminine
character. Though some academics question Kostana’s place in Serbia’s
literary canon, it is not possible to deny her status in the Serbian popular
narratives. The production of Kostana, planned to be premiered in Terazije
Theatre in Belgrade in 2015, was cancelled. The management of the
theatre explained that the contracts were not well defined and that the
artists did not fulfil their obligations. On the other hand, the director
Kokan Mladenovic said that this decision came when the management
found out about his decision to assign the role of KosStana to a transgender
person.'* Mladenovié¢ claims that in the times of aggression, hate,
discrimination, it is extremely important to experience a new KoStana,
who loves, feels about hers or his art and thinks differently from the
mainstream public. “Instead of having an exciting musical, Belgrade will
talk about censorship, discrimination, political oppression”, concludes the
director. Finally, after the cancelling of the agreement and withdrawing of
the production from Terazije, it found a new home in the Serbian National
Theatre in Novi Sad. Although singer BoZo Vreco did not play KoStanain
the end (he withdrew from the production five days before the scheduled
premiere, apparently for medical reasons), it is difficult to establish the
motives for censoring this production. One could assume that this was a
case of censoring a person (Mladenovi¢ is one of the loudest critics of the
governing party and the Prime Minister), but it seems that the cast for

Bosnian singer Bozo Vreco. http://newsblic.ba/clanci/scena/mjuzikl-kostana-u-
pozoristu-na-terazijama-otkazan-zbog-boze-vrece-u-naslovnoj-ulozi
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Kostana was “too much” avant-garde and modern for the traditional and
conservative Belgrade theatres.

Analysis or History is repeated...

According to Vuceti¢ (2016), the reasons for enacting censorship in
the Federal Republic of Serbia during the Socialist Federal Republic of
Yugoslavia (SFRJ 1945-1992) had been mostly associated with the
political issues. The history of censorship in cultural organizations (from
1950s onwards) shows that the repertoire in some of the Belgrade theatres
included the first victims of the overall political atmosphere. For example,
the case of self-censoring of “Waiting for Godot” in Belgrade Drama
Theatre became an institutional trauma which marked the history of this
theatre (Dragi¢evi¢ Sesi¢, Stefanovi¢, 2013:20). Overt or tacit criticism of
the socio-political system was often the reason for enacting some form of
censorship in those years, when most of the theatres in Belgrade were
founded (e.g. “When the pumpkins blossomed” “Hats off!” 1968, “Hair”,
“The role of my family in the world revolution”, “Dark and dense
wood”1971, “Second door left” 1969). Although the political system
changed and the previous state Yugoslavia went into dissolution, it seems
that criticism of the political system still provokes censorship in the local
communities throughout Serbia.

As usually happens, (self)censorship had a temporary character. All
the three productions were staged elsewhere, finding a way to survive.

Beton Mahala was a case of suspensive censorship, since it was
performed twice in Novi Pazar before it was forbidden to be presented
again to the local community. Kostanawas a case of preventive self-
censorship because the rehearsals and production in Terazije Theatre
actually commenced and the agreements were subsequently cancelled. Red
was somehow in-between. It was a case of preventive self-censorship for
selected audiences, since the production premiered in Belgrade, but
subsequently got censored for the local community in Leskovac.
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Furthermore, fear plays important role in these examples, and it could
be considered as a powerful motive behind cancelling the shows. In
Leskovac we encountered a theatre manager in fear for his job, who
decided that a “controversial” play would put in peril his leading position.
Acting as a “moral guard of the community and protector of national
values” (as he described himself) he decided to ban the play preventively,
after hearing the lyrics of the opening song. On the other hand, in the case
of Kostana, the management of the theatre feared of being exposed to
criticism from different sides, from nationalists to right-wing movements,
if they produced a play in which such a character as KoStana would be
played by a transgender person of Bosnian origin. This case of self-
censorship shows the true conservative and closed character of the cultural
space in the city which often boasts with narratives of “openness” and
cosmopolitanism.

Admittedly, though one may easily assume that censoring practices
would be characteristic for the less developed and fairly closed
communities, like Leskovac and Novi Pazar, the case of preventive self-
censoring Kostana in Belgrade shows that this practice is not limited to

peripheral towns. To the contrary, the case of Kostana moving from
Belgrade to Novi Sad to sustain the creative process, spotlights that the
repertoire model of the public theatres is generally conservative, outdated,
and extremely dependant on personal decisions — of the general manager.

If we were to establish the reasons behind (self)censorship in our
examples, we would encounter two basic scenarios. One is associated with
criticism of the political and social state of affairs (Red and Beton
Mahala), and the other is played out when new or alternative artistic
approaches are introduced, which oppose the establishment (Kostana).
The history of restraining the art production in Yugoslavia shows that “to
the natural artists tendencies towards advancement, the politics reacted
with turning backwards” (Vuceti¢, 2016:319). It could be claimed that this
is, unfortunately, the case even today.

Both scenarios associated with the two types of criticism have been
detected in the cases of censorship during the socialist self-management
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system in Yugoslavia, with productions such as Hair, Hats off!, Blossoms
etc. censored because they criticised the political circumstances, while
Godot (1954 Belgrade Drama Theatre) was self-censored for introducing
the theatre of the absurd which was at the time something new and for
some people possibly controversial. This study does not intend to present
or analyse the models of censorship during the Yugoslav system.
However, we draw parallels in order to point to the fact that some aspects
did not change regardless of the establishment of a democratic regime in
Serbia. The pattern is similar, suggesting that the political and social
ambience affects the programming policies in theatres.

Nevertheless, the stories about (self)censorship in theatres are likely
to remain episodic, as (individual) memories (Dragi¢evi¢ Sesié,
Stefanovi¢, 2013), and the challenge would be to translate them from the
private to the collective level. Although the process of transferring
individual recollections into semantic memory (long term memory based
on systematic knowledge about an organization) is not the focus of this
study, it would be relevant for further research to trace how those
traumatic incidents are presented, bearing in mind that each incident
happened to a touring production.

In order to become part of the cultural memory, such episodic stories
which caused a “trauma” have to be incorporated into the narratives of the
local cultural history, because they represent important testimonies about
the state of artistic freedom in a certain period. This has happened before,
as the institutional memories of censorship in socialist Yugoslavia were
mainly lost (Dragiéevi¢ Sesi¢, Stefanovié, 2016) and remained confined to
the oral memory narratives.

Challenges —audience, community, politics

In the recent years, there has been a tendency to observe the arts and
culture in terms of their respective social or even political impact. A
potential social function of the arts is nothing new and according to some
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academics still has to be proved (Belfiore, 2007), but if the decision-
makers in cultural institutions and political elites see this function as a
threat, and not as a positive tool for development and shared knowledge,
they may practice (self) censorship obscured with different excuses. The
issues and topics presented in the three case studies illustrate the
ideological slips of the political elites and the fragile state of the
democratic institutions and values in the Serbian society. We have
identified what causes fear and anxiety, not within the general public but
rather among the decision-makers, managers of the public cultural
institutions and political elites in general. In all three selected cases, the
audiences applaud and support the artists, and the productions continue to

live.

The case of Beton Mahala shows some aspects similar to the Behzti
case. The participative approach to give voice to the audiences, to involve
them in the creative process and to create participative theatre production,
turned in a completely opposite direction. In both cases, the community
leader(s) were not happy with the way in which the community was
depicted by the constituency, and attempted to establish control over this
picture. The conflict was not between the community and the wider
society, but inside the community itself. The project aspired to empower
young people from the community, but our study shows that the only
people empowered in this case were the “community leaders”. Therefore,
instead of promoting diversity with Beton Mahala, the premiere turned
into a censored event traumatizing the local community in Novi Pazar.

However, there is one more relevant question to pose: how did the
public react? In the United Kingdom, where Behzti case occurred, more
than seven hundred playwrights, directors, actors etc. signed a petition in
support of artistic freedom. In Serbia, to the contrary, the art community
did not react in such a manner, except for the individuals involved in the
case, and the Drama Artists’ Association of Serbia issued official press
release condemning the censure.

The tensions raised over “provocative” or controversial scenes, songs,
wordings are creating a climate of self-censorship among the cultural
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managers and producers. Director Kokan Mladenovi¢ said in one
interview that his previous production Dogville was too brave for
Belgrade’s institutional theatres, and that some of his productions are
banned from local theatres by the officials from the Progressive Party,
which shows both the cowardice of the theatre community and the
arrogance and primitiveness of the local politicians."

The role of managers and decision-makers in cultural institutions,
theatres included, is hugely important. Like the museum curators, theatre
managers get to decide what the public should see and hear. They perform
this role every day. It is therefore essential to appoint independent, not
biased or politically delegated individuals as managers of the theatres and
cultural institutions. The autonomy of leaders and managers have to be
secured, and their moral integrity should be unquestioned. The need for
independent leaders in theatres, not related to the political parties or
particular interests should be a priority in a decision making process.

One other recommendation for theatre managers but also for cultural
policy creators relates to the diversity policies. Such policies are getting
more and more relevance in our society, since homophobia is wide spread
for example, and lack of tolerance against different views and opinions is
evident. However, the clarity regarding these policies will be essential.

According to this analysis, the state of artistic freedom in Serbia is
degrading. If judged by the cases of (self) censorship in theatre, freedom
of expression in arts is on a downward spiral. Until 2015 when the
incidents with the productions Red, Kostana and Beton Mahala occurred,
we did not encounter similar cases which would be debated publicly. This
is not to say that there were no self-censorship situations in the theatres
whatsoever, since we cannot establish with certainty how the decisions
were made by particular managers. For example, in 2012 there was a case
of “offending the state symbols™ in a theatre play (Zoran Dindic¢, an Atelje

" http://www.danas.rs/kultura.1 1. html?news_id=324926&title=B0o%C5%BE0%20Vre%
C4%870%20%C4%87¢%200stati%20moja%2011%C4%8Dna%20sramota
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212 production directed by Oliver Frlji¢).'® In the last scene of the play, an
actress was vomiting on the Serbian flag. The scene provoked debate and
criticism, but it was never censored by the management of the theatre or
Belgrade’s municipal administration (as founder of Atelje 212).

Without going into deeper analysis of the changes in the political
parties and government coalitions, the plain fact is that the Democratic
Party lost the elections in 2012, and since then the Serbian Progressive
Party has assumed power. In the local administrations across the country,
the same pattern of political changes occurred. These changes have lead to
the appointment of the new managers of cultural organizations, most of
them at least being “close” to the governing party or the governing
coalition.

The freedom of expression needs to be defended, and if the society,
public, decision-makers and political leaders do not stand for these
freedoms, democracy would expire. Hiding behind the threats from
terrorism and security concerns, religious and moral stands and political
correctness, means that restrictions on art would only be increased and
aggravated. The role of cultural policies and cultural management is to
work together on securing and promoting artistic freedom, because the
role of art is to criticize the society.Moreover, art has the right to offend,
and this right must be defended in all times of crisis.

' http://www.slobodnaevropa.org/a/zoran-djindjic-ponovo-medju-srbima/2459043 5. html
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THE CHALLENGES OF THE PARTICIPATORY THEATRE

The notion of participation is placed at the very center of cultural
issues. It is understood as that which will enable community’s active
involvement in the production of content and thereby having positive
long-term effects on the society as a whole. In this paper we have tried to
answer the question: which possible roles can theater have in this process?
Assuming that artistic practices contribute to the interaction of citizens,
NGOs and public policies, we cannot discuss participation unless the
community itself defines its part and has influence over the performance.
In this paper we differentiate between three levels of participation:
method, interaction and participation, and claim that participation requires
a higher degree of established democratic values in the society. Taking
three performances from Serbia as case study, in this paper we analyze
different types of problems which result from this kind of interaction.

Key words: participatory theater, participation, interaction,
community, cultural democracy.

Introduction

By observing culture through a broad framework of understanding, as
a collective way of life, art becomes one, however, not the defining
manifestation of the unique cultural identity of a place and its community
(Matarasso, Landry, 2003). Thus established "broad conception" of culture
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has a significant role in shaping the cultural policy of its native
environment. Over the past 20 years, candidate countries and EU member
states have been creating a cultural policy which also includes the issue of
citizens' participation in the cultural development of the community, and
so in the cities of Western Europe the type of mutual interactions of
citizens, civil society and practical public policies becomes the
determining factor. A well-grounded opinion is that vibrant, diverse and
inspiring cultural life with which the community should and can be
connected represents a significant share of the social fabric which
determines the functioning and quality of life of a society. Thus observed,
every member of the community should have a fundamental “personal
need” to participate in the creation of cultural policies of the environment
in which he lives, while on the other hand, cultural policy creators need to

understand and encourage his/her role in the creation of cultural policy
models, aiming at "creation of cultural arena as the key component in the
development of democratic society, nearly parallel to the formal structures
and institutions" (Dietachmair, 2007).

A wide range of interpretations of the term "cultural participation"
indicates the need for determining its meaning in this paper. In order to
come up with a proper understanding of the term, it is necessary to look at
the dichotomy principles in the relation between the democratization of
culture and cultural democracy, which are changing according to the
changes that occur in the concepts of cultural policies. The
democratization of culture is understood as the need to ensure that the
greatest number of people get access to the "hereditary culture", which is
why its principles are based on the grounds according to which cultural
heritage and contemporary creativity "belong to everyone regardless of
class affiliation, place of residence, or cultural group"; therefore it is not
just a privilege of a narrow circle of "favored minorities" (Mekli, 1981).
From the standpoint of practical cultural policy, the term includes a series
of practical acts, measures, activities and actions whose initial
implementation is related to the work of the Minister of Culture of France
André Malraux, who believed that it was necessary for the culture created
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in the elite cultural institutions to be available to all (Djuki¢, 2011). As
opposed to this, the principle of cultural democracy has its foundation in
the Recommendations made in Helsinki at the Intergovernmental
Conference on Cultural Policies in Europe in 1972, according to which:
"Culture comprises the structures, mores and conditions of life of a society

and the patterns of individual self-expression and self-fulfillment therein."
According to this interpretation, culture is not just an optional free time
activity, but rather a significant factor in the social self-expression of an
individual, as well as the factor of the overall material and cultural
progress of the community. During the seventies, the principles of cultural
democracy emphasized the review of "cultural policies at crossroads"
whose task was to resolve the cultural identity crisis, where culture was
seen as a "community lifestyle".

The former function of culture as the creator of the unique national
cultural identity is replaced in the post-Malraux era with the understanding
of cultural democracy as a possibility of expressing of a multitude of
special cultural identities, and therefore the emphasis is focused on
stimulating initiatives and creating conditions for intensive production and
participation on all levels of society (Dragi¢evi¢-Sesi¢ and Dragojevic,
2005). Thanks to its dynamic diversity, culture expands the possibilities of
choice and provides greater freedom to each of its members, as clearly
stated in the paragraph 3 of the Universal Declaration on Cultural
Diversity: "Cultural diversity widens the range of options that open to
everyone (...) as a means to achieve a more satisfactory intellectual,
emotional, moral and spiritual existence." As opposed to availability, this
interpretation focuses on the concept of "inclusion in the cultural life"
whose main characteristics are participation, cultural life, parallel cultural
models and inter-sector cooperation (Dragicevic — Sesi¢ and Dragojevic,
2005). From this perspective, the concept of cultural democracy affects the
understanding of cultural participation as a possibility of active
community involvement in the production and creativity which has far-
reaching positive effects on the society (Puki¢, 2010). The current official
definitions of cultural participation omit to make a distinction of the
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concept of active participation as opposed to approach, and therefore
participation "includes cultural practices which involve consumption, as
well as the activities undertaken within the community, which affect the
quality of life, traditions and beliefs. It includes access to programs such
as visits to the cinema or a concert, participation in informal cultural

activities and events, or amateur artistic productions, as well as everyday
activities such as for example reading books. This means that cultural
participation includes both active and passive behavior patterns. However,
classification of the level and type of participation influences the response
to what is an essential determinant of cultural participation from the
perspective of cultural democracy. Thus, it is sometimes interpreted as
active involvement in the cultural production of the organized civil
society, audiences’ attendance of the local cultural activities, or everyday
cultural habits of the individual community members" (Pascual,
Dragojevi¢, 2007).

From the standpoint of theater, the notion participation can be
interpreted differently. In this paper it implies an active participation of the
community in the creative production of projects which pertain to that
community. We shall find a starting point for its interpretation in Augusto
Boal’s study conceiving theater forms under the title "The Theater of the
Oppressed", which he had from 1973 onwards promoted in Brazil, and
subsequently throughout Europe. The essence of Boal’s idea is use of
theater as a means of pursuing social and political change. According to
Boal, the usual division to actors and audience should be abolished and
everyone should become an active participant in the analysis and change
of the circumstances of his/her life. In the introductory part of his study
Boal stresses that, in the beginning, theater was a "dithyramb song" — free
people sang to a free environment. And then the ruling classes conquered
it and set their fences. At first, they divided the people separating the
actors from the audiences, the people who perform from those who
watch...

According to Boal, the oppressed people were now liberating
themselves (Boal, 1984: 5). Perhaps the most recognizable form which
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Boal suggests — Theater Forum, though only one possible form of
participation — represents an initial platform for achieving the goal which
is eliminating the borders between the community and the theater event
itself. Augusto Boal’s concept of the theater of the oppressed suggests the
necessity of social action and intervention, conceiving theater as one of its

possible means. (Dragi¢eviéSesi¢, 1984: 67).We add to this interpretation
Duvignaud's observation from his 'Sociology of Theater', that theater
aesthetics changes in relation to social practices, but even more that it
depends on the functions of theater in a particular society (Divinjo, 1973:
9). The functions of participatory theater may be identified with
instigation of social actions, and solving of particular problems which
concern the members of the community.

Under the term theater participation today we consider the
development of "participative mechanisms" which involve the citizens and
all the interested parties (Puki¢, 2010) in the domain of cultural/theatrical
dialogue between the formal structures (theater institutions, troupes etc.)
and individual members of the community, while creating cultural patterns
and content, and not simply presence (Pascual, Dragojevi¢, 2007). Thus
we come to a clarification of the use of the notion of participatory theater
in this paper, which is observed more broadly than the determinants such
as: community theater, applied theater, educational theater, theater of
social change... Accordingly, we can understand that the question of
citizens’ participation in the creation, development, implementation,
evaluation of cultural policies (and their practical application which
includes theater, as well) is no longer a matter of choice, as much as it is
now an attribute of the progressive democracies (Pascual, 2007).

The contemporary interpretation of the term, an increasing number of
experiences that connect local governance and participation, divides
participation into two large groups in accordance with the longevity of the
objectives and basic values of the process: participation in order to provide
legitimacy or participation in order to achieve transformation. When it
comes to participation in order to provide legitimacy, those who promote
or incite participatory practices are striving to strengthen the initial
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positions, goals and interests, but they are not too interested in
fundamental change. In the latter case, the objective is not to retain the
initial position, as it is to empower the processes which enable the
community to propose changes and transformations, as well as to discuss

them.

The theater practice in this process can impact the creation of
conditions for a complete communication with the community by
conducting various theater projects and forms. Theater thus obtains the
role of interweaving the previous theater practices and positions of the
audiences, establishing a dynamic relationship in the process of achieving
freedoms. Thus it becomes a field of action directed towards the
audiences, i.e. the place where visitors create, share and connect with each
other around content of relevance to the local community. By developing
the content which, instead of being "about" something or "for" someone,
results in interaction "with" the community, the theaters are diminishing
the difference between the institution and the user, thus affecting the
potential for creative exchange of ideas, knowledge, opinions and
experience in the reflection on their common problems. In this
perspective, the paper looks at the challenges faced by the participatory
theater in Serbia in implementation of the strategies of public action,
including the possible influence which it exerts over the advance of
cultural democracy of the community, discussing three projects produced
on the territory of Serbia in the last five years. The empirical method of
case study was used in the research process, which included narrative
analysis, but also interviews with persons behind the projects included in
this study.

Cultural participation in Serbia — the current situation

The last decade of the 20th century in Serbia saw the beginning of the
process of transitional changes from a totalitarian into a democratic state,
and in the field of cultural policy the establishment of a democratic
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cultural system and formulation of the new objectives and priorities of
development (Puki¢, 2011). Specific for transitional countries is the state
in which the changes are experienced in all areas of social development in
relation to the social, political and economic circumstances and the
cultural sphere, theater included. The main characteristics of the cultural

policy model in the transitional countries is that they are still "deeply
dependent on the old models of cultural policy and the organization of the
institutional system, and on the other hand, on the proclaimed
requirements of the democratically-oriented intellectuals, focused mainly
on issues of the nation and national culture" (Dragi¢evi¢-Sesié and
Stojkovi¢, 2007). After a decade of experiences of destruction during the
1990s —the period of extreme centralization, nationalization and
manipulation — the necessary priorities on all levels of public policy
became oriented towards the issues of decentralization and de-
nationalization of culture; stimulation of market orientation of the cultural
institutions and their efficient and effective work; establishment of the
new legal framework for culture (harmonization with the European
standards); multiculturalism, and active cooperation in the pre-accession
processes with the bodies of CoE and EU.

By observing the issue of participation from the standpoint of access
to cultural content (which includes theater productions), it is possible to
note the insufficient dynamics of cultural development. The data from the
comparative analysis of visits to cultural institutions in the empirical
assessments summarized by Predrag CvetiCanin in his study "The field of
cultural production in Serbia" shows that in the period 2005-2013 a
minimal positive change was reflected only in the visits to theaters and
cinemas, while the percentage of those who visit the museums, galleries,
libraries, concerts of classical music and rock and roll music significantly
decreased.

What can be observed is that for almost all the programs of cultural
institutions the percentage of those who have not visited them even once
during the year ranges around 70%. The percentage of those who
occasionally visit the cultural programs of institutions is around 20% (for
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motion pictures around 30%, and for concerts of classical music less than
10%), while the percentage of those who make "regular" audience (who
attended the programs of cultural institutions / organizations more than 4
times a year is around 10% (CvetiCanin, 2014). The factors which can
adversely or positively impact the participation in Serbia are linked to the

financial capabilities of the community and its members. Accordingly, the
majority of respondents highly rank the problem of lack of money, and
immediately after this the problems of unavailability of content and lack
of time. The issue of centralization of culture also affects its development,
so the indicator of cultural participation in large cities, primarily Belgrade
and others significantly differs from other, particularly rural areas. For
example, over 80% of the population in the villages in Vojvodina and
Sumadija evaluates cultural offer as very poor (Cveti¢anin, 2007).
Availability is also problematic for a variety of marginalized groups:
ethnic minorities, older people, people with special needs and others.

The documents of the Ministry of Culture frequently refer to common
entries concerning availability of culture, active participation of the
citizens, decentralization, fostering children's creativity etc. — however,
these references are rather declarative. A real need to systematically
monitor and evaluate the issue of cultural participation as the substance of
democratic values has not been acknowledged. The conclusion which can
be drawn from all the above-stated indicates that cultural participation is
not an essential priority of the institutional framework, but rather that its
implementation is left to the concern of individual theater groups and
companies.

The challenges of participatory theater — example of the theater
projects: Beton Mahala, Muskarcine, Banjarobija

We shall discuss the orientation of theater practitioners towards the
strategy of public action through participation, using three examples of
productions created in Serbia during the last decade. The common
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participatory element in all the productions is the conception of
performance in which the actors communicate their personal experiences
as a source for playwriting. Comparing the individual cases, respective
destinies, but also media representations, we shall attempt to demonstrate
in which ways this type of theater contributes to the advance of cultural
democracy and affects the confrontation of the community with some
delicate issues.

Theater production "Muskar€ine" addresses the question of
masculinity as perceived in our region. A coproduction between the
Center E8 and Bitef Theater from Belgrade, it was developed and realized
during five months of work as part their project "Budi musko" (Be a Man).
It premiered on November 30, 2012 and since then it has been regularly
performed on Bitef Theater’s repertoire, touring many Serbian cities. In
the performance seven young men, non-professional actors, speak about
the perception of masculinity in our cultural space and its traditionally
imposed forms, through their personal experiences and reflections.

"The starting point in our work was the stereotypical images of the
Balkan macho-types, who are according to an unwritten rule, rough and
clumsy in communicating emotions. The society expects them to behave
according to a preset pattern, and our production makes an effort to
change that picture and to show that what hides behind the image of a
tough male (muskarcina) are often only scared boys, torn between their
own nature and the gender role forced upon them". (Milena Bogavac, co-
author, Politika, November 23, 2012)

According to the co-author of the production, director Vojkan Arsié,’
theater is a "place for social dialog and mobilization of citizens around
certain topics or issues". The production "Muskar¢ine" was created in six
months, in a process which had two aims: education and co-authorship.

' Vojkan Arsi¢ is the founder of Center ES, organization which assembles young people
with the aim of education through theater. With a large team of associates, for already
eight years, Vojkan has attempted to redefine the patriarchal models of masculinity and
patriotism, promoting cultural modes which favor diversity and support gender equality.
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Everything said in the performance was created in a documentary process

in which the actors, young men who are not professional actors, put
forward their opinions, attitudes and knowledge about masculinity. This
made up the material for the text of the future performance, shaped by
playwright Milena Bogavac together with the actors. The newspaper
journal NIN, one of the highest regarded Serbian weeklies, proclaimed
"Muskarcine" one of the three best theater productions in 2012. Statistical
data obtained in the research "Young Men and Masculinity" carried out as
part of the project "Be a Man" were used in the production, but also
personal experiences of the coaches in this project. The artists also used
materials created through a workshop process based on the techniques of
use of drama in education and methodological games conceived to
stimulate collective authorship, which is one of the basic aims of this
project. In addition to the presence at important festivals in Serbia and
abroad, the media reports of the production communicated a positive
attitude towards the subject.

The same methodological approach, according to which the
participants/actors in the production communicate their experiences
acquired in a particular social context, was adopted in the production
"Beton Mahala" directed by Branislav Trifunovi¢ and Rifat Rifatovic.
Seven young men and women from Novi Pazar, economic and cultural
center of the Sandzak region,” take part in the production. It addresses
sensitive religious, political and other social issues and divisions which
young people in this town are facing on daily basis. The performance
commences with an introduction of the actors by their real names and
surnames: in this way, at the very beginning, the usual division into "us"
and "them" gets erased. An additional detail aimed towards achieving a
"common cause" is disclosing of individual parts of the performers’

2 According to the 2011 census Novi Pazar has 109.327 inhabitants. The population
consists of Bosniaks (around 87.77%), followed by Serbs (around 10%), a minor number
of Albanians 0.25%, Montenegrins 0,30% and a dozen of other nationalities totaling
1.8%.
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biographies. Separate scenes in the performance are connected by the
Wikipedia article on Novi Pazar. They elaborate the issues of the school
system — among other things, in the context of different nominations of the
mother tongue (Bosnian or Serbian) —the intra-national (Serbian-
Bosniak)relations and the hypocrisy of the parents in a situation when

their son or daughter falls in love with some of "those people". Demagogy
of the politicians and hate speech from the Internet forums are ridiculed,
positions of the minority and the majority are researched, and identity
subjects are questioned. At the very end the actors, members of the
community, reveal to us in which kind of a city they wish to live.

After the second performance the production was banned without a
clear explanation from the local government, but it continued its life at
numerous tours in Serbia and throughout the region. The fact that the
production did not meet with approval from the local politicians (who
obviously had influence on its survival in the home city which "Beton
Mahala" is dedicated to) testifies about the influence of participatory
theater on the level of development of cultural democracy in the society.
Accordingly, the media reports in this case became focused on the very
question to which a personalized answer was never found: "Who is
annoyed by Beton Mahala?"

"Lucky should be the city about whose misfortunes its children speak
out on the stage with so much love and such a strong artistic drive like
Dzana, Ema, Ajtana, Draga, Lejla, Amar, Nedim and Petar did in Beton
Mahala. The city from which children do not escape, but take it to the
stage, so it could recognize itself in the theater which it deserves. Lucky
should be this city from whose misfortunes children do not turn their eyes.
The city in which children want to live free and speak the truth." (Predrag
Luci¢, Blic, May 6, 2015)

The fact that productions "Muskar¢ine" and "Beton Mahala" were
respectively seen by more than 1500 visitors in a recent staging in an
unconventional, open space at the Film Street Festival (2016) speaks about
the importance of this subject matter.
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As opposed to these participatory examples of productions performed

in (un)conventional closed and open spaces, the third example refers to
projects realized in penitentiary facilities, launched by the Center for
theater research Aps Art. Founded in 2004, the Center develops a practice
of applied theater and promotes the idea of theater as a means of personal
development and social action. In addition to this, the mission of Aps
Artincludes "promotion and execution of different forms of participatory
art which includes the community in the creative processes".’Aps Art
realized a project within the detention-rehabilitation system of Serbia
under the title "From breaking to creating a prison". This initiative sough

to provide an opportunity for the convicts in Serbian prisons to influence
improvement of the conditions of serving their sentence and through
theater at that, aiming at their better and more thorough re-socialization.
This is an instance of Legislative Theater, i.e. theater in the service of the
law, first conceived by Augusto Boal in the 1980s, when he served as a
municipal counselor in Rio de Janeiro. At that time he created a new form
with the idea to provide additional opportunities for the members of the
community to express their opinions and attitudes on the municipal laws.
In that way he succeeded in establishing a dialog between the citizens and
the institutions. He called this process "transitive democracy", which
represents a combination of practices of direct and delegate democracy.

In the case of the production "Banjarobija", connecting this form and
the Theater Forum enabled opening some dialog between the citizens and
the representatives of institutions, including analysis of the preconditions
for adopting a specific law. The production was thus used as a means of
improving a concrete legal framework which regulates the rights and
obligations of this social group. As a result of the drama workshops held
in prisons with more than 300 inmates, the production "Banjarobija" was
created and performed by former convicts, in two prisons — KPZ Sremska
Mitrovica and OZ Novi Sad. What followed was obstruction of further
performances in other prisons, though both the number of performances

3
www.apsart.org
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and the prison establishments where it would be performed were
previously agreed upon. After a painstaking and long period of negotiation
in which the project team was required to change the content of the
performance because it did not correspond to the actual matter of facts,
further performances were stopped and voting of the inmates in the form

of a query was also forbidden. "Banjarobija" was further played out in
theaters throughout Serbia (Ni§, Novi Sad, Kragujevac, Belgrade) and it
turned the attention both of the media and the general public to the
question of the real conditions in Serbian prisons. Besides, the query was
conducted both with general and professional audiences resulting in a
concrete proposal which concerned improvement of the procedures of
health protection of the convicted persons. This proposal required efforts
in terms of connecting particular departments and public services, but not
additional expenditure. Though acquainted with the initiative, those
responsible for the Law on Execution of Penal Sanctions (ZIKS),
themselves aware of the problem, never took into consideration these
proposals nor implemented them in any form of legal action.

"The inclusion of ordinary citizens into creative processes in theater
opens new, exciting possibilities in social as well as aesthetical respects.
Theater processes as practiced by Aps Art enable theater to reach the most
distant places, people who never went to theater, let alone dared to create
theater by themselves. When I say distant 1 do not mean merely physical
distance, I mean places which are invisible for the rest of the society. They
are occupied by the unwanted, unacceptable, rejected, mutilated,
immoral... When you teach these people to use the theater language, they
can tell you stories yet unheard of. And if they perform by themselves,
now empowered with new skills and stage language — the excitement is
twofold. Such theater is often engaged inan interaction with the audience,
in an effort to truly penetrate the heart of the spectator, yield a sincere
reaction, absorb him into action and thus expand the effects of the theater
performance" (Aleksandra Jeli¢, April 25, 2016).
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Conclusion

By the end of the 20™ century the majority of European countries had
based their cultural strategies on four determining principles: promotion of
cultural identity, promotion of cultural diversity, promotion of creativity
and, from the standpoint of participation, the most important principle of
promotion of participation in the cultural life (Puki¢, 2012). The principle
of promotion of participation as observed through the possibilities of
strategic action influences the perception of changes in the power
relations, adapting to the new initiatives in terms of financing, as well as
self-organization of the community (third sector) towards the
accomplishments of its own cultural interests. The new approach to
cultural politics based on the principle of participation of the cultural
community leads to a new interpretation of the role of culture in general.

Understanding of the current cultural system from the standpoint of
cultural participation suggests engaging in partner relations between the
public, private and civil sectors. This requires from all partner sides to
have an equal role in deciding about the fundamental questions of cultural
politics. Theater participation thus acquires the role of an important factor
in social accomplishments of the community, but also a factor of its
overall spiritual and cultural advance. The contemporary production
involving theater participation places emphasis on encouraging initiatives
and creating conditions for an intense exchange and participation at all
levels of the society. In the Serbian context, the analysis shows that these
levels may be concerned with different sensitive questions which need to
be resolved in the society, but also that the possible survival of a particular
production depends on the level of development of democracy in that
same society. While individual members demonstrate with their theater
activities some readiness to face the issues of relevance to them, the ruling
groups most often apply the politics of ignoring and/or banning a certain
issue i.e. performance.

Owing to its dynamic diversity, theater participation expands the
possibilities of choice, gives greater freedom to each of the participants
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and promotes the activity of inclusion in the cultural life. However,

inadequate development of democracy in the society affects the possibility
of implementation of cultural democracy. Thus this concept, followed by
specific examples which stand outside the institutional frameworks, lacks
more significant results in reflecting on the problems of a community. In
insufficiently democratic environments, with banning of the participatory
projects, the ruling groups obstruct the effects which participatory theater
may have in the context of cultural democracy, including its far-reaching
positive effects on the society as a whole.
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KYJTYPHU PEITPEZEHTAIIMU HA POJOBUTE
NIAEHTUTETHU KAKO IIPE/IN3BUK HA
INEP®OPMATUBHOCTA

Through the view of culture studies, as the most widespread form of
modern materialistic approaches to art, the way of interpretation is
changing, leaving the interest to the history of art and dance problems as a
background, and focusing on the ways of presenting and representing the
symptoms of culture, in synchronic and diachronic sense.
From this aspect, today we can talk about the history of showing the body,
space and time or gender, race, ethnicity, environmental age, class
positions etc. through performativity, or to be more precise, through the
area of dance.

On the issue of borders and their research through the body of the
performer, we can talk in general — how the contemporary system of living
determinates the individual and humanity, what is the human being and
what it may represent, which is linked to discipling the boundaries of
understanding, care, control and the presence of the body, also with the
place of the performer in his revealing and participation in at these
processes. The actions of the performer where he uses his own body as
material, vehicle, tool, we can intertwine various aspects of the
relationship to the existential, personal, social, political, religious,
psychotic and boundaries of sex, where the actions often contain different
layers of performative interpretation of reality and its limits, where their
consideration is thematic and formal in way of giving the reference to
certain trends that in reality intertwine with many others.
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KYJITYPHU PEIIPE3EHTAILIUNU HA PO/JOBUTE...
Knyuaau 360poBu: nepdopmMaHc, Teo, Mo, MAIIKO, )KEHCKO

Jloneka TONOT € OWOJOIIKK OINpeneieH oa (HU3uoJorHjara Ha
YOBEKOT, POJOT C€ OJHECYBa HAa CAMOCO3HAHUETO U € OINPEACICH O]
yioraTa ojipe/ieHa BO OMILITECTBOTO, OJHOCHO C€ BiMjae M (opMHpa MO
BJIMjaHUE Ha couujanHu (akropu. Mery UMIIOPTHUTE TEMU 3a ,,TpaHUIa‘,
»AJIEHTHYHOCT®, ,,pa3JINYHOCT", ,,IpaBa Ha MAJILIHMHCTBO', TemaTa 3a
POIIOBUTE HWIEHTUTETH, OJHOCHO gender, OJ COLHjaTHOTO IIOJIE CE
MPECIIMKYBa M BO TIOJIETO Ha COBPEMEHATa YMETHOCT | Kynrypa. [lonoBara
naeHTu(UKaIMja Koja HE Ce MOBP3yBa CO POJOBHOT HACHTHUTET (pOAcH
MaX WIH EHa) ce TpeTodyyBa BO MephopMaTUBHUTE MACJHOCTH, IO
BJIMjaHWE Ha HAJBOPEUIHO CIIOH30pUPAHE, HACOUYBAajKM IO BHUMAHHETO
KOH MAIIMHCTBEHH MPOOJIEMH, CO KOE€ BEKE Ce TpeTupa oipelcHa
npobiemaruka. Taka Bo Qokyc moara rej-mpobiemMaThkaTa, >KEHCKOTO
NPUCYCTBO Tara moj ceHkata Ha (emuHU3MOT, a co NO Manifest ne
MPEOCTaHyBa HEMITO IITO OM MOXKEJO Jla IO OCHOPH TAaHI[OBOTO TEJIO, HO
TOA HE 3HAYM JIeKa BEKEe € OCIOPEHO €€ IITO MOXKE Jia C€ OCIIOPH, TYKY
3HaYM JIeKa CyBepeHa U ¢IHO3HAYHA KPUTHKA BEKEe HE € MOXKHA.

[TomMoT TOJOBa yiora € TECHO TOBP3aH CO TOJOBaTa MPHUIAIHOCT,
MOJIOBOTO CaMOCIIO3HABAKE U MOJIOBAaTa aKTUBHOCT. [Ipu n3yuyBameTo Ha
nonoBata nudepeHnujanmja Tpeda ga ce 3emMaT MNPEeABUA COIUjaTHO-
ucropuckure akropu. 3aroa moJ paka co OMOJIIOMIKUOT TIOUM 3a T, BO
COBpEMEHaTa HayKa ce cpekaBaMe CO NMOWMHTE COIHMjaJieH TOJI U POJOBa
uaeHTuukanyja. PogoBure cTyun Kako eIHH Of HajBAKHUTE JICTTOBH O
COBpEMEHaTa COLMjaJIHa MICUXOJIOTHja W TCUXOJIOTHjaTa Ha TOJOT WMaar
HeJl Jia TH M3y4yBaaT COLMUjATHATE W KYITYPHHUTE Pa3IMYHOCTH BO
noJjiok0arta M OJHECYBakETO Ha MAaXUTE M JKEHHUTE BO KOHKPETHA
COIMOKYNITYpHA CpelrHa. Bp3 pooBOTO HIeHTH(OUKYBakhEe HA JIMYHOCTA
BIMjaaT IoOJIoBaTa COIMjaliu3alfja, KaJe IITO OINIITECTBOTO H
BOCIIUTYBAETO BIIMjAaaT BP3 YCBOJYBAHETO ONPEAETICH CHCTEM IOJIOBH
YIIOTH; Y TICUXUYHUOT TI0JT KaJie IITO CYHITHHATA CEe U3pa3yBa BO TOA KaKO
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JUYHOCTA caMa Cce BocIpuMa cede Kako MPEeTCTaBHUK Ha OJIpeeH
OMOJIOUIKY TIOJI.

I'nmenajku Ha3ax HHW3 HCTOpHW3alMjaTa Ha TaHIOT OJf acleKT Ha
CTYJIUUTE Ha KyJITypa, IOMMHTE 32 MaIIKO M EHCKO TaHIIOBO
(M3BemyBauko) TEJNO C€ pa3BUBaaT OHAaKa Kako IITO C€ pa3BUBA W
OIMITECTBEHAaTa CBECT. MAIIKUOT POJOB HICHTUTET BO OYpPKOACKOTO
OIITECTBO C€ MPHUKaXyBa CaMO BO OJHOC Ha CIIPOTUBHUOT >KEHCKHU
UJCHTUTET, HU3 TIOHUINTYBAalE HA JIPYTUTE peNlalliil U ce KOHCTpyHpa
KaKO HaTCeKCyaJleH WJeaJuTeT, alCTpakTHa peasHoCT Koja TH
YHHUBEP3aIH3HUpa MOSAMHEYHOCTUTE M TH KpHe HEeTHNUIHOCTHTE. [lopaau
npeapacyauTe 3a GEeMHHU3HPAHOCTa Ha OayeToT BO 19 BEK M HETOBOTO
JOBEAYBamkEe BO BPCKA CO XOMOCEKCYalTHOCTa, Jjoara JI0 MOBJICKYBambe Ha
MaIllKUTe TaHuepu. Pa3BojoT Ha MOJEpHUTE HICHTUTETH Ha CpeaHaTa
rparaicka kiaca Oapaar mMamkuTe (QycTaHHM Ja TH HEMa, Jla HeMa jaBHO
M3pa3yBame HEXKHOCT U YKpacyBame Ha MAIIKOTO TeJO, IITO JOBEAYyBa J10
NpUBIICKYBalbe BHHMAaHWE M €pOTH3aM, I[a 3aToa Ce€ MEHyBa W
Oyp>KyacCKHOT KOCTHUM BO IIPHO M HeyTpasiHo. Bo 0aneror, Ha MamikuoT
Oajercku Wrpad My € JOJelieHa yjorara Ha HEBHJUINBA, HEOIXOJIHA,
rajlaHTHa TMOJPIIKA (€CTETH3MpaH CEKyHAAapeH (allyceH MOTIUpay) Ha
Oanepunara. Ilenra e mornenuTe ¥ BHUMAHHETO Ja C€ MPEHACOYAT KOH
’KEHCKHOT W3BelyBau (OanepwHaTa), cO MITO Ce MOTCHIMpa TaHYapcKara
Ma)XKeCTBEHOCT, W30€THYBajKM TO TIOTJIEAOT Ha JPYrHOT Max H
MIOMCTOBETYBAjKH CE€ CO MAKUTE BO MyOJIMKaTa KO TEJIOTO Ha OajepuHara
ro riegaatr Kako o0jeKT Ha cBouTe xenbu. TBpuemero Ha beprep neka
Ma)KOT TJIeJia J)KeHa, a )KeHaTa Cce 10jaByBa, OJJHOCHO ce Tiesa ce0ecH Kako
€ TielnaHa, MOHYJCHA IMOHYAAa Ha JPYTHUOT, YKaKyBa JeKa HJICATHUOT
rmocMaTpay € MaxK M Jieka BO 3alaJHOTO OIIITECTBO TOj MITO TJeNa U TOj
IITO € TJIEJaH Ce OJIPEICHU BPCTU POoI0BH MO3UIuU. OBOj pOJIOB TIOTIIE
MOKa)XyBa M XHUEpapxWja M KOHBEHIMja HAa HAYMHM HA KOU MaXKOT H
’KEHaTa ce CMECTEHH BO TPaJMIIMjaTa Ha €BPOIICKOTO CIMKApCTBO, TeaTap,
omepa, 6ainer. Mefyroa, Iypu U KpuTHUKaTa U30€rHyBa Jla c€ HacCO4YMu KOH
aHAJTM3UPakbe Ha OBa OE3MHTEPECEHO MAIIKO TEeJo, OUJIEjKH ce cMeTa JieKa
OBJI€ TIO3MIIMjaTa Ha MAXXOT HE CE TOKJIONYBa CO ,,peaiHaTa’, HaIBOPEIIHa

167



KYJITYPHU PEINIPE3EHTAL[MU HA POJJOBUTE...
(mpuBaTHA) MO3MIIMja HA MAXOT BO OMNIITECTBOTO, KOja € JOMUHAHTHA U

nmoceAayBa BiacT. A O Jpyra cTpaHa, TOKMY 3a Ja C€ IpHBIICYE
BHUMAHHETO Ha MAIIKHUOT TJIeAay-MIoCeyBay Ha KaluTal, OajepuHara
UCcrnakHyBa. MamkuoT TaHdap BO 19 Bek moceayBa BUPTYO3HAa TEXHHKA,
HO CeMak € Crope/ieH 00jeKT 32 BHUMAHUE U € UMEHYBaH KaKO HCKIYYOK
O]l IpaBUJIaTa Ha HEEMOIMOHATHHOT ¥ HEEKCIIPeCUBEeH Max. [IpoMena ce
cllydyBa co mojaBara Ha HuxuHCkH, 1 HemTo nononHa - Tex [loyH, kon
CelaKk T'M pa3BUBAaT HAYMHHTE HA MalllKara ekcrpecuja. HuwkKuHCKH
ycTieBa IMOBTOPHO JIa ja BpaTH MO3WIIMjaTa Ha MaXOT BO 0aJeTOT HAa HUCTO
paMHHUIITE CO OHAa Ha JKeHarTa, KaJe INTO EIHOTO TEeJIO He MOXke 0e3
APYTOTO 3a IEeJIOCEH TUIeHUTENIeH eheKT U 3aeaHo co DoKkuHOBaTa ITOMOIII,
r0 PEKOHCTpyHMpaaT MAIIKHOT POJ Ha W3BEAYyBadoT, MPOHAOrajKu ja
MOBTOPHO HETOBAaTa CEKCYATHOCT M €POTCKH TaHIOB uiaeHTUTeT. Bo CAJl
BO noueToKoT Ha 20 Bek, joara 10 MOBTOPHA IIPOMEHA Ha UIEHTUTETOT Ha
MAaIIKOTO W EHCKOTO TaHIIOBO TeN0. XOMO()OOMYHOCTAa HA OBOj TIEPUOJ
I'M Bpaka JJOMUHAHTHUTE XETCPOHOPMH M OTPaHUYyBamaTa Ha TAHIIOT Ha
arpecuBeH M3pa3 BO OJJHOC Ha MAIIKOTO TaHIIOBO Teno. Mapra I'peam ro
PEKOHCTpyHpa MAIKOTO TAHIIOBO TEJO O] aleKT Ha JKEHCKHOT TOTJIEH
(koj mocera He ce 3eMall 3a MPEMHOTY 3Ha4aeH) W ro Kpewpa CIopen
HOPMHTE Ha COIICTBEHHOT WEal 3a MAIKO TEJO, MOUICKHO Ha Y)KUBAHE
OJ1 )KeHCKaTa my0suka. Hym TBp M MyCKYyJIECT PEUHUK, KaJle IITO MaKOT
€ XepoW3upaH M IocakyBaH. Bo moctMmoiepHHOT mepuoj, KanuHram
BOBeAyBa ,VHHUCEKC Kopeorpadwmja“, kopeorpaduja Ha pojoBa
KOOIIepalrja, uija 1ell € UCIIUTYBABETO Ha JABIKEHETO, IBUKEHETO KaKo
JBIKCH-E, KaKO OJIJICNICH JIBIDKCYKH EJIEMEHT, KOj € OCHOBara Ha
TaHIIOBAaTa aHaJIKM3a, HE3aBUCHO O] POJIOBHOT MJICHTUTET Ha W3BEAyBayOT.
CruB IlakcToH, mak, ce 3aHHMaBa co ¢arujaiHa ekcipecuja u ynorpeda
Ha CEKOjIHEBHU IBIDKEHA, KaJie IMTO ce M30ErHyBa JIOKAXKYBAHETO HA
Ma)kKeCTBEHOCTA Ha MIOCMATPayoT.

On moryes Ha UCTOpU3allMjaTa HA JKEHCKOTO TaHI[OBO TEJO, MHOTY
gyecTa Te3a Ha (PEMHHHCTUYKUTE TEOPETHUApKH € JeKka Oemuor Oaner e
OTIPECHBEH 32 KEHUTE, a MOAECPHHOT € ocinoboayBau. Mako mo3umujara Ha
’KeHata BO 0aJeTroT e mpuMapHa, Taa CeMak € 3aBHUCHA OJ MAaIIKHOT
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npuapxysad (pas de deux). Eqna HagBopenrHa TemMaTuka € mperuieTeHa u
HU3 OajeTckara Hapalmja, KaJie ITO OCHOBHOTO U HAaj3HAYAjHO CIIyUyBamkhe
BO JXMBOTOT Ha €JIHA XKe€Ha € OpayHWOT 4YWH. M BO KIACHYHUOT M BO
MOJIESPHUOT TaHI|, CyAOWHATa HAa THUIUYHATA JkKeHa € Opakor. [aBHUTE
VIIOTH C€ W3BEIyBaHU OJ MJIAJM U BUTAIHU OAJIEpPUHU, KOM CE BO €KOT Ha
cBojaTa (pu3MuKa cHara, ceKcyajaHa M TaH4apcka cuia. 20 BeK € mepuon
Ha KEHCKa JOMHUHanuja. PaHHOT MoJiepeH TaHI| ja IMOCTaByBa YKEHATa Ha
no3uIMja Kaje INTO Taa cama cebecH € JO0BOJIHA, C€ jaByBa Kako
u3BeyBay, Kopeorpad, MpoayleHT W TemaTa 3a OpayHara 3aeqHHIA ja
ryou cBojaTa akTyerHocT. MHBa3ujaTa Ha MCKIIYUYHMBO JKEHCKU U3BEAyBaun
u xopeorpapu (Jloj Dynep, Ucumopa [ankan, Pyr Cen J[lenu) ro
3acuiyBa ()eMHHH3MOT, ce OOpW 3a CWJIHATa IO3WIMja HA JKEHATa BO
OIIITECTBOTO KaJe ITO ce HaOJIeTHyBa Ha JKEHCKaTa EMaHIIMIIAIHja,
HACTIPOTH PENpOAYKTHBHATa TaTpHjaxallHa yJiora Ha JKeHaTa BO
ONMMITECTBOTO 0X 19 Bek, MpeTcTaByBajKM ja Kako CKJIAQIUINTE Ha
IyXOBHOTO W  OokectBeHOTO. Mepu  Burman, co  cBojor
eKCIPECHOHUCTUYKH TaHII, JaBa e/[Ha MOMHAKBA CIIMKA 3 KEHCKOTO TEJIO
KOE CeKorall OMJI0 BO3BUIIIYBAHO M €CTETU3MPAHO. Taa ro mpuKaxyBa BO
€JIeH CHJICH EKCIIPECHOHUCTUYKH MPHKa3, KaJie IITO He MOpa Jia IOMUHUPA
y0aBOTO M KEHCTBEHOTO. Ja JIoBelyBa BO Tpalllakbeé KOHBEHI[MOHAIHATA
KEeHCKa yOaBHHa, MPUKAXYBajKU ja Japyrara CTpaHa Ha jKeHara, Koja
cekoram Owia MapruHaim3upana. Co T1ojaBaTa Ha TaHYApKUTE O]
[lazmcoHOBHOT TaHIIOB TeaTap, joara 0 HOB pecBpT. MIBoH PajHep mpaBu
Kopeorpadun camMo 3a KEHCKH HW3BEIyBayH, KajJe IITO Ha BUJICIHHA
moaraaT BEIITHHATA, WHTENETEeHIMjaTa, KOMIIETEHTHOCTa M CHJIaTa Ha
KEHCKOTO TEJO HACHpPOTH HEXHOTO, clab0 M KPEeBKO JKEHCKO TEJIO0 Ha
Oanepunara. KomOuHammjata oJ1 Te0, EMOIMja U HHTEJICKT MPEe3eHTUPaar
KaKO €/IHO JKEHCKO TEJI0 MOXKE Jla BKJIIydyBa c€ caMo 1o cebe, a BO UCTO
BpeMe MOXe Ja Ouje JOBOJIHO €pPOTHYHO W TONMTHYKO. Paborara Ha
Tpumia bpayn m HWBon Pajuep noHecyBaaT Ha clieHa €JIEMEHTH Ha
nOepasHo-PeMUHUCTHYKNA TPOEKT Ha H3eIHAYyBamkbe Ha POJOBHUTE H
HUBHaTa paboTa OWia peayHa MOJMTUYKA TpaHc(opmaimmja BO CBETOT Ha
YMETHOCTA.

169



KYJITYPHU PEIIPE3EHTALIMN HA PO/JJOBUTE...
TenoTo Ha M3BeAYBA4OT (YMETHUKOT) € 00jeKT Ha OMOMOIMTUKATA U

MOJIUTH3UPAKHETO Ha TOJIOT BO OJHOC HA CTpaTernuTe Ha Biacta. Dyko ro
3acera mpoOJIEeMOT 3a TOa KaKO TEXHHUKHTE ja jac-0T CTaHyBaaT MpoOJeM U
00jeKT Ha Jp>kaBHaTa BiacT. EHA Heroma craTwja MpUKa)xcyBa IIema 3a
UCTOPHUCKO aHATM3UpPakEe HA ,,HAUMHUTE KaKO CE CaMOpacrio3HaBaMe BO
OIITECTBOTO, KAaKO JEN OJl COIMjaliHa IeJTMHA WJIM KaKo JIeN OJ] Halluja
wm npxkasa.” (Essential Works of Foucault 1954-84 "The Political
Technology of Individuals": Power, James Faubion, ed. New York: The
New Press, 2000, 404). Cnopen ®dyko, OuonoguTUkaTa € MOJUTUYKATA
BJIACT KOja HaBJIETYBa M TM KOHTPOJIUPA CHUTE ACIEKTH HAa YOBEKOBUOT
KHUBOT, a OuWOBIacTa € TEXHOJOorMja Ha OHOIMONMTHKATa, Koja To
KOHTPOJIPA HACEIICHUETO KaKO TPyIa, HMajKi MOK OYKBAJIIHO BP3 TEIOTO.
OcCHOBHUTE OWOJIONIKK KapaKTEPUCTUKA Ha YOBEKOBHOT BHJ| CTaHyBaaT
00jeKT Ha TOJWUTHUYKH CTPAaTEru, JeJ OJf TeHepalHaTa CTpaTerrja Ha
BiacTa. buoBnacra € u KOHTpOJa Bp3 AUCHMIUIMHUPAHETO HA TEJIOTO BO
OJTHOC Ha HABUKHUTE, PEMPOAYKTHBHATA MPAKTHKA, CEKCyaJHOCTa U CII.
buononutrukata ¥ TEXHOJIOTMHUTE MMaaT BJMjaHWE BP3 MOUMOT ,,ITON° -
corjasieH u Ouomnomku. Temara € co OMIITECTBEHO-CONUjaICH KapakTep,
a HAJIOBP3YBajKH CE Ha COBPEMEHHUTE pa3Oupama Ha mephOopMaHCOT, Kajie
ITO c€ ITO Ce MpaBu (U3BeayBa) € mephopMaHC, MOXKEME J1a 3aKITyIHMe
JieKa BIIMjaHUETO Ha OWOIMOJUTHKATa W OMOTEXHOJOTHMHTE OCBEH INTO €
TECHO MOBP3aHO CO CEKOjTHEBHOTO YOBEKOBO IMOCTOCHE, € BO HCTO TOJKY
utaboka penanuja u co nepdopmancot. Koiaky u CHIIHO J1a € BIIMjaHUETO
Ha CcHCTEeMaTH3allijaTa, COBPEMEHHOT AyX € C¢ TOBEKe CI000JIeH U Ce
O0opM 3a HCTAaKHYBAmkETO Ha pa3jIMYHOCTHUTE W CHMHYBAWmETO Ha
Oapukagure. Bo mepdhopMaHCOT ce IOCTaByBa MPAIIAKETO 38 CTPATETHUTE
M TaKkTUKATE HA  W3BEIyBaWmE/KOHCTPYKIMja HA  TAHIIOBOTO
XETEPOCEKCYAITHO, XOMOCEKCYaTHO, JIE30MCKO, OMCEKCyallHO, aHIPOTEHO,
MOJIUCEKCYATHO MM acekcyainHo Teno. Co MoHyJaeHaTa CIMKa TOBTOPHO
ce OCTBapyBa OHO]j oriefalieH e(eKT, Kaje ITO YOBEKOT BO IMyOiHKara
NPEeKy TaHIIOBOTO TEJIO Ce IMpOoHaora ce0ecH Kako XeTepOCeKCyasleH,
XOMOCEKCYaJIeH, aHJPOTHH U CII. [10JIOT 1 HETOBOTO HAJIMUHYBAHE C€ OJI
roJIeMO 3HAYeH-E 3a OIIITECTBOTO M Tpeba Ja Ouje Ien Ha cekoja eaHa
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WHIWBHUIYa Koja n3bupa na xuBee cnobomHo. Cexoja 0] OBUE CTpaTErHu
C¢ MOMAJIKy Ce TpeTHpa KaKO eCTEeTCKa KaTeropuja WM KaTeropuja Ha
eMaHIMIaIMja Ha MOXXHOCTUTE Ha 0CJI000/1yBabe Ha TEJIOTO M MOTJIEAOT
Ha TEJIOTO M MOBEKe KaKO0 KPUTHKA U JCKOHCTPYKIIHja Ha OMIITECTBCHUTE
MOJIyCH Ha TpUKaXyBame W H3paszyBame. OIHOCHO, 32 HCTOpHjaTa Ha
TAHIIOT BO paMKa Ha CTYJAMUTE Ha KYJITypa, HE € BaXXHO IMPAIIambeTo JTajIH
TCJIOTO Ha MAUIKUOT TaH4ap € q)eMI/IHI/I3I/IpaHO WK TCJIOTO HaA XCHCKaTa
TaHYapKa € MaXECTBCHO, TYKy € BaXHO Ha KOj Ha4YMH TIparaHCKOTO
OIIITECTBO CIPOBEIYBa JleCEKCyaln3alldja W IIEH3ypa Ha CEKCYaJHUTE
UJICHTUTETH Ha MAIIKOTO U Ha )KEHCKOTO TEJI0 BO M3Bea0aTa.
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CHEHCKOTO AEJIO HA TIHUHATA: COBPEMEHHUOT
INEP®OPMATUBEH ®EHOMEH BO MY3HUUYKATA "
JAPAMCKATA YMETHOCT, HETOBHOT PA3BOJ U
KOMYHHUKALINJA CO ITYBJIMKATA

The unpredictable future of the artistic phenomenon, that is to say the
future development of its form and content, make it an attractive topic for
current scientific research.  This includes performativity and the
challenges that social changes impose on the performing arts such as
recent technological advances, one of the key factors responsible for
changing the way we create and perceive art. It is key that we determine
the problems with which the main participants in the performance process

are faced:
- the performer — the elements and principles of a successful

technical as well as emotional interpretation of the contemporary art work
- the author —contemporary challenges when writing a piece

intended for public performance
- the audience — a deciding factor of the way performing arts persist

and develop, their value and quality, their existence in general.

In order to accurately hypothesize the future of the performativity
phenomenon, above all musical interpretation, dance, opera, and the
theatre, it is necessary to analyze its evolution through history. This
research paper also includes this aspect, comparing the historical
development of art with the Hegelian dialectic process. Here we impose
the idea for stage art’s ensuing path as a synthesis of its own affirmation
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and negation, resulting with the birth of new hybrid forms and the return

to syncretism from which it originates.

Knygyan 300poBu: mnepdopMaTHBHOCT, H3BeayBau, MyOiMKa,
TMjaJIeKTUKa, CHHKPETHU3aM.

,HeIlrTaTa Moxe J1a ce MpeIBUIaT, Typyu OTKaKo Ke ce ciydar.
- Exen Jonecko, Hocopoe

Bo nyxoT Ha ecTeTMkaTa Ha €lIeH OJl TaTKOBIIMTE Ha Jpamara Ha
arncypaoT, ExxeH JoHecko U caMOTO MOCTOEHEe Ha MOJIEPHUOT YMETHUUYKU
(eHOMEeH, U O0BOj TEKCT CaMHMOT IO cebe OM MMal eJeH MPOTHBpPEYEH
kapakTep. Puxapn Barnep, Koj To ©IMEHyBa CBOETO JIENO ,, Y METHUYKOTO
JeTI0 Ha WAHWHATA BO CaMOTO JeNi0 mwuimryBa: ,,Cexkoram Tiename KOH
WJHAHATA CO OKOTO HA CETramrHOCTa, CO OKOTO INTO MOXE Ja TH MEpH
WHUTE TEHEepaIuu CcaMoO CIOope]a CTaHAapaoT mo3ajMeH onx Jlyreto Ha
CeramHocTa W TO TOCTaByBa TaKa YHUBEP3aJIHHOT CTaHAapA Ha
goBemTBOTO. (Wagner, 1849;86) Mako HaBUCTHHA CM€ OTPaHUYEHU BO
nodakamero Ha popMaTa U HAYMHOT HA TIOCTOCHE HA UIHOTO YMETHUYKO
JIeNo, a CO TOA M Ha UJHOTO YMETHUYKO CIEHCKO JEJ0, KOHCTPYKTUBHUOT
o0MJ MJa ce TOCTaBM XHIOTe3a 3a IOHATAMOIIHUOT pa3Boj Ha
YMETHUYKHOT (DEHOMEH € 3HadaeH 3a pa3Oupame Ha MPOMEHHUTE CO KOU €
COOUYEHO YOBEIITBOTO H IOCIIEAMIIATE OJ] UCTUTE, HE CAMO OJ] YMETHHUKHU
TYKY W O] COITMOJIONIKH ¥ TICHXOJIOIIKY acmeKT. BeymHoct, pa3dupamero
Ha COBPEMEHHUTE NPEIU3BHUIIM CO KOM € COOYEH YMETHUKOT ja JaBa
CIMKaTa Ha HEj3MHATa WJIHWHA, YMja MoTpeda € 3a Ja MOXKeMe Ja TOo
pasbepeMe [1€jCTBYBAaETO HAa YMETHHKOT MHOBTOPHO BO CEralrHOCTA.
CTaTUCTHYKHUTE TOJATOLM TMOKaXyBaaT JeKa TPEHAOT Ha MOCETEHOCT Ha
KYJITYpPHUTE HACTaHU Ha TNI00AaTHO HUBO Omara, MTO I'M BKIy4yBa Mpea ce
cueHckute ymerHuuku wu3Bendou. (National Endowment for the Arts
2015)(National Endowment for the Arts 2015) (TNS Opinion & Social
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2013) Toxkmy 3aToa 1 ce HaMeTHYBa MOTpedara 3a aHaIM3a Ha (DEHOMEHOT,
npes c€ MOpajd HEroBOTO 3auyBYBamke€, HO M MOTHUBOT 3a MCTOTO.
WuTepecen pe3ynrar o HCTpakyBamaTa € ACQUHUPAHETO HA TIaBHUTE
INPUYMHH 3a MIPa3HUTE Calld, OJHOCHO HEJOCTUIOT Ha BpEMe U HEJOCTHIOT
Ha WHTepec, JoJeKa Jypd MO HHUB jgoara (pUHAHCHCKAaTa CIPEYEHOCT.
OuurneHO My3WKaTa U T€aTapoT TEIIKO MOXKE Jia Ce HATIpeBapyBaaTr co
OCTaHATUTE AaKTHBHOCTH Ha JICHEITHHOT YOBEK M C€ MPEeTBOpaar BO ,,OH
3a  wMomHe 3adarenn gyre*  (Jankélévitch, 1961:97), cnopen
dbopmynamnujara koja JeHkeneBud ja mozajmyBa on Epuk Caru. OTTykKa,
JICHEIIHUOT YMETHHK, Oe3 orjieq Ha Toa Janu ce paboTH 3a aBTOPOT Ha
JIeIOTO HAMEHETO 3a CIIEHCKa M3Be0a WM CaMHOT M3BelyBay, € COOYEH
CO HajTEHIKMOT TMPEAM3BHK JlOCEra: Kpu3aTa BO camara IMoTpedba 3a
YMETHOCT, WJIM Hej3uHarta raison d’etre 6apa o €CTETHUKHUTE paclpaBH
MOBTOPHO TOCTaBYBamke Ha MPAIIAkETO 32 OJJHOCOT Mery YTHIIMTapHOCTa
U YMETHHYKUTE BpenHocTH. COBPEMEHHOT JKWBOT, Je(HUHUpAH TPEKY
CEKOJIHEBUETO HA ,,MacaTa MOCIUHIIN ", € BO €IHA OJ] KAPAKTEPUCTUIHHUTE
a3y Ha MjaleKTUYKHOT UCTOPUCKH IMPOILIEC, HA CYIUPOT Mery CTENEHOT
Ha pa3Boj Ha TEXHOJIOTHjaTa U HEJ3MHOTO JIO’)KUBYBamk€ BO CBECTa Ha
yoBemITBOTO. Ce YMHU JeKka CMe CBEIOLM Ha IOTBPAYBAKETO Ha
MapkcoBuTe TBpeHa MPUIUIIYBAHU HAa TEXHOJOIIKHOT JETEPMUHU3AM;
UMEHO JIeKa TEXHOJIOIIKUTE MPOMEHH BIHjaaT BpP3 KYITYPOJIOUIKAOT
pa3Boj, HAYMHOT HA TEpLENIUja Ha KyATypaTa U HEJ3UHOTO JOKUBYBAIbE.
(Heilbroner 1967) IleppopMaTUBHUOT ()€HOMEH BO YMETHOCTa € COOUYEH
MOCPETHO, HO H HEMOCPEIHO CO TOCIEOUINTEe OJ pPa3BOjOT Ha
TEXHOJIOTHjaTa, KOj Cc€ YMHU JCeKa € BO IOCTOjaHO 3a0p3yBame. Mery
BJIMjaHUjaTa BP3 TBOPEUKUOT IPOLIEC HA COBPEMEHOTO YMETHHUYKO JIENO €
U TpOMEHaTa BO ECTETCKUTE BPEIHOCTH, E€CTETCKHOT pelaTUBU3aM H
aKCHOJIOIIKMOT Xaoc, KOM ce Jel OJ MOJepHaTa eCTeTHMYKa MHCIA.
HcToBpeMeHO, COBPEMEHOTO MAeN0, KOPHUCTEJKH ce co ¢opMmyrnaiuja BO
IyXOT Ha JyHTOBHOT apXeTWIl, TM COAPXKH ECTETCKHTE BPEIHOCTH H
TBOPEYKH KOHIIENTH HA CUTE JIOCETAIlIHU YMETHUYKH JIea U € TIPUHYACHO
7a TM HaIMHHYBAa TEXHUUYKHTE, KaKO W WACJHUTE PEUICHHja Ha HETOBUTE
MPETXOIHUIIA OJHOBO M OJIHOBO BO MME Ha opurrnHaimHocTa. OOuIyBajku
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CC MPCKYy aHalin3daTa Ha KOHKPETHHUTC MPCAU3BUIM CO KOHM CE€ COOYCHU

TpUTE€ TJIaBHM 4YiIeHa Ha nepHOpMaTUBHUOT MpOIEC: aBTOPOT,
M3BEIyBAaYOT W MyOJMKaTa, BOOIIITO, HO TpeA C& BO COBPEMEHUTE
COLIMOEKOHOMCKH, TEXHOJIOUIKM U KYJATYpPOJIOIIKH YCJIOBU U HHUBHHUOT
eeKT Bp3 MHUCIaTa, Jla ajJaM HU3BECEH OCBPT BP3 MOJAEPHHUOT TBOPEUKU
IpoIec IMOCBETEH Ha CIIeHaTa, BO MME Ha HEroBaTa WJHHMHA, Cpele
Zeitgeist-OT Ha yMETHHYKaTa €r3ucTeHIMjajiHa KpH3a WIK CUMOOIMYHO,
HEJ3UHOTO COOYYBAamE CO CONCTBEHUOT arcypa.

ABTOpOT

,»Jla ce KOMIIOHUpPa My3HKa, Ja Ce CBUPH WU Ja ce Tiee, UCTaTa Jia ce
MHTEPIPETHPA CO CBUPEHE U CO TIeCHe, WIH JypH KOora ce CITyIna IpUuToa
MTOBTOPHO CO3/1aBajKH CE, 3apeM TOa HE C€ TPU HaYMHU Ha JI€JCTBYBabE, U
3HAYUTEITHO MOBEKE O/ TPU CIydyBama OTKOJKY TPW THOCTHYKH cTaBa?
Co3maBavyoT, H3BEAYyBAuOT, KOj € aKTUBEH CEKYHJapeH Cco3/1aBady, W
CIIyIIATENIOT, KOj € (UKTHUBEH CEeKyHJapeH TBOpel — CHUTE Tpojua
y4ecTByBaaT BO Hekoj BuA MarumueH yuH..“(Jankélévitch, 1961:75) HNako
ce OJHEecyBa Ha My3MuyKaTa u3Benda, TBPACHETO Ha JeHKeIeBHY
OYMIJIETHO MOXKE Ja Ce NPUMEHM Ha CLEHCKaTa H3Benda BOOIMIITO,
BKJIy4yBajkH ja U apamckara. MimeHo, neppopMaTUBHHOT (EHOMEH HE €
CaMoO eTr3eKYIMCKH, TyKy ¥ TBOPEYKHM M HH3 NepPOPMATUBHUOT MPOIIEC
JIENOTO KO€ Ce€ WU3BeayBa ,,IOKMBYBA™“ TIOBEKE O] €IHA Kpealyja.
HcTroBpeMeHo, caMOTO JIeNI0 BO U3BEeCHA TeHEPHUYKa CMHUCIIA CE Pa3JINKyBa
O]l TIOCTMHEYHUTE WHTEPIpPETAlli W Toa MOXE Ja Ouje MOKWBEaHO U
caMo TpeKy 4YHMTame Ha TEKCTOT WIM MNapTUTypara, mpBara ¢aza Ha
MIOCTOCHETO HAa YMETHUKOTO JIeJI0 HaMEHEeTO 3a CIIeHCKa H3Benoa.
(Ingarden, 1931) Cnopen HWarapaen, camMHOT TEKCT WM HapTUTYpa
IPETCTaByBaaT caMmo LIeMa CO MOMOII Ha Koja MpeKy MHTepIpeTanujaTa
AenoTo OW CTaHaIO TPHCYTHO. TEKCTOT WM TMapTHTypara Kako
WHTEHIIMCKU TIPEAMETH C€ BCYIITHOCT BOJIjaTa Ha aBTOPOT Koja To Oapa
CBOETO OCTBapyBame. buaejku mpu co37aBakbEeTO HAa MY3WYKOTO WIIH
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JPaMCKO CIIEHCKO JIeJI0, aBTOPOT ce€ OO0MIyBa Ja ja M3pa3u CBOjaTa BOija
CO TIOMOIII Ha ja3WK OMpEIENCH O] W3BECHU KOHBEHLUH, KOU Ou Tpedaso
Jla TO OJIECHAaT BEpPOJOCTOJHOTO IPEHECYBalk€ Ha HEroBaTra Hjeja HU3
neppopMaTUBHUOT Tpoliec, HOBUTE ujeu OapaaT HoBH 3HaIM. (Ingarden,
1931) On oBaa mpuuMHa U camara opMa Ha HaIUIIAHUTE Jeia OUTHO ce
pa3MKyBa OJf OHAaa Ha JieyiaTa 0l MUHATOTO M €IeH O] MPEAN3BHIIUTE CO
KOM C€ COOYyBa COBPEMEHHOT aBTOp € CaMOTO OeleXeme Ha
WHOBAaTHUBHATA 3aMHCJIA U JIOJIOBYBAaHkE HA COO/IBETHUTE M3Pa3HU CPECTBA
BO camuoT TekcT. IlITo ce omHecyBa mak 10 KpeaTHBHHOT TPEAU3BHK Ha
CO3/IaBakbeTO HAa COBPEMEHOTO YMETHHYKO CLEHCKO JAEJ0, KIyYHHOT
pobJIeM €O KOj € COOUYEH aBTOPOT € NOCTaBYBaK-ETO HAa OPUTHHAIHA UJeja
CO MOMOII Ha Beke MOCTOJHUTE WJIM cOCeMa HOBHU M3pa3Hu cpencTta. OHa
IITO ja MPeIU3BUKYBa TEIIKOTHjaTa € BCYLIHOCT OTPOMHHOT Opoj Ha Beke
CO3IIaJICHU Jiella W HHUBHATa JocTamHocT. [locrojaHaTa M3IIOKEHOCT Ha
BEKOBH YMETHHYKA Kpeallyja, pe3yJITupa cO 3rojeMeHa JIEPUBATUBHOCT H
HE/IOCTaTOK Ha BUCTHHCKA TPOTPECMBHA MHCIA. J[EHEIIHWOT aBTOp TH
TPIH TOCIIEIUIINTE Ha MOJAEPHU3MOT, UCIPITYBAFETO Ha CUTE CPEICTBA H
HUBHO TNpOIIMpPYBame J0 CaMOTO pacrnarame Ha (opmara U Hej3uHa
Heranyja. McToTo ce YMHM JieKa ce CIydyBa M BO IOTJIEl HA €CTETCKUTE
BPEIHOCTH BO yMeTHOcTa; lllenOeproBara emaHIuMamja Ha AMCOHAHIIATA
U PYLICHETO HAa TOHAJIHUOT CUCTEM WJIM HETUPAKETO HAa OCHOBHUTE
eJIEMEHTH Ha Jpamara, Kako AMjaJoroT, Bo Jenara Ha beker u JoHecko
noaraatr mo moesmjatra Ha I[llapm bommep m Heromata ,.ecreTnka Ha
rpaoTo’. OBa UCTO Taka WMa ToJIeMO BJIMjaHHUE BP3 MOJEpHATa TBOPEUKa
npobiemaruka Ouzejku, napadpasupajku ru 36opoButre Ha HHrappaen:
apTU3MOT Ha TBOPEYKHMOT YMH BCYIIHOCT TOYMBA Bp3 TOa OJ CHTE
BO3MOKHH (hOpPMH, OJJHOCHO CPEJICTBA, /1a ce€ 070epaT OHUE IITO MOXKE Ja
Oounar ecrercku BpenHu. OBa e moceOHa TEHIKOTHja Cpele MOJEPHUOT
€CTETCKH peJlaTUBU3aM.
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H3BenyBauor

,Cekoja m3Benda Ha MY3WYKOTO JEJI0 € H3BECHO WHAMBHUIYaTHO
OJIBUBam-€ (IIpOILEC), KOE Ce pa3BUBAa BO BPEMETO M KOE € eIHO3HAYHO
cmecteHo Bo Hero. (Ingarden, 1931;10) Kako Beke maneHa OHTOJOIIKA
nepuHUIMja 32 My3udKaTa u3Ben0a, HO KOja OYMIJIEHO Ce OJHECyBa Ha
KakBa OWJIO CIleHCKa Wu3Ben0a, BKIYYYBajKM ja TIped €€ JapaMcKaTa,
TBpIeHETO Ha VHrapaeH 300pyBa 3a BOHBPEMEHCKATa, OJHOCHO
HA/IBpEMEHCKa KapaKTepUCTHKA Ha CIEHCKOTO YMETHHYKO Jneno. [Ipexy
u3BendaTta Ha Beke HANMIIAHOTO, JeJIoTO ja OCTBapyBa CBojaTa
KBa3MBpPEMEHCKA CTPYKTYpa, HO HCTOBPEMEHO CTaHyBa M pealu3alvja Ha
aBTOPOBMOT HMHTEHIMCKH mpeamer. Cera, BO palere Ha H3BelyBauyuTe,
JIeTIOTO ce Tpeco3/iaBa, J0OMBAa HOBO TOJIKYBalkbe M €MOTHBEH KOHTEKCT
(ko] monmormHa ke Ouje MOBTOPHO HOB KOra JAeinoTo Ke craca g0
nyonukata). [IpoGiemarnkaTa Ha MojepHaTa u3BeAda ce OJHECyBa U Ha
TEXHUYKaTa n Ha CKCIIpECUBHATAa KOMIIOHECHTA. Hosure niaeu,
MPOIIMPYBAKETO HA CHUCTEMUTE 3a H3pa3yBame, OJHOCHO HHUBHOTO
pylIelme NMoCTaByBaaT HOBM Oapama 3a MY3U4apOT-HU3BEIyBad, OJHOCHO
aKTep; camMara MHOBAaTUBHOCT BO HAIMIIAHOTO BCYIIHOCT IPETCTaByBa
Oapame Ha coceMa HOBO, IOTOTalll HEBUJCHO CIIydyBame Ha CIEHATa U My
ja TmpemymTa IIeIOCHO OJrOBOPHOCTa 3a HEroBOTO CO3J/laBambe Ha
u3BenyBadoT. HeroBara 3amaua Bo OBOj cilyyaj, BO HHEIHA CMHCIa He
MOXE Ja ce OIpeau Kako YHCTO HHTeprperanucka. OcBeH Toa, BO
TEXHWYKa CMHCJIA, MOJEPHOTO /IO W HEroBHOT CHHKpETH3aM OapaaT
HOBHU BCIITUHU W HAAMHWHYBAKLEC HA TCXHUYKUTC CIIOCOOHOCTH HA CHUTE
nperxonuuiy. Illto ce omHecyBa m0 mpoOIEMOT Ha eKcIpecujata M
€MOTHBHOTO JOXHMBYBame, OBOj MpoOieM He My Impumara camMo Ha
MOJIEPHUOT YMETHHUK U € Jocera pa3pabOTeH BO MHOTYOpPOJHHM paclpaBH.
CoBpemenara npoOieMaTuka Ha eMOIIMUTE Kaj MU3BEAyBauuTe IMpej ce ce
OJIHECyBa BCYIIHOCT HAa HUBHATa Heraluja BO coBpeMeHuTe aena. Ce YMHU
JeKa MOJIEPHOTO YMETHHYKO JEJI0 BCYIIHOCT, TMpeln C€, IMpEeTCTaByBa
MHTENIEKTYaTHO, & He eMOIIMOHAIIHO UCKYCTBO, CO IITO €KCIIpecHjaTa WiIH
,, TParu3MoT"* cTaHyBaaT €CTETCKH HeraTwBHH. OBa NpeTCTaByBa MoceOeH

178



Wra JlamjanoBcku

npo0iieM BO M3BEAYBAHETO HA IOCTApUTE Jejla CO3[JaBaHu BO JpYr
COLIMOTICUXOJIOIIKA KOHTEKCT, HO M Ha HAUYMHOT Ha JOXXUBYBame€ Ha
eKCIPECUBHUOT MOMEHT NpHU u3Be[0aTa Ha MOAEPHOTO JIEJ0 M HEeromara
yJora BO KOMyHHMKalujara co myonukaTa. [IpuunHaTta Moxe J1a ce Kaxe
JIEKa JIEXKH MOBTOPHO BO COLMOJIOIIKAaTa KJIMMa U MOJAEPHHOT KYIT KOH
PaMHOJYIIHOCTA, KOj MapaJoKCaJIHO KaKo ECTeTCKHM T'M BpeaHyBa M
peurcH TPOTECKHO HarjaceHUTe €MOTHMBHM IpeBHpama. Cropea Toa, Ha
CIleHaTa, MOJE€pHaTa YMETHOCT WJIM MOJYHM WJIM BpECKa M C€ MOMAJKy
ycreBa Jia To MpHBJIeYe BHUMAHUETO Ha MyOJIMKaTa MPeKy CYNTHJIHUOT
u3pas.

ITyoiukara

Tpetnor w® moclneAeH  AYXOBEH  KpEaTUBEH  CY0jeKT  BO
neppopMaTUBHUOT Tmpouec e myonukara. OcTaHyBa HEOATOBOPEHO
MPaNIambeTo ald € HaBUCTHHA aBTOPOT WM IyOJMKaTa JBUTATENIOT Ha
LEJINOT TPOIIEC Ha CO3/1aBambe Ha CLEHCKOTO YMETHUYKO JEJ0 YIITE Of
CaMHOT HEroB 3aueTok. CTaBOBHTE BO OJJHOC Ha MyOJIMKaTa ce UCTO Taka
BO OMNACHOCT OJI €KCTPEMHUTE MPHUCTANU: Jielara WM BOOIIITO HE Ce
oOsupaaT Ha myOiMKara U Iypu UMaar Lel Jia He M ce JA0oNaHaT, WiH MakK,
HUBHATa IIeJI € TOKMY Jia TO J00HjaT HEJ3MHOTO OA00pyBame, BO KOj
cllydaj ce JuieHn o nHauBuayamHocra. Criopen Illneren, camuoT xop Ha
aHTHYKaTa Tparendja, OCHOBHUOT €JIEMEHT OJl KOj W3BHpa Iiejara
YMETHOCT BOOIIIITO, ja TpeTcTaByBa myOmukara. (Schlegel 1767-1845)
OBa JnaBa HMHTEpeceH HayMH Ha TOJKyBambe Ha KOMYHHUKallMjaTa Ha
ny0snkara co aenoro. VIMeHo, mpallameTo 3a Hej3uHaTa yiora BO
nepGopMaTUBHHOT MpOIEC MOXe Ja Cce€ IOBp3€ CO aHajorujara Ha
IPOIECOT Ha KOMYHHUKAIMja U MOTUBOT 32 00jaByBambeTO HA YMETHUYKOTO
neno. JIOKOJIKY OJroBOpPOT Ha MPAIIalkeTO 30IITO YMETHHKOT CE pellaBa
Jla OCTBapW BpPCKa IMOMeETry CBOETO IO M JaBHOCTA, KOja € 4ecTo OWTHa
KapaKTepUCTUKAa KoOja IO pa3iMKyBa MPO(PECHOHATHOTO U aMaTepCKOTO
TBOPEHE, € OCTBAPYBAKETO KOMYHHKAaIlMja W TPEHECYBAaHETO H3BECHA
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nopaka (01 aBTOpOT KOH IyO/IMKaTa),MOe J1a ce Kaxke Jieka CTaHyBa 300p

3a eJJHa YMETHOCT Kako oOpakame. lllnerenoBata Teopuja, mak, OTKpHUBa
MHTEPECEH acMeKT, 0J1 Koj OM Mokese Ja ro TOJKyBaMe TaKBUOT IPOIEC
BCYITHOCT Kako KOMYHHUKalMja Ha myOiukara co camara cebe. (OBa
Ipamiame ce OJJHECYBa M Ha MPOIECOT Ha KOMYHHUKAIMja BOOMILTO, KaKo
MpalIameTo Jalli € HErOBOTO OCTBAapYyBamke HABHCTHHA BO3MOXKHO HIIH,
MaK, CMe CIIOCOOHHM J1a KOMYHHUIpaMe CaMoO CO TOa IITO € BeKe MPUCYTHO
BO Hac camute). Cemnak, HECCOMHEHO € JieKa OJTHeCYBambETO Ha ITyOJIMKaTa €
KITYYHO 32 Pa3BOjOT M HAUMHOT HA IMOCTOCHE Ha Mep(hOPMATHBHOTO JIEIO,
IITO € OYHUIJIeIHO JIeHEC TPEeKy IMOCIeAULUTe Bp3 YMETHOCTa Of
HEJIOCTUIOT Ha WHTepec Kaj myOiMkara, Ha Koj cme cenouu. Llto ce
oJHeCyBa [0 NpPUYMHHUTE 3a OBaa I[10jaBa, KaKO €IeH O]l TIJaBHHUTE
BUHOBHHUIIM € TOKMY TEXHOJOUIKHOT pa3Boj, CO KoOj jgoaraar
MHYyCTpUjaliu3aliijaTa Ha YMETHOCTa, XHUIEPNPOJyKIHjaTa U OTPOMEH
Opoj Apyru, TOIOCTAllHM aKTUBHOCTH, KOW TIPETCTaByBaaT IOMal
MHTENIEKTYaIeH 1 €eMOTHBEH TPEAN3BUK U CO KOW MOCTUHEIIOT peliasa J1a
T'O HCITOJTHU CI000IHOTO BpeMe, Ha CMETKa Ha YY4eCTBOTO BO KYJITYpHUTE
HacTtaHu. Tyka moceOHO MecTO UMa JIECHUOT MPHUCTAIl 0 OTPOMHA apXHBa
CHUMEHU Wu3BeAOM, KOM TI0 MMaaT IIeJIOCHO M3MEHETO HAaYMHOT Ha
oMMame Ha nepPpopMaTuBHUOT (heHOMEeH. Mako MOTeKHyBaaT TOKMY OJ1
HEr0 M Ce HEBO3MOXKHM 0€3 HEroBOTO PEaJHO OJIBUBAKE BO M3BECHA
¢dbopma, CHUMEHHTE U3BEA0U Ce UMHM JIeKa Ce HajroJIeMHOT HelpHjaTel Ha
nepdopmaTuBHOCTa. Ha mpumep, mapajoKkcaiHo, MOIaTONUTE MMOKaKyBaatT
JIeKa c¢ TIoBeKe pacte OpojoT Ha MOCETUTENH Ha TOJIEMUTE KOHIIEPTH Ha
MOTTYJIAPHUTE W3BEIyBa4yH (YU Jefla C€ HAjIeCHO JOCTAIHU W JeNl O
CEKOjTHEBHETO M UMM W3BEIOM HE JaBaaT rojieMa My3WYKa pa3jihKa BO
OJTHOC Ha CTyJIUCKaTa CHUMKA), a C€ MOMAaJIKy Ha KOHIEPTUTE O APYruTe
YKaHPOBH, JIypH U OHaMy KaJe IITO M3Beadara € yHUKaTHA U MPETCTaByBa
enuHCcTBeH mpuctain a0 nenoto. (Pollstar 2013) BeymHoct, ce ynHu neka
KIYYHOTO Ipallame € KOj € MOTHBOT Ha mybnukata? CTaTUCTHUKUTE
HCTpaXyBama MOKaXyBaaT JeKa HajuecTaTa MPUYMHA 332 MPUCYCTBOTO HA
my0JIMKaTa € Of COIHMjaJieH KapakTep, J0AeKa 3HAYUTEITHO TOMaJT IMPOIEHT
OJ1 UCTIUTAHUIIUTE J0araaT MOpaJy camara u3Beada, MTO CaMOTO To cebe
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Wra JlamjanoBcku

¢ BJIMjaHHe BP3 KBAIMTETOT Ha JiejaTa U U3BEIOUTE, CBEJACHH Ha Pa30HO/Ia,
WM oBoj 3a conujanuzanuja.(National Endowment for the Arts 2015)

CLEeHCKOTO 1eJ10 Ha HaHuHaTAa?

Kako ke ce onBuBa MOHATaMOUIHHOT pa3BoOj Ha Mep(HOpPMaTUBHUOT
¢enomen? HMako He MOXe Ja ce Kaxe JeKa CIIEHCKOTO Jel0 € BO
HU3yMHpame, Ce MOCTaByBa MPANICHETO Jald MCTOTO BaKH 32 HETOBUOT
KBAJIUTET W Jajy TE€HUjaJTHOTO COBPEMEHO CIEHCKO JeJI0 OCTaHyBa 0e3
nyOsinka, IITO OM 3HA4Yesll0 HEroBO HCYE3HYyBambe OHAEjKM ja Herupa
HeroBara cmucna? Jlypu ce mocraByBa M MpallabeTo Aadd BOOIILITO
YOBEIITBOTO JIEHEC MMa MOTpeda 0]l KBAIUTETHOTO COBPEMEHO CLIEHCKO
JIeI0 W Jald BOOIIITO TOa MMa YyJIOra BO MOJIEPHOTO OIMILITECTBO?
TpruyBajku o JepUHHPAHETO HAa KPUTEPUYMOT 3a KBAJIMTETOT Ha
YMETHHUYKOTO (CIIEHCKO) JeJ0, TMOBTOPHO C€ BpakamMe KOH HeromaTa
ecTeTcKa BpelHOCT. be3 oryieq Ha Toa MITO JEHEIIHaTa CLIEHCKa YMETHOCT
MOK€ HCTOBPEMEHO Ja Ce€ Hapedye KpajHO palMoHAIU3UpaHa, KaKo U
pacuyt Ha uparuoHanu3dMot, (Ingarden 1931) Toa mTO OCTaHyBa BO
HEeroBarta CyIITHHA € ecTeTckara uHTeHIuja. LlemocHo ce ¢poxycupame Ha
JeI0OTO CaMO aKo Toa Ce IMpeTCTaBH Kako ecTeTcku cyOjext. bes
ecTeTcKaTa KOMIIOHEHTa TOoa caMo Ke yraTyBa Ha Hemrto Apyro.(Ingarden,
1931) Bo Bpeme kora myOnmkara oj Hu3Beabara He Oapa €MOTHBHA
KaTap3a, HUTy OETrcTBO 0J1 pealHOCcTa (BUPTYEIHATa PEATHOCT € JI0CTalHa
MpeKy TEXHOJIOTHjaTa), IeJI0TO € BO OMAacHOCT Jia ja u3ryou amaboynHara
u ce obuayBa Ja ja HAJOMECTH IMIPEKy HaJIBOPEUIHH, TEOPUCKH
noo0jacHyBama. A camara anmabounHa, criopes JeHKenaeBuY, MpeTcTaByBa
OrpOMHA MJIHMHA Ha pa3MuciyBame U ABoyMmeme (Jankélévitch 1961), u
BpEIHOCTA Ha JIEJIOTO CEMaKk MOXKEeMe Jia 'O MEepUMe BO MHTEH3MTETOT Ha
HETOBOTO HJHO WHTENEKTYalHO U €MOTHBHO JIO)KMBYBaWb€ BO CBECTa Ha
nmy0JiMKara, co Toa W HETOBOTO BiIMjaHWE Bp3 Hea. OBa, Mak,3aBUCH OJ
noBepbara Ha myOJMKara BO YMETHHMYKOTO JI€J0, KOja € TEIIKO Jia ce
OCBOM BO TIEPHOJ] HA OMAaCOBYBAamkh€ Ha CKENTHIIM3MOT U 3a KOja peraBadka
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CLHHEHCKOTO JEJIO HA H/IHUHATA: COBPEMEHHOT...

¢ HeroBara €CTeTCKa BPEJHOCT (JoBepOaTa ce YMHH Ce MOCTUTHYBA CaMo

IIPeKy MOMEHTOT Ha y0aBoTo, 0e3 orjel Ha HAYMHOT HA HETOBOTO
nouMame). ,,be3 MucHujara Ha YMETHHYKOTO JeJ0 BO ce0e /Ja BIUIOTH
€CTeTCKa BpEAHOCT, HEMa YMETHOCT, HO ja HeMa HM Hej3uHaTa
ONIITECTBEHa, KyATYpHa WMJIM KakBa Owio jgpyra  MucHja.”
(Ingarden,1931;66) Ako ro pasrienyBame, Mak, MCTOPUCKHOT Pa3BOj Ha
yMeTHHUYKaTa (opmMa HHM3 IpH3MaTa Ha XerelvjaHcKaTa IujaleKTHKa,
MOXE JIa ce KaXe JleKa YMETHHYKOTO JeNI0 Ha HWIHWHATA, OTKAaKO TO
NpEeXHBYBa  HCIPIYBAaKbETO HA  CHTE TIO3HATH  CpEACTBAa [0
MOCTUTHYBAWkETO HA COBPIIECHUTE KIACUYHHU (POPMU, WIH MOCTABYBAKHETO
Ha 11eJI0OCHO 0OopMEeHaTa Te3a; MOTOa HUBHOTO PYLICHE U CO3/JaBambeTo Ha
,»,AHTHYMETHOCT*, KaKoO HEj3MHA aHTHUTe3a, Ke IPeTCTaByBa M3BECHA
CHHTE3a Ha CoIlCcTBeHara adupmaiyja u Heranuja. HoBa ymeTHocT, Kako
JIeNT OJ1 AMjaJIeKTUIKaTa Criupaia, Koja >KHBee IPeKy coceMa HOBH, MpeJ Ce
CUHKPETHYHU (HOpMHU, BpakajKu c€ KOH MUHATOTO Ha CBOETO MOCTOEHE, HO
OJIHOBO M3MUCIIYBajKH TO BO HOBA CETalIHOCT, BO cebe MHKOPIIOpUpajku
M PaMHONPABHO CBOETO OINIITO M IOEIWHEYHO, DAlMOHATHOTO W
MPaLMOHATHOTO Hauello, JecTpyKlujaTa U Kpealujarta.
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Wga JlamjanoBcku
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Munyom b. AHIOHOBCKH UDK 373.5.035:792 (497.7)
Meiynapogno yuunuwite ,,Hosa“ Makegonuja

OBPA3OBEH 3EMJOTPEC: BOBEAYBAIBE 3AJIOJIZKUTEJIHO
TEATAPCKO OBPA30BAHUE BO CPEJHOIIKOJCKHNOT
OBPA3OBEH INTPOIIEC BO MAKEJOHMUJA

Due to the progress of technology and the turbulent producing of
information, the pedagogy is confronted with a new challenge : to redefine
and to re-evaluate its own methods. The role of the education process is
devaluated; memorizing things becomes shorter and shorter because the
habit to memorize them for long terms, or to learn them is slowly fading
away.

So, the question is what to be offered on the market of knowledge?
How to provide that content? Is there a need of giving another shape of the
didactic programs and plans in the education institutions?

Thirty high school students from Macedonia from various cultural and
ethnic origins have taken part in the research made in the period from
30th of May until 3th of June 2016. The age limit was from 15 to 18
years, which is a period when the brain activates some processes that
shape the emotional intelligence of a individual. The questioned students
had to answer anonymously fourteen questions of a structured
questionnaire, and the qualitative and quantitative data provided a very
useful information about this domain. It is believed that they will be of
great contribution to the raising of people's awareness about the need of
making the theatre mandatory in the high school education process in
Macedonia.
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OBPA30OBEH 3EMJOTPEC: BOBE/[YBAILE 3A/[OJDKUTEJIHO...
Knyyan 300poBu: Tearapcko oOpa3oBaHHe, JApamMcKa YMETHOCT,

Pa3Boj Ha TUYHOCT, THMHA3UCKO 00pa30BaHKeE, Mearoruja.

3omro penepuHUpPaKkE HA MEAATOIIKHMOT METOAOJIOIIKH anapar?

Kynrypnara  memopuja  moctojano  ce  peaepuHupa U
pekoHTekcTyanusupa. KynTypHure cioeBu Ty ce OOHOBYBaaT Ty ce
IPENOKPHUBaaT CO HOBHM CJIOEBUM Ha 3Hadyewe W 3Haewme. llemarorujaTta,
IMCIMIUIAHA KOja Ce 3aHMMaBa CO TPEHECYBAamkETO Ha THE 3HAcHa H
3HauYema, MOCTOJaHO CE€ COOYYBa CO 3a/ayaTa Koja M € J10/eJieHa OJaMHa:
7la TO YCTPOM 3HAeHETO CO37aBaHO HU3 MCTOpHjaTa, KaKo M Ja W3HajJe
CHCTEMH W CTPYKTYpH KOW OW TIpHJOHENE 3a HETrOBOTO IOJIECHO
IIPEHECYBambE.

[Tocaenumure o1 TEXHOJOUIKUOT Pa3Boj ce MaHU(ECTUpaaT U MPeKy
JICBAJIOPU3UPABETO Ha YJIorata Ha BOCIHMTHO-OOPAa30BHUOT MPOIIEC;
JKUBOTHHOT BEK Ha TIOMHEHETO € CC¢ MOKPAaTOK M MOKPATOK 3allTo
HaBUKaTa HEIITaTa J1a Cé MEMOpHpaaT, Kako W TPajHO Nla Ce Haydyar,
n3bnenyBa. Ce e momocTanmHo oj Kora Oujo, c€ MOXe Jla C€ MEMOpHUpa CO
elIeH KJIIMK M YOBEKOT HeMa MoTpeda 0/ yMCTBEHO HaIperame U MEHTAITHO
aHTaXXupamwe — HHPOopMaIMUTe JEHOHOKHO MY ce Ha Jodar.

[lopangun oBaa mnorpeba, BOCIUTHO-OOPAa30BHUTE JUCLUUIUIMHHU C€
coouyBaar co cieaHuTe mnpamma: LTo 1a ce MoHyaM Ha MmazapoT Ha
3Haemero? Kako na ce monyau Taa conpxkuHa? IlorpeOno mm e
npeoOINKyBake Ha HACTaBHUTE NMPOTPaMH U IJIAHOBU BO OOPa30BHUTE
uHctuTyuuu? Iloctonm nu pasnuka mery GpopMamHOTO U He(hOPMATHOTO
oOpaszoBanue? JIMIaKTUKTHUKHUTE IUIaHUpamka Ha HACTaBHHOT MpOIEC ce
MoBeKe U MOBEKe ' MHKOPIOpHpaaT HepopMaTHUTE alaTKu BO MPOLIECOT
Ha TIpeHecyBame Ha 3Haecwmero. Ce TocTaByBa W MpAIlIameTo JIajH,
MOXeOH, MeTojoJjorhjata Ha HedopMamHOTO 00pa3oBaHHWE € IOTOJKY
npuUcyTHa BO (DOPMANHHUOT OOpa3oBEH Mpolec IITO M caMaTa Beke e
¢dopmanuzupana?
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Mutomr b. AunoH0oBCKH
[lenta Ha OBa UCTpaXKyBame HE € caMo Jia ce 00uIe /a 1aje OJIrOBOP

Ha TOPENOCTaBEHUTE Mpallkha, TYKYy M Jla TO Cyrepupa Toa IITO WIHUTE
BOCIUTAHMUIIM OM Tpebasio J1a ro y4aT; Aa ' u3depe U MOHYAU HAaBUKHUTE
W/WIM  BENITHHUTE KoM OW Owie TOJNIe3HW W AaIUIMKaTUBHH BO
CEKOjTHEBHETO Ha BOCMUTAHUIUTE. [IOKOHKpETHO, JaiaM Tearapckara
YMETHOCT/BEIITHHA Tpeba /1a ce BOBEJE KaKo 3aJOJDKUTENIEH MPEAMET BO
CpeAHUTE YYMJIUINTAa BO MakeJoHHja BO €JHa O] YETUPUTE T'OJUHU O]
T'MMHA3UCKHOT 00pa30BeH mpoliec, 1o u3bop Ha yuyeHukor? Kou 6u Oune
IpUIOOMBKUTE OJ1 TAKBaTa MPOMEHA BO 0OPa30BHUOT Iporec?

[Ipen ma mpomomKkuMe, HEOMXOIHO € Ja ja JepuHupaMe Tearapckara
YMETHOCT, HO U JIa ja pa3riefaMe norpedara Ha YOBEKOT Jia MpaBu/Triieqa
TeaTap. ENMHCTBEHO HAa TOj HaYMH K€ MOXKEME IOJIECHO Ja J0jleMe JI0
OJITOBOPOT 30IITO TeaTapoT Tpeba 1a cTaHe JIeNT 01 00pa30BHUOT MPOIIEC.

IITo e TeaTap?

3a Toa JeKka YyMETHOCTHTE HEKOrall YWHEeJe €IMHCTBO MOXKe Ja ce
yBEpUME OJI MHOTYOpOJHHMTE JOKa3M 3a MOTEKJIOTO Ha TeaTapoT Of
TUTHPAMOOT — KHHKEBHO—TIEp(OPMATHBEH BUJI Off aHTHKATa KOj IMO0IHA
ucuesHain. Tparenujara Bo AHTHYKA [ piivja mpouserysa o JUTHPaMOOT.
Jutupam60T € mecHa BO dYecT Ha Ooror JlMoHWC, oprujacTUyHA |
naTeTuyHa, TMpHIpY)KyBaHa co ¢purucka ¢iejta U Bo (pUTHCKa
xapMmonuja. [IpuapyxyBaHa € 1 o1 MUMHKA. 3a BpeMe Ha [[MOHU3UCKUTE
CBEUEHOCTH, OJl OBaa IECHAa C€ pa3BMJa XOpcKaTa IecHa, Koja, MakK,
eBojyupaia Bo Tparenuja. Co TEKOT Ha HEJ3MHHOT pa3Boj, OJ] XOPOT ce
M3JIBOMII €/IeH aKTep, MoToa JBajla, Na Tpojla akTepH, KOU I'M Ipe3eMaie
poijuTe Ha UWHAMBHAyaJHM JIMKOBM BO U3Bendara Ha ClIeHarTa.
[Ipousnerysa aexa nuTUpamMOOT € MEAUYMOT MPEKY KOj, O/ PUTYaJOT, ce
pasBmiIa TpareamjaTa Kako Teatapcka opma.

MunoBan 3apaBkoBuk [MunioBan 31paBkoBUN]| € CPIICKU TeaTapcKu
OpoAyleHT, mnpodecop Ha benrpaackara akaaemMuja 3a JApaMCKH
yMeTHOCTH. Bo Peunuxom na ochosHume meamapcku noumu 1MoJ HETOBO
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ObPA30OBEH 3EMJOTPEC: BOBE/[YBAGE 347JOJDKUTEJIHO...
aBTOPCTBO, MpOd. 31paBKOBUK HYIW HU3a (OpPMyJAllUH U T'd 00jacHyBa

CHTE 3Hauema INTO OBOj KOHOTATHBEH IMOMM TH monpa3dupa. [lommor
noszopuwme (Tearap) ©Ma CTapOCIOBEHCKO TIOTEKIIO M O3HAYYBa MeCmo Ha
KOe Hewmo ce Haora: MecTo 3a U3BPIyBambe CMPTHA Ka3Ha, MECTO Ha KOE
Ce OJIBMBa HEKAKBO JI€]CTBO, HAJU€CTO aKTEPCTBYBAETO.

ITon moumoT meamap TOj moxapa3dupa W ,,JPYIITBEHA AEJHOCT Te.
KOMIIJIEKC Ha TeaTapCKUOT KUBOT BO 00JIacTa Ha KyATypaTa i yMeTHocTa“
(3napaBkoBuk, 2007:115).

TearapoT, UCTO Taka, ja moapa3dupa U MHCTUTYIMjaTa 3310JDKEHA 32
OpTaHU3UpPakEe U MPHPEAYBAkhEe TEaTapCKH MPETCTaBU. 3IPABKOBHK BEIH
JleKa CO HAacTaHyBameTO Ha TearapoT BOo AHTHMYKa ['pumja goafa 1o
pacuiieHyBame Ha:

,,a. MeamapoT — KaKo ToCceOHa OMIITECTBEHA M YMETHHYKO — CIIEHCKA
JIeJHOCT

6. meamapckomo Oeno — Apamara, Kako 1moce0eH BU KHIKEBHOCT (a
BO HEJ3MHUTE paMKH cliafaaT U Tpareaujara, KOMeujara, caTupaTa)

B. meamapckume co030a6ayu — JAPAMCKH aBTOPH, aKTEpU KaKO U
MpPBUTE TeaTapcku TeopeThyapu U opranuzaropu’ (3apaBkoBuk 2007:
115).

Tearapckara yMETHOCT € CHHKpETHYHA YMETHOCT BO KOja y4eCTBO
UMaar TOBOPOT Ha TEJOTO, TEKCTOT, aKTEPUTE, PEIKUCEPOT, APAMaTyproT,
cienorpadot, koctumorpador, myOaukara ¥ TH. ETUMOJIOMIKK MOUMOT
TeaTap BOAU MOTEKIIO O] 300poT OEATPOV MITO 3HAUU Mecmo 3a 2ledarve,
enedaruwme. IlOTEKIIOTO Ha TeaTapckaTa YMETHOCT € pEJIMIHUCKa,
Marucka, putyansa. IlepdopmaTtuBHOCTa, TeaTpalHOCTa CE€ jaByBa BO
puUTyanuTe 0]l MPBOOUTHOTO BpeMe BO KyJTypaTa Ha MPBOOUTHHOT YOBEK
KaJe TpPeKy TaHIl, Teekhe, MUMHUKAa W TeCT YOBEK/Tpyma To HW3BeIyBa
pUTYaJoOT, a OCTaHaTUTE MPUCYTHU ce BO (GYyHKIMja Ha MyOJInKa
(uctoBpemeHo u ydecHHIM). [lodeTokoT Ha TeaTapoT € TOKMY BO
MOMEHTOT KOTa Ce MpaBu JIUCTUHKIM]a METy OHOJ KOj U36e0y8a W OHOJ KOj
Habwyoysa/eneda. On putTyanHo-oOpenHaTa Gpopma TeaTapoT cO TEKOT Ha
BPEMETO C€ CTEKHYBA CO €MUTETOT MAaCOBHO KYJATYPEH MEAUYM M CE€ CMETa
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Mutomr b. AunoH0oBCKH

3a MEIMYM KOj € HajIIOTOACH 3a JIECHOOCTBApJIMBA KOMYHHUKAIHja CO
Macara Ha KOja M € HaMEHET.

TeatapoT e Toa IITO ce CilIydyBa BO TeaTapckaTa caia. 'pyma myfe
WIA €JCH YOBEK IPaBH/M3BElyBa HEIITO HA MPOCTOP INTO CE HAapEeKyBa
cueHa. HacnpoTu crieHaTa, BO TJIEJAUINTETO, CEIU IyOJIMKaTa Koja To
HaOJby/lyBa TOa IITO CE€ CIy4dyBa Ha clieHaTa. TeaTapoT ja MUMa MOKTa Ja
co3llajie meamapcka uay3uja - MOMEHTOT Ha PEKOHCTpYUpame Ha
CllyuyyBama Off CEKOjIHEBHUOT >XMBOT Ha CIIeHA BO KOM IyOJiMKara
IIEJIOCHO BepyBa. HacTanyBa co momoln Ha akTepuTe IITO Ce Ha ClieHa U
CO HHBHOTO OJUTPYBamke HU3a OJ] HACTAHHU NPEKYy MUMHUKA, TeCT M TOBOP.
Peuncn cexoram mnpuapy)KeH €IEMEHT Ha TeaTapoT ce€ KOCTHMHTE,
crieHorpadujara, MIMUHKATa, 3BYKOT M MY3HMKaTa, OCBETJIEHHUETO KOW, CO
aKTepuTte, ja hopMupaar u 300raTyBaar Tearapckara wiysuja.

TearapoT mpercraByBa YMETHOCT IITO HMCTOBPEMEHO € U BE€YHA U
MOMEHTHa. Moke J1a ce pernpoaylupa U Ja ce 0OHOBYBa IOCTOjaHO, HO
HUKOTAIIl HE MOXKE J1a Ce PENpoyLupa UASHTHYHO €HO 10 APYTO.

Kanarankara Cy3an bener [Susan Bennett], nutupana Bo kHuUrara
Teopuja/Teamap: Boseo na Mapk ®opTtuep, muIIyBajku 3a TeaTapcKara
perenuuja, 300pyBa 3a T.H. coyujairer 002060p, K0Oj TIeAa40T/myoIuKaTa
r'O CKIIydyBa CO IJIEJJAFhETO Ha €Ha TeaTapcka MpeTcTaBa. Taa Benn Jeka
TJIeZ]avuo0T, CIIOpe ,,IOTIHUIIAHUOT JOTOBOP®, BO TO] MOMEHT: ,,ipudaka aa
Ouje mMacuBeH BO CBOETO OJHECYBame, HO OTBOPEH, BOJCH W aKTUBEH BO
npudakameTo U JEeKOJAUPAmETO Ha 3HALUTE IITO CE€ peAaTr Ipe] HUB.
(Bennett, 2002:137)

3omro riaexame/npaBumMe Teatap?

JBajua ncuxomnosu, Ex I1. bran [Anne J. Blood] u PoGept I1. 3aTope
[Robert J. Zattore] onx HeBporncuxoJIOMIKHOT MHCTUTYT BO MoOHTpeal,
Kanana, HampaBuie HCTpaKyBambe€ 3a BIMjaHHETO HAa MYy3HWKaTra Bp3
nyreTo. Bo HUBHOTO UCTpa)kyBame ydecTByBajle 5 MAIIKH U 5 KEHCKU
nuua, crygeHTd Ha Bo3dpacT o 20 nmo 30 roaMHH, CO MHUHUMYM
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OBPA30OBEH 3EMJOTPEC: BOBE/[YBAILE 3A/[OJDKUTEJIHO...
OCYMI'OJUIIIHO UCKYCTBO BO oOyiacta Ha My3ukara. Cmeraie Jeka JyreTo

LITO C€ 3aHMMaBaaT CO My3UKa CE€ MIOCOOJBETHHU 3a HUBHUOT €KCIIEPUMEHT
3aIITO BEPOjaTHOCTA 3a CUIHU eMOMUGHU peakyuu TIOPAaAH CIyIIambe
My3WKa Kaj OBHE JIyfe € Tmorosema. Pesynrature oa HHUBHOTO
UCTPaXXyBame ce 00jaBEHH BO HUBHHOT 3a€AHUYKU TEKCT (CO MPHIUYHO
70iar HacloB): Kopenayuja mery unmensuenume peakyuu Ha yHCUBAFEMO
npu cayuiarbe My3uKa U akmueHOCma 60 MO30YHUMe YeHMpUu 002080PHU
3a naepada u emoyu’,

[Tpamamero koe bmag u 3arope ro mnocraByBaaT € OCOOEHO
MHTEPECHO, HO PETKO MOCTaBYBaHO Ipalllalkbe Ha KOE K€ ce HaBpaTHMe
MOJIOI[HA BO TEKCTOT. YIITE MOMHTEPECHO U IMOPETKO IOCTaBYBaHO €
MpallamkeTo 30IITO HEKOj caka Jla OJU BO TeaTrap W Ja TJiefja TeaTapcka
MpeTcTaBa, a 30ILITO HEKO] IPYr caka Jia o MpaBH TeaTapoT, OJHOCHO Ja
M3BE/YBa, J1a pexXupa UK Ja MUIIyBa Teatap?

Cekoj uma cBOj OAroBOp Ha oOBa mpamame. Hue ke ru monyaume
CIIETHUBE:!

1. Ilorpebata 3a/0 TeaTap € NCUXOJIOIIKA MOTpeda Ha CEKOj YOBEK

2. HaydHo e mokakaHo Jeka Mpu cpemda cO TeaTapoT HacTamyBa
HEBPOIICHUXOJIOIIKA PeaKiija BO OpPraHu3MOT

Ymire mnoBaXHO € JleKa HUCTUTE HEBPOICHUXOJIOIIKH peakuuu
HacTalmyBaaT M BO OpPraHM3MOT Ha THE LITO T'O H3ydyBaaT/mpoyyyBaar
TeaTapoT.

IIcuxoomku 0AroBOP

HNmame norpeba ox Tearap 3allITO TeaTapoT € CTUMYJ 3a HAIIUTe
€MOLIMM, 4YyBCTBa, enudaHuM, cekaBama W KaTap3a. TearapoT HHU
OBO3MOXYBa Ja ce HIeHTU(UKyBaMe CcO TpHUKa3zHaTa, HACTaHWUTE U
JUKOBUTE Ha €Ha TeaTapcka MpeTcTaBa W Ha TOj HaYMH Ja MpeIu3BHKa

! M3BajonM O OBaa KHHUra, Kako M ACTAIM O HUBHOTO HUCTPAXYBakE, CE
JIOCTAIHU ¥ HA UHTEPHET.
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Mutomr b. AunoH0oBCKH
YyBCTBO Ha €MIIaTHja Kaj HAac, OJJHOCHO €MOTHBHO na He morpe. [Ipeky

TeaTapoT ce crio3HaBaMme cebecH, HO TH CIT03HaBaMe U JIPYTHTE OKOJy Hac.
Teatapor HE Bpaka HHM3 ceKaBamaTa W Oyad CIOMEHH INTO TH
npero3HaBaMe BO HACTAHUTE INTO C€ OJUTPYBaaT Ha CIIEHA WM, TaK, T'H
nperno3HaBaMe Kaj Hac caMHTe.

TearapoT ja ©Ma MOKTa Jja HE ONYIITH U Ja HE OCI000IU O] CTpec,
HeroBara (yHKIMja € TepameBTCKa 0e3 orjex LITO TearapoT MOXKe,
MOHEKOTaIl, U Ja H¢ 3arpku win BosHemupu. O apyra crpaHa, ToOj TO
NpeIU3BUKYBa YYBCTBOTO 3a MPUMAJHOCT KOH KOJEKTUBOT M Moxke (6e3
pa3iMKa INTO HE CeKoraml) Ja TH TOBp3€, COBNAJHE, peryimpa H
HCTIPOBOIIMPA eMOIUHTE Kaj myonukata. [Ipeky enHa Teatapcka mpeTcraBa
€MOTHBHO C€ YHCTHME OJI CHTE€ NPUTHUCOIM H BO TAaKBH MOMEHTHU
,OIUTPYBAKETO € TPHAPYKEHO CO MEHTalHa KaTrap3a, MpH IITO ce
ocio00yBa 3aKkoueHaTa eHepruja U joara 70 paspellyBambe 0 JOTOorall
HECBECHU M HEIEeNUCXOJHU MEXaHW3MM KOM ro MHXuOupaiue (...) “ oHOj
IITO TO TJeaa uin ro npasu Tearaport ([lokuk, 1995:63).

And I'abpuencon [Alf Gabrielsson], mBeICKH My3UYKH ICUXOJIOT, BO
cBojata KHUTA CUiHU UCKYCMBA 80 MY3UKAMA: MY3UKama e nogeke 00
My3uKa TIpEI HWCTPaXyBAmbETO INTO TOj TO CIPOBEN, MPaBH BOBEA W
MperJie/l Ha CIMYHU UCTPaKyBamka pealli3upaHu BO 00JIacTa Ha My3UKaTa.
Bo xnurara ro crnomenyBa AOpaxam MacinoB [Abraham Maslow] u
HETOBOTO MCTPaXKyBamke BO HACOKA HA CHIIHM MCKYCTBa BO MY3WKara Koj,
MaK, CBOMTE UCIIUTAHUIIM TH Tepal Ja My OJITOBOpAT Ha HU3A Mpallama: 1a
T OMNUIIAT HajyO0aBUTE€ HCKYCTBA BO HHUBHHOT HUBOT, HAjCPEKHUTE
MOMEHTH, HajeKCTATUYHUTE MOMEHTH U MOMEHTH Ha MIOHECEHOCT/3aHeC O
3aJbyOCHOCT, CIyIIamke My3WKa, KHHUra, CIMKa M Koja OWio apyra
KpeaTuBHU U yMeTHHYKa cdepa. OnroBopute Omie aexa ,,ACTUTAHUIIATE
Oousie TOTamHO 003eMeHH 0]l (DEHOMEHOT KOj MM IO MpeAu3BUKAl TOa
YyBCTBO, 3a0opaBajie Ha BPEMETO M TPOCTOPOT, YYBCTBYBaJlE KOHTAKT,
dby3uja co (EHOMEHOT W CEeTO OBa BO KOMOWHAIW]ja CO WHTCH3WBHH
emouuu u uyBcTBa“ (Gabrielsson, 2001:3-4). HckycTBaTa, UCTO Taka,
Ousie ONMUINAaHW KaKO YHMKATHH, He3a0OpaBHU, a 32 HEKOW JypH U KaKO
cBeTd. CuTe MOTBpAMIIE JIEKa cakaaT TOBTOPHO Jla TH JIOKUBEAT HCTHUTE
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ceHszauuu. Macios, caMMOT, TBpAEN J€Ka ,,My3HKaTa U YMETHOCTa MOXKE

Aa CJIY>KaT U KaKO IICUXOTEpAIiiu U J1a MPEAU3BUKAAT TOMHAKBO ITOMMAKE
Ha ce0ecH, IpyruTe U KUBOTOT, Booniuto* (Gabrielsson, 2011:4).
BakBuTe MOMEHTH Ba)kaT M 3a HCKYCTBAaTa KOU I'M JOXKUBCAJIC N1 OHHE
KoM uMmaar norpebda ox reatap. OCBEH BaKBH HCKYCTBA, JOKAXAaHO € JIeKa
MOTHBaIMjaTa 3a CJe/eHe/3aHUMaBakbe CO KOHKPETHAaTa YMETHOCT Ce
3rojieMyBa M pe3yJTHpa cO MPOrpec, YCOBPILIYBamkE U HAArpaaoa.

HeBponcuxoJsiomku oaropop

UcrpaxyBameTo Ha bian u 3arope ce 6azmpa Ha TPOYIYBAmHETO Ha
HEBPOMEXaHM3MHUTE BO MO30KOT Ha HMBHUTE HMCIUTAHHUIM CO TN Ja Ce
JOUMpaaT MO3UTUBHUTE U Y)KMBAYKU PEAKIMM jaBEHH KaKO Pe3yiTaTr o
CIIyIIAkEeTO MY3UKa. Peructprupana e mpoMeHa Ipu CTPYEHETO Ha KpBTa
BO MO30KOT KOja BpOJWJIa II0jaBa Ha excagerbe OJHOCHO MOPHUYU NO
menomo. Ce jaBuje U IPOMEHHU BO Op3MHATa Ha CpleOUemeTo U Op3nHaTa
Ha JMIICHETO W aKTHBallMja HAa XOPMOHM BO JEJOBHTE HA MO30KOT
3aJI0JDKEHH 3a Harpajaa/MOTHBaIMja, EMOLIMH U CETHJIHU Npa3du. bian u
3arope BenaT JAeKka ,,0BHE€ CTPYKTYpH Ha MO30KOT C€ AaKTUBHU KOra
OpraHU3MOT pearupa MoJ JIejCTBO Ha JIPYrd MOTTUKHYBAuW Ha eydopuja
Kako xpaHa, cexc uiu apora‘ (Blood and Zattore, 2001:1)

Co ormeq; Ha TOa WMTO M Tearapckara YMETHOCT U
TJIeIaleTO/UTPAbEeTO MPETCTaBU  MPEIUM3BUKYBAa BAaKBU CEH3ALUU H
peaKkIMM Kaj CBOMTE PEHUIHEHTH MOXKEeMe 3aKIydoKOT OJ OBa
HCTPaXXyBambe J1a TO OCTaBUME BO TEaTapCKH KOHTEKCT U J1a peueMe JieKa
TeaTapoT, UCTO KaKO M MYy3HWKaTa, € 3aCTalleH BO HAIIUTE JKUBOTHU 3apajiu
HETOBOTO TICUXOJIONIKO W HEBPOCIIUXOJIOMIKO BIIMjaHUE BP3 HAC.

W3yuyBamero, mak, Ha TeaTapckaTa YMETHOCT BO CpPEIHUTE
VUWIHAIITa HA MIIQJATE JIUIAa OM MOXEINO Ja MM TH TOHYIH W TOOIHKH
UCTUTE OBHE MCKYCTBAa M HHUM. TakBUTE HCKYCTBA U CEH3AI[MM MOXKeE
MO3UTHBHO J1a BIIjaaT BP3 pa3B0jOoT HA HUBHUTE JTUYHOCTH.
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Tearapor n o0pazoBannero Bo Makenonuja

[TojaBata Ha TeaTapoT BO 00pa3oBHHMETO naTupa of 1953 roauna, a
KaKo WHayrypaTop Ha OBaa MpakTuka ce mpercraByBa bpajan Bej [Brian
Way], Teatapcku mpakTH4ap KOj HEM3MEPHO BepyBaj BO MO3UTHBHOTO
BJIMjaHHE O] MpPUMEHAaTa Ha TeaTapCKU TEXHUKHU BO MPOILECOT HA y4eHe
Kaj Jerara. 3aeJHO CO HEKOJKYMHHA APYTH TeaTapcKu MpakTudapu, Bej
ro ocHoBa Teampckuom yenmap BO JIOHIOH uCTaTta TOAWHA, KOj
NOJIPKYBAJI Pa3BOj HA KPeaTUBHOCTA M MMarMHalujaa Kaj jJerara Mpexy
pacKa)xyBameTO MPUKA3HHU.

[Ipeno3HaBameTO Ha MTO3UTHUBHOTO BJIMjaHUE Ha
JpaMcKaTa/Tearapckara yMETHOCT BpP3 Pa3BOjOT Ha JIMYHOCTA Kaj
CPEAHOIIKOIIMTE C€ HarjacyBa U BO 1963 rogmHa, BO TekcTOT Ha [loH
Bycon [John Newson] Bo k0j mOTBpyBa Jieka ,,ijpaMaTa MOXe Jia OHYAH
HEIITO MO3HA4YajHO OJf MeuTaewmeTo (...) TokMy Mo maT Ha KpeaTHBHUTE
YMETHOCTH, BKJIYYHUTEIHO M YMETHOCTa Ha ja3uIMTe, Ha MIIQAUTE Jyle
MO’K€ MHOTY TOBEKe Jla UM ce IIOMOTHE J1a J10j1aT BO KOHTAaKT cO cebecH,
OTKOJIKY T10 kK0j 6mno apyr mar.” (Tapraep 2010: 5)

[Ipenmeror mTO cCE 3aHMMaBa CO H3y4dyBame€ Ha TearapckaTa
YMETHOCT BO MakKe€JOHCKOTO THMMHA3HCKO 00Opa3oBaHUE € UMEHYBaH KaKo
opamcka ymemrnocm v € BoeneH Bo 2001/02 roguHa, Kako J1e7 0J1 HOBUOT
HaCTaBeH IUTAaH 3a TUMHA3UCKO oOpa3oBanue. MakemoHckoto bupo 3a
pa3Boj Ha 0Opa30BEHHMETO BEIM JE€Ka OBOj] HACTaBEH IUIAH MpPETpIyBa
u3BecHU npomenu Bo 2003/04 roauna ,,6u1€jKu BO EPUOAOT HA HEroBaTa
IpUMEHa Ce M0jaBHja U3BECHU MPOOJIEMH U MOTEUIKOTUU MPOU3IE3EHU O
HEKOM HEJIOPEUEHOCTH, HeJIOCTIEeTHOCTH, U HEJCAaHOTHH BO CAMHUOT IIIaH, a
ce oJHecyBaaT Ha IMojpadjata Ha U300pHUTE npenmMeTu...“ (,,] MMHa3ucKo
oOpazoBanue‘ n.d.)

[Ipenmeror Opamcka ymemHocm HE camMO WTO € MOHYAEH Kako
n300peH MpeaMeT Ha YUSHHUIIMTE IITO ja 0J10MpaaT ja3uYHO—yMETHUYKaTa
Hacoka (maker b) Ha KpajoT oJ HUBHATA BTOpa rOJMHA OJi THMHA3UCKOTO
oOpa3oBaHHe, TYKYy U IOTPEIIHO € MMEHYBaH 3allTO MOUMOT OpamcKa
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ymemnocm ondaka camMo elleH Mall JIell Of meamapckama yMemHocm u

Hej3UHUTE chepU U JUCHUILTUHU.

[Toumot Odpama Bo Peunuxom Ha OCHOBHUME MeamapcKu NOUMU,
NpUpeseH o cTpaHa Ha MuiioBaH 3/paBKOBUK, € 00jaCHET KaKo IMOUM
IITO BOJU TTOTEKJIIO O] CTAPOTPUYKHUOT 300p Op00 — YWHAM/TIpaBam, OPOLOL —
YUHEHE, JeJCTBO U O3HAa4YyBa: MOceOEH meamapcku OOIUK U KHUJMCE8eH
Buj. HecomHena e nBojHaTa mpupoja Ha MOMMOT Opama, He caMo BO OBaa
TYKY U BO MHOTY JIpyT'l Je(UHHULIUU Opamama He caMo IITO ¥ Ipumnara Ha
KHUJICesHOCma, TyKy My mnipunara u Ha meamapom. Cenak, BO KOHTEKCT
Ha MaKeJOHCKOTO TMMHA3UCKO 00pa30BaHUE, OpaMCKAmMa YMemHOCH Ce
TPETHUpPa UCKITYYHBO KaKO KHIDKEBEH (PEHOMEH M MPEAMETOT IO MpeiaBaat
WCKIIYYMBO HACTABHHIM I10 MAaKEJAOHCKH ja3WK W JIUTEparypa W/WiH
HAaCTaBHHUIIM TI0 AaHIJIMCKW Ja3UK W JIUTEpaTypa, HCKIYYyBajKu ja
MpakTUYHATa/TeaTapckara MpHUMEHa Ha OBOj mouM. MckycTBaTa Ko
ydyeHHIUTe OM Tpebajso a I'M MOMHUHAT, Kako M BEIUTHHUTE KOU OH
Tpebajlo Ja I'M COBJIaJaar, ce CBeayBaaT €IMHCTBEHO Ha KHUKEBHO-
MCTOPHUCKHU MIPHUCTAIl KOH JIpaMCKaTa JIMTeparypa.

[Ipen ma ce mpemnoku KakBO OWIIO BOBEIyBame Ha TeaTapcKara
YMETHOCT BO QopMa Ha 3aJ0JDKUTENIEH MpeaMeT, Ccyrepupame
pasrienyBame Ha CETalllHOTO MME Ha IOCTOJHHOT MPEJIMET, HO U M3MEHa
Ha TIOCTOjHUTE HACTAaBHU IUIAHOBH M TIPOTPaMH 3aIlITO TeaTapcKara
YMETHOCT TOApa30Mpa MHOTY IOBEKE OJ camoO JpaMcKa JIHTepaTrypa.
TearapoT UMa CBOja aBTOHOMHA HayKa, meampoao2ujama, cBoja UCTOpHja,
HO U chepu Kako meamapcka pedicuja, akmepcmeo, Opamamypeuja,
cyenocpaghuja u Kocmumozpaguja, Ou3aju HA MOH/MY3UKA U CEem.o,
WMUHKA W JP.

MeTtonoJioruja

Bo oBa ucrpaxyBame, koe Oerre cipoBeeHO BO mepuoaoT o1 30 maj
no 3 jyau, 2016 roauHa, Yy4yecTByBaa TPHUECET CPETHOLIKOIIIH
(cemymHaeceT N1€BOjUuMEba W TPUHAECET MOMUHMH-a) 07 MakeaoHuja, Ol
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Mutomr b. AunoH0oBCKH
pa3nuyHa KyJTypHa M €THHYKAa NpuUnagHocT. Bo3pacHara rpanuma ce

nBkd o1 14 no 18 roguHuM o7 HUBHUOT Pa3Boj, MEPUOJ BO KOj MO30OKOT
aKTUBHpA MPOLECH KOM ja 00JIMKyBaaT eMOLMOHAIHATA UHTEJIUTeHIIMja Ha
WHUBHUIyaTa.

VYdecHUIIUTE BO OBa HCTPAXYBakbe CE€ YUYCHHUIIM BO TPUBATHO
Mel'yHapOJHO YYMJIMILITE BO KOE CEKO] YUYEHUK, BO TEKOT Ha YETHPHUTE
TMMHA3MCKU TOAMHU, Tpeba Jla ce CTEeKHE CO JIBa KpenuTa of objacta Ha
IpeIMETUTE IITO Ce OJIHeCYBaaT Ha yMeTHocTHuTe. [Ipeameror meamapcka
ymMemHocm € TIpeAMET IITO Ce CIylla BO TEKOT Ha €JHa lena ydyeOHa
TOJIMHA ¥ YCIIENIHOTO CIIE/ICHhe Ha MPEJIMETOT Ha YUYSHHUIIUTE UM HOCH II0
€l1eH KpeIuT oj obyiacTa Ha YMETHOCTHTE. YUYEHUIUTE MOXKaT, CIOpen
WHTEPECOT, MOTHBHPAHOCTA, HO U CIIO0OTHUTE BPEMEHCKH WHTEPBAIN BO
WHJIMBHIYATHUTE PacTiopequ Jla ro u3bepar OBOj MpeaMeT BO Koja OmIIo
roHa O]l HUBHHUTE UYETUPUTOJIWIIHM THMMHA3WCKU CTyauu. HactaBHaTa
porpamMa M HaCTaBHUOT IUIaH MO OBOj MPEIMET ce U3pabOTEeHH O] CAMUOT
HACTaBHUK M-p Mwiom AHJOHOBCKM, HAaCTaBHUK II0 Tearapcka H
(buIMCKa YMETHOCT, JUTUIOMUPAH KOMIIAPATUCT U AUIUIOMHUPAH TeaTapcKu
pexucep.

Vcnuranata rpyna wmaimie 3adajna, aHOHMMHO, Ja OJTrOBOpPH Ha
BKYITHO UYETHpPWHAECET TMpamiamka OJ CTPYKTYPUPAHOTO WHTEPB]Y, a
KBAIUTATUBHO M KBAHTHTATHBHO OO0pabOTEHWTE TOMATOIM BpOAHja
KOPHCHHM CO3HaHHWja OJf OBaa 00JIaCT M BepyBaMme JileKa KaKo TaKkBH Ke
IpUJOHECAT 33 MOJUTAKETO Ha CBECTa 3a morpedaTa 0J 33aJ0JDKUTEIHO
BOBE/lyBamkbe€ Ha TEaTapCcKOTO 0Opa3oBaHHE BO OOpPAa30BHHUOT IPOLEC BO
CpeIHUTE YUUIUIITa BO MakenoHHja.

Mertoponorujata ce CoCToeIe o JiBa MpucTarna:

- OIcepBalfja Ha YICHUIIUTE

- HUCTpaXXyBame€ Ha MIOCTOjHUTE MOIATOIH

OmncepBanyjata Ha Y4YEHUIIUTE € TPOIEeC KOj € BO TIOCTOjaH
koHTUHYUTET. OBOj TPOIIEC HE 3aBpITyBa, CEKO] Yac M CeKoja cpemba co
HOB YYEHUK WJIH YYEHHK CO KOj Beke € pabOoTeHO MpHUIOHECyBaaT KOH
OMIIITaTa OICEepBaIlMja HAa OJHECYBAETO HA YYCHHUIIUTE 32 BpEeMe Ha
9acOBUTE M OCTAHATOTO BpeMe MIOMUHATO Ha YUUITHIITE.
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HcTpaxxyBameTo Ha OCTOJHUTE MOJATOIM Ce TEMEIH Ha MOAATOIUTE

JIOLMpPaHU BO OJATOBOPUTE HA HUCHUTAHHUTE YYEHHIM. Marepujajior e
00pa0OTeH KBAaHTUTATHBHO (CTATUCTHYKHM) M KBAJIMTATUBHO (aHaiM3a Ha
OJITOBOPHUTE).

Pesyararu

[IpBoTO mMOCTaBEeHO Tpallake OJ CTPYKTYPUPAHOTO HHTEPBjy Ce€
OJTHECYBa Ha TOA JIAJIM UCTTUTAHHIIUTE TIPEIMETOT Meamapcka yMemHocm
ro oabpasne 100pOBOITHO UITH HE.

Pesynrarure moOWEHH O] OBHE OJTOBOPH HH C€ Ba)KHH 3aIITO CE
OJIHECYBaaT Ha MOTHBalMjaTa INTO BOCHHUTAHUIIUTE ja HUMajle 3a
UCTpaXXyBame Ha TeaTapckute cdepu. McTo Taka, oIroBOpHTEe Ha OBa
mpamamke HU MomaraaT Ja ja OCO3HAaeMe OTBOPEHOCTa Ha Tpymara 3a
MOMHUHYBamke €JHa HU3a TeaTapCKM HCKYCTBA U CTEKHYBambE€ CO HOBHU
3HACHWA: meamapckama yMmemuocm € TIpeIMeT 4YHja COApKHHA €
3aCHOBaHa Ha MPaKTUYHA paboTa, CO caMO MaJl Jie]d Ha YacOBH IITO MMaar
YHCTa TEOPETCKA M/WIIH UCTOPUCKA TeaTapcKa COPIKHUHA.

93% on HamMTEe HWCHUTAHUIM OATOBOPHIIE JeKa JOOpPOBOJIIHO TO
n30pasie MpeAMeToT, IITO 3HAauM JeKa camo /Bajia, oJ BKymHO 30
WCIIUTAHWIIM, TO CJIe/iee MPEeIMETOT He 0 CONCTBeH m30op. HemameTo
MOTHBAIlMja YIITE Ha CAMHOT TOYETOK BIMjae HAa HAYMHOT Ha KOj
YYEHUKOT Ke Ce MOCTaBU KOH MPEIMETOT W HeroBaTa coapkuHa. Cemnak,
aHaAIM3WTEe Ha MOHATAMOIIHHUTE OJATOBOPH HAa OBHE HWCIUTAHWIM HU
MOKaXyBaaT JeKa, CO TEKOT Ha BpPEMETO, HHUBHATa MOTHBAIIH]ja
3HAYUTEITHO CE MMOKAYMIIa BO TEKOT Ha yueOHaTa ro/IMHA.

BropoTo npamame 01 CTPYKTypHUPAHOTO UHTEPB]Y € TECHO MOBP3aHO
co mpBoTo. Mcnuranuiure Oea mparmaHu jga oOjacHAT KOj BIWjael Ha
HUBHUOT W300p Ha MPEIMETOT, Ha KOe JeN OJT OJTOBOPUTE CE CIICAHHTE:
,TO 00paB MPEeIMETOT 3alITO MU Tpedalle YMETHHYKH KpPEOuT, HO U
3amTo JO0OWB Mpemopaka O MPETXOAHUTE TPYMH INTO TO CIEee
MpeIMeToT, Ma cakaB Ja mpobam u jac;™ ,ro oadpaB 3amTo Mopa Jaa
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on0epeMe YMETHUYKH MPEAMET, jac 0J10paB TeaTrap 3allTo MUCIEB JeKa ke
Oujie UHTEpEeCHO, a u Oerie’ UTH.

TpeToTo u 4eTBPTOTO Mpaliame, MOBTOPHO, C€ HATOTOIHYBAAT €IHO
CO JIpyro: TPETOTO Tpaimiame Oapalie HCIUTAHUKOT Ja HaBele dalid
MPUYMHUTE TOpaad KOW TO OA0pal MpPeaMETOT C€ O JUYHA WU
npakmuyHa TPUPOJIa, T0/AeKa, MaK, YETBPTOTO Mpallamke 0CTaBa MPOCTOP
UCIIUTAHUKOT Ja ja 00jacHM JjquuHama WA npakmuunama npuuura. OBa
mpamame TPUJOHECYBa BO CTEKHYBAWHETO YBHJ 3a MOTHBAIMjaTa Ha
UCIIUTAHUIINTE 34 CJEeNCHETO Ha U300pHUOT TpEeaMeT meamapcKa
ymemunocm. 79% TPONEHTH OJ WCIHUTAHHUIIMTE OJTOBOPHIIE JIeKa
MPUINHUTE UM Cc€ JTUYIHH, noaeka 21% wunu 6 ucrnuranunm of BKymHO 30
OJITOBOpHUJIE JeKa W300pOT HA NPEIAMETOT € OJ] MPAaKTUYHA MPUPOJA:
HajYecT OJrOBOP € JieKa HMCIUTAHUKOT WMall ,,ioTpeda O] YMETHHUYKH
Kkpeaut.” OcTaHaTUTE UCIIMTAHUIM, YHMja MOTHBAIIMja € TUYHA U Jjoara OJ1
HUB CaMHTE, BellaT JIeka To of0paye MpeaMeTOT 3allITo ,,IPETXOAHO UMaB
UTPaHO BO KpaTko (uiIMue, y)KMBaB M CakaM Jla UTpaM Mak;* ,.3apaau
HCKYCTBOTO, HO W 3a J]a JJ03HaaM MOBEKe 3a IiiymMaTa U TeaTapoT 3alliTo
MHOTY MaJKy 3HaM 3a Toa;* ,,M0keOu K€ MH IIOMOTHE CO camojioBepOara
1 CO MOETO TOBOPEHE UTH.

[Tertoro mpamame OJ CTPYKTYPHPAHOTO HWHTEPB)Y €  Of
HCKIIYYUTEIIHA BaXHOCT 3a HAC 3alTo JoO0mBaMe wHGOpMaIja KOJKaB
Opoj O/ WCIHUTAHMIINTE, BCYITHOCT, OWJIE 3all03HACHH CO TEaTapoT KaKo
YMETHOCT TpeJ Ja ro wu30epaT MNPeIMEeTOT meamapcka YMemHOCH.
PesynraroT e 3amtpamryBauku 3amrto To4HO 40% O] MCIHUTAHUIIUTE HE
Ouse 3armo3HaeHu co TeaTapckara ymeTHocT. OBaa Opojka BOOIIIITO HE €
Mana u Tpeba 1a ce paboTH Ha HEJ3MHOTO HaMalyBame. Taa e pe3yaTar Ha
HEeMH(POPMUPAHOCTA HAa CPEAHOIIKOJICKAaTa TMOMyJanuja, CpeauHaTa,
pPOIMTENUTE CO TeaTapoT WUTH. [lo3HaBaWmeTO Ha TeaTapcKkaTra YMETHOCT
ONI0JIM3y HUTY MOXE HHUTY, TaK, Ce€ TPYAH Ja T TPETBOPH CHTE
CPEIHOIIKOJIIM BO aKTepu /pexucepu /apamaryp3u. Ho, nusydyBamero Ha
TeaTapcKkara YMETHOCT BO CPEAHHUTE YUMIIHUINTAa BO MakeaoHH]ja MOXe Aa
Ce MCKOPHCTH KaKO aJlaTKa 3a y4eHhe U COBIAAyBamke )KMBOTHU BEIITHHU:
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KOMYHUKAIIUCKH, NPE3CHTAIIMCKH, JUAEPCKU BEIITHHH, ITOKaYyBamkbe Ha

HHUBOTO Ha camojIoBepoOa u Jip.

[llecroTo mpamrame 0 UCMUTAHUIIUTE Oapare Ha Kyco Ja o0jacHar
Ha KOj HauuH (He) Ouiie 3al03HaCHU CO TeaTapoT Kako ymeTrHocT. OHue
IITO OJIFOBOPUJIE JIeKa CE 3all03HACHU CO 0Baa YMETHOCT IpeJ] u30upame
Ha MPeJMETOT, HajuecTo MMajle HEKaKBO aMaTepCKO TeaTapcKO MCKYCTBO
wii Omiie BO KOHTAKT CO TeaTrapoT Kako MyOiHka, ro H3ydyBajie BO
YYWINIITETO BO KO€ IMPETXOJHO Yyd4ele, MMaaT pPOAWUTEN(M) KOu ce
3aHMMaBaaT CoO TeaTap W/WJIM PEIOBHO I'O BOJENIE HCIUTAHUKOT BO TeaTap
utH. O apyra cTpaHa IaK, YETUPUECETTE MPOIEHTH KOW OATOBOPHIIE
JIeka HeMaaT HUKAaKBH IO3HaBama O] o0jacTa Ha TeaTrapoT HajuecTo
ocTaBaaT Mpa3HO MECTO M He JaBaat ojaroBop. Kaj ocranarure, nak, Toa e
MOBTOPHO HEWH(OPMHUPAHOCT, HO M HE3aMHTEPECHPAHOCT: ,,IIPETXOIHO
UMaM TJIelaHO TeaTapCKU NMPETCTaBH, HO HUKOTall HE M€ MHTEpPECHpalo
Jla UCTpa)kaM U J1a IpoYMTaM HemrTo...

CrnennuTte 1Be mpaliama ce, UCTO Taka, moBp3aHu. CenMoTo mpalryBa
Jayl  CIIOpEeJ] MHUCIICHETO Ha HCIUTAaHULUTE TeaTapoT MOXe Jia ce
HAy4YH/M3y9H CaMO TPEKy KHHUTH, JT0JIeKa, ITaK, OCMOTO TpalryBa Jallid ce
3al03HAaEHU CO MOCTOEHETO YYEOHUIIW/KHUTU 3a TeaTapcka YMETHOCT 3a
cpenHowkony. M3asojyBame camo efieH Jien o]l OAroBOpUTE Ha CEIMOTO
nmpamame: ,,He MOXE Jia ce Hay4YW OJ KHUTH, MOpa Jla ce JICjCTBYBa H
BKJIy4H 3a Ja C€ OCTBapu Ydewero;* ,He, nepunutuBHo He. Cym ce
obuayBana Ja y4yaMm OJf KHUTM M oOOjacHyBama OJi HAacTaBHULM, HO
HajMHOT'Y MIMaM Hay4yBaHO KOra cyM 3abopaBajia Ha c€ U CyM ocTaBaJia Jia
Me BoJaT 4YyBcTBaTta. TearapoTr Mopa Ja ce u3BeIe 3a Ja ce
UCKYCH/JIOKHBEE, TOj € W 3aHaeT Ha HEKOj Ha4yMH;“ ,He MOXe c¢ Jia ce
Hay4d OJI KHUTHTE, MOXKE CcaMo JIel;" ,,Mopa Ja ce BexOa Toa ITO ce
gmuTa;* ,,co 1en aa ce charar KOHIIENTHTE Ha TeaTapoT Tpeba MEHTOpP KOj
Ke T CIOJeNlyBa CBOMTE 3HaeHha U Ke T'M Y4l YUYCHUIIUTE Ha TeaTtap UTH.
On oAroBopuTE OYHTIIETHO € JeKa MCIUTAHUIIUTE MOYHAIE J]a ja MpaBat
pasnukara Mely opamckama Ol €JHa CTpaHa U meamapckama yMemHocm
O]l Ipyra CTpaHa 1ocJie eHOTOAUIIHOTO ClIe[IeHhe Ha U30PaHUOT MpeIMeT.
OpxrosopuTte 0J1 CIEIHOTO Ipalllake, aK, YKaXyBaaT Ha Toa aeka 86% He
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Cce 3al03HaeHU CO MOCTOCHETO Ha YUEOHUIIM/KHUTH KOU C€ OJIHEeCYBaaT Ha

TeaTapcKaTa YMETHOCT 3a CPEeIHOIIKOIIM. Pe3ynTaTor e TakoB 3amliTo BO
Makenonuja, 3a xai, c€ yimTe He IIOCTOU JuTepaTypa o Toj Tuil. Enen ox
HCIIUTAHUIIUTE 3a0esiexyBa: ,,He, HE CyM HH 3Hael JieKa 3a Tearap Moxar
na ce kopucrar KHUIM. OBa MCTpaKyBamke MMa 3a LEd J1a cyrepupa u
KpeHnpame Ha MOMOIIHO MEAAarouIKo CPeJCTBO KAKO y4eOHUK/TIPHPAYHUK
10 TeaTapcka YMETHOCT 3@ CPEIHOIIKOIILIH.

Pesynratute o1 1€BETTOTO Mpallame 0]l CTPYKTYPUPAHOTO UHTEPB]Y
ce OJHecyBaaT Ha MO3UTHBHOTO BIHMjaHHWE ILITO MPEIMETOT meamapcka
ymemHocm TO WMajl Bp3 Pa3BOjOT Ha JMYHOCTA HA TPYyHUTE IITO IO
cnenene. Bo mpamameTo 0ea MOHYJEHU MIECT aCMEeKTH U 3a CEKOj OJ1 HUB
UCIUTAaHUIUTE Oea 3aMOJIEHU Jla TO O3HayaT CTETEHOT Ha BJHMjaHHE ILITO
COIpKMHATa Ha NPEIMETOT ja H3BpIIMJIA Bp3 AaclekTUTe, a Toa ce
CIIe/IHMBE: KOMYHHMKAIlMCKM  BEIITHHHM, NPE3EHTAllUCKU  BEIUTHHH,
MHTEPIEPCOHATHOCT, HHTPAIEPCOHAIHOCT, BEIITHHA Ha TOBOPEHE
CTPaHCKHM ja3MK M €MOIMOHajHaTa MHTenureHnuja. OcBeH ckanara of
eleH 10 merT (Kaae WTO €JeH O3HayyBa HajMalo BIHUjaHHE, a TIIeT
HAjBHUCOKO), UCTIUTAHUIIUTE UMaa MOKHOCT J1a 010epat U He KaKko OJIrOBOP
JOKOJIKY ~COJp’KMHAaTa Ha NPEeIMEeTOT BOOMIITO HE BiHMjaesla Bp3
Pa3BojOT/MO0OPYBAKETO HA KOj OWIIO OJ] acreKkTuTe. 3a mogoldap yBHII,
pe3ynTaTuTe OJ OBa Ipallamke ke OujgaT OpraHu3MpaHu U pasrieaHd BO
1IeCT MOATPYIH.

1. KoMyHUKalIMCKU BEIITUHU

ETUMOJIOIIKY TIOMMOT KOMyHUKayuja BOAU TOTEKJIO O JATUHCKUOT
300p communication WTO 3HA4U coonwmysarve, épcka. HajemHocTaBHO
nepuHUpaHa, Kako ITO Toa ro objacHysa npod. a-p Tarjana KoreBa—
MojcoBcka BO cBojata kHUTA Onwima u neoazouika KOMYHUKOIO2UjA,
KOMYyHHKaIujata € ,,ceT0 OHa KO€ MMa COJp)KHMHA ylareHa o]l €IHO [0
JIPyro MECTo, CO YHja MOMOII C€ peajau3upaar MPOMEHU M BiMjaHHja‘
(KoreBa—MojcoBcka 2016: 7) Ilporecor Ha KOMyHHKalMja OCBEH camara
COApXKHMHA/TIOpaKa, TM MoApazdupa M HUCHpakadyoT M MNPUMAYOT Ha
CopKMHATa/mopakaTa. Bo 3aBUCHOCT 0/1 KOMYHHUKALIUCKUTE CIIOCOOHOCTH
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Ha HCIIPakadyoT W NPUMAYOT Ha [OpaKaTa 3aBUCH KOJKY OJl COApXKHHATa

Ha MopaKaTa yCIenHo Ke Oujie uciparena/pa3opana.

13% on HammMTEe WCHHUTAHUIM OATOBOPWJIC JeKa COApKMHATA Ha
MPEIMETOT meamapcka ymemHocn He UM BIIjaelia Ha KOMyHUKAITUCKUTE
BemtiHU. OBaa Tpynma WCOUTAHWIM € Tpyna INTO HE TO YyBCTBYBa
BJIMjaHUETO HA MPEIMETOT BP3 HUBHUTE KOMYHHKAIIMCKH BEIITHHH 3aIITO
UCTUTE  BeKe  IMOCEQyBaaT  BHCOKOPa3BUEHH  CHOCOOHOCTH  3a
KOMYHUKaIHja.

Cnennara rpyna mto ja counnyBaat 40% oj MCIUTaHULIUTE, Ha CKajia
OJl €IeH 10 TeT, BIMjaHHeTO To omeHwie co 4, a 27% BIMjaHUETO TO
o3Hauuie co 5. OcraHaTUTe MCIMTAHUIM BIMjaHUETO Ha MPEAMETOT Bp3
HUBHUTE KOMYHUKAIIUCKH BEIITHHHA T'O OOeliekaje cO TOHUCKA OICHKA.
3aKIIydOKOT € JIeKa CUTE YYECHHUIIM BO OBa MCTPaXyBambe IMOYYBCTBYBAJIC
BHCOKO IMMO3UTHBHO BJIHMjaHUE Bp3 CHOCOOHOCTA Ja OCTBapyBaaT pellaliu
CO CBOUTE BPCHHIIM, MPHUjaTEIH, POAUTENHN, OJaroJapeHue Ha UCKyCTBaTa
U 3Haewmara YCBOGHM OJI CIENCHETO Ha HacTaBaTta IO meamapcka
YMemHOCM.

2. Ilpe3eMTancK BEIITUHU

[Tpe3eHTaIMCKUTE BEIITHHH CE TECHO MOBP3aHU CO KOMYHHKAIIMCKHUTE
BemITHHU. [Ipe3eHTanujaTa nmpeTcTaByBa MPeHECyBame COMPKUHA/TIOpaKa
npex  ojapeleHa  NyOJMuKa/ayIUTOpUyM M TOKMY TOpaau  Toa,
MPE3CHTHPAKETO ja Toapazdmpa W uzeeddberocma. KmamuteTror Ha
MPE3ECHTUPALETO 3aBUCH OJf CIOCOOHOCTa Ha TMPE3EHTEPOT CO Koja
oJpelieHa COJPXKHHA/TIOpaKa ce npeHecyBa hi (o) MoBEKe
PUMaYH/pEMITUEHTH UCTOBPEMEHO.

Bucoko MO3UTHBHO BiIMjaHUE BpP3 Pa3BOjOT Ha MPE3EHTAIIMCKUTE
BEUITHHHU Ka] HMCIUTAaHUIUTE € 3a0elekaHo M BO OJIFOBOPUTE KOM Ce
OJTHECYBaaT Ha OBOj acIeKT O]l IEBETTOTO IMpaIIambe O] CTPYKTYPHPAHOTO
uHTEpB]y. 27% OI HUB Aalie HajBUCOKa oIreHKa (5), a 23% mporeHTu of
HHB JaJjie OlleHKa 4.

HukakBo Bnujanue He 3abenexxyBaar 17% oJ HUCHHUTAaHULHUTE —
peUucH UCTHOT OpOj UCTIMTAHULIM KOU He 3a0enexale BiIHjaHHe BO OJHOC
Ha HUBHUTE KOMYHUKAIIUCKU CTIOCOOHOCTH.
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3. WnTepnperanicku BEIITUHU

Bo oBOj Tunm BemTuHH ce BOpojyBaaT CIOCOOHOCTHTE Ha
WH/IMBUyaTa Ja CTall BO peJianuja co APYruTe MHIWBUAYH O]l CBOjaTa
cpennHa 0e3 pas3iiuKa Ha KYJIMypHAmMa CeH3UMuUGHOCH, CPA8y8aremo co
PpasHoIuKocma Kako M CIocoOHocTa 3a mumckama paboma. 40% on
UCIIUTAHUIINTE CO HAjBUCOKA OIICHKA IO OICHUJIE MOJA0OpYBamETO Ha
HUBHUTE UHTEPIIECOHATHH BEUITHHU, a 36% MmomoOpyBameTo IO OLEHUIIE
co oreHka 4. CaMo €[eH HCIHTAHUK OILCHWJ JeKa HE MOYyBCTBYBAl
HUKAKBO MOI00pyBambe.

4. HTpiepCOHAIHU BEIITUHU

TexoBHTE Ha COBPEeMEHOTO 00pa30BaHUE MOCTENEHO CE€ MEHYBaarT, Ia

Taka ce CO3/[a/ICH HACTAaBHHUTE MPOTPaMU MMEHYBAaHU KaKO Bewmunu Ha
21 sex. Bo HacTaBHUTE mporpamMy M IUIAHOBH, CO3/IAJCHU CIOPEI OBUE
CTaHJIapJd, C€ MPEABUACHU U UHTPANIEPCOHATHUTE BEIITHHH U HAYHMHHUTE
3a HUBHO OlICHYBamk-e/BpeHyBamke. Bo MHTpamepcoHaTHUTE BEIITHHU CE
BOpoOjyBaaT ,,CIIOCOOHOCTUTE 3a ce0eMeHaupame, MEHAUpamke Ha
BpPEMETO, CaMOpa3BOjOT W CAMOKOHTpoOJIaTa, KaKO M CIIOCOOHOCTa 3a
npucrocoOyBame/aanTupame.  (Assessing 21* century skills 2011)
47% TpOIEHTH OJ] YICCHHUIIUTE BO OBa MHTEPB]Y HAJBUCOKO T'0 OICHUJIE
Pa3BUBAKBETO/TIOAO0OPYBAKHETO HA HUBHHUTE HHTPANECPCOHATHU BEIITHHU
noneka 17% on HUB HE MOYYBCTBYBaje HUKAKBO BinjaHue. OCTaHTUTE
WCIIUTAHUIIH, OAHOCHO 27% o1 HUB MOAO0OpPYBamETO TO OIEHHWIE CO
OlleHKa 4, BajIla UCTIMTAaHUIM O0eliexalie OlleHKa 2, a caMO €/1eH O3HAYHII
CO OIIcHKa 1.

5. BemtuHu Ha TOBOpEHE CTPAHCKH ja3UK

YaunumTero BO Koe Oelle  CHpOBENEHO HMCTPaKyBamETO €
MEI'YHAPOJIHO YUYWIMINTE W YYCHHIIUTE C€ TNPUTAJTHHUINA Ha Pa3InIHH
KYJITYPH U €THUYKH TpyrH. KoprcTemeTo Ha CTPAaHCKUTE ja3UITH CHITHO CE
MOTTUKHYBA, a TakBa NMPaKTHKa OCOOCHO ce MPUMEHYBa BO PaMKHTE Ha
NPEIMETOT meamapcka ymeHmocm. Bo paMKuTe Ha aKTHBHOCTHTE H
BeXKOWTE TMPEABUACHHU CIOPE] HACTAaBHUOT TIUIaH Ha MPEAMETOT,
yyeHuIuTe 0e3 MOTHBHMpaHM Ja 300pyBaaT Ha CBOjOT ja3WK, HO U Ja
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ucnpoOyBaaT HOBU ja3MLM W/MIM jJa3Wld IITO THM H3ydyBaaT BO
YUUIIAIITETO.

BnujanneTo Ha COAPKHUHUTE O]l TIPEAMETOT Meamapcka YMemHoCcm Bp3
OBaa CIIOCOOHOCT HA YYEHHUIIUTE € HHCKO, HO Cemak mpucyTHo. 57%
OJITOBOPHJIC JIeKa HE IMOYYBCTBYBaJe HUKAKBO BIIMjaHUE BP3 KOHKpETHATA
BelTHHA, nojaeka 30% oa HUB MOJOOpYBamETO Ha HMCTaTa BEIITHHA ja
OlLlIeHUJIE cO oreHKa 3. EJeH UCIUTaHuK ja OLIEHW CO OlIeHKa 4, a Tpojia
CO OLIEHKa 5.

6. EMormonamHa MHTEJIETeHIja

[ToumoT emoyuonanna unmenueenyuja € TOWUM INTO ja 00OjacHYBa
CIIOCOOHOCTa Ha €JIHa WHIUBHUAya ,Ja Iperno3Hae, WMECHYBa W OIIHIIC
€MOII1ja/9yBCTBO, HO | JIa ja pa3BHe CBECHOCTA 3a TOA KaKO KOHKpPETHAaTa
€MOIlfja UM BJIMjae Bp3 MPOIECOT Ha JIOHECyBame Ha ominyku. (I"onmmaH,
n.d.)

Hasun I'onman [David Goleman], goktop mo mcuxosnoruja, 30opyBa
3a BOXHOCTA HA Pa3BUBAIHETO HA OBHE BEIITUHU Kaj YUYECHUIIUTE U 33 TOA
neka ocBeH CoeamHerutre AmepukaHcku Jlp:kaBu, romem Opoj Ipyru
3eMjH HHKOPIOPUPAAT CTaHJApPAM BO CBOMUTE OOPA30BHH MPOTPAMH KOH
MOTTUKHYBAaaT pa3BHBalkbe Ha EMOI[MOHAJTHA HHTCIUTCHIMja  Kaj
yaenurute. TakoB ciydaj ce u Manesnja, Janonuja, Benuka bputanmuja,
ABcrpanuja u Ho 3enanj UTH.

60% onx HamMTEe WUCMUTAHWUIA CO HAJBUCOKA OIICHKA T obeexae
BIIMjaHUETO Ha TMPEAMETOT meamapcka YMemHOCm Bp3 Pa3BOjOT Ha
HUBHATa €MOIIMHOHATHA WHTENUTeHIja. 27% BIHjaHHETO IO OLIEHUJIE CO
otienka 4. CaMo eJieH 01 UCTIUTAaHUIUTE He 3a0erekan HUKAaKBO BIIMjaHHeE,
€lIeH TO OICHWJ BIMjaHUETO CO OlEHKa 2, a JBajia BIHjaHUETO TO
O3Ha4yuJIe CO OLIEHKa 3.

Bo eaeH on TmpamajdHWIKMTE, WCIUTAHUKOT JIOMHIIAT JeKa
pPa3BHUBAmkETO HA OBaa BEIITHMHA, UCTO TAaKa, ,,3aBHUCH W OJ] HACTaBHUKOT.
(Theater course student questionnaire, n.d.)

Ha pecerroro mpamame OJ CTPYKTYPHPAHOTO HWHTEPB]Y, O]
UCIIUTaHUIUTE Oemie MmobapaHO Aa OAroBOpaT JAaldl €THOTOIUITHOTO
Clle[Iekhe Ha MPEAMETOT meamapcka yMemHocn, Ha KaKoB OWIIO HayWH,
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He2amueHO BIWjaelio BP3 KOj OMIIO o ropecriomeHatute acnektu? Curte

WCIIUTAHUIIA OJIFOBOPHUJIC JIeKa HETaTHBHO BIIMjaHUE HE € 3a0enekaHo of
CIIEJICHETO Ha OBOj IIPEIMET.

EnnnaeceTToTo W JBaHAECETTOTO Tpalialke OJaT BO Tap 3allTo
MIPBOTO TAITyBa JIAIM HCIIUTAHUITUTE 3a0eliexalie IpoMeHa BO HUBOTO Ha
HUBHaTa camozaoBepba (83% onaroBopuiie co da), a BTOPOTO Mpallame 01
HUB Oapa aa oOjacHAT mITO (HE) ce CMEHWIO W/WIU Ha Koj HaunH. OHHe
mrTo 3abenexane MpoOMEeHa BO HMBHATa caMoj0BepOa MUIlyBaaT JeKa ce
9yBCTBYBaaT MOCIO0O0IHU Ja UM MpHUCTANaT Ha JPYTUTE COYUCHHIIH U Ja
OTIIOYHAT Pa3roBOp; HUBHATA MEPIENIIHja € CMEHETa M MOXKAT MOJIECHO /1a
3a0enekaT/oTKpHUjaT MUCIN U HaMepH Kaj JIyreTo co KOM KOMYHULIUpaaT u
JIeKa WCTOTO WM TIOMara BO HAYMHOT Ha KOj Ce TOCTaByBaaT BO THE
penanym; ce Oocio0oIuiIe O]l CTPaBOT Jla HACTallyBaaT/TOBOpAT TIpe
nyOirKa Mmopaad MCKyCcTBaTa KOM T'M KMMaje/TIOMHHAane BO paMKUTE Ha
NPEIMETOT meamapcka yMeHmocm, TU CHO3Haje/OTKPHUIIE CBOUTE CHITHH
CTpaHH; CTaHalleé CBECHHM 3a HAYMHOT HAa KOj M BIHMjaaT Ha CpeauHaTa U
JPYTUTE OKOy ceOe UTH.

Ocranatute 17% kom He 3abenmexane TMpoMeHa BO CBOjaTa
camojoBepba MHIIyBaaT JeKa, BCYIIHOCT, HeMaje MpodjieMu Cco
caMmojioBepOara: OTceKkoram Owiie OTBOPEHH; HE ce cpamese Ja
pasroBapaaT M Ja ce Ipy’KaT Co HOBH JIyfe; 1a HacTalyBaaT jaBHO WTH.

TpuHaeCeTTOTO Mpallamke 0 CTPYKTYPUPAHOTO WHTEPB]Y € Tpalamke
O]l OTBOPEH THUIl BO KOE€ HCIHTAHUIIUTE TO 3a0eliexyBaaT MOMEHTOT
/akTHBHOCTA /Bek0aTa KOja HajJMHOTY UM OCTaBWJIa BIIEYATOK BO TEKOT HA
roJuHaTa BO Koja ro cleene npeameroT. Hajuecro, Toa ce akTHBHOCTH H
BeXOM O]l aKTepCcKa MPHUpOJa OJHOCHO BEKOM U aKTHUBHOCTH KOU C€
WHTEPAKTHBHU W TPAKTHYHO TH BKJIYIyBaaT/aKTHBUPAAT YUCHHIIUTE 3a
BpeMe Ha 9acoT. Hekon y4eHHuIn oIroBOpuIIe JieKa TeaTapcKara pexuja u
BEeXOWUTE TMOBP3aHU CO pexHja Oujie THE IITO MM OCTaBUJIE HAjTOJIEM
BrieyaTtok. Cexako, 0]l OJTOBOpUTE 3a0ernexyBaMe Jieka BO 3aBUCHOCT OJ
HUBHUTE JTHUAEPCKUA CIIOCOOHOCTH €IHWUTE YYCHHUIIM cakaaT jaa Oujar
BojicHH (OHME IITO mpedepupaaT aKTEpCKU BeXOH), N0JeKa OCTAaHATHOT
eIl caka Jia BoAM (OHHE IITO Mpedeprupaar pekucepcKu BexOn).
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ITocnenHOTO, YETUPUHAECETTO Ipallake, € IPOCTOP 32 KOMEHTapH Ha

WCIUTAHUIIUTE U HAJYeCTO TaMmy € 3alenexkaHa OJaroJapHOCT MCKa)kaHa
710 HACTaBHUKOT.

3akiay4ok

MakenoHCKOTO 0OOpa3oBaHHe HMa TMOTpeda of peachuHHUpame.
[TocnennuTe NpOMEHN BO TMMHA3UCKOTO 0Opa3oBaHue BO MakenoHHja ce
cnyuwie npen 15 roguHu. Monenor € 3actapeH M He € IMOAPEIEH CO
COBpEMEHUTE TEKOBH Ha 00pa30BaHUETO BO CBETOT.

MaxkeqoHCKOTO cpenHO oOpa3oBaHME HE II03HaBa IOCTOEHE
COO/IBETEH y4eOHHMK CO COJP’KMHU O] 00JiacTa Ha TeaTapcKkara yMETHOCT.
HeomnxogHo € HEroBo HM3roTBYBame/NpHUpeNyBame, a 00jaByBameTO Ha
BaKBO IOMOIIIHO CPEJACTBO OM OMJIO O]l MCKIYYHTEIHO 3HAuYCHE KaKo 3a
MPOIIECOT Ha yUeHe TaKka U 3a Tearapckara rnegaroruja Bo Makenonuja.

On  wucTpaXyBameTO IITO TO CIPOBEJOBME, E€BUICHTHU C€
MO3UTUBHUTE BIMjaHHja BP3 pa3BOjOT HA JUYHOCTA HA CPEIHOIIKOJIIIUTE
KOW clefiefie TMpeAMEeT Ha 4YMM 4YacOBM ce€ H3ydyBajla TeaTapckaTa
ymeTtHOCT. [loBeke o mOBOJIHO ce 3a0emnexyBa Jieka COApP)KHWHATA IITO
CPEIHOIIKOIIUTE Tpeba Ja ja m3ydyBaaT BiiMjae MO3WTHBHO HA HUBHATa
JUYHOCT ¥  BEIITHHW/CIIOCOOHOCTH TIOBP3aHU CO TMPOIECUTE Ha
JIOHECYBAmb-€ OJUTYKH, KOMYHUIIUPAbE, TPE3EHTUPALE, JINIAEPCTBO, KAKO U
eMOIIMOHAIHATa HMHTEIMIeHlMja. Beke MOCTOJHHOT TpeaMer opamcka
yMemHocm BO APKaBHUTE CPETHHU YUWIMIITA HE caMO IITO MMa moTtpeda,
TYyKy HYAM M TIPOCTOp 3a TNPEoOJIMKYBame€ Ha CBOUTE COAPKHHU H
nporpamMa. TeatapoT He TO COUMHYBA caMO JIpaMcKaTa JUTepaTypa TyKy U
Ipyrd cdepu KOM Cce€ KOMIUIEMEHTapHH, HO, 3a JKall, He ce
BKJTyYCHH/TIPEIBUJICHH BO ITOCTOJHHTE HACTABHM IMPOTPAMH U TUTAHOBH:
TeaTapcka pexuja, APAMCKO MHUIITYBame/UUTamke, aKTEPCTBO, TEOpHja U
UCTOpH]ja Ha TeaTapoT.

OBa ucTpaxKyBambe MMa eI HE CaMO Ja T MOTBPAU MO3UTHUBHUTE
BIIMjaHWja W MPOMEHU BO JMYHOCTA KOU HACTAIyBaaT O] CIEACHETO Ha
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eneH ceondareH TeaTapcku Kypc, TyKy W Ja TOHYIM peHIeHHe 3a
mojloOpyBake HAa KBAJIMTETOT Ha OOPAa30OBHUTE WHCTUTYIIUU H
MPOYIIMPakhEe EMOIMOHATHO OIMMMCMEHETH MITAJTU JIMIIA KOH C€, BCYIIHOCT,
JBYKCUKHUTE CHJIM U MOTOPU Ha €IHO OMITecTBO. CIeeHheTo MmpeaMer
MOBP3aH CO TeaTapckaTa YMETHOCT, CO BpEMETpacke O] €/IHA TOMHA, a TI0
1n300p HA YYCHHUIIUTE BO TEKOT HA HUBHUTE YETUPHUTOJUIIHU TUMHAZUCKH
CTYIMH, HE CaMO IITO T€aTapCKH T'M OMHCMEHYBa, TYKY U TH MOATOTBYBa
3a COOYYBamke CO MPEIU3BUIIUTE BO PEATHUOT )KUBOTOT: 3HACHETO KOE Ce
yCBOjyBa OJf TporpamMara Ha €IeH BaKOB NpPEeIMET U Toa KakKo €
atUTMKaTHBHA BO CpeJWHATAa Ha WHIWBHAyaTa. Kako w ma e, mpex na ce
mpe3eMe KakoB OMJI0 YeKOp 3a MMIUIEMEHTHpamkEe Ha OoBaa ujeja, Tpeda aa
ce obe3bemar ycimoBu (ITPOCTOpP, TEXHUYKA TMOAJPIINKA), HO U COOJIBETCH
Kamap (HacCTaBHUIIM KOM Ke OWJaT TeaTapcKh OOpa3oBaHH, a HE Camo
TUTEPATyPHO-TPAMCKH).

205



OBbPA30OBEH 3EMJOTPEC: BOBEIYBARE 3A/]OJDKUTEJIHO...
Kopuctena nureparypa:

3npaBkoBuh, MunoBan.2007. Peunux  OCHOBHUX  NO30OPUUIHUX
nojmosa, beorpan:Antepa.

KoreBa—MojcoBcka,  Tatjana2016.  Onwma u  nedacowka
xkomyHukonoeuja, Cxomje: PU-I'paduxka.

[Jokuk, SBouko.1995).Ilcuxoopama, Cxomje :30jaep.

Blood, Anne J. and Zattore J. Robert.2001. Intensely pleasurable
responses to music correlate with activity in brain regions implicated in
reward and emotion, Montreal:Montreal Neurological Institute.

Fortier, Mark.2002.Theory/Theatre: An Introduction, ,
London:Routledge

Gabrielsson. Alf.2011. Strong Experiences with Music: Music is
Much More Than Just Music, New York:Oxford University Press.

Turner, Oliver.2010. A history of Theater in Education at the
Belgrade Institute Theatre, Coventry, Warwick :Institute of Education at
the University of Warwick.

http://bro.gov.mk/?q=gimnazisko-obrazovanie [28.12.2016; 12:45]

http://www.danielgoleman.info/topics/emotional-intelligence/

[28.12.2016; 13:01]

https://www.ncbi.nlm.nih.gov/books/NBK 84218/ [28.12.2016; 13:04]

206



	korica 3 Ars Acad. B5
	Page 1

	Ars Academika 2 финал b5
	1.Ана воведен текст_L
	2. Sonja Zdravkova-Djeparoska
	Започнувајќи го ова истражувачко патување од можеби најсложениот за дефинирање, но основен /појдовен /темелен поим во самата тематска ориентација на конференцијата, а воедно и на овој четврти број на списанието Арс Академика, тргнувајќи од перформатив...
	Павловски, Мишел. 1998. Чиста игра, Скопје: МИАН.
	Руфини, Франко.1998. „Антропологија на театарот“. Јелена Лужина (приредувач) Теорија на драмата и театарот: 83-109. Скопје: Детска радост.
	Senker, Boris. 1913. Uvod u suvremenu teatrologiju II, Zagreb: Leykam International d.o.o.

	3. Ana Stojanovska - mak_L
	Треба да се има предвид дека современиот театар од Бродвеј до Вест Енд, од големите национални институции од Стокхлом до Москва, создава своја перформативност, која мoже да се дефинира како препознатлива и атрактивна. Ововремените медиуми ги третираат...
	Проблемот, според истражениот материјал, е во зголемувањето на бројот на медиумите, во третирањето на уметностите како индустрија и во (не)снаоѓањето на театарот во однос на другите, особено дигиталните медиуми. Тука може да се постави прашањето за кр...

	4. Miroslava Kortenska
	5. Aldo Milohnic
	6.Suzana Kirandziska
	Сузана Киранџиска
	МУЛТУКУЛТУРАЛИЗМОТ КАКО ПЕРФОРМАТИВЕН ПРЕДИЗВИК

	7. Milena Aneva
	8. Tihomir Jovik 1
	9. Milena Stefanovic
	10.Jovana Karaulic
	11.Elizabet Kolevska
	12. Iva Damjanovski
	13. Milosh Andonovski_L
	sodrzina(1).pdf
	Сузана Киранџиска
	МУЛТУКУЛТУРАЛИЗМОТ КАКО ПЕРФОРМАТИВЕН ПРЕДИЗВИК............................................................................................69

	sodrzina(1).pdf
	Сузана Киранџиска
	МУЛТУКУЛТУРАЛИЗМОТ КАКО ПЕРФОРМАТИВЕН ПРЕДИЗВИК............................................................................................69

	Blank Page




