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YpenyBaukuot ozioop Ha Ars Academica rit o7100pu 3a neyaterbe TEKCTOBUTE KOM MMaa
OpUTMHAJIHYA HAYYHU U CTPYUHY PE3Y/ITaTH



HEKOJIRY BOBE/IHI 3bOPOBU
COBPEMEHOCTA 1 YMETHOCTA

Ana CrojaHoCKa

Dakyawielll 3a gpamcKu YmewHocuu,
i

Ynusep3uuwieit ,C8. Kupun u Metwioguj
Maxegonuja

YMeTHOCTa CeKorall e Bo TeK co COBpeMeHocTa. [la cu coBpeMeH BO YMETHUUKM KOHTEKCT, 3HAuH
7la MMaIll OJTHOC KOH COIICTBEHHTE COBPEMEHUIM U aKTyeHUTe TPEHIOBU LITO THE I'M IIacupaar.
Bo o6acTa Ha u3Be[yBauKKUTe YMETHOCTH, COBPEMEHOCTa TTOfIpa30upa Ciefiermhe Ha aKTyeTHUTe HO-
BUMHM U HUBHO MMIIIEMEHTHPabe BO concTBeHaTa paboTa. CoBpeMeHOCTa i YMETHOCTa CeKOralll ce
TeMar IITO HyJY BOHPeIHNA MOKHOCTH 3a MCTPaKyBamwe. CeKoj YMeTHUK, HO M HAYUHHUK MTPeTeHAnpa
HeroBaTa paboTa Jja € UMIIIEeMeHTHPaHa BO COBPeMEeHUTE TEKOBHU Ha Ky/ITypaTa. MiMajku ro mpeBu
0Ba, a BOZIEjKM CMeTKa 3a Toa LITO OM OMJI0 aKTyeslHO M a)MPMATHBHO 3a YMTAhe Ha CIIHCaHue O]
Baka (hopMaTHpaH crieljuuKyM, HaMepHo Oeliie ©30paH 0BOj TeMAT KaKo e/IeH Off IBaTa IJIaBHHU 3a
0B0j 0poj Ha cricanuneTo Ars Academica. Bo 0Boj TeMaT ke ©MaTe MOKHOCT J1a IIPOUYNTATE CEIYM KC-
K/TYUMTEJTHO MHTEPEeCHU ¥ TIPOBOKATHBHY TEKCTOBHU, KOM MaaT IMPOK /IMjaia30H Ha HCTPaKyBatbe.
HcTpaskyBarmaTa KOU UM ITPETXO/ieNie Ha OBUE CTY/IHH, Cé OBP3aHM CO COBpeMeHaTa [paMaToioruja
1 TeaTpoJIOrHja, My3MKOJIOTHja, KOPeoJIorijaTa i IoBeKeTo XMOPU/IHU 001acTH Ha riephopMaTHBHU-
Te ymeTHocTH. COOpaHK BaKa Ha eJIHO MeCTO, OBHe TEKCTOBHU MTOKaKyBaar [ieKa MaKeJOHCKaTa Hayy-
Ha MICJTa o] 00j1acTa Ha oBHe JjBa (haKy/ITeTa MMa 3a IITO fla Oujie MPOMOBMpAHa i PecIeKTHpaHa i
HaJ[BOP OfI IPaHUIIMTe Ha HamaTa 3eMja. OCBeH aKa/[eMCKHOT Kajlap Ha HaumTe (aKyaTeTH, BO 0BOj
TEeMAT ce BKJIYJeHH i HEKOJIKY TPY/ia Ha HaIluTe YPeJHUIM O MeI'VHapOHUOT ypeyBauku ofjoop,
€O 1[eJ1 /la ce HalpaBK Mapajie/ia Mery HalllaTa/JIoMalIHaTa UCTPpakKyBauka MPaKTHKa U OHaa IITO e
aKTyeJIHa BO CBETCKaTa HayuHa Mucia. LlenTa e 1a jokakeMe U MOKaKeMe JieKa U HallluTe UCTPasKy-
Bakba Ce Ha MCTO PAMHHUIITE CO CBETCKUTE 1 [ieKa HalllaTa TeOPUCKA MUCIIA € HCKITYUUTEeTHO MHTPHU-
TaHTHA ¥ COBPeMeHa BO CeKaKOB KOHTeKCT. TpruyBajku off ujiejaTa fja ce HCTpakyBa COBPeMEHOCTa
U KalUTaJIM3aIijaTa Ha CoBpeMeHaTa u3BeioeHa YMETHOCT, CO JTaliflapHaTa M U3[[p/KaHa CTyauja
BO KOja ce Tpe3eHTUPaHU TPEHIOBUTE WK PehopMYIMPAbeTo Ha MOJATUTETHTE, TIPEKY JAedhHH-
PameTo Ha MOCTMOIepPHI3ALIHjaTa Ha COBPEMEHHOT TAHI[OB KOHTEKCT, I1a Cé [[0 aHa/In3aTa Ha TeJI0To
¥ IBUKEFETO BO aKTye/THATa TAHI[0BA eJlyKallja, ce TIPaBy eJlHa COBPeMeHa Mpelu3Ha aHaIM3a Ha
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OJTHOCOT Ha TeJIOTO, TAHIIOT U JIBIKEEbaTa BO IeHENHUOT CUCTeM Ha Tep)opMaTUBHUTE YMETHOCTH.
TematoT ro MPOjIOJKYBAAT TEKCTOBUTE BO KOU ce le)MHUpPA aKTepCKaTa/ u3Befi0eHaTa MOKHOCT
CIiope] COBpeMeHUTe CTaH/ap/iy, 3a Jia 3aBpPIIi CO KOHKPETHU MY3UKOJIONIKY UCTPAKyBamba MOBp-
3aHU CO COBPEMEHM aBTOPH U UJieH Ha JieHellHuHaTa. HayuHuTe CTy[UuM 3acTaneHu BO OBOj TeMaT
ril TPO0/IeMATH3MPAaT HEKOU 07 KITYJHUTE TeOPUCKU TOTIOCH CO KOM Ce COOUYBa JieHelHaTa HayKa
3@ YMETHOCTA - JIOMUHAI[MjaTa Ha TPeHoBUTe, GOPMUPALETO Ha CTAHIAPAUTE, OJTHOCOT AKTYe/THA
YMETHOCT - My3e], TIPHHIIUIN U MOJIA/IMTETH Ha pabdoTa u ci1. MicToBpeMeHo, IpUMeHyBaaT HayueH
MHCTPYMEHTAPUYM KOj € aKTyeJIeH 1 MHTpuranTeH. Hayunata matepuja e pa3paboTeHa criopeji cute
CTaH[Iap/IM Ha TeOPUCKATa MUCTTA Ha JIBAeCeT 1 MPBUOT BeK.

CeKxoj off OBMe TPY/IOBH, HATIMIIIAHK CIIOPe/] IOMMHAHTHUTE CTAHAP/M Ha COBpPeMeHaTa HayuHa
MHCJIa, Ce BUCTMHCKY M300D 3a TIOHATAMOIITHU HCTPAKYBambha U CTEKHYBaba YBHJ] Ha KOj HAUMH MOKe
Jla ce TeopeTH3upa nepdopMaTHBHOCTA BO cOBpeMeHaTa KynTypa. OBie HayuHU CTYIUK ce 0a3a u
3a CTy/IeHTHTe Ha (aKy/ITeTUTe IITO ja MCTPAKYBAaT YMETHOCTA M BO 3eMjaTa 1 HajIBOp, KAKO 1 Ha
HayyHuTe PabOTHMIIM U Mefjaro3u. llesiHaTa rpyma Ha KOHCYMEHTH Ha 0BOj MaTepuja He e CTPoro
orpaHuyeHa 3aToa 1To Temara CopeMenociua U yMeiwiHoCUia e TiePMAHeHTHO aKTyeJTHa BO IIMPOKK-
OT OTIITOKY/TYPEH KOHTEKCT.

|| Arra Ctojarocka ||
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Coma 3apaBroBa-Ilemapocka

@akyauieul 3a My3uuKa yMmewHocul,
Yrusepsuuueiu ,,Cs. Kupun u Mewoguj“
Marxegonuja

At the beginning of the 21st century, what does “postmodern art” mean? Where can it be
positioned in Macedonian cultural space? In what condition is dance in Macedonia as an art form?
What are the new trends? Through these questions, this essay will explore certain procedures which
are integrated into artistic products. The mixing of various stylistic forms or layers of culture is no
longer a novelty, but rather one of the postulates of postmodern art. Dance, with its certain strictly
defined rules, appears to be a hermetically sealed system that does not change (which is true to
some extent in terms of classical productions), but it inevitably, especially with new choreography,
is unable to avoid influence from general developments in the arts and society. One of the notable
changes in dance is a blend of elements from popular culture with artistic dance. This essay will
attempt to define some processes that gain relevance through new dance settings. Specific trends
will be elaborated upon not only through an analysis of specific examples, but also through seeking
to provide a theoretical answer to this new type of artistic creation.

Keywords: Postmodern art, popular culture, dance, choreography

OB0j TEKCT Ke T0 3aMoYHaM cO M3Ba/0K of KHurata IlociuimogepHa apxuitiekilypa oJ aMepuKaH-
ckuoT aBTop Yaprc IleHkc Oupiejku 0BOj cTaB Bo roieMa Mepa Ke ja Hacour 1 Ke ja HajaBi TeMaTa Koja
e Bo (hOKYCOT Ha MOjoT UHTepec. ,MojepHaTa apXUTeKTypa marelie off eMTu3aM. IloctMojiepHaTa
ce TPY/IH /la To HaJIMUHE TOj eIMTH3aM, IIPUToa He oTpIIajKul ro, TYKY TPY/IejKH ce Jia ro MpOouupy
ja3MKOT Ha apxXuTeKTypaTa Ha pa3HU HAUMHH, CO BepPHAKYJIapHa apXuTeKTypa, CO TPajiuiiyja, co
KOMepIIMjaJIHUOT aproH Ha yiauuara“ (Dzenks, 1985:30). bajetot, omepaTa ce eTUTUCTHIKY YMET-
HUYKM POJIOBH, THE CaMH 10 ce0e HOCAT BUCOKY IUCTUHKTUBHY, HETPUDUILMPAHH TTapaMeTPH KOK
T TIpaBart J0CTaMHy 32 ofipefieH KpyT perunueHTy. Ho meHeniHaTa Ky/iTypa e MoliHe JUHAMUYHA,
OTBOpeHa, TpaHc(opMaTBHA U Taa cO37laBa HOBU (hOPMHU KOH ja KapaKTepu3HpaaT COBpeMeHaTa
(mocT)mocTMoziepHa Ky/ITypHa cTBapHocT. IIperoTeHijata Ha (DMKCHpaHaTa CTPYKTypa He MOKe
Jla ce CIIPOTMBCTABM Ha HOBOTO BpeMe M Ha TPeHJ0BUTE BO YMETHOCTA, U MAKO Taa HABUYM MPO-
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JIOJIKYBA J1a TO JKUBEe CBOjOT ,BUCOK CTU/T, COBPEMEHHTE HPOMYKIIMK (TIOMECTeHU BO OaCTHOHUTE
Ha eTUTUCTUUKUTE YMETHUUKH POZIOBY) IEMOHCTPHpAaT HeKOM coceMa HOBH TeHpeHIuu. [loTpeba-
Ta O] BJIe3 Ha CBeK, HOB MaTepHjaJi ce MojaByBa Ha pasHU HAUKMHY - IPEKY MHTEerpaliyja Ha JKaHpoBH,
MpeKy cuMOKM03a Ha ecTeTHKH, MPeKy KOHeKIuja Ha U3pa3sHu MojlajuTeTH. [lelieHTpaiu3aljara
Ha YMETHOCTa ¥ aKTHBUPAIETO Ha IepudepHuTe pernd HaMeTHyBa IPOLIeCH KOM OBO3MOKYBaaT
MpOIIMpPYBakbe WX IYpY M YprBambe Ha TMHUUTE Ha pasrpaHuuyBambe T.e. UMIPEeTHUPahe Ha HOBU
COJIP3KMHU BO KAHOHM3UPAHUOT U3BelyBauku ctanziapy. Jlunga XaunoH Bo cBojaTa crynuja [loetiu-
Ka Ha [ocuMogepHU3MOlll ja HOTHpa moTpebaTa off cabeebe Ha HAMETHATUTE eCTETCKU 1 (hopMa-
THBHM Kateropuu. Taa mumryBa: ,Hens0esxHata coBpeMeHa fiebaTa 3a rpaHUIUTE M pabOBHTE Ha
TPYIITBEHUTE U HAa YMETHUYKUTE KOHBEHI[WH, UCTO TaKa, € Pe3y/iTaT Ha TUITMYHOTO TIOCTMOJIEPHO
peueKopyBarbe Ha IPeTX0/HO MpuaTeHUTe IPAHUIIE: Ha OJpe/ieH: YMETHOCTH, KaHPOBH, Ha ca-
Mara ymeTHoct" (Hacion, 1996:26). iMeHo, oOBHe T0JT1ba Ha TPEUEKOPYBakbe U CYIITUTHO KOJIOHM3H-
parbe Ha ceprTe KOM He MM TpHIarajie Ha 6ajieTckuTe opMaTy ce MPOBOKAILUja 3a UCTPaKyBakbe
BO 0BOj TeKcT. HaBujyMm feknapaTuBHOTO OT(p/abe Ha HHOBAI[UMTE, HO Off IPyra CTPaHa MOII-
He TOCBETEHOTO M ariJIHO KOPUCTEHe Ha Ofipe[ieH! MPMHIIMIIK, alaTKU M COIPKUHU of cepaTa
Ha TOMY/TapHOTO/MaCOBHOTO Ce MPUUMHA MOBEKe J1a Pa3rojikMe HeKOH TPOLIeCH IITO ce Of[BUBAAT
BO HAIIMOT KY/ITYpeH KOHTEKCT. ApTHKy/alijaTa Ha HOBUTe YMETHHUKM MPOAYKIMK (0COOEHO BO
3amajiHaTa Ky/JITypa) oBeKe He e CKaHJalu3upaHa off B30T Ha ,HicKaTa“ KyITypa, off OCEeTHy-
BambeTO M0 YTUIUTAPHOTO BO BUCOKOKOJIMPAHUTE YMETHUUKM U3Pa3H, 07l UPOHUIHOTO TOJIKYBakbe
Ha CTUJIOT 1 le(DMHIpaHAaTa eCTeTHKa, O/ BUTUBUTE PabOBK Ha COeIMHYBakbe PasHi BeKe MOCTOjHI
(hparmeHTH, 0] €KCIIepUMEHTATHUTE TeXHO-apT hopMu uTH. Dpenepuk LlejMmcoH 3abenesxysa: ,llITo
ce OJIHeCyBa JI0 MOCTMOJIEPHUOT PEBOJIT MPOTUB CETO TOa, Tpeba UCTO TaKa Jla ce UCTAKHe JieKa
1 HeroBuTe 0(haH3UBHU OCOOMHHM - Off ONICKYPHOCTA M CEKCYaHO eKCIUIMIUTHUOT MaTepujas o
TICHXOJIOIIKATA 3aMyIITeHOCT X OTBOPEHUTE U3Pa3u Ha OMINTECTBEHA U MOMUTHYKA HETIOCTYIIHOCT
KO TPAHCIIEHIMPaaT Cé 1ITO O MOYKEJIO Jja Ce 3aMHUC/IU BO HajeKCTPEMHITe MOMEHTH Ha BUCOKKOT
MOJlepHU3aM - TIOBeKe HUKOTO He CKaHJ|a/IM31paaT U He caMo IITO Ce MPUMAaT co HajrojieMa CMU-
PEHOCT TYKY ¥ CaMUTe ce MHCTUTYLMOHAIM3MPAAT i Ce CIojyBaaT co o(puIlijalHaTa UIK CO jaBHaTa
Ky/ITypa Ha 3amaziHoTo omurectBo. (Ilejmcor, 2006:335) OnpeseHu TEKOBU BO COBPEMEHATA KYITY-
Pa 1 BO YMETHOCTa eJIHOCTABHO He MOJKAT fla ce CIIpeyart, HUTY 110 COTICTBEHa BOJlja /ia ce 3a001Ko-
nat. HoBHOT rieilay Bo BpeMe Ha MOJICKaBMYHa Op31Ha Ha IpeHecyBabhe MH(OPMALMK U TPEHJ0BH
(Bo 0BOj KOHTEKCT ¥ BO [IOMEHOT Ha Ky/ITypaTa 1 yMETHOCTa) 0apa COAPKUHU KOM Ce JIeNT Off aKTyeJI-
HUTe CTy4yBarba BO CBETCKM PAMKH, TOj 0apa coojIBeTeH OJIrOBOP Off IOKA/THATa Ky/ITYPHa 3aeIHULA
Ha 3a/laJleHUTe KpeaTUBHY MPOBOKAIIMK M c/ydyBaiba. HOBMOT aBTOp Off [ipyra cTpaHa cé ToBeKe
ce 00uIyBa 1a eKCIIEPUMEHTHPA, J]a CTPAKYBA, f1a OU/ie akTyeJIeH 1 aBTeHTHUYEH BO UCTO BpeMe.

Bo KoHKpeTHaTa aHajM3a KaKo ceJleKTHpaH MaTepujail e 3eMeHa npopykuujata Ha MOB Koja ru
MHTETrpUpa HOBUTE MOCTaBKK' U KopeorpahcKul 0CTBapyBatba off JOMAIIHO MPou3BozcTBo. Toa moj-
pasbupa ceneKTUBEH KPUTEPUYM Koj ja oraka MaKeI0HCKaTa aBTOpcKa Kopeorpaduja. [IpinunHu-
Te 3a OBa IPOM3JIETyBaaT Off CYIITUHCKATa MOTpeda fia ce eTeKTupaar GpayKTyaluuTe, TPeH0BUTe
KperupaHy OffHATpe, KaKo Pe3y/ITaT Ha CeH3MOWINTOT Ha MaKeJOHCKUOT aBTop. [IpuunHa 3a 3ajp-

|| Corva 3mpaBkoBa-llemapocka ||



[| (TTocT)MozepHm3aLmja Ha MaKeJIOHCKMOT TaHLIOB KOHTEKCT ||

JKyBare Ha perieproapoT Ha MODB e 11To 0Baa MHCTUTYIIMja € HOCUTE Ha POEKTH O] HAl[MOHAJTHO
3Haueke, KpeaTop Ha Jp/KaBHATA KYITYpHA MOJIMTHKA BO JIE/IOT Ha TAHI[OT, HajsHauaeH, BCYIIHOCT
eIMHCTBEH MpodhecHoHaIeH PeIIpe3eHT 0] 0BOj BUJ BO IpiKaBarTa, IITO MoApa30ipa [ejCTBYBambe BO
OJIpefieH! PaMKH ¥ CIIOpe]] CTPOTo 3al[pTaHu IpaBuia. Bp3 ocHOBa Ha 0BOj €710 Ke ce obupieMe fia r
nedunupame cepurte Bo KoM e MPUCYTEH Bie3 Ha efieMeHTH off MOMy/IapHaTa KyaTypa.

Bucoko 1 HICKO

He Taka ofjaMHa, aCIleKTOT Ha [IBPCTa TO/IeIEHOCT Ha KY/ITypHUTe (hOPMHU U HUBHUTE TeHJeH-
1My M pasrienyBaa Makc Xopkxajmep u Teoyjop AfjopHo Bo nornasjeto ,,KynTypHa unmyctpuja“
TIoMecTeHO Bo KHMrata Jlujanekitiuka Ha upocsetiuiueaciusouio, usnazgena 1944 rop. IumyBajku 3a
OOJIMIUTE U MPOjaBUTE HA MACOBHATA KYJITYPa, OJ[HOCHO 3a0aBaTa, THe UCTUTE TU TI0CTABYBAAT HAC-
TMPOTH YMETHUUKHUTEe (hOPMU Ha M3Pa3yBabe U ja aHaJIM3UPaaT noTpebaTa Ha MacOBHATa Ky/ITypa jia
1103ajMyBa/Tpe3eMa/KOPUCTI MOTUBH U COTIPKUHU Off yMeTHOCTa. Ho THe, HCTO Taka, ja HOTHpaaT
OTIIITeCTBEHATA TEHJIeHIIUja KaJie IITO ¥ YMETHOCTA e TypHATa WK MPUHY/IeHa J1a pe3eMa of] Ma-
COBHATa KY/ITYpHA MHAYCTpUja. 1 MaKo riaBHa 1je/l Ha TeKCTOT Oellle fla ja MpPUKa)ke KoMepIiuja-
JM3aIyjaTa Ha KyJITypHUTe 100pa M HUBHOTO TpaHC(OpMUpare BO ,OTPOIIYBAUKU CTOKU", OBHE
TEOPeTHYAPH MOIITHEe aruiHo T (puKcupaa mocrankute u hopMuTe UIMaHEHTHH Ha HOBATa (BO Toa
BpeMe) Ky/ITypHa po/iyKiuja. JlelieHnH MoioliHa 0BOj IBOHACOUEH MPOIIeC OMENY IBaTa cenapupa-
HU TOTIOCA TIOYHA JIa ce TpaHchopMUpa BO TPOIieC Ha CUMOMO03a U HHKITY3H1ja.

Pasrne/yBajku it KyITypHUTE MOMECTYBamba BO chepaTa Ha MOCTMOJIEPHUOT KYITYPEH CUCTEM,
Bect u KenHep 3a0eiekyBaat KPYIHU TpoMeHu: ,Mery HUB e pacrajioT Ha [[BPCTaTa pa3yimka Mery
BHCOKATa M HUCKaTa Ky/ITypa; KAHOHKM3alMjaTa 1 N300POT Ha MOJIEPHUCTMUKHUTE Jlejia, TaKa IITO
THe I'0 I'y0aT KPUTHUKMOT U TIOTKOIyBauKKOT pad”. (bect, Kemxep, 1996:260) IloBeke TeopeTnyapu
r'o pasryief[yBaaT U KOMEHTHMPAAT MOJIeTO Ha BUCOKATa YMETHOCT U TonyiapHaTa Kynrypa (Gopnick,
Varnedoe, 1990) unu BucokaTa u Hiickata ymerHoct (Kohen, 1993; Fisher, 2005) T.e. monynapHa u
BHCOKa KynTypa (Gans, 1999) utH. Bo 0Boj cerMeHT Ke Oujie mpe3eMeH [iel of 3aKIy4OKOT Ha [loH
dumiep, Koj 1o oira enadopariyja 3a HaYMHKUTE Ha JUCTMHKIMjA Ha oBaa cepa 3adenexysa: ,He-
3aBKCHO Of OITPaBJJaHOCTa, 3a0aBaTa 1 MacOBHaTa Ky/ITypa ce 3eMaar cé MoCepUo3HO U Off yMeTHH-
1yTe 1 off Teopetnuapure. Toa Ke Ma Janekocesknu epekTu Bp3 ecretukara” (Fisher, 2005:539).

ACTIeKTOT Ha Melllathe Ha BICOKaTa YMEeTHOCT M HUCKATa WX TIoNy/iapHaTa Ky/lITypa Bo HajHOBaTa
npopykija Ha MOD ja cyiefiiMe Bo HEKOJIKY CLIEHCKH CHCTeMH (CH JlaBaM €j100071a f1a ja HCKOPHC-
tam KoB3aHoBaTa ofjpe/ieHuIIa MPUCIIOCOOYBajKH ja KOH KOPIYCOT Ha TaHIoBaTa ymerHocT). Toa ce
CJIy4yBa MpeKY Mpe3eMarbe/ MHKOPIOPUPae COfIPKUHU O] TIOMy/IapHaTa KY/ITypa BO efieH O] TeK-
CTOBHMTE IJTACTOBU HA TAHI0BATa IPETCTaBa, KAKo U MPEKY NHjeKTUPabe Ha TAHII0BY TEXHUKU KOU
ce JIef o] MejHCTPUM-KY/ITYpaTa, T0JI3yBarbe Ha HETAHIIOBH JIBUKEUKU MOJTYITH, KAKO 1 HeBOOOMYa-
€HY BUJ/IMBO MTPO/YIIMPAHU CTIOjKY Ha U3Pa3HH MaTepujasu, MOCTaNKy, alaTK1 UTH.

XuOpuHu IoCcTanKu - Kopeorpaduja
MHTepakiinjaTa Ha HUBO Ha MOJIETMPAYKH TaHI[OBM TEXHHUKH Oellle He3aMHIC/TIBa BO TIEPHO/IOT Ha
JIOMHHAII}ja Ha Of[pe[IeH! CTHICKH KOHCTAHTH (He3aBUCHO BP3 KOM eCTETCKH MpeMucH bea mocta-
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BEHH, KAKO BO OJJHOC HA HajcTapara mpud)ateHa - 0aJeTOT WK IJiejajiaTa CTUIOBU Ha MOJEPHIOT
nepuoj1). CoBpemeruTe Kopeorpadu, 0cobeHo Bo HoceHuTe aecetietuja Ha XX BeK, IeMOHCTPH-
paa 1moTpeba o/ 00/IMKYBakbe efleH MUKCTYPEeH MIPOJIVKT, Kajie IIITO THe, HeobpeMeHeTo, CJI000/IHO Ke
eKCIIePUMEHTHPAAT €O M3PAa3HUTE CPEJiCTBA IITO Pe3yITHpa CO Kperpame HOBH, He CaMo BO eCTeT-
CKa, TYKY IITO e M03HAYajHO BO CEMAHTMUKO-KOHIIENTYalHa CUMICIA, fea. ,[l0cTMOIepHOTO Ko-
JTayKHO-MOHTAKHO 16710 & Malla IITO M IIPUKaKyBa IIPOCTOPHO-BPEMEHCKUTE MATUIITA Ha TpaHChu-
rypaiujaTa (IoMecTyBama) Ha MCTOPUCKUTE ¥ Ha aKTyelHuTe (hparMeHTH ¥ TParoBu Ha 3HAUEHe I
CMMCJIa, BpeTHOCTA U MpeTcTaBuTe” (Suvakovic, 2001: 109). Vmeo, TOj 32 MHOTYMUHA UHTPUTAHTEH
MOMEHT Ha MOUTPYBakbe/TI0CeTHYBAkbe 110 HEIIITO LITO € HalBOP Off [I0CTABEHUOT IPaHUYHMK, laBa-
Ille CBEKMHA 1 JKUBOCT Ha MPETCTaBHTe.

Bo opiHOC Ha 0BOj CermMeHT, OJIHOCHO UMITYTOT Ha CTHJIOBUTE KOM Ce el Off TOMy/IapHaTa Wik Off
CYIIKY/ITypaTa BO COBPEMEHHOT U3Pa3 Mopa fla TIpH3HaeMe JieKa He e TOCBeTeHO PeYrcH BOOTIIITO
BHMMAHUe, He CaMo Of] IMPeKTHUTE KPeaTopu (KoM MHOTY 4eCTO MUHUMAJTHO 0OPHYBaaT BHUMaHUe
Ha MOCTANKaTa ¥ Ha METOJIOT, TYKY MHOTY MOBeKe Ha eCTeTHKATa), TYKY U Ofl MaJIKyTeMUHa Mpo-
cye/lyBau, OlieHyBauM Ha oBaa rpobyemaTtiika. MoskeMe fia HaBefieMe efieH MO3UTUBEH TIpUMep Off
JIOMaIllaHaTa CIleHa Kajie IITo CaMHOT Kopeorpad?, MOIIHe aHaIMTHYKU TIPUCTAIYBajKu KOH CBOETO
TBOPEINTBO, YTBPM BIIMjaHKja off cepaTa Ha MacoBHata Kynarypa. Kopeorpadot l'oppana JJean
[Ton-XpucroBa Harnmacu jieka Bo MepuojioT Kora Ha cijeHata Ha MOD ro mocraByBana ,XpabpuoT
HoB cBeT” (1998), McTpaxkyBama pas3inyeH TUIT KYATYPYHH 110jaBA BO €HOPMHO IIMPOK [iMjana3oH
3aII0YHYBAjKH O] HOBUTE MPABL BO My3MKATa ¥ HUBHHUTE JIBUKEUKH PeTipe3eHTalllH, Ta cé [0 ol
pefleHy TPaHNYHY KyNTYpPHY (DeHOMEeHHU ¥ HAYMHOT Ha OjJHEeCYBarbe, 0C00eHO MOBP3aHu CO MlajiaTa
nonynanyja. Taa 3a IMoTpeOUTe Ha MpeTCTaBaTa Koja 0OpaboTyBalile (GyTYPUCTHUKA IPUKA3Ha 3a
MeXaHU3UPAHUOT apuuIesieH CBeT I'M UCKOPUCTH OBHE BIIMjaHUja M CO3Jafie aMajraM Bo Koja
Cce MeIaaT YUCTUOT MOJIePeH TAHIOB CTHJI CO aKTYeJIHUTe (CYM)KyATypHU NpakTuku. OBOj mpumMep
JIeMOHCTPUPA aBTeHTHUYEH OJ[TOBOP Ha MOTpebaTa HaMeTHATA Off CIKejHAaTa MaTPUII, CBECHO Ja ce
TIPOIIMPY U3PA3HO-CTIICKUOT MPOCTOP ¥ 3a COTCTBEHH MOTPeOH [1a Ce KPeupa eKeKTHUHA, CTHII-
CKY ¥ JKAHPOBCKH TIOJIMBAJIEHTHA TAHIIOBA, Of[HOCHO CIIEHCKA COZ[PKUHA.

AKo HaIpaBKMe Majla JUrpecuja HaBpaKajKu ce KOH MPETCTaBHUIUTE, 0COOEHO Ha aMePUKAHCKHU-
OT TAHIIOB TIOCTMO/IepHI3aM Bo 70-TUTe, MOKeMe Jla KOHCTaTUpame JieKa Tie He caMo IITO 'l aKTH-
BMpaa MapruHUTE TYKY KOMIUIETHO I'0 IeCTpyHupaa IOMMOT U3BeJ[0a U TIPeKy COTICTBEHUTe Kpealuu
MY /IaJioa HOBO 3Hauelbe M HOBa COfipyKiHa. Tue ycIeaja ja My peyart He Ha ie()MHUPAHUOT CLIEHCKH
pocTop (M37IeryBajKku Ha YiIuI, BO MapK, Ha MOKPUBKTE Ha 3TPAJiUTe), HA TPEHUPAHUTE UTPAUYKH
Tesia (KoprcTea HeeyLMpaHu H3BeIyBauM, CIyUajHO U30PaHH YUECHHUIM BO MPETCTABKUTE WTH.), Ha
3ajiajieHara u (pukcupaHa Kopeorpaduja (ce IMIPOBM3UPa UK Ce 3a/laBallle ojipefieHa ,0aHamHa"
3ajlaua: Tpuame, KauyBarme/CUMHYBakbe, Oflelbe BO ofipe/ieHa Hacoka u ci). [lariac JlaH, efieH off
TIPETCTaBHUIIUTE Ha aMePUKAHCKUOT TaHI[OB TIOCTMOZIepHI3aM Besu: ,Hue He ce HapekyBaBMe ce-
Oecu 'TaHuapyu’ Ouejku Toa e mpenruMUTHpauku. Hue omopaBMe f1a He I KOPUCTHME TEPMUHUTE
‘rearap’ ¥ ’mpama’ OKIejKu He cakaBMe acollyjaliija co 0OCTaHATHOT ey off TeaTapoT* (Brown/Dunn,
1998:185). Bo 0B0j HUXMIMCTHUKY ITpKOf, Oea oraTeHn CUTe CTPATYCH Of TPaJULMOHa/IHATa Te-
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arapcKa u3Befida 1 ce ycIea Jja ce MPOHajjie HOB U3BOP HA UIPAUKM BOKAOY/IAp - CEKOjieHBHUTE
IBUKewa oThpIajKu ja TexHUKaTa, 00yKaTa, BexkOaTa M KyNTMBUPAHOTO/KOOHU3MPAHOTO TeJO.
,JIPUKa)KyBabeTo Ha TEXHIYKATa BUPTYO3HOCT W MPUKAKYBAETO HA TAHIIOBUTE CTIEIMjan3H-
PaHy TeJia TMOBeKe He Ce aKTyeslHH [...| ANTepHATUBUTE KOU Ce MCTPAKYBAaT Cera ce OUMITIefIHU:
CTOEHE, OIEHbE, TPUAhe, HOCEHe TY/IH, TPUKaKYBake (DUIMOBH WU JIBIKEHE WK MPUBUKYBabe
Ha HelTaTa okonmy cebe”. (Rainer, 1998:161) OBoj KOMIIIETHO HOB TIPHOJ Ha Kopeorpacure Oele
IPOTECT MPOTUB MOHOIOJIOT Ha JlePUHUPAHH CTUICKU KOHCTAHTH, IPOTHB HAMETHATHUTE JIBUMKEUKH
MATPHIIH, TPOTHB UXOTOMUjaTa ¥ MOflei0aTa Ha AKTUBHI UMHUTEH - H3BEIyBauM U JIOKPaj Macu-
(usupanarta chepa Ha mpocieyBaun, oHOCHO mybyuKkaTa. Oco60/yBajkK ro TaHI[OT Off Komu(u-
Kallija NCTHOT Oellle MPUOMKEH KAKO MOMKHOCT 3a MPAKTUIMPathe 3a CUTe KO Oea sKeJTHU Jla ce
BKJIyuaT BO OBKe MephopMaTHBHU eKcriepuMeHTH. Toa off KopeH ja MeHyBaille acHBHATA MO3UI[Hja
Ha Ty0/IMKaTa 1 0BO3MOJKYBAIIIE COYUECTBO BO CAMHIOT MPOIIEC ¥ 3HAUAjHO MOBUCOK CTEINeH Ha aH-
rakmaH. OBa e HajeKCTPEeMHHUOT IPUMe] Ka/ie IITO XepMEeTU3UPAHUOT JIBIKEUKH, OJ[HOCHO U3paseH
TIPOCTOP Ce U3MEIITa CO JKAPTOHOT Ha CEKOjIHEBUETO.

Bo oBoj mpaBell, KOpUCTejKu JieN 0ff MHCTYMEHTapUYMOT ¥ HOBHOT M3Be/IyBAuKM MPOTOKOJ MMa-
HEeHTeH Ha aMepPUKaHCKaTa aBaHTapfiHa ClieHa, POJIOKK JIeJl of] MaKeJJoHCKuTe Kopeorpadu. Mc-
kpa IllykapoBa mocraByBajku ja mpercraBsara ,beckoHeuno matysarme” (1997) Geme mpoBorypaHa
071 WjlejaTa 3a CBOEBHJIHO YpUBAe HA XereMOHMjaTa Ha M3BeJlyBAUKUOT COCTAB MPU LITO TIOKPAj
CTaHJapIHUOT TaHUYAPCKU M300p BKIYUM HeTpeHupaHu m3BeayBaun. Toa Oea Bajiia aktepi (PyoeHc
MyparoBcku u [[ejan JInmuK) Ko co cBojaTa HATypasiHa TUTACTHKA Ha TeJIOTO KOHTPACTHPaa BO Off-
HOC Ha MPO(hUIMPAHUTe TAHUAPCKU TeNa. IeHTHUHM TOCTAIKY TI0Toa MPOJIOJKUBME 1A CITefjuMe
kaj [llykapoBa, HO U Kaj Ipyru MakeJOHCKY Kopeorpadu Bo JIe/IOT Ha BOHUHCTUTYIIMOHAHOTO, Ca-
MOCTOJHO JIejCTBYBamb€®, HO TopeHaBe/leHaTa IpeTcTaBa Oellie MIOHepCKH 3aaT MoBP3aH Co ClieHa-
ta Ha MOD u TokMy mopajiu Toa e off ocobeHa BaskHOCT. [Ipoj10/KyBajKu Co CBOUTE UCTPAKYBAUKH
IPaKTHKH, Bo peTcraBata ,[ppennot neden” (2008) IllykapoBa HCKOPUCTH e[leH MOLIHE HEBOOOH-
yaeH efleMeHT 32 MOJIePHHOT TaHIIOB TeaTap, HO MOIIHe BaJi/ieH U OUeKyBaH 0] TIOCTMO/IePHHOT.
Taa Bo f1€710TO OCBETEHO Ha JI0ajeHOT Ha MAKeJIOHCKUOT 0azeT Koj HaJl TMejieceT ro/IMHK aKTUBHO
yuecTBYyBa Ha ciieHata ExpeM XyceuH, peliu Jja BMeTHe HEKOM, 38 HETOBUOT TIPMBATEH JKUBOT, Ka-
PAKTEPUCTHYHU TIPTH, OJJHOCHO /Ia KOPUCTH AKTUBHOCTH KOM He KOPECTIOHJMPAAT CO HUTY efieH
M3BJyBauky cucteM. FiMeHo, Kako fies off Kopeorpadckata MoCTAHOBKA Taa MHTErPUpa BO3ekhe Be-
JIOCHTIE]] HA [TIABHUOT MPOTArOHUCT KaKo ejlHa ueHTH(UKAICKA [[PTa K0ja Ha MOIIHE OPUTHHAJIEH
HAUVH TU COeJIMHYBA TIPUBATHUOT U TPO(ECHOHATTHUOT KOHTEKCT (XYCeHH MOCTOjaHO MOXKe Jia ce
BUJIY Ha BEJIOCHIIE]] ¥ TOA € HErOBUOT U300P BO OJIHOC Ha TPAHCIIOPTOT BO COOOPAKAjHUOT METeK Ha
Cxomje). Toa nmy0/uMKaTa ja II0CTaBU BO eJjHa COCEM HOBA ITO3KIIMja Jla palliaBa Kajie e rpaHuIlaTa Ha
u3Bei0ara, Kajie 3alouHyBa ,PEANHOTO", ajli Toa BOOIIITO MOCTOM WK Ce TIPETBOPA BO apTH(U-
nenHo? Bo oBoj mpumep MoskeOu U He cTaHyBa 300p IUPEKTHO 3a MOCETHYBAEe KOH T0My/lapHaTa
KY/ITypa, OJTHOCHO MOCTATIKUTE CBOjCTBEHH 3a Hea, HO OBOj eieMeHT BO KopeorpadujaTa HU JlaBa
MOKHOCT JIa 'O KOMIIaprpaMe cO MHCTPYMeTHAapUYMOT MPHCYTeH Kaj aMepUKaHCKaTa MOCTMOlepeHa
TAHIIOBA MpaKTUKa. [locTojaT u ipyry NprMepyu Ha UHTErpUparbe Ha YTUIMTAPHOTO BO Kopeorpad-
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CKaTa TeKCTYpa, HO MHTEHIMja Ha TEKCTOT He e TaKCATUBHO HAOPOjyBatbe eJIeMEHTH KOM MMaHUPAaT
KOH 0Baa pPeruja, TyKy /ia IeTeKTHpa MOCTAMKH U TIPEKY O/ipe/IeHH (Hajperpe3eHTaTBHHU) TPUMEPH
J1a TU U3JI0KK U IPOKOMEHTHA.

Hus3 cexoj o1 oBie IIpUMepH MOKeMe [ia MojiBIeyeMe mapasie/id BO OJJHOC Ha TPEHIOBUTE U TeH-
TEeHIMKTe KOM ja KapaKTepH3upaa CBeTCKATa, BO OBOj C/TyUaj IpeJ| cé aMepHKaHCKaTa CIleHa U pe-
(hnekcujaTa BO TBOPEIITBOTO Ha JOMANIHUTE aBTOPM KOM OBHE IOCTAIKU 'M MHTErpPUpaa MOIIHe
ABTEHTHYHO BO COICTBEHHOT KpeaTwBeH (pokyc. HTepakiiujaTa IOMErY pasiMuHUTE KYATYPHHU
TIOMEHH, TIPOjaBM U €CTETHKY e MHUILMPaHa KaKo IITO U3JI0KUBME Of CAMUOT aBTOP Ha CI[EHCKUOT
TEKCT U HETOBUTE TBOPEUKU MOTPeOH 1 BOEJIHO IPETCTaByBa OIrOBOP Ha IPOIIECOT Ha MPOMHUCITY-
Bambe, 00JIMKYBambe i CTPYKTYPUPakhe Ha eJHO JIETI0.

Adexiuja co nomynapHoOTO

llnTepecHo e ma ce croMeHe JieKa Off eJIHO JPYyro MCTpaKkyBarbe!, BO Koe aBTOPOT ja aHaIM3upa
TIOBP3aHOCTa Ha MaKeJOHCKUTe Kopeorpadu co MaKeJOHCKaTa COBpPeMeHa My3MKa, IPOM3/ieroa
HEKOJIKY MHIMKaTUBHU (haKTH KoM Ke OMaT HCKOPUCTEHHU BO aHa/Ii3aTa Ha 0BOj TeKcT. Ilepuopu3a-
IMjaTa Ha MaKeJIOHCKaTa COBpeMeHa TaHIloBa ClieHa ja KOHIUIpame Bo JiBa uHTepBana 1991 - 2005
(mepuoy Ha KOHCTUTYUPabe, eTabIUPare U J1ejCTBYBatbe Ha MIPBUTE COBPEMEHH MaKeJIOHCKH Kope-
orpacmu), 2005 - 2014 (Br1e3 Ha HOB Kopeorpadcku OpaH, apupMmalija Ha MaKeJOHCKaTa Kopeorpa-
(uja HagBop ox cuenara Ha MOB). Pasrie/iyBajku ja micTara Ha II0CTaBeHH [iefia 3a Bara [eprosia
OJIJIEJTHO CIIOpe]] KPUTEePUYMOT aKTHMBHOCTH Ha MaKeJJOHCKUTEe aBTOPH, Ke ce 3ajipKuMe Ha efieH
CerMeHT Koj I'0 COUMHYBA TEKCTOBHUOT KOPIIYC, 8 TOA € My3UUYKKOT U300p MHTErpUpaH BO flejiaTa.

Bo mpBUOT meproz ofi BKYITHO CeflyMHaeceT MPeTCTaBU Ha OMAINIHU aBTOPH, CIefiMe CelyM BO
KOM My3MUKaTa OCHOBA [Ipe3eMa [apuriba off JOMEHOT Ha JloMallHaTa 1 of] CTPaHCKaTa IoIy/1apHa
My31Ka. Bo 0Boj cricok ru Haorame uMumbata Ha Banrenuc, Ho 1 Ha Jlapko [lumutpoBcku, TIMI
utH. CeleKTUPajKK M CIIope]] aBTOPCKU YZIe/l BO PENepTOapCcKUOT CIIMCOK, MOKe fla 3abeiexume
JleKa Kopeorpacure KoM 1 TIpUIIaraa Ha MocTapara M Ha cpejiHaTa reHepaiyja nmaa aeduHupaH
OJTHOC KOH My3HMKATa ¥ TOj KaKO MPABUJIO Ce TIOBP3YBa CO TOTOBM, HAMEHCKH - 0aNeTCKU HaNUIIaHy
naptutypu. bu ru nocounse Jaroa CiaHeBa co Jie fieia Ha Komro3utopoT Jbybomup bpanfonu-
a ,IIpoctyBame co Tama“ (1992) u ,,Cunmjan nosropHo nera” (2002), kako u Onra MuocasyieBa co
»MakemoHcka moBect” (1993) Ha ['murop CMokBapcku. MiagaTa KpeaTHBHa Cila Koja ce mpoduupa
BO Pa3HU eCTEeTCKH MPABIU BO HAJroJieM fieJl eKCIIePUMEeHTHpPa CO My3UYKMOT U300 103BONTYBajKK
CH J1a T NIPEKPIIM BOCTAHOBEHUTE MOCTY/IATUTE Ha 00/TMKYBarbe OajeTcKa MPeTCTaBa ! Jia Kperpa
HoBU. HajaHraskupaHnoT MakefIOHCKH aBTOp of TpBuoT neprof Vckpa IllykapoBa mokaxyBa HeKOH-
3UCTEHTHOCT BO OJJHOC HA MY3UUKHOT CJI0j ¥ OTPeDa off MCTPayKyBatbe U MOTpara Mo HajajieKBaTeH
u3Bop. Taa ru mocrasu ,[lacremm® (1994) Ha my3uka og M. Ondung, ,Uudepro” (1995) Ha My3uKa o
A. IlTnuTke, ,Yetupu roguuiay BpeMutba“ (1996) Ha My3ka ox A. BuBanay, ,beckoHeuHo maTyBame”,
My3HKa Ha ,AHactacuja“, ,Ilap-a-60m“ (2003) my3uka C. IlerpoBcku. OBOj CTHICKM raIMMaTHjac ro-
BOPM 3 TI0TPebaTa of MPUCIIOCOOYBabe KOH COTCTBEHUOT KPEaTHBEH JIUCKYPC U U300p/ToTpara 1o
afieKBaTeH 3ByUeH MaTepujasl 3a CBOUTe MPETCTaBU HE3aBUCHO Off TIPETXO/IHO TIOCTaBEeHKTe Tapame-

|| Corva 3mpaBkoBa-llemapocka ||



[| (TTocT)MozepHm3aLmja Ha MaKeJIOHCKMOT TaHLIOB KOHTEKCT ||

tpu. Toa Bo ofpenenu npercrasu (,ITacrenn”, , beckoHeuHo matyBame") BHece cocema HOB poQui
Ha 3BYK Ha TpaJMIMOHa/IHATaA TaHI[OBa ciieHa, Ho [llykapoBa He Gellle 1 eJMHCTBEHA KOja ro MPaK-
THKYBallle 0B0j My3uuKu u3pas3 (/1. I'paguuiku Bo ,3a Hero3Hatuot" 1991 mocraByBailie Ha My31Ka Ha
aBTopoT Banrec, I. [lean-ITon Xpucrosa Bo ,,XpaOpuoT HoB cBeT* 1998 ro moxkamn Mupko ITomnos
71a ja Kpeupa My3HKaTa).

Bo BTOpKOT 1epuo1 0/ BKYIIHO TPUHAECET NMPETCTaB! BO aBTOPCTBO Ha MaKeIOHCKH Kopeorpadu,
0CYM KaKo 1300p ro II0CTaBUja KOMEpPIMjaTHAOT BUJ] My31Ka. Mery ceJleKTHpaHaTa My3UKa Il Ipo-
Haorame umumara Ha Toksidomoon, Kammomu, Ilpoekt XKiyer, Kupun IlajroBcku. Op mpernegor
MoOKe Jla corjieflaMe JieKka BO TIPBUOT MepUo]| 0BOj BUJ My3UUKHM TEKCT e 3acTarieH co 7 MpeTcTaBu
ofi BKynHo 17 mocTaBeHy, fojieka BO BTOPUOT OBOj TPeH/ ce 3acuiyBa np 1mto of 13 mena uma 7
€O My3KKa Koja 1 MpMIara Ha momyaapHaTa cdepa. Toa yKaxkyBa ieKa COBpeMeHHTe MaKeJIOHCKH
Kopeorpadu cé mouecto ce obpaKaaT KOH HOBUTE H3BOPH KOM CTaHYBaaT Iypu MOKeMe Jla KOHCTa-
THpaMe ofipefieH BUJ CTaHJapAM3upaH HopMaTKB. OBaa My3MKa PeTKO e HaMeHCKH THIIyBaHa 3a
TAHIIOBA CIIeHA, OJHOCHO HajuecTo ce MpaBaT KOMITWIALIMK Off TIOCTOJHHOT My3UUKK (DOH]I Ha efieH
aBTOP WM MY3WUKH 300D BO KOj BJIeryBaar IoBeKe aBTOPH, HO TOa e MOBTOPHO CO e[leH MOIIHe
CMeJT CTUJICKO-KOJTasKeH TpUCTaIl.

ABTOpHUTE BO MOTpara o IITO MOJIAT/INBa TOIIOra BO OJJHOC Ha ay/jueIHaTa TeKCTOBHAT Ipefl-
JIOIIKA HAIpaBHja VIITe eleH MOIIHe HeBooOHWuaeH (DapeM 3a TAHI[OBHOT TeaTap) 3adar Ipese-
MajKku pumcka mysuka’. Bo 6anerure ,®unm* (2011), ,Camcon u Januna“ (2012), 14 vaca“ (2013),
Jletap ITax“ (2014) Bo ofpeieHH Ie/I0BY ce KOPUCTEHH MO3HATH (DUIMCKM MY3UUKH TTapUMiba KOK
7lejcTBYBaa Kako eJIeMeHT Koj BeKe 07 CaMMOT TOUETOK ja HacTpojyBa My0JIMKaTa KOH HEIITO IITO e
no3HaTo 1 npudarexo. IlonynapHara GpuaMcKa My3uKa He Oellle [0J13yBaHa eIMHCTBEHO OI TAHI[O-
BHOT Teatap. Bo paMKuTe Ha IPOrpaMCKUTe COPKUHN Ha MakeoHCKaTa (puIXapMOHHMja CIeuMe
HEKOJIKY KOHL[epTU® CO 0BOj BUJI MY3MUKHU U300p. [IpeKy oBue mpuMepH To leTeKTUpaMe 0TBOPEHO-
TO IIOCETHYBake KOH I0JIeTO Ha MOMy/IapHaTa Ky/ITypa, HO MpKuToa epeKToT JoOMeH 0f] TaHIIOBUTE
IpeTCcTaBU M KOHL[EpTUTe Ha MaKegoHcKaTa (huixapMoHHuja ce pasiukyBaat. An Moepcderny Bo Tek-
CTOT ,3a/I0BOJICTBO Ha ryefauoT” 3abenesxysa: ,CBeTOT Ha (DUKIIMjaTa peTCTaBeH HACIPOTH IJie-
JIauoT I'o MIOBUKYBa pedepeHIjaTHIOT CBET Ha I7IeJauoT, OHOj Ha HEIOBOTO JIO}KMBEAHO UCKYCTBO,
KaKO M HEroBOTO KYITYpHO McKycTBO“ (Mbepcdens, 1998:305). Ox eqHa cTpaHa oBaa IOCTAIIKa e
CBECHO MPaKTHKYBaHa 0ff aBTOpUTe/Kopeorpadure Ko Bo IpaBel] Ha Iony/lapi3aliyja Ha COTCTBe-
HHUOT IIPOZIYKT MHTerpupaar Mo3HaTa 3ByyHa MaTpuiia. Ho moBTOPHO 0BOj HAuMH Ha MOHTaKa (Kora
cTaHyBa 300D 3a TAHIIOBUTE IIPETCTABH) UMILTMIIMAPA HEIITO 1IITO € OJ/INKA Ha IIOCTMOJEPHHIOT CTHIL.
KopucTemeTo 3ByUHH LIUTATH BrpajieH! BO KOMIUIEKCEH MY3UUKU KOMITO3UT I'0 PeKOHTEKCTYai3u-
pa Ipe3eMeHOTO Mapye, JaBajKu My MHOTY UECTO MPOHM3MPAH MOTTEKCT. 3a HAMEHCKO U CO3HajHO
KOpPHCTebe IMTaTHa I0CTAIKa BO IOMEHOT Ha PeKOHTeKCTya/M3al[yja i peKoIuparhe Ha 3HauehaTa
0f] CTpaHa Ha aBTOPHTe MOKeMe fla 30opyBame co ofpefieHa pesepBa. I[piuMapHo Bo 0Boj u300p e
ecTeTHKaTa Ha 130paHOTO Mapye U HEroBKUTe PUTMUUKO-MeToicKU nepdopMatcu. Ho mocramnkara
IITO ja c/ie/iUMe HU JJaBa MOKHOCT Ha OBaa KapaKTepHUCTHKA A 1 pHjieMe 1 MPeKy MoCTMOo/iepHaTa
Teopuja.
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Crefiejku Tv M3jaBUTe Ha HOCUTETMTE Ha MIOCTMOJIEPHATa CIleHa Ha aMePHKaHCKMOT TaHL, MOKe
7 HajieMe HEeKOJIKY MIeHTUYHY TIO3UIMU BO OJTHOC Ha TIOMMAaeTO Ha HOBHOT TTOCTMOJIePeH KOH-
TEKCT 1 HETOBHOT TOJIKYBAUKH IUCKYPC, a TOA € ITPe] C& HarlacyBameTo Ha MoTpedara off IPUCYCTBO
Ha PeaIHiOT MOMEHT KOj € BHJIIMBO COeJMHET BO CBOEBHJIEH KpeaTHBeH MauBopK. [leduHnpajku
IO MOCTMOJIePHU3MOT, DYIKepPCOH ro MocTaByBa HACIPOTH MOJIEPHU3MOT BO TaHIIOT. ,,MoaepHHIOT
TaHI] ce 00U IyBa fla MOKaKe, 1a MCKOMYHHUIMPA HEIlTo, 1a T0 TpaHCIIeHI1pa PeaHUOT JKUBOT. I1o-
CTMOJIEPHUTE JieJia ce 00KIyBaaT Ja OKIaT, [ja I MCIUTAaT TeKCTYPUTe i KOMIIEKCHOCTa Ha peal-
Huot xkuBot* (Fulkerson, 1998:210). MimeHo, TOj TpeH I Ha OIICeJHATOCTA CO PEATTHOTO MM MOKeOu
TI0COO/IBETEH TEPMHUH € aKTYeTHOTO, MaCOBHO MpK(aTeHOTO, KOe e PeKOHTEKCTYaTM3UPAHO I'o laBa
O[ITOBOPOT Ha MpalIakeTo 3a akTyaau3anujaTa Ha cdepara Koja HOCH 03HAKA HICKa/IIoNyIapHa/
TpuBHjaHa. OUIMCKaTa My3KKa, aKTYeJIHATe KaHPOBH, O0KMIOT IPEKY OBHE eJIeMeHTH aBTOPOT fla
CH MIOUTPa CO JOMUHAHTHHUTE KOPITYCH Ha COBPeMeHaTa Ky/ITypa, a CelaK Jja Co3/a/ie YHUKATHO JIeJI0
CO COTICTBEH CeH3UOMIUTeT, OPMaT M 3HAUCHCKH Kallal[UTeT HHU [aBa IPOCTOP 3a alIMIUPakhe Ha
ropeHaBeJIeHUTe TeOPUCKU CTaBOBH.

Kycu 3akmyunu cornenou

Ha mpeTrxofHuTe CTpaHUIM Oellie M3BPIIEHA aHA/MM3a Ha aKTYeTHUTE C/IyJyBarha Ha aKajleMcKa-
Ta CLieHa CO aKL[eHT Ha JOMalllHaTa MPOJIyKIIija. bea KOHCTAaTMPaH! TeH/IeHIIME KOM HU [lafjoa Ma-
TepUjajl BO KOj aIlIMIMPajKK OpeieH: TeOPUCKY TO3KIMK 3a0ejie;kuMe KIyUHH IIOMeCTyBaba 1
MHOBAL[WHL.

[IpamameTo Ha MOCTANKUTe, alaTKUTe U METOIUTe He HaBJIeTyBa BO BaJOpU3Mpambe Ha OBHe
Jiena, IITO e U JjajieKy oj] MHTeHI[MjaTa Ha oBaa aHaM3a. [IpeseMameTo ofipefieHd MeXaHU3MHU Ka-
PaKTepUCTMYHHU 3a MOCTMOJIepHaTa He TO OfipeflyBa KBaJIMTETOT Ha MPOJYKIIMjaTa, TYKY CaMo T'
HOTHpa eJieMeHTUTe Ha TpaH3uIuja. TeKCTOT Ke To 3aBpIiaM co IUTaT off Kaurata [lociimogepHa
lioeluuKa, Kage wiitio aBTOPOT BO 3aKIYYHUOT e/l KoHcTaThpa: ,OBfie (roBopejKu 3a IpojaBuTe Ha
TIOCTMOJIEPHU3MOT BO YMETHOCTA - aBT. 3a0) ceKaKo, HaMeCTo 3a 'TIoeTHKa 300pyBaMe 3a 'Tipobite-
MaTHKa': Hi3a Ipo0IeMy i OCHOBHM ITpalilaiba KoM Ce CO3/IajieH! BO pas/MyHU JUCKYPCH Ha IIOCT-
MOJIEPHM3MOT, Ipalliaa Kou focera He 6ea mpobnemarnunn”. (Hacion, 1996:370) Mako HOTHpaB-
Me eJleMeHTH KOU yIaTyBaaT Ha ofipefleH! MOCTMO/iepHM TIPAKTUKK BO MAaKeJJOHCKOTO COBPeMEHO
TaHIIOBO TBOPEIITBO, CeNakK Toa He MOjKe Jla ce MOJjUrHe Ha PaMHMIITe Ha MPaKTHYeH Of['OBOP Ha
TEOPHUCKUTE UCTPAKYBAUKHU IIOTPeOM Ha aBTOpcKaTa (hejia, TYKy MO3KeOH MHOTY IOBEKe KaKO OfIro-
BOD Ha TPEHJIOBMTE OTHA/[BOP, MOJIy/Iallija Ha COTICTBEHUOT eCTeTCKU MPOdUT Kaj Kopeorpadure.
Cemak, 0BOj KyC MCTpPaKyBauKu eKcKypc Hu3 noctaBkuTe Ha MOD Hu ja moTBp/yBa Te3ara 3a npu-
(haKkambe, MOCTOEHE, MHTErPUPAIbE e/IEMEHTH KOM Ce [IeJT O CBETCKHUTE KY/ITYPHI 30M/IHYBaba, IIpH
IITO UCTHUTE Ce JIOIMPaHH KaKo MPAKTUKK BO TBOPELITBOTO HA JIOMAIIHUOT aBTOP.

|| Corpa 3mpaBkoBa - [lemapocka ||



[| (TTocT)MozepHm3aLmja Ha MaKeJIOHCKMOT TaHLIOB KOHTEKCT ||

Kopucrena nmureparypa:

Bect Cruse, [arnac Kesep (1996) Iocitimo-

gepHa uieopuja. Cxorje: Kymrypa.
(1998)
“Dialogue on Dance” in The vision of modern
dance ed. J.M. Brown, N. Mindlin and C. H.
Woodford 2nd edition. London: Dance Books,
pp.177-187.

Gans, Herbert (1999) Popular Culture and
High Culture: An Analysis and Evaluation Of
Taste. New York: Basic books.

Gopnick Kirk, Adam Varnedoe (1990) High

and Low : Modern Art and Popular Culture. New
York: MOMA.

Brown, Trisha/Douglas  Dunn

3mpaBkoBa-Ilemapocka, Coma (2010) ,Make-
JIOHCKaTa My3MKa BO KOpeJialyja co MaKeJJoH-
CKWTe COBpEMeHH TaHII0BU TeKOBU“ Bo My3uka,
op 16, Cxomje:COKOM; ctp. 45-54.

3npaBkoBa-IJemapocka, Coma (2011) Actie-

Kiliu Ha uepchopmattiuBHaiua KUuHeculewuKa.
Cxormje: Jyropeknam.

Hobepcdenn, An (1998) ,3amoBoICTBOTO Ha
riefjadoT Bo Teopuja Ha gpamaiia u weauia-
poi, J. Jysuna mpup. Ckomje: [leTcka pajioct,
crp. 297-318.

Cohen, Ted (1993) “High and Low Thinking
about High and Low Art” in The Journal of
Aesthetics and Criticism vol. 51, no.2, The
American Society for Aesthetics, pp.151-156.

Rainer, Yvonne (1998) “The Mind is a
Muscle” in The vision of modern dance ed. ].M.
Brown, N. Mindlin and C. H. Woodford 2nd
edition. London: Dance Books, pp. 157-167.

Fisher A. John (2005) ,High art versus low
art“ in Routledge Companion to Aesthetics 2 nd.
Ed. B. Gaut and D. Lopes, London: Routledge
Press. Pp. 527-540.

Fulkerson, Mary (1998) Post-modernism? in
“The vision of modern dance” ed. .M. Brown,
N. Mindlin and C. H. Woodford 2nd edition.
London: Dance Books, pp. 209-217.

Hacion, Linda (1996) Poetika
postmodernizma. Novi Sad: Svetovi.

Horkheimer Max, Adorno Theodor (1989)
Dijalektika prosvetiteljstva, Sarajevo: Veselin
Maslesa.

ITejmcon, ®pepepuk (2006) , KynrypHata o-
TMKa Ha JOUHMOT KanmuTanuszam” Bo Og mogep-
HU3aM KoH uocuimogeprusam, Jloperc Kaxyn
ypennuk, Ckomje: TEMITJIYM, ctp. 275-329.

Dzenks, Carls (1985) Jezik postmoderne
arhitekture. Beograd: Vuk Karadzic.

Suvakovi¢ Migko (2001) Paragrami tela/
figure, Beograd: CENPI.

benemkn:

1 Bo ofiHOC Ha KJIACHYHKTE TIOCTABKH (0]
tumnort Ha Jlebegoso e3epo, 3aciiaHaiua ybasuya,
Kusen, Opesokpuauka) KOHCTaTHPaMe MOILI-
He L[BPCTO OfIPKyBatbe, eTpuuKaluja Ha
nocraHoBKUTe off XIX BeK 1 BO 0BOj CerMeHT He
MOsKeMe Jla 300pyBaMe 3a KakoB OMJI0 HHOBA-
THBEH 3adar.

2 Muory yecTo Kopeorpadure 1 [OKpaj BU-
IJIMBOTO IPUCYCTBO Ha OJIpefIeHH eJIeMEHTH,
HOCTANKU U ()OPMHU Of TIONY/IaPHITE JKAHPOBH
TO HETWpaaT HUBHOTO KOPUCTEHe O MPUUNHY
IITO CMETaar JieKa Toa Ke ja HaMaJii BpeIHOCTa
Ha HUBHUTE JieJia.

3 Cdepara Ha He3aBUCHATA TAHI[OBA CIie-
Ha Bo Make/JoHMja e OCTaBeHa HacTpaHa off
KOHKpETHATa aHa/i3a of HeKOJIKY HPUUMHHL.
Hajnanpep oBaa cpepa ja KapakTepusipa He-
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KOHTUHYUTETHOCT M JPACTUIHO OUHAKOB ITPH-
07 KOj e TIpei Cé MOTTUKHAT 0f] HOCUTeNTUTe Ha
0BOj BUJ] AKTUBHOCTH (JIOMMHAHTHO [IBa I|eH-
Tpa). [loToa pasiukaTa Bo caMoTO (YHKIIO-
HUpake Ha aBTOPHTe 1 CaMUTe UHCTUTYIINU BO
OJTHOC Ha JIpKaBHUTe MOJIUTHKY 32 Pa3Boj Ha
TaHI0BaTa YMETHOCT U IIOAZPKYBAbETO 0f-
peJieHu TPOeKTH BO PAMKUTE Ha KOHKPETHUTE
CTpaTeryuy ¥ T1aHOBH 3a pa3Boj. KoHeuHo,
10pa/ii APacTUIHO OMHAKBATA IIPOrpama 1
1IeJIUTe LITO I'M UMA BOHMHCTUTYI[MOHATHOTO
TlejcTBYBambe BO paMKUTe Ha IparaHCKuTe 37py-
KeHHja.

4 ,MakefjoHCKaTa My3HKa BO KOpeJaluja co
MaKeJIOHCKUTe COBPEMEHH TaHI[OBU TEKOBU"
B0 Mysuxa, 6p. 16, Ckomje:COKOM.

5 Bo ojiHOC Ha M300POT HA (UIMCKA My3UKa
TOA Ce CBe/TyBa KAKO MPaBMIIO Ha KOMEpIujas-
HU (DUIMOBH KOH [JOOWJIE TIOMYIapHOCT U YK
ayJIMeJTHY MOJIOTH ce 7100pO TMO3HATH 38 Pelfy-
TIHEHTOT.

6 MarezjoHCcKaTa (puaxapMOHHKja UMAIIe
HEKOJIKY KOHIIEPTH o (hUIMCKa My31Ka ,, Cty-
urajre unm” 2011, ,dunmcka Bedep co Make-
JoHcKaTa umxapmonuja“ 2013,

7 loTpelHo e [ja ce HaIpaBy JUCTHHKIMja
riomery nocrmozepuuoT TaHi| Bo CAJI (co rpy-
maijaTa Koja Oeme fiern of [TacoH ABUKemeTO)
1 IOCTMOJIePHUOT TaHIl Ha EBpomna mpumMapHo
npec/iMKaH Bo TBopeInTBoTo Ha 1. baym, M.
bopH u ap. IIpeKy oBue 1Be UCTOPUCKU TUHUY
MO3Ke [ja ce corjiefjaat pas3imuHuTe (hopMaTHt
BO OJIHOC Ha TOJIKYBaeTO U IpoduanujaTa
Ha TI0CTMOIePHATA TaHI[0BA ITPO/YKIIHja, IITO
pesyiITHpa co APAcTUYHO MOUHAKOB 10 COTIP-
JKUHA U opMa TaHIIOB MTPO/IYKT.
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COBPEMEHOCTA U
KAIIUTAJIN3ALIAJATA HA

COBPEMEHATA N3BEJJBEHA YMETHOCT!

/ TPEHJIOBA WJIN PEOOPMYJINPAILE
HA MOJAJINTETUTE

UDK  792.8:7.091:069

Bunjana TanypoBcka - KynaBkoBckn

Dakynuielll 3a MY3UuKka YMeuwHocHl,
‘

Ynusepsuuiei ,,C8. Kupun u Meuioguj*
Maxegonuja

The programation of dance and performance in the museum and exhibition spaces is becoming a
trend in the western discourse of contemporary art. Ephemerality is entering the monumentality,
or dance is entering the museums and exhibitions spaces such as MOMA, Whitney Biennale, TATE
Modern, George Pompidou and other cultural and art centres internationally.

They become part of curated programmes, not being incidental or one off event. Museums
have had performance programs in the past, but in fact now are not ad-hock event but curated
programme since choreography is standing toward the conceptual fits in a museum context rather
than a theatre, as some curators are commenting.

This text will read different examples of opinions towards this trend, researching the
preconditions for its development. The questions that this text will try to research are: whether
this is a trend, or step in setting the foundation for the transdisiplinary approach development that
would allow reformulation(s) of different aspects in the field of choreography and dance, as well
as the institution. If correlation between choreography, dance and visual arts context can affect
the reformulation of modalities of institution in culture and the art field, or would reproduce the
power relations between the fields.

Key words: Institutional modalities, choreography, dance, curating, cultural development,
transdisciplinarity
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Bosep

[IpaiameTo jajiu COBpeMEeHHOT TaHIl, TlepdopMaHCcoT U Kopeorpadujata MpuIaraat Bo My3enTe
€ eJTHO 071 TpalllamkaTa Koe JIeHeC e BO IIeHTapOT Ha BHUMAHUeTO Ha KYPaTOPUTe BO CBETCKUTE My3eH,
HO U Ha He3aBUCHUTE KYPaTOPH Ha TI0JIeTO Ha BU3Ye/THATA YMETHOCT, KAKO U BO KPYTOBUTE Ha KOPEo-
rpaduTe, TAHUAPKTE U CUTE IITO ' 3acera pa3BojoT Ha Kopeorpadujarta u TaHioT. [[pobnemMaTnkara
Cé VIITe He e JeTa/bHO aHA/IM3UPaHa BO TEOPUCKUTe KPYTOBHU, MAKO MPEKY OfIpeJleHH TEKCTOBHU Ce
HAYHYBAaT Ipalliaiba 3a MPOrpaMUpabeTo Ha TAHIIOT U KopeorpadujaTa Bo My3ejoT, KypUPAmeTo Ha
M3BeJIYBAUKUTE YMETHOCTH UTH. MUCTIerhaTa ce Tofie/ieHd, HeKOM BepyBaaT BO TPaJJUIIMOHATHATA
TIOCTABEHOCT Ha TAHIIOT U Ha KopeorpadujaTa Ha clleHaTa, a IPYTH ja 3aCTamyBaaT TPAHCUCIIUIIIY-
HapPHOCTA BO MIPETCTABYBAKETO HA YMETHOCTHTE.

»ll0KaHaTa" oara ofl cTpaHa Ha My3ejoT, OJIHOCHO O/ HajeTabJIMPaHUOT ,XpaM” Ha BU3YelHATa
YMETHOCT, IIITO OTBOpA MPallaka 3a MOKTa, PeB/IacTa U IPYTH LINEeKyIaTUBHY, HO U Pa3MUC/TyBaiba
TIOJIIPIKAHU CO (haKTH.

HecomHeHo, TpeH[IOT Jja ce Kyprpa TaHLJ0T BO IPOCTOPUTE Ha BU3yelHaTa YMETHOCT Ce IIUPH U
€€ MoYecTo MO3Ke JIa BUJIMMe MPOTpaMu BO My3eHTe WM BO U3JI0KOeHUTe MPOCTOPH KaKo IITo ce
»Moma“ Bo Ibyjopk, , Tejr mogeps” Bo JIonpoH, ,Ilopi [ommuay*“ Bo Ilapus, ,ButHu Ouenasero",
»JJOKyMeHTa" ¥ pyru u3noxou u rentpu. TaHIoT U KopeorpadujaTa cTaHyBaaT JieNl off KypaTop-
CKHTe POTPaMHu, HO He KaKo e[JHOKPaTHU HACTaHHU, TYKY IIPETCTaBeH! KAaKo MOCeOHU POrpaMu i
KaKo MHTErpaJieH Jie/l off KypupaHa u3jioxk0a, Kajie o Kopeorpadujata u TaHIIOT Ce HCTPAKYBaaT
W npukakyBaat. Efied mpumep e mpoekTtot ,JJabaparopuym“ Ha Xanc Yiapux O6puct [Hans Ulrich
Obrist] u bapbapa Bangepmunzen [Barbara Vanderlinden], mpeky Koj rpagoT AHTBepIIeH ce IIpeT-
BOpa BO TPAHCAUCIMIUIAHAPEH MTPOEKT BO KOj I7IeIau0T MO3Ke JIa MCTPa)KyBa BO Ia00PATOPUUTE HA
UCTpaKyBauuTe U BO CTY/ijaTa Ha YMeTHULIMTe. Bo paMKuTe Ha MPOEKTOT yuecTBYBaaT HAYUHULY 1
yMeTHHIH, Kafe 1to Xcasuep Jle Poa [Xavier Le Royl, koj e kopeorpad, a cTyaupan MoekyiapHa
Ouosoruja, mpeky aBroororpad)cKo eKcro3e ro MPeTCTaByBa TeJIOTO KaKo Mpalliaibe Ha COlUjaTHu
¥ KY/ITYPHU CTPYKTYPM M KaKO TTpaKca Ha arcoNMyTHa MoTpeba mpeTcTaByBajku ro fesoto Product of
Curcumstances. [To3Hatata Kopeorpagka Mer Crjyapt [Meg Stuart] ima cBoja Kopeorpadcka 1abo-
paTopuja.

OBa e caMmo efieH of] IPUMEpPHUTE CO KOK Ce WIYCTPHPa KaKo 0BOj HPUCTAIl IO IIOMECTYBA TAHIIOT
Of MECTOTO Kajie IITO CeKOTall IPUIIaras - TeaTapcKaTa CIleHa - M JJaBa MOKHOCT fla ce cyiei 1 Jja
ce pasrjie/lyBa Ha TOMHAKOB HAUKH, OJJHOCHO J1a 'Y TPOLIMPH CBOMTE I'PAHMUI[M, HO BO MCTO BpeMe Ha
TpaKcara Ha M3J10/KyBaibe KaKo HajuMaHeHTHaA Ha My3ejoT 1 [jaBa MOKHOCT /Ia Ce HPOIIMPHU W Jla
ja HaJIOMO/IHK CBOjaTa y/Iora 1 (DYHKIMja.

YcnoBu u TpeHp,

Cemax, MpaNIambeTo e JIaJi € 0Ba TPEH/| WK YeKop BO TIOCTaBYBambe 0a3a 3a Pa3Boj Ha TPAHC/UC-
IMIUTMHAPEH TPKUCTAI Koj Ke 0BO3MOH pedhopMyJialija Ha MOJeTo Ha YMETHOCTA U Ha MHCTUTY-
nmjata. [Janu 0Boj TpeH | Ha POEKTH Ha TI0JIeTO Ha U3BeJIyBAUKUTE YMETHOCTH 1 IIPETCTaBYBamba BO

|| Bunjana Tanyposcka-Kymaskoscku ||
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My3eHTe MOKe JIa TO TOMECTH MTPOCTOPOT BO KOj JIeHeC ce Haola TAHIIOT U KopeorpadujaTa 1 Jajm
TOA MOMECTYBAke Ke BIMjae Ha OMECTYBambe i/iiu pedopMUpare Ha eJlHa Off HajcTapuTe HHCTH-
TYL[UK BO KY/ITypara - My3eure?

MojoT MHTepeC e J1ajli OHa IITO BeKe ce CIIydyBa CO FO/MHI HaZ[BOP Ojf MHCTUTYLHOHAIHUTE [POC-
TOpH Ke ce BpaMH, OJHOCHO Ke ce MaHudecTnpa cebecy BO M3rpada Ha HOB MHCTUTYIHOHANIEH
amMbueHT WK Ke ce ce6eaCHMIIAPA BO BeKe TMOCTOJHUTE MHCTUTYLMOHAHU TIPArMu, TIPUHIIAIIH,
TIPOTOKOJIM M HAUMHKM Ha KOMYHMKalLMja 1 MeHalmpare. [Jaii BakBUTe IPUMEPH Ke OBO3MOKAT
MHCTUTYMpatbe U MHCTUTYIMOHaMM3uparbe (Sheikh : 16) Ha HOBM Mojien Koy Ke MMaart yiora Ha
IIPaByBambe CO YMETHUUKKTE MPOLIECH Ha TBOPEe, IPOYKIIKja, IUCEMUHAIIIja IITO Ke BPOJIAT CO
TIOMHAKOB TPETMaH Ha TPY/[OT Ha OHMe LITO TBOPAT Ha MOJIETO Ha TAHLIOT ¥ Kopeorpadujara.

HoBuTe yMeTHUUKUTE TIPAKCH KOM YCIOBYBAAT HOBU HAUMHMY HA MPOJIVKIIMja, IUCEMUHAIM]a KAKO
1 KOMYHUKaIIMja co I7ielayoT, bapaaT HOBYU MPOCTOPH Ka/ie NITO Ke ce MHCTUTYMPAAT U MHCUTYIMO-
Haym3upaar. [lojonro BpeMe oBMe MpaKCH JKUBeAT HAZ[BOP Ol TONIEMUTe U MOKHU MHCTUTYIIUH,
BMPE3KYBajKU Ce ¥ BOCIIOCTABYBajKU peJialliyl O HUB, OJIPKYBAjKH Ce KAaKO TPAHCTPECUBUHHU Tela
KOH Ce caMOOPTraHU3UPaaT U CAMOMEHAIIMPaar.

[TpumMepoT 3a TPEHIOT Ha U3JIOKYBambe Ha TAHIIOT BO My3eHTe, TO PAa3rie/lyBaM CO 1[eJl [ia MOTeH-
1MpaM JieKa BIujaHujaTa (YMeTHOCT-HHCTUTYIINjA) e BO PELMIIPOIIUTET, ¥ MO3Ke J1a OUIAT TUIO/HH,
HO TIO7] efleH YC/IOB, a Toa e - [la ce HAJIMUHAT aHaXPOHUTe COT/ie/lyBamba 3a Toa Koja e ecTeTHKarta
IIITO U MPUIIAra Ha TAHIIOT, IITO e KopeorpadujaTa u Koja e (DYHKIIMjaTa Ha KYITYpPHATA MHCTUTYLH]a,
BO OBOj CJTyuaj My3€joT.

BajkHo ryiefiuiiTe Koe ce 0TBOpa OBJle € U3MeCTYBabeTo Ha TAHI[OT U KopeorpadujaTa off Teatap-
CKaTa ClieHa, Kajie LITo eJUHCTBEHO U TpUIaraar JieHec MoIKMpPoKo TieflaHo, IyPH U BO KY/ITypHa-
Ta MOUTHKA POPMY/TMpPaHa KaKo CIleHCKa yMeTHOCT. [laii BakBHTe TJI00aTHU TPEHIOBU MOKe Jla
HABJIE3aT 1 BO TIOIMPOKATA 00JTacT Ha cO37laBambe TOJIMTHKY BO KY/ITypaTa Kajie IITo Ke Ce 0TBOPH
MO’KHOCT 32 TIOMHAKOB TPeTMaH Ha OBHe TO/ba U MOKHOCT Jla /1ejCTBYBaaT BO TPaHCUCIIUIUIMHA-
peH npoctop?

[JlononHuTeNHO, TOA HABJETYBa BO MIOMUTUKUTE IITO Ce CO3/]ABAAT BO JIOKA/eH KOHTEKCT U ce Ha-
METHYBA MPaNIakbeTo KOU Ce MHCTUTYLIUKTE IIITO IO KamuTaIu31upaaT Co3/jaBabeTo Ha TAaHIIOT JieHec,
I KOU Ce THe IITO Ke T'0 3a1iaMeTaT OHa IIITO e HOBO, IITO Ce C0371aBa, a He MpUIiara Ha OaieTcKara,
TeaTapcKaTa ClieHa WM Ha TPaJUIlOHATHITE CIIeHCKY TaHI[U. 3amajioT Haora HAUMHU KaKo Jja To
3a4yBa WK HET'yBa OHa IITO ce C/IydyBa Ha TOA MoJie MPEeKY rpajiethe HOBU MHCTHTYLMK Wi (hOPMU-
pame KomnaHuu Bo 60-tute u 80-TuTe roauHy Ha 20 BeK, KOM ja rpajiaT cBojaTa McTopuja, popma-
NM3UPajKK TO CBOjOT jasuK U IPUKEjKH ce 3a IPOMOBUpatbe U 3auyByBabe Ha JienaTa Tpuiia bpayn
[Trisha Brown], Mepc Kanurram [Merce Cunningham], Bunmjam ®opcajr [William Forsythe], ITuxa
Baymur [Pina Bausch], Au Tepes e Kepcmaxkep [Anne Teresa De Keersmaeker], Bum Bamgepkejoyc
[Wim Vandekeybus] u Muory apyru...
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Ha noueTokoT Ha 21 BeK KalUTATMCTUIKUOT CHCTEM Ce MEHYBA M CO eKOHOMCKATa KPU3a e MeHy-
Ba U HEOMMOepajTHUOT 1a3ap, a Co Toa U YCJI0BUTe 3a pab0Ta, MONMUTUKKTE NITO BIIMjaaT U Ha YMeT-
HUYKMOT CBET, HAUMHUTE Ha MPOJVKIIKja, PETCTaByBakbe KaKo U HAYMHUTE Ha KalUTamM3aluja Ha
camure fienia. TeopujaTa Ha T0JIETO HA COBPDEMEHMOT TaHI] IOYHYBA Jla BHECYBA HOBM TEPMUHH, Jla
ja pasryefiyBa KopeorpadujaTa MpeKy pasIndHi aCIeKTH, Hy/IejK HOBYU aJTaTKH 3 UMTAkbe Ha YMeT-
HOCTA, KOja U3/IeryBa off mojieTo Ha (hopManu3upaHuTe akajleMCKH TIefIMIITa Ha UCTOPUjaTa U Ha
TeopujaTa Ha 0aneTor.

Ce jaByBaaT moeJMHIM, KOpeorpadcKi UMHEbA, KOM cebecH ce caMOOpraHu3MpaaT MpeKy pas-
HY HAUMHY HA JIETaJTHO [IejCTBYBAe BO 3aBUCHOCT Off KOHTEKCTOT, Ce’ MoBeKe KaKo MpeKapyjaTHH
(bpusnenc (camocrojuu) ymerHuty. [lonuTukUTe BO OffpefieHd KOHTEKCTU Ha Pa3sHU HAUMHU TIPEKy
pasHu BUJIOBM CYOBEHIUHM 'Y TIOJIIPIKYBAAT, BOCTIOCTABYBAjKM MHCTPYMEHTH 3@ TIO/IIPIIKA CO KO
BJIOKYBAAT BO MOTEHIIMAsIOT 32 Pa3BOj HA HOBUTe MJIA/[ YMETHHUIM KOU Ce jaByBAaT Ha CIIeHATa.
(LlIBajuapuja, l'epmanuja, benrnja, Xonanauja, ABctpuja, @paHiiuja UTH..)

Iloneto Ha efykaruja ce hopManu3upa, ce jaByBaaT AUIUIOMCKM M MarucTepcKu MpOrpamu Mo
TaHIl ¥ Kopeorpacduja, HehopMaHU e/IyKaTUBHHU [IEHTPH, PAOOTIHUIIA, CO IITO U KBAJIUTETOT Ce
MeHYBA, a 1 3HAEHETO BO MOJIETO Ce TIPOIIMPYBA, Ce HarpajlyBa.

[Ta3apoT ce MeHyBa, ce eTabupaar (ecTUBaNTM KO MPETCTABYBAAT HEKAKOB BUJ ,[OJIEMH CIie-
HU“, KaJie IITO CTaHyBa MPECTIK fla Ce TI0jaBU HeKoj Mitaf] Kopeorpad, a MCTUTe I'M TIPeTCTaByBaaT
Y BeKe [IPerio3HaeHuTe, leTepMUHUpanuTe - ,se3fute”. Ce jaByBaaT MpeuTe Ha pe3ujieHIIMU KO
OBO3MO’KYBAaT Ha/IOTOJTHYBAbEe BO U OHAKA MAJIUTE OVIIeTH 3a MPO/IVKIIKja, CeaK 0BO3MOKYBajKH
TPOCTOP U BpeMe 3a UCTPaKyBaibe, TROPEHe.

Ogue popmaTi Kako HeoJmOepasHu TIOCTYIATH 3a OJIPAKYBarbe Ha T1a3apoT, Koj pacTe, ro opMa-
JIU3MpPaat v MOJIPKYBAAT PacToT, HO M Pa3BojoT Ha COBpeMeHaTa U3Be/IyBauKa YMETHOCT, OJIHOCHO
TI0JIeTO Ha COBPEMEHHOT TaHIL i Kopeorpadujata, HO cé yIiTe He3abese;KuTesIeH BO 0IHOC Ha Ma3a-
POT Ha COBpeMeHaTa BU3yeJiHa yMeTHOCT.

Bo TakBa KoHCTenanuja, TIOHYf[aTa Ha My3eTe 0TBOpa MOKHOCTU TAHIIOT U Kopeorpadujara fia
00e30eiaT HOB TIPOCTOP, HOBA MYDJIMKA, TIa U HOB T1a3ap, HO O/l /IPyra CTpaHa u My3ejoT Wi BU3YeT-
HATa YMETHOCT MMa MOJKHOCT [Ia ja POLIMPY CBOjaTa MPEBJIACT, Ta3apoT, MyOJIMKATa UTH.

KaKko 1 j1a e, ma3apoT e HeCOMHEHO MepIeTyyM MOOUJTE, 0ff Kajie 1ITo HeMa MOKHOCT [ia ce CKpII-
He, eJIMHCTBEHO e MOKHO MEeHYBambe Ha BPeJ[HOCTHTEe BO CAMUTe THe CTPYKTYPH KOU Ke MOKe Jia
PernpoyyIupaaT HOBU BPETHOCTH U JieJia.

CoBpeMmeHa repcHeKTHBa - Kopeorpaduja u TaHIl

3a [1a nojacHaM 3a 1ITo 300pyBam Kora peepupam Ha Kopeorpaduja 1 TaHI| BO 0BOj TEKCT, Ke
ro napacpasupam Mapren CrianOepr [Marten Spangberg]> Bo HEroBOTO MHTEPB}Y 3a CIMCAHUETO
Movement Research: ,Kopeorpadujata ¥ TaHIIOT He ce MefyceOHO 3aBMCHM ¥ MMaaT pa3/iMuHa
GbyHKImja. 3a TAHIOT He e Hy}KHa Kopeorpaduja U He cuTe TaHIM ce Kopeorpadupanu. Kopeorpa-

|| Bunjana Tanyposcka-Kymaskoscku ||



|| CoBpemeHoCTa 1 KanuTaidsanyjara... ||

(ujara He e Kay3aHa Ha TAHI[OT 1 00paTHO. Kopeorpadujara e mpamame Ha opraHu3aluja, Ha ype-
TyBame U cTabummsnpare. Kopeorpadujata mpefi cé ce 3aHUMaBa CO KYJITHBUPAbE Ha JIBIKEETO.
Taa ce 3aHMMaBa CO CTPYKTYPHU U CTPYKTYPUparbe, a OUUITIEJIHO CEKoja CTPYKTYpa UMa morpeda off
u3pasyBame. EfieH off THe U3pasy e TAHIIOT, HO TOA He € eJMHCTBEHUOT U3Pa3 1To Kopeorpadujata
ro uma. TaHIIOT, Of] ipyra CTpaHa, e CTpaTelllky, He PaboTH Co ypeflyBambe, TYKY CO MaHeBPUPambe,
CO HaBHTaIlyja HU3 CTPYKTYpUTe, peioT. TAaHIOT e u3pa3 Bo/Ha CBETOT, TAHIIOT €, CeKAKO, OpraHu3u-
paH, HO opraHu3alyjaTa He e TaHIOT. [loTpebaTta a ce Kopeorpadupa HeMa HUIITO 3ae/JHIYKO CO
TAHI[OT, @ TOA MO/IPa30upa JieKa He Tpeba Jja MMaTe TaHIl BENITHHMY 3a fla Kopeorpadupare. CJIMYHO
Ha TOA, TAHI[YBAabETO e CeKorall OpraHu3MpaHo, Ho He Tpeba Jja HeMaTe Ufeja 3a Kopeorpaduja 3a
na taniyBare. HeomaMHa TepMUHOT Kopeorpaduja Kako MpolipeHa NpaKkTHKATa ce KOPUCTH Jia
ce TIOTEHIIMpPa KOJIKY OPraHU3UPAETO € HeTMHeapHo Ha M3pasyBameTo, Kako Kopeorpadujata co
tannoT. Kopeorpacdujara Tpeba fja ce cMeTa 3a KiacTep Ha aJlaTKM KOU MOJKe Jla ce KOPUCTAT 3a fla
ce Tpou3Bejle U J]a Ce aHATM3MPa, ABTOHOMHA O] M3Pa3yBambeTo, OJHOCHO Kopeorpadujara cTaHa
reHepUUKH CeT ajTaTKH, TeXHOJIOTHja UM TI0JIe Ha 3Haere. "

3eMajku r0 0BOj MpHCTAal, Koj MapTeH ro apTUKy/IMpa Ha CBOj HAUMH BJieryBaMe BO II0JIETO Ha
OpraHM3Mpare 1 MOJUTHKA Ha OpraHi3Upame ofipeieH 13pas, Co CBOU CIeLU(UKH, BO 0BOj CJTyuaj
TaHIoT. [TofuTHKaTa Ha OpraHu3uMpare Tpeda 1a Oujle Bo Kopeamyja co MoTpebuTe Ha yMETHOC-
Ta, CO IieJT KCTaTa fla Mojke f1a ce pepopmymupa. Ha TakoB HauMH e MOKHO fia ce pedhopMmyupaart
MHCTHUTYIIMUTE, OJHOCHO MOJIEJINTE MO KO MCTUTe (DYHKILMOHKMpaaT. HecoMHeHo, efieH Mofies Ha
PerepToapcKu TeaTap He MOJKe fla TO TIOTKPEIy Pa3BojoT Ha 0Baa YMETHOCT, HUTY TPeba, HO OUMT-
JIeJIHO YMETHOCTa o 6apa 1 ro MCTpaykyBa IIPOCTOPOT BO KOj MOJKe J1a Ce YIOMH, O[JHOCHO fia ce (Ipo)
u3Befe.

HepCHeKTI/lBaTa Ha MHCTUTVIIUUTE IeHeC - MYSeiOT 1 HeTOBHUTE IOJINTUKU

[leHec KynTypHUTE MHCTUTYIMM Ce HAOraaT MOMery KOH3epBaTUBHATA IeOMONTUTHKA HA HEOJu-
0epaM3MOT MOTKperieHa of jaBHUTE BJIACTM KOM CMETaaT JieKa Cé T0BeKe jaBHUTE MHCTUTYI[UH
CTaHYBAaT JIyKCy3, OapajKu HaukH Jja TH CTABAT Ha masapot. CTpaTeruuTe Jia ce MOCTABAT jaBHUTE
MHCTUTYIMU Ha Ta3apoT e KOHIENT KOj MO3Ke JIOJITOPOYHO fla Ma PerepKycuu Ha 00pa3oBaHUeTo
Ha My0JIMKaTa, Ha TPaJIerheTo Ha HUBHUTE HAaBUKM, OTPeOu, uHTepecu u BKyc. [locTou onacHocT Jia
ce TOCTaBaT KaKo 33/J0BOJTYBaYM HA TIOTPebH, a He Ha KITYUHH MOCTY/IATH BO TPajierhe Ha XYMaHHC-
THYKWUTE BPeJHOCTH, U TIOPAJIi Toa cé ToBeKe ce Bo (DYHKIIMja Ha CTIPOBe/IyBabe Ha Oaparmara, Ha
norpeduTe, 3a00paBajku JieKa THe ce CBEJIONITBO 3a eJJHO MUHATO, HO U IIEHTApoT BO KOj ce hopmy-
Jpa U ce TPajiv UJHUHATA ¥ OHa IITO Ce CIIyUyBa cera.

MHCTUTYIMUTE BO KYNTYpaTa Ce eJIHU Off TYIaBHUTE CTOJI00BM BO KYJITYPHUOT pasBoj. Pa3BojoT
KaKo OIIIITa COIMOIONIKA KaTeropuja mofipasoupa mpoiiec Ha HampesioKk BO CUTe JTOMEHH Ha 4o-
BEUKKTE aKTMBHOCTH ¥ JKMBOT, a KaKo oceOHa HayuHa IMCIMIVIMHA Ce jaByBa KaKo CTY/IMH Ha pa3-
BOj KOM MMAaT JiBe OCHOBHH KOMIIOHEHTH: ) IPOYUYBakbe U aHA/IU3a U 0) IUTaHUpatbe, HaCouyBatbe 1
npoektupame ([IparnyeBuk - lllemmxk: 139)
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KynTypHUOT pa3Boj e ycoBeH ofi pa3Hu (hakTopH, KaKo Tpajiuidja, eKOHOMHU]ja, HaceIeH! U Ha-
MeTHATH KITHIIIea, UM MOJIeNIA Ha OJIHeCyBambe, Ype/lyBambe KaKo U OIIITECTBEHO TMOJMTUYKI OKOJT-
HocTH. Toj, KAKO MHCTPYMEHT TIOYHYBA Jla ce BoBeslyBa Bo 20 Bek, Mpef & BO COIMja/TUCTHUKUTE
OMIITECTBEHU YPe/yBatba, HO MO/I0IHA BO 50-TUTe TO[JUHK Ce BOBE/IyBa BO MHOTY 3eMji BO CBETOT,
a IUTAaHMPaeTo Ha KYNTYPHUOT Pa3Boj CTaHyBa Jiell o/l OMIITHTe TIaHOBU BO 60-TuTe rosmnu Bo 3a-
najHa EBpora Kora mouHyBaat fia ce (hopMUPaaT U MUHUCTEPCTBA 3a KyiTypa. Bo men ofi Toj mian
criaraar ¥ MHCTUTYIMUTE 3a KY/ITypa Kako eJIHU Off CTOJI00OBUTE Ha KYJITYPHUOT Pa3Boj. [leHec, BO
IIAHOBUTE 3a Pa3B0j He CIIaraaT caMo jaBHUTE WHCTUTYI[MH 32 KY/ITYpPa, TYKY U CUTe [Py KIy4HU
UMHUTEM BO MOJIETO. YPe/yBabeTo Ha MHCTUTYIMUTE U HUBHOTO (DYHKIMOHMpAatbe e BO penaliuja
CO TUIAHMPAETO Ha KYJITYPHUOT Pa3Boj M e Heu3ocTaBeH jiei off Hero. Cemnak, KyJITYPHUOT pa3Boj
W KYJITYPHUTE MONUTUKY TPeDa Jla MpeTcTaByBaaT caMo HACOKH, a He JleTePMUHAHTH Ha Mporpa-
Mara BO caMuTe UHCTUTYIMU. VHCTUTYIMUTe 32 KynTypa, Tpeba ja MMaaT aBTOHOMUja BO CBOETO
IPOrPaMCKo Ype/lyBatbe i TPOMUCITYBatbe Ha MOJIE/IOT Criope] Koj (hYHKIMOHUPAAT, TIpef cé TIopaju
CBOjaTa eMaHIUIATOPCKa Y/IoTa.

Jlunemure okony yHKIMjaTa, pa3BojoT U yIorara Ha MHCTUTYLIMATE JleHeC ce JBUKAT BO CIIej-
HuoT 1pasety; IlITo eHec mpeTcTaByBa HHCTHTYLMjATa 3a KYATYPa, KaKo Ja ce 00e30eu mpuCTaIl [0
COZIP’KMHUTE IITO I'A HY/IH, KAKO JIa IO OIPaBJia CBOETO IIOCTOebE, Iie), (hopMar Kako 1 uaHuHa? Ka-
KoB (hopMar Tpeda Jja UMaaT MHCTUTYLIMUTE - JAJIM THe Ce IPOCTOPHU 3a apXMBHUPAbe, IIPe3eHTHAbe
1 IPOAVKLMja, WK U eyKalyja, OAHOCHO Koja e HMBHATA Y/Iora BO IPEHOCOT Ha 3HaemeTo? Kako
THE TU CeIeKTHpPaaT U KOJMEKIMOHKPaaT U3pasyTe, UCKyCTBATa, uienTe, Hapatusure? Jlam Moke
J1a TTIOCTOM aBTOHOMHO YpeJlyBatbe Ha MHCTUTYLMja? [Jajii ceKoj aBTOHOMHO MOJKe Jla I'0 IIPOMKC/TyBa
MOJIe/IOT Ha MHCTUTYLMjaTa BO CBOjOT KOHTEKCT WM Hpe[ Hac cTou Mofe/oT Ha 3amagor? Kako
JieHec fja ce 00e30e 11 MHTePAUCIMIUIMHAPHA WIH (1) TPAHCAUCLMITIMHAPHA [TPAKCa, a He CerMeHTa-
[IMja 10 CeKTOPY U/WIIA XPOHOJIOrHja?

Bo Toj KOHTEKCT cé moBeKe ce HaMeTHYBa TPAllIAkeTo 3a My0JMKaTa, 3a Hej3SMHATa HHTerpaluja
¥ Pa3B0j BO PaMKUTe Ha MHCTUTYIIMjaTa, HACTAHUTe, IPOeKTUTe. JluneMuTe ce JIBUKAT OKOTY JieTia-
CHBH3Hpatbe, OJHOCHO AaKTHBUPake Ha My0/MKaTa mpeKy 00e30e/yBambe yuecitiBo U KOpUCHUIIBO,
OJTHOCHO - KaKO Tpeda aKTHBHO JIa ce BKITYUM MYO/IMKATa WM KaKo J1a ce 00e30e/1 KOpUCHUWliBo Ha
COZIP’KMHMTE HA MHCTUTYIIMjaTa, ITO e MoBeKe off yueciiso (apiuuyuiiayuja), Koja Kpeupa KorHu-
THBHA peJialiuja U ¥Ma moTpeda off cpejicTBa 3a mpopykimja. Co gpyru 300poBH, He caMo JIEMOKpa-
TU3aIlMja Ha Ky/ITypaTa, OJHOCHO JIMCeMUHAIMja Ha KYATYPHHU J00pa 1 MOJIUrHYBabe Ha JKUBOTHUAOT
CcTaHJIapjl, TYKY M KY/ITYpHA JIeMOKpaTuja, Koja 06e36e/1yBa IoCTaI 70 Ky/ITypHATA TIPO/IYKIM]a.

Jlopesc Pacen [Laurence Rassel], aupextopka Ha Fundacio Antoni Tapies, o Bapcenona, Ha I'o-
JMIHA KoH(epeHinja HoBu guHamuku Ha My3euilie: Kypaitiop, YMeWHUUKO geJo, jasHoCi, Yiipasy-
same - Bo Puo fie fKanenpo, Koja ce ozpska Bo My3ejot Ha MoziepHaTta ymeTHocT of 12 fio 14 aBrycr,
2013, 360pyBa 3a aBTOHOMMjaTa U yJIoraTa Ha My3€joT Kako UHCTUTYIMja:® ,['eHepaHo, My3ejoT ce
OJ[HECYBa KaKo KpeaTop Ha UCTOPKH, ucTopuja. MiMa norpeba 3a MUHATOTO, TOTpeda 01 MaCKBHOCT,
He o7 aKilija. OYHKIMOHMpPA KAaKo apXuBa - TPaHCOPMUPAjKHU T aKIMUTe BO 00jeKTH U MEeHYBajKu
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T Mjaio3UTe U MHTePAKILMKUTE BO MEPLENIUA. Ja IMMUTHpPa U3MKaHOCTa Ha paboTaTa Ha yMeT-
HOCTA ¥ I'Y Peyliipa aKTUBHOCTUTE Ha I7IeJJaUy0T Ha BHUMATETHO IMMUTUPAHU CeT Ha aKiuu. MH-
TepakiujaTa e fepHUpaHa KaKko peryiipaHa KOHCYMalltja, HO He TpeKy MoiuduKaliija Ha camaTa
MHCTUTYIHja. Kopuchuwiusoiio e akTUBHO BO CeTalTHOCTa, HeMa peiallija co comncTBeHocT. Toa e
KODHUCTEe, IITO € CeKOjAHeBeH eMaHIMIIaTOPeH aKT (3ajakHyBatbe). [Ipeiyc/ioBOT Ha eMaHIuIIa-
IMjaTa ce Haora Bo mpu(aKameTo Ha MY3ejCKUTe eKCIepTH Jia ro usrydar Toa mro CTuBeH Pajr
[Stephen Wright] ja Hapeye HUBHOTO , BePTHKA/IHO JOCTOMHCTBO" U TaKa [ja 'l OTBOPAT IIO/IHEbaTa
Ha MOKHOCTH, TIPe3eHTHPajKu HEKOMITIETHO 3HaeHe Kako CTPYKTYpa Koja Tpeba Jia ja MOCTHTHAT,
IIITO FOBOPHUKOT ja Hapeue KOTHUTHBHA peJiallija Co YMeTHOCTa/MHCTUTYIIMjaTa.

OBHe MPeUCIUTYBaba Ce CaMo eIHM Off MHOTYTe BO PeIOT Ha MIPOMMC/IYBatba Ha 0Baa MHCTHUTY-
1mja, Kako Ha ITjotp ITjorpoBcku [Piotr Piotrowskil, Koj ro mpeiara KOHLENTOT Ha KPUTHUKK MY3€]
cMeTajku JieKa My3ejoT Tpeba ma (yHKIMOHKUPA KaKo KOHIIENT HajBOP Off KaTeropujara Haiuja, Koj
Tpeba Jja paboTK BO KOPUCT Ha JIeMOKpaTHjaTa Koja e BTeMeJIeHa Ha [IUCKYCHja, Koja Tpeba 1a Oumie
CaMOKPUTHYKA MHCTUTYIIMja IITO TO MPEUCIIUTYBa COMICTBEHUOT aBTOpUTET. Toj, MCTO TaKa, CIIo-
MeHYBa JIeKa yjioraTa Ha ,lparaHHHOT He € CaMo Jla OCTaHe MacHBeH WIeH Ha XHepapXu3UpaHoTo
OINIITECTBO, TYKY [Ia IIPe3eMe KOHTPO/Ia Hajl PUTYaJIuTe KOH ja 00pa3yBaar Taa cTpyKTypa. Camo To-
raim MojkeMe J1a KakeMe JieKa ce 0CTBapyBaaT UCTOPUCKH JIeMOKPATCKHU TIPOIleCt KOU ce HaoraaT Bo
OCHOBHTE Ha KOHI[EMI[1jaTa Ha jaBHIOT My3ej*. (Pjotovski: 29)

My3ejoT cé moBeKe ce 0TBOpPa KaKO MHCTHUTYI[Mja KOH HOB(M) KOHLIENT() 1 Mojen(i) Ha cBoe
JIejCTBYBalbe, ITO HEMUHOBHO JJOBE/IYBa 1 710 IPOIIAPYBambe Ha HeroBuTe (hopMasHi MPOrpaMcKu
1 COIPKUHCKY IPAHMULIU U LIeJIH.

XaHc Ynpux OOpucT Beji JieKa 3a Hero cé TouyHyBa co M3/103k0a, OJIHOCHO JleKa u3Jioxk0aTa e
HEroBHOT MeJIAYM, HO TOa € MPOIIMPEHO ToJie, Off KOe Ce U3JIEryBa, 0OJJHOCHO Ce Of[ MOjlajieKy o1
rpaHuIaTa Ha My3eute. [locTojaT eMaTepujanu3MpaHy U3M10kK0M, KOM Of]aT JoMa Kaj ryiefjauot. Ja
nocouyBa ,My3ej Bo mporpec”, Koja ce cJiyayBa Bo /iHeBeH BecHUK. (Obrist : 44)

Kypupatme Bo U3Be/[yBauKuTe YMETHOCTH

TpeHpoT Ha OCTaBYBakbe Ha M3BeIyBAUKUTe YMETHOCTH BO My3eTe MO3Ke Jja Ce Kaske JleKa Ciefli
WJIM € TeCHO TIOBP3aH €O TTPaKcaTa Ha KYPUParbeTo Ha W3Be/[yBauKaTa yMeTHOCT, UHj IMCKYPC 00UBa
ToJyIora Ha CHMIIO3UyMU, KOH(ePeHIH, UHTePBjya, TeKCTOBM BO KOU Ce MPo0IeMaTu3upa camu-
OT TEePMMH, HO 1 3HauemeTo 1 (DYHKIMjaTa Ha 0BOj mpucTan u(umu) mpakca.’ Ce opmupaar u au-
mioMcka porpama Ha Wesleyan University (U.S.A) Bo 2011 ra The Institute for Curatorial Practice
in Performance (ICPP), u Bo Kanaja Kypc 3a Kypupame BO H3BeIyBAUKUTE YMETHOCTH KaKo Mac-
Tep-mporpama Bo My3sejckuTe cTymuu Ha YHUBep3uteToT Ha KBeOek Bo MonTpean (Museum Studies
at the University of Quebec in Montreal (UQAM)). Ce jaByBaat ¥ yMETHHUKY IIPOEKTH U JieJia Ha Taa
TeMa, Mer'y Kou KopeorpadckoTo fiesio Ha Tea Tymauk u Iletpa 3aHky, ,,KypaTopcko meno” (cymemwe
TPOTHMB YMETHOCTA)’ BO KOE T'0 TIPejIU3BUKYBaaT YTOMMCKUOT Uleall 3a Of[rOBOPHOCTA Ha YMETHOCTA
BO MONIMPOKOTO orirrectBo. Ce ,,0Cy/lyBaaT" yMeTHUIMTE, KypaTopuTe U myb/ukata. Hekonky Ky-
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paTopu ce 0OM/IYBAAT A ja APTHKYIMpAAT MoTpedara ojf MOCTOEHETO HA YMETHOCTA U JieKa Oe3 Hea
cBeTOT 01 bun mpToB. OfroBapaar Ha Tpaiiama Kako: Kaksa ymeTHocT cakare?, 3a KakBa yMETHOCT
6u ympene?, 3a 1ro 6u ymperne?, [lanu cTe BUHOBEH WX HeBUH? UTH., TIPaBejKu IpHKa3Ha 3a Io-
Tpebara o7l YMETHOCT, Of[FOBOPHOCTA KOH HEj3UHOTO CO37IaBambe M Hej3MHOTO MocToetbe. OBa Jiero e
TIeJT o1 IOTOJIEMUOT ITPOEKT , KypaTopcko fieno” Koe, Mery apyroto, orndaka 1 u3faBame Ha 0p. 55
Ha cricanueTo ,dpaxifyja“, I0CBeTeHO Ha KYPUPAmeTo BO U3BelyBAUKUTE YMETHOCTH, Kajie IITO ce
VCTIUTYBA, AHATM3MPA U JlehUHUPA TEPMUHOT, YIoraTa U (DYHKIIMjaTa Ha KYPUPAbETO Wi KypaTo-
POT BO M3BelyBaUKUTe YMETHOCTH.

OcBeH IOfIPIKYBayy, ce jaByBaar u ckentuuy Kako Enpu Xopsarui [Andy Horwitz), Koj ja xo-
MEHTHpa T0jaBaTa Ha KypaTopoT BO M3BeJyBaUKUTE YMETHOCTH BeJiejKu Ha cBojoT Oior: , IlonmoT
»TephopmaHc-KypaTop® ce UMHHM JieKa fjoara of CBETOT Ha My3eUTe/BU3YeTHA YMETHOCT U JieKa e
npudaTeH off CEKTOPOT Ha M3BeIyBauKM YMETHOCTH, LITO U3rjeia Kako bopba 3a MOK.“® 3aHuMa-
BajKu ce co Taa IpobJieMaTiiKa, Bo cBojoT ecej Curatorial Practice and Cultural Production’ ja uc-
TPa)KyBa BpcKaTa momery nepopMaHCOT ¥ BU3YeTHATAa YMETHOCT MPEKY PA3/IMUHU MEePCIeKTUBH
KOM BKJTyUyBaaT eKOHOMHKA, KypaTOpCKa IpaKca U Ky/ITypHa eKojoryja. I'o mocTaByBa IpaiameTo
30IIITO TAHIIOT BO My3euTe U 301uTo cera? IIpefiara fa ce MCIKUTa MpAIIakbeTo Ha MOTHUBOT Ha M-
3euTe, KaKko U JIOJITOPOUYHUTE CTPATEruH, a U eKOHOMUKATA Ha KY/ITYpHA MPOJyKIIUja MpeKy Koja ce
cO3/1aBa BPeJHOCTA OKOJIY TAaHIL[OT WX mepdopMaHcoT reHepaito. Toj B ieka H3BelyBauKuTe
YMETHOCTH PU3MKYBaaT [a OMaT BKIYUeH! BO CBETOT Ha BU3Ye/THUTE YMETHOCTH, CBET KOj 0a3UUHO
e Ma3apHo OPMEHTUPAH CUCTEM KOj ja Kpeupa BPeHOCTa OKOJTY 00jeKTUTe, CHCTEM KOj e HeHaCUTeH
1 KOj KOHCTaHTHO 0apa HOBOCTM U HOBY Ia3apu KOM Ke TH €KCIIOATUPA. Ja HarlacyBa pasinKaTa
TIOMETy TPYZIOT Ha OBHe JBe IOJIMIba, MCTAKHYBAjKU [ieKa BO BU3YeJIHATAa YMETHOCT Cé IIOBEKE TPY-
JIOT € HapayaH, OJJHOCHO JIPYTH TM U3PabOTYBaaT [ieJiaTa, a My3ejoT I'o TIOJ/IP}KYBa 1 Io MOTIOMAara
Toa. JlofieKa Bo M3BeTyBauKaTa YMETHOCT Ce BajKHHU IIPUCYCTBOTO, BDEMETO U CYDjeKTUBUTETOT KOU
TII0TCEeTYBaaT Ha MoTpeOHaTa paboTa, TPy, 3Haeke, BemTHHA UTH. CrIoMeHyBa JleKa TepMUHOT Ky-
paTop Bo M3Be/IyBAUKUTe YMETHOCTH ce jaByBa Bo /0-TuTe Bo AMepHKa, 1 3a pas3/uKa off UCTHOT BO
BU3YEJIHUTE YMETHOCTH Ce YIITe HeMa yroTpeda uin gedununyja. ['v ciomenysa Jejsup Bajt [David
White], Mapk Pacen [Mark Russell], Mapk Mapdu [Mark Murphy], ®umin Bajrep [Philip Bither| u
HEeKOJIKY JIPYTH KOU 3all0uHyBaaT Bo 70-THTe BO AMepuKa HOBY OpraHU3aI[ui BOZIEHU Off YMeTHUIIN
kako DTW, PS122 1 On The Boards Bo Seattle Koy ro 3aunyBaaT IJIOJHUOT KYJITYPEH pa3Boj MOj-
npxat of NEA. 3akiyuyBa fieKa THe KypaTopu Bo BpeMe Kora He 1ocTou hopMasieH TPeHUHT, WK
aKaJIeMCKM IPOrpaMH ja KOMOMHMPAAT CBojaTa CTPACT 3a eKcrepUMeHTajIeH TaHI| WIM aBaHrap/ieH
Tearap rpajiejku ja HGpPacTPyKTypaTa Koja ke cTaHe aMepUKaHCKU COBpeMeH mnepgopMaHc.

Cocema fipyro reauiire Hyau Xanc Yapux O0puct, Koj Besiu fieka 3a Hero [lujarbes [Diaghilev]
e Haj3sHavyajHUOT KypaTop Ha 20 BeK, 00jacHyBajKu [ieKa Toj T CI0jyBa My3HKaTa, BU3yejHaTa yMeT-
HOCT U Kopeorpacdujata 3aefiHo, pabOTejKM CO YMETHHUI[M, KOMIIO3UTOPH, Kopeorpadu of cBoeTo
BpeMe 1 CMeTajKu JIeKa Toa e ujjejaTa Ha TPaHCMCIMITIMHAPHOTO Kyprparbe.®

OBoj npumep Ha [lujarbeB Koj ro maBa OOpyCT ro HaBegyBaM M Kako IIPOBOKALKja 3a OHA JeKa
TI0/IeJIEHOCTa Ha YMETHUYKHUTE TOJIMIba € YCI0BeHa M IMKTUPaHa Off [a3apoT, a He Off COMIPKMHA-
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Ta, TeMarukara. OOpHCT JieHeC BO €JHO eTabIMpaHo ToJie U Ta3ap Ha BU3YeJIHATa YMETHOCT, T
BK/IyuyBa Kopeorpacure 1 TaHUapuTe 0f] 0BOj BeK, flo/ieKa JIujar/beB Toa ro MpaBu Ha MOYETOKOT Ha
HCTUOT OJI, KCTO, €/JHA BOCIIOCTABEHA CIleHa M YMETHOCT, IOMHHAHTHA BO TI0JIeTO Ha TaHIoT. Cemnak,
CMeTaM JIeKa co CBojaTa padoTa U JIBajliaTa ja moMecTyBaar Ha (YHKIIMjaTa Ha caMaTa MHCTHTYIja,
(baneT, My3ej/u3nox6a), ojHOCHO [lujarbeB BO Toa BpeMe BO MPOCTOPOT Ha efHA MHOTY TPajIuIio-
HaJTHO MofIipyKaHa opMa, baneToT, ce 00KIyBa 1a BHECe COBPEMEHOCT TPeKy cOpaboTKa Co Apyru
YMETHUYKH TIOJTHIHA, KAKO KPUTHKA HA KOH3ePBATHBU3MOT Ha Pycuja Bo Toa BpeMe, fjofieka OOpucT
BeJM JIeKa MeJIMyMOT Ha M37100a e Kajie IITo cé MOJKe 7la ce COefIMHY, KaJle NITO 3aeflH0 MOXKe Jia
ce MPOJYLIUPA PeaHOCT, CIIOMEHYBAjKH JIeKa CBETOT Ha BU3YeJHaTa YMETHOCT e Ha J00po MecTo
JIeHeCKa, Kajie IITO CUTe JMCIUIUIMHY MOJKe J1a Ce CPeTHAT.

WHcTuTyimuTe Bo McToyHa EBporia ce McIiprieHd BO CBOjaTa MMarnHaIiija Ha HMUTHPabe Ha MO-
Jenute off 3armaziHa EBpora, a HOBU MOJie/ Ha COPA0OTKa MOYHYBAAT fla Ce paraaT BO 3aIa/jHUTe
MHCTUTYIMU. Mako MHCTUTYIMUTE ce CTIOCOOHH [ia ce 3aoxkar 3a (hopMupame Ha Hajiiporpecus-
HuTe (OpPMaTH Ha TOIMTHYKO MPOMUCITYBabe, THE He YCIeBaat fa ru pedieKTupaaT npoMeHUTe
BO HUBHATA JIOTMYKA PaMKa WK IieJIHA OMJejKu He ce OTBOPEHU HaJIBOP Off MHCTUTYI[MOHATHUAOT
omcer. Tuie He yuecTBYBaaT BO IIPOCTOPOT BO KOj Ce apTHKY/IMpaaT MPOMEHUTe, BO jaBHATa cepa
Koja He e BOfIeHa Off JipJkaBaTa WJIM BO He3aBUCHATa clieHa. Bo Taa jaBHa cdepa, ce cyuyBaaT Ha-
CTaHW, COPAOOTKY U HOBM eKOHOMUH, Pa3BUEHH Off HOBOHACTAHATU cuTyaiuu. OBHe CUTYaIuu ce
M3pOJIUja 07l eKOHOMUMTE HA Pa3MeHa TOMery YMeTHHUIUTe, KYITYPHUTe pabOTHUIIM, HOBUTE I
TnapaJie/lHy YiTaba Ha UCTOPUjaTa, pa3sMeHa Ha 3Haekhe, TAKTUUKO BMPEKYBambe U BKIYUyBambe Ha
JNoKajTHUTe mpakcu. Houte miuaTdopmu, Mpesku, copaboTKU U GOPYMH 1T paboTaT Ha HHKITy3Hja
Ha YMETHUIIM, TeOPETHYAPH, KYPaTOPH, TPOEKTH, MHCTUTYIUHU, He3aBUCHU OPTaHU3aluK, eKOHOM-
CKY CTPYKTYPH, JIeJIOBH Off LUBUJIEH, IPUBATEH U jaBeH CEKTOP ce Oa3upaHu Ha XeTeporeHn HHTepe-
CH, THBECTULIUY ¥ TIPAKCH.

IToreaso 1e1oCcHo, THe ce KOMOMHALM]A HA MY/ITUIUIALIUTET KOj IIPO/YLIMPa HOBU CUTYAL[UH Ha
3aeHUIITBO. (Pristas: 33)

Bo Tre cutyanuu ce jaByBaaT 1 oTpedU o7 HOBYU MPOLIECH, TPAKCH, TPUCTATH KAKO KypaTopcKaTa
TpaKca, MpeKy Koja ce HCIIUTYBAAT BPCKUTE U 3aeIHUIITBOTO.

3aeHHYKYM UMEHUTe]I - WK Kajie ce CPpeKaBaaT OBHe [[Be I0/IHiba

Kako Teopucka IepciieKT1Ba 'l Ipejijiaram CTyIUUTe Ha u3Bef10a, IIPeKy KoM MO3Ke J1a e IIOHY/IM
e/THO HOBO TJIe[JUIITE 3a CMOjyBabeTo Ha chepuTe Ha JIejcTBYBambe WM Co3/laBame Kopeorpaduja
U TaHI] ¥ BU3YeJIHa yMeTHOCT. OTHOCHO, IIePCIIeKTHBA Kajie 1ITO IPaHUIUTe ce apOUTpapHH, U THe
UcTHTe Tpeba Ja ce MOMeCTaT, H30PUIIAT, CO IITO K& MOXKe JIa ce CO3/lajie e[HO HOBO TJIeMIUIITe
Ha CII0jyBabe Ha OBMe JIBe TOJIMIba, BO MOJUTHYKA, YMETHAUKA, COL[MOKY/ITYPOJIONIKA, T1a IypU 1
eKOHOMCKa cMmucia. IlepcreKkTrBa Koja Ke ja IOMECTH XereMOHMCKaTa Mo3MIIfja Ha MY3€ejOoT KaKo
MHCTHUTYIIMja, OJHOCHO Ke [03B0/IH pehopMy/IHparhe Ha II0JIETO, MOJE/IOT i HAUMHOT Ha [IejCTYBakhe
KaKo 1 Ha Kopeorpacujarta 1 TaHI[OT KOK Ke I'ii TOMECTH Off CIleHaTa BO IMMUHAJIHHOT TIPOCTOP.
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CrymuuTe Ha M3BeJi0a ce HOBA U crielju(puyHa AUCIAIUIMHA, METO]] Ha M3y4yBarbe Ha U3Bef0ara.
Tue HacTaHyBaaT KaKo CMHTE3a Ha rojieM Opoj IMCIUIUIMHU KaKO COIMOTIOTHja, (heMUHUCTUUKY Teo-
PUH, TEOPUH Ha POJI, KCTOPHja, TICUX0AHAIN3a, (UEeT TeopHja, CeMUOTUKA, eTONOTHja, KUOePHEeTHKa,
TEOPUM Ha MeJIMyMH, TeOPHja Ha IoryiapHa KyiTypa utH. (Schechner :2) Kkou oBo3MosKyBaaT aHa-
33, U3yUyBambe Ha CUTe acIeKTH Ha UOBEUKOTO OJJHECYBaibe, 07 M3BeflyBare BO CEKOjHeBHUOT
JKUBOT JI0 YMETHIYKO U3BeJIyBathe BO BU3YeJTHUTE U U3Be/IyBAUKUTE YMETHOCTH.

OBue CTy[uN ce 3aHMMAaBaaT CO YMHOT Ha U3Bef0a, HO ¥ HEroBHUTe OIIITECTBeHH, MOTUTHYKHY,
KY/ITYPOJIONUIKY KOHCEKBEHLUH ¥ CO CeKOjIHEBHO MPOJIadouyBare Ha THe KOHTeKCTH. ['0 pasriie-
JlyBaaT M3BeJIyBabeTo KaKo BUTa/IHa YMETHUUKA [IPAKCa, HO U CO IperyiefyBambe M BOCIIOCTaBYBatbe
CcpeficTBa 3a Mof106po pa3dupame Ha ONIITeCTBeHUTe, IOMUTUYKUTE U KY/ITYPOJIOIIKKTE IIPOLIECH.
(Jovicevic: 7)

Illeknep [Schechner] ja objacHyBa u3BefdaTa Kako akijuja, OJHOCHO KAaKO IIMPOK CIIEKTap Ha
YOBEUKHM aKTMBHOCTH KOM Tl oThaKaaT PUTYAJIOT, UTPaTa, CIIOPTOT, ToNyIapHaTa 3abaBa, U3BeJy-
BauKKTe YMETHOCTH (TeaTap, TaHI[, My31Ka) KAKO 1 CeKOjIHeBHUTE JKMBOTHU U3Be/I0K 06jacHyBajKu
T YeTHPHUTe HACOKM Ha MHTepec, MpUMeHa U BKIyuyBame: 1. YoBeuKoTO ofiHECyBambe KaKo Ipef-
MeT Ha M3yuyBame 2. YMeTHUUKaTa Mmpakca u u3BeflyBamwe 3. PaboTa Ha TepeH WM MpaKca Mpeky
HaO/by/IyBathe Ha YUECHUKOT i HEMIOCPETHO YIECTBO MPEKY Koe ce OCMATpa COMCTeBeHaTa KynTypa
WK OJIHecyBambe 4. AKTHBHO YU4eCTBO BO OIIITECTBEHU MPOILIECK BO KOM IJIaBHATA MIPEMHUCA e JieKa
HUeJIeH TIPUCTAN WM CTaB He MOKe U He Tpeba j1a Oujie HeyTpasieH.

OBue cTyjIuu ce OJIMCKY Ha aBaHTapiaTa, MapruHaIM3UPaHOTO, MUHOPUTAPHOTO, CYOBEP3UBHOTO
U TIPOEKTHTE Off OBA TOJIe ce OfIHeCYBaaT MPOTUB CTPUKTHO OfipefieHH, popMaHu, Xuepapxuu Ha
WJiel, OpraHm3alliy Wid yre.

Wnu crnopen, bapbapa Kupmren6mat - T'umoner [Barbara Kirshenblatt - Gimblett], amepukan-
CKa TeOpeTHUApKA Ha M3BeJI0aTa 1 ejlHa O]l OCHOBAUKTE Ha KaTej[paTa 3a CTY/IMUTe Ha u3Be/i0a Ha
tbyjopIiKMOT YHUBEP3UTET, OBUE CUlYgUU UOUHYBAAIU 0F UpeMUcAilia gexka ipegmeiioiu Ha U3yuy-
Bare He Uipeda ga duge ogsoeH UNU HAPUEAUSUPAH MequyM o MequyM, Ha pasauuHu gpyzu gucyu-
UUHU - My3uKa, Waxy, gpamcka auiiepauypa, ucitiopuja Ha ymeiiHoctal...] IIpeosragysaukaitia
liogenba Ha yMewiHoCa U0 MeqUYM e apouiupapHa, KaKko Wilo e co3gasareilio Ha oA U oggeu
liocseilieHu Ha cekoj og Hus. (Schechner : 3)

Op mpyra cTpaHa, MCTO BO PaMKUTe Ha Mperyie/lyBatbe Ha Ky/ITypHATa MHCTUTYIW]a, UK BO 0BOj
c/lydaj My3ejoT, ja mpejTaraM TeopMCKaTa paMKa Ha MOCTMOJIepHaTa MepcreKTHBa Ha Teopuja Ha
OpraHu3alMy Koja ja Harjacysa MoCcTojaHO MPOMeH/IMBATA Penalyja MoMery KOHIeNTUTe, KOU ce
JeduHUpaaT camo BO peJialija co Apyru KoHuenTy. Tre cMeTaaT ieKka cuTe 300pOBH, BKIYUYBajKu
KOHIL[ETTH ce iehMHIpaaT BO peJialiija co PYru 300poBM U KOHIIEIITH, a He BO PeJialiija co 00jeKTH.
(Hatch :17). ®oxrycoT Ha oBaa mepcreKTUBa BO OPraHU3aIcKaTa Teopuja e jieka Tpeba ia ce fie-
KOHCTPYMpaaT OPraHU3allCKUTe TEKCTOBH, a Ce JIeCTAOM/IM3UPAAT MeHallepCKUTe UJe0NIoTH 1
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MOJIePHUCTHYKUTE MOJIEJT Ha OPTaHU3UPAEbe U TEOPU3UPabe, OTKPUBAJKY I' MaprHHATM3MPAHKTe
¥l YTHETEeHHTe TJIe/IMINTA, MOIPKYBajKi i pedhIeKCUBHUTE U MHKITY3UBHUTE (hOPMU Ha TEOPU3HU-
parbe U OpraHu3Uparme.

OBa rJieiuIITe HYIH TeOPKCKa 0a3a 3a MPEHCIMTYBalhe Ha OpPraHM3alUCKUOT (opMaT Ha eJHa
KY/ITYpHA HHCTUTYIIMja TPeKy IeKOHCTPYKI[Mja Ha MOJIE/IOT Ha YIIPaByBatbe, KOj € CeKaKo YCIIOBEH Off
COPKUHUTE KaKO U TIOTUTUUKATA UIe0I0NIKA TPEMICa BP3 Koja ce pa3BuBa.

3akmyuonu

PasrinesiyBajku rv IpoMHUC/TyBamaTa BO T0/IETO, JWIeMHUTe W MO3ULMUTE, CMeTaM JieKa aKo ce
CII0jaT TIOHYJIeHNUTe JIBe TeOPUCKY IJIe[IUIITA, MOKe J]a ce BOCIIOCTAaBU HOBA MepclieKTBa HU3 Koja
Ke ce KOHCTpyMpa T03ulja Koja He e HeYTPAJIHa, TYKY € 3ae[JH1UKA, KaJie IITO MY3ejoT JeKOHCTPY-
MpajKu ro CBOjOT MOJATUTET Ke OTBOPY MOKHOCT 3a ITPOJI0p Ha eJJHO MapTrMHaIM3MPaHo T10Jie KaKo
KopeorpacujaTa Koja Bo cBojaTa MOTEHI[UjaJTHOCT Ce OTBOPA KOH CO3/laBatbe HOBH TIApaJurMu Ha
CBOETO MOCTOEHbeE.

Bo oBHe yC/10BH, WK @Ko ce BpaTaM Ha ITpailiarhaTa Ha IOUeTOK, Ke 3a0e/iesKaM [ieKa TeOPUCKUTe
1 PaKTUYHUTE OCHOBH 3a (HOPMHUParbe HOBa MOJIYIAPHOCT BO TO3MIMjaTa HA MY3€jOT Ce MOKHHU
aKo ce pechopMynpa U3Bei0aTa Ha MHCTUTYIIMjaTa, OPraHU3aICKa U3Be10a, WK IephopMaHC-Me-
HalIMEHTOT He KaKO VTBpJieHa MapajiurMa, TYKY Kako mapajurmMa Ha pasiTiuyHi KOHIIENTYaIHI MO-
nemu, puckypen v npakcu (McKenzie: 56), Kaze miTo ce M3BeyBaaT COAPKUHM, TOMECTYBajKH Ce BO
eeMepHOTO, TEMITIOPAJTHOTO U O] MECTOTO Ha 00jeKT - OPUEHTHPAHOCT, BO KOHIIEIT - OPUEHTHpA-
Hoct. Toranr 0Boj TpeH[ Ke CTaHe CePHO3HO IIOMECTYBabe Ha MOJIeTO Ha MHCTUTYUPakhe HOBHU COp-
JKUHHU BO PaMKKTe Ha Ky/ITypHa MHCTHTYIMja. Ha BakoB HauMH Kopeorpadujata Ke MOKe [ja HacTaIu
KaKo IMpoIIMpeHa MPaKTHKa Koja Ke pa3sBUBa HOBH CTPYKTYPHU U CET aJlaTKH, TeXHOJIOTH]a WK TI0Jie
Ha 3Haelbe, a TAHI0T Ke MaHeBpKpa, HaBUTHUPA BO HOBHU IIPOCTOPH, OCBOjYBAjKHU I' CTPATEILKH.

Cermak, cMeTaM JIeKa 0Ba e [I0JIjIora 3a MOKHa pehopMy/aliija 3a ejHa creluduuHa MHCTUTYIH]a,
OJJHOCHO pa3rie/lyBame pa3IMuHy NepCrieKTUBY 3a Jla ce aHaIM3Upa TPeH 0T Ha ,My3eanu3anuja”
Ha TaHIIOT U Kopeorpadujara.

Bo cekoj ciyuaj, ucraTa oBaa MoHy/ieHa MepCIieKTHBA MOKe Jla ce YIoTpeOu Bo popMymuparme
MOJie/l Ha MHCTUTYIU}a Koja Ke ce 3aHMMaBa CO KaluTalu3allija Ha OBKe HOBU COBPEMEHH KOPeo-
rpad)CKu U TaHIIOBU MPAKCH WK W3BeI0eHH TTpaKcH (mepdopMaHc-ymMeTHOCT) Ko Bo MakeioHMja cé
TIOBeKe ce jaByBaaT, BO HOBM (hOpMH, UIMAjK¥ T CBOUTE KOPEHU BO HEKOJIKY Pa3/nyHHU T0JIMHHA KAKO
BU3YeJIHA YMETHOCT, TeaTap  TaHIl.

MogepHuotT nepdopmaHc win mephopMaHC-yMeTHOCTa TIOYHYBA [ia Oujie MPeno3HaeHa BO TeKOT
Ha 70-TuTe Kako yMeTHUYKHM fomeH. Poysmu lomgbepr [RoseLee Goldberg], koja ja Hamuura mpBata
JacToprja Ha epdopmarcot” Bo 1979 360pyBa [ieka 0Boj (heHOMEH ce [J0/KM Ha HKOHOK/TaCTHUHH-
ot doxkyc: ,Acropujara Ha nepdopmanc-yMmeTHOCTa Bo 20 BeK e MCTOPHja Ha MOMYCT/IMB, OTBOPEH
MeJIUyM €O OecKpajHi MOMKHOCTH, OCTBAapEH Ojf YMETHHUIUTE KOU Ce HETPIe/IMBH CO IMMUTHTE Ha

N



5

<

ARS ACADEMICA || BPOJ 2 || TOOVHA 1 ||

eTab/MpaHuTe yMeTHUUKY (DOPMH, OJTYUHH JIa ja IPEHECcaT CBojaTa yMETHOCT IUPEKTHO Ha jaBHOC-
ta.“ (Goldberg : 9). Bo cBojarta Kuura, [on0epr oy HU3 KCTOpHUjaTa HAa PEBOJIT U €KCIIEPUMEHT,
TMIOYHYBajKU 0/ HYTYPU3MOT, MPOIOIKYBAjKU CO eKCIIePMMEHTATHUOT TeaTap Ha PycKara PeBojiy-
1ja, Jazga u cyppeanusam, bayxayc, Kejir [Cage] u Kanunrawm, live art, xemenunsure, Ax Xanmpus
[Anna Halprin] u Houot tani, Us Knaju [Ives Klein], ITuepo Manionu [Piero Manzoni), Josed Bojc
[Joseph Beuys], mo 6oau apt u Mogepen nepdopmanc. OBaa KHUra IpeTcTaByBa 1 MCTOpHja Ha 20
BeK Ha aBaHrapjieH Teatap. Asropute Ha Performance: Texts and Contexts (1993) Kapon Cumcon
CrepH [Carol Simpson Stern], Bpajc Xengepcon [Brice Henderson] 3abeneskyBaat fieka nepgop-
MaHC-YMEeTHOCTa I ,IIpUIlara Ha TpajMiiujaTa Ha aBaHrapgaTa“. (Carlson:79) OBa Hac/ie[CTBO ro
ofbesniekyBa u iepMHUPabeTo Ha repdopMaHCc-yMeTHOCTa.

ABaHrapyiaTa ce jaByBa Kako aaTepHaTHBa Ha JOMAHAHTHHUTE MATPUIM HA yMeTHOCTA Ha 20 BeK
co3/aBajKu CBOM 03HAUYBauH, jasuk, moumu. Crejiejku ja oBaa TMHUja HA CTYUUTe Ha mepopMaHc,
13BeI0EHOCTa U HEjSHHOTO M3[IBOjyBakhe Of] TPaJUIMOHATHATA ClleHa, Bo MaKkeoHHja MOKeOu Ba-
KBUTe T10jaBU MOJKe Jla ce CJief]aT He caMo MPeKY OfipeJieHNTe YMeTHUUKA MaTPUIIH U TIONHEbA, TYKY
TpeKy alTepHaTUBHUTE U aBaHTapgHUTe (OPME KOM Ce jaByBaaT BO OBOj KOHTEKCT BO OJ[pefieHO
BpeMe KaKo O/ITOBOP Ha TMMUTHPAYKKOT WX 3aTBOPEHHOT MHCTUTYLIOHAJIEH IUCKYPC, WK (DUKCH-
PaHOTO MOJIe IITO IO HY/IH JleTePMAHMPaHaTa YMETHUUKA MPaKca.

CoBpeMeHHeTO HY Hajlara MeHyBame Ha MEepCIeKTUBUTE BO CIiefiekhe Ha YMEeTHUUKUOT Mpo0oj.
MeHyBameTo Ha MepCreKTHBATa Off Clefierhe Ha IUCIUIUINHA BO CJlejiethe Ha 3aeIHAUKA Tapajiur-
Ma Ha Of[pefleH! MPAKCH e MPeJIJIoT O KOj OBJie 3aBPILIYBaM, HY/IejKI T0 KAKO e/IeH MPeroBapauky
KOHIL[ENT 3a MOJIe/IUpabe HOBa KY/ITypHa HHCTUTYIMja Bo MaKe/joHUja Koja Ke T HeryBa, U3yuyBa,
TPOU3BelyBa U MOTIIOMAra HOBUTE COBPEMEHH TapajiurMu BO KOM Ce co3/laBa yMeTHocTa 6e3 1o-
CTaBYBatbe IMMHUTH IITO PETCTABYBAAT 3a0paHa 3a u3pasyBame U MaHu(becTalyja Ha ujieja Ha[Bop
Of] MICTOPKMCKHY JIETEPMUHMPAHOTO T10JIe Ha [IejCTBYBabE.
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Tuxomup JoBuk

Qakyniueul 3a MY3uuKa ymeuwHocul
Ynusepsuiuew ,C8. Kupun u Meuwioguj*
Maxegonuja

Why Tomislav Zografski?

This year a jubilee - 80 years from birth of Tomislav Zografski is being celebrated. Tomislav
Zografski (1934-2000) is one of the most significant Macedonian composers. With his vast opus
diverse in terms of genre, as well as his fruitful social-pedagogical work, Zografski leaves a
significant mark in the Macedonian music history. Following the contemporary world music trends,
he is one of the first composers in the Macedonian music that enters the features characteristic
for the neoclassicism. Zografski has been awarded with a great number of significant awards and
recognitions for his work.

Why Passacaglia for a hero?

Passacaglia for a hero (1980) for a symphonic orchestra, based on a topic according to the song
Bilekjanka (1940) by Milan Apih, poses a unique autonomous polyphonic form in the instrumental-
orchestra work of Tomislav Zografski. Zografski won the 13 November award of the city of Skopje
for this composition (1981).

The purpose is to explain the approach of the composer towards the traditional music form
Passacaglia. The following components will be analyzed through an analytical approach: music
form, syllable and texture, the modality system and modality plan, the features and the construction
of the thematic material, the application of the polyphonic syllable as a constructive composition -
technical element, the type of polyphony and polyphonic procedures, vertical structures etc.

Keywoeds: Musical form, theme, syllable, polyphony, multilayer
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Tomucmnas 3orpadceku (1934-2000) e eier o Haj3HAYAJHUTE MaKeJOHCKK Kommo3uTopi. Co CBOjoT
obeMeH 1 KaHPOBCKK pasHoBujeH oryc (146 omycu), Kako ¥ €O II0[jHATa OMIITeCTBEHO-TIeflaroliKa
nejHoct, 3orpad)cku ocTaBa 3HauaeH Oejier BO MaKe[JOHCKaTa My3uuKa uctopuja. CeejKu ru ak-
TYeJIHUTE CBETCKY MY3MUKH TPEHJIOBH, TOj € eJleH off TPBUTe KOMIIO3UTOPH KOU BO MaKeJJOHCKaTa
MY31Ka 'l BHECYBA KapaKTePUCTUKUTE CBOjCTBEHH 32 HEOK/IACHIIM3MOT. 3a CBOETO TBOPEIITBO 30-
rpaccku e TOOMTHYK Ha rojieM Opoj 3HauajHU Harpagy i MpU3HaHMja.

OBaa ropiiHa ce ofoenexybaar 80 roguHu off parameTo Ha ToMucsaB 3orpadcku.

Iacakanja 3a egex xepoj, om. 91, 3a cumdonucku opkecrap (1980), Ha TeMa cropep mecHaTa bu-
nekanka (1940) om Muman Amix (1906-1992, yauren o npodecija, CIOBEHEUKHU MOTUTHYKY AKTHBICT
¥ TIMCaTe), IPeTCTaByBa eJIMHCTBEHA CaMOCTojHA Moy oHa (hopMa Bo MHCTPYMEHTATHOTO OpKec-

Tapcko TBopeniTBO Ha Tomucnas 3orpadeku.!

Bile¢anka
ITpumep 6p. 1

KOMHO3PILU/Ij3T& 3all0YHyBa CO M3jlararb€ Ha TeMaTa BO

I1aboKKOT perucTap (bac KmapuHeT, iBa (arora, BHOJIOH-

Umjerena Milan Aph

- .L;E@ =

uejia - divisi 1 KoHTpabacu) Bo pianissimo quHamuka. Mopy-

COT e XapMOHHUCKH - in D, TaKTOT e Tpuyiene - 3/4, a Temro-
TO yMepeHo - Andante moderato, To € BooOMYaEHO Kora

cTaHyBa 300D 3a 0Baa TpajIMIMOHAIHA My31UKa (hopma.

Temaina (1-15 TakT) e ujaToOHCKa, aMOMTYCOT HA MEJIO-

nujaTa e Maja cekcra - d-b, a mo dopma mpeTtcraByBa mepu-

O U3TpajieH of JiBe peueHuIn ofi 1o ceiyM Takra. [lokpaj
ropeHaBeJIeHHOT U3BeJlyBauku COCTAB, HA KPajoT Off TeMata
(14. TaKT) Ce BK/IyuyBa 1 [KjaHO BO KOE Ce jaByBa OKTABHO V/IBOjyBaibe Ha OCHOBHHOT TOH Off MOZIYCOT
D Bo mabokuoT peructap. [Ipogo/KeHOTO Tpaekhe Ha OCHOBHUAOT TOH Off MOZIYCOT Ha KPajoT off Te-
Mara (TpoIMpyBatbe Ha TeMaTa) co UICTOBpPeMeHa IIPoMeHa Ha BUIOT Ha TakToT (4/4) e co 1jes Temara
7 OMjle CHHIIMPECTO ToBP3aHa co TpBaTa BapHjaliyja.

[Tpumep 6p. 2

Bapujayujaiia I (15-29 TakT) ja moHecyBaaT BuojoHuesaTa (divisi). CraHyBa 300p 3a UeTHPHUITIaceH
XapMOHKCKH ¢JI0T (XoMo(oHa (haKTypa), pH 1ITO TEMATCKUOT MaTepHjaJl e U3/7I03KeH BO BUOJIOHUEIA
1. AKoppTe TITO TO KPerpaaT XapMOHUCKUOT CJIOT ce Off TUIIOT eJIHOPOJIHA MOHOAKOD/IU, U3rpa/ie-
HU CO CYMepro3uiiuja Ha Tepiiu. Tie ce MocTaBeHU Ha eJIeH 0fl OCHOBHUTE BUIIOBYU (DUTYPAIUCKH
npeobpasyBama - KOJOPUCTUUKO HACTIOjyBakhe, OJTHOCHO CO OKTABHO V/IBOjYBathe Ha efieH O] TOHO-
BUTe 0ff aKopAoT. DYHKIMjaTa Ha aKOP/UTE e TPOMEHTHBA (MOZIAHA U (HOHCKa), BO 3aBUCHOCT O/
BUJIOT Ha PUMEHETUTE aKOP/IM BO MPOIIMPEHATa TOHATHOCT, KAKO U Off CTAH/IAP/IHOCTA, OTHOCHO
HECTaH/IAP/IHOCTa Ha XaPMOHICKUTE TPOrpeciit. XapMOHMCKUOT PUTaM, TaK, CO MaJii HCKITYUOIIH, €
HJIeHTHYEH CO MeJIOICKMOT PUTAM Ha TeMaTa.

|| Trxommp JoBHK ||
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Bapujauujaiia IT (29-43 TakT) € M3BefieHa 110 KCTHOT MPUHIIMIT KAKO TTPBaTa Bapujaliuja, MeryToa
13BeJIyBaUKUOT COCTAB € MTPONIMPeH Ha I'yIAUKy 1 Ha yBauKKU HHCTPYMeHTH. Off mapTUTypaTa Moxke
Iia ce 3a0eieKu M Toa JieKa Ha KpajoT of IpBara (35-36 TakT) M BTopaTa peuyeHHIIa off IIePUOOT
(41-43 TaxT) ce BKIyYyBaaT TUMIIAHM U IMjaHO KOe MMa TPeTMaH Ha yaupajika. Temara HacTamyBa
VHICOHO BO KiapuHeT 1 ¥ BuomiHH 1, Bo piano myHaMuKa (qMHAMMKa BO Koja ce OJJBUBA lieiaTa
Bapujaliuja), a 3a0e/IeKUTe/IHA € 1 IPUMeHaTa Ha XapMOHICKO BapUparbe.

Bapujayujaitia ITI (43-56 TakT) e Bo TpUje/eH TaKT - 3/4, piano IWMHAMUKA, CO MPOPETUEH U3-
BelyBauKy COCTaB BO OJJHOC Ha IIPeTX0fiHaTa Bapujanuja. KapakreprcTuHo 3a oBaa BapHjanyja e
TOA IITO JIOHECYBa TMOMM(OHN3aIl1ja Ha XapMOHUCKHUOT CJIoT (1o TpuMepuTe off baxoBuTe Kopa).
Temata HacTaryBa Bo J/la00KHOT pericrap (KoHTpabacu, BTopi BUOJIOHUEJIA,  IOBPEMEHO [loaia 1o
VIIBOjyBatbe Ha JIeJIOBH Off TEMATa U BO JIPYT MHCTPYMEHTH - KoHTpadaroT, 6ac KiapuHer), jojieKa,
TaK, OCTAHATUTe MeJIOICKY JIMHUM KOU Ce U3[IBOjyBaaT ¥ KOHTPAIYHKTUPAAT Ha TeMaTa (KoMIuie-
MEHTapeH pUTaM) ce pe3y/aTaT Ha moiandoHM3alMjaTa Ha XapMOHICKHUOT cjIor. Bo oBaa Bapujariuja

TIIOBTOPHO Ce 3366HG}KYBHEIT MOMEHTH Ha XapMOHMCKO Bapupame.
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Bapujayujaitia IV (56-69 TaxT) e co mpomypeH HHCTPYMEHTapHUyM, a AMHAMUKATa OCTaHyBa MCTa
(piano). Criorot e xapMoHuCKH, a hakTypaTa xomooHa. Temara, Koja e pUTMUUKH BapipaHa, e 13-
JI03KeHa BO [TabOKUOT perucTap (KoHTpabacy, BUOTIOHYETa, UjaHo, (haroT, b6ac KnapuHeT), TofieKa,
TaK, OCTaHATHTe HHCTPYMEHTH (hopMUpaaT akopfiCKa MpUpyK0a. AKOpiuTe BO XapMOHKCKKOT CJIOT
ce U3703KeH! BO (PUTypaIMCKY TpeobpasyBamba (KOMOPUCTHUKO HACTIOjyBakhe, XapMOHKCKa (hUTypa-
1Wja ¥ puTMUUKa (Urypanyja), a ¥ Bo 0Baa Bapujaiyja e 3a0eeKuTeTHO XapMOHICKO BapUpatbe.
KapakrepucTiyHa e ¥ pUTMUUKaTa KOMITOHEHTa, OJJHOCHO TPUMEHATa Ha KOHTPTaH (contretemps).

Cnenu Bapujayujaiia V(69-86 TakT) Bo Koja pUTMUUKK BapipaHaTa TeMa IIOBTOPHO HACTAITyBa BO
HUCKHUTE ,I7IacoBU” (BHOMM, KOHTpadaroT, paroT u bac-KiapuHeT), ojieKa, Mak, BO BUCOKUTE ,I7la-
coBu" (muKoso iejra, anT QrejTa M KIapyHEeT) HacTallyBa KOHTPAYHKTCKa MeJo[1ja Koja ce Ka-
paKTepu3upa co OCMUHCKA Tyyicanuja. KoHTpanyHKTCKaTa MeJiofidja € KOHCTPYUpPaHa Mo TPUHIHIT
Ha MeJIOIMCKO-XapMOHKCKA (Urypal[yja Ha akop/IiTe KoM 0 KPeupaat XapMOHHUCKHOT CJIOT BO T'yia-
ugre. Criopen hyHKIMjaTa Koja ja MCIIOTIHYBAAT ABETE MeJIOMCKY JIMHUM KOU T'0 KperpaaT Ioudo-
HUOT CJIOT (TeMaTa U KOHTPacybjeKToT), ke KOHCTaTUpaMe fieKa CTaHyBa 300p 3a pasHO(YHKIMOHAT-
Ha Wi xomodoHa (moparnacya) momdonuja. Hacrpory Taka opMupaHuoT ABorIaceH nomugox
CJIOT CTOM XapMOHMCKH CJIOT BO ryfjauuTe (tremolo), pu ITO XapMOHUCKUOT PUTAM € HEHTHUYEH CO
MeJIOJMCKMOT PUTaM Ha TeMaTa (0CBeH Bo 76-77 TakT). MIcTOBpeMeHOTO 3ByUelbe, OJJHOCHO HACTIO}Y-
Bambe Ha [jBaTa cjiora (mojauoH U XapMOHMCKM) efieH BP3 APyr, CO HUBHA jacHa udepeHInjariuja
(Bo pa3mMyuHK IPYIIM HHCTPYMEHTH), TOBe/IyBa 10 KOHCTaTalluja ieKa BO OBaa Bapujaliija ce jaByBaaT
e/IeMEeHTH KapaKTePUCTHYHH 3a HOTU(OPMUTE, TOTOYHO CYMUPAUKUTE HOTH(OPMIL

Bapujauujaitia VI (86-99 Takt) e rpajieHa 1o ciMueH MPUHIIMIT KAKO M MPETXOf[HATA Bapujalluja.
Temara HacTanyBa BO CpeJJHMOT perkcTap (aHTIMCKU por, KnapuHeT 1, TeHop cakcodoH, OapuToH
cakco()oH) co Ma/ii pUTMUYKY U3MeHHU. KoHTpanyHKTCKaTa MeJioija HactamyBa Bo ¢arot 1, knapu-
Her 2 u 3 u drejra 11 2, a rygaunte (Co MCKJIYUOK Ha KOHTPAOACUTE) ITPOJIO/KYBAAT BO XapMOHUCKY
cor - aropzcka dakrypa (divisi - tremolo). AkopyiTe Bo TyaunTe ce HelenocHu (0e3 Tepiia), Ho
CO3ByuYjaTa ce JIOMOJIHYBAAT CO MEJIOJIUCKUTE JIMHUH IITO TO Kpenpaat nomudoHuoT cyior. [lonurma-
CTOBOCTA € 3a0e/ieKuTesHA 1 BO 0Baa Bapujalluja.

Bo Bapujayujaitia VII (99-112 Taxt) e 3appKaH UCTHOT KOHCTPYKTUBEH MPMHIMIL 3a pasiuka
o7} TIPETXOZ[HATA, OBaa BapHjaljuja JIOHECYBa 3ro/ieMyBame Ha JIMHAMUUYKOTO HUBO 3a €JIeH CTe-
TIeH - mezzopiano, 3a BO MOHATAMOIIHMOT TeK JIa CJIeJIA MOCTAIHO 3ToJieMyBatbe Ha IMHAMUKATa
(crescendo poco a poco) 110 forte (106. TakT - ToYETOK Ha BTOPaTa PeUeHMI[A Off IEPUOJIOT), & CETO OBA
e TIPHIPY)KeHO €O TIOCTAIHO MPOIIMPYBahe Ha MHCTPYMEHTATHIOT COCTaB. PUTMUUKYM BapupaHara
TeMa HacTamyBa Bo KoHTpabacute, (arot 2 u jjBaTa cakcooHa (TeHOp U OapUTOH), a IIOBPEMEHO
ce BkyuyBaat: Tyba (106-108 1 109-111 Taxr) u 6ac-rpombon (107-108 Taxr). ['yauute (BromoHYe-
71a, BUOMHM, BUOJTMHY 1 1 2) ja loHEeCyBaaT U3pa3uTo MOTOPUYHATA KOHTPANYHKTCKA MeJiojiuja (1ec-
HAeCeTUHCKA TIy/icalja) KOHCTPyUpaHa Off MeNo/IMCKO-XapMOHKCKa (huryparyja Ha akop/CKuTe
KoMmIUtekcu. Ha Toj HaumH 1oBTOpHO ce hopmupa JIBoriaceH momQoH cior (pa3sHoyHKIMOHaTHA
nonudonuja). OCTAHATHOT U3BEJIyBAUKH COCTAB JIOHECYBA XAPMOHMCKH CJIOT, TaKa IITO ¥ BO OBaa
BapHjal[yja joara 1o HAIJIACTYBabe HA JIBA MPUHIIUIA HA OPraHU3aIja Ha My3UUKaTa MaTepuja.

|| Trxommp JoBHK ||
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Bo Bapujayujaitia VIII (112-125 TaxT) TemaTa (IOBTOPHO PUTMITYKM BapupaHa) HACTaIyBa BO X0p-
Hute. KOHTpanyHKTCKaTa Meslojiyja, Koja e TpajieHa 0 MCTUOT MPUHIIUI KaKo BO ceJiMaTa Bapuja-
1iMja, ja JoHeCyBaaT KOHTpabacuTe, BUOJIOHYe IaTa, KoHTpadaroT, arot 11 2 u iBa cakcodoHa (Te-
HOP U 6apuToH). OCTAHATHOT JIeJT Of] OPKECTAPOT KOj yUeCTBYBa BO OBaa Bapujal[yja MMa MPU/IpyKHA
yiora (XapMOHHCKH CJIOT - akopficka (akrypa). [okpaj mecHaeceTHHCKaTa my/icalja Ha KOHTpa-
CY0jEKTOT, KapaKTePUCTHUHA € ¥ U3pa3eHaTa PUTMUYKA MyJIcaliija OCTBapeHa CO KOHTUHYUPAHUOT
HacCTall Ha aKOP/UTe KaKo HarnaceHu ocMuHu. Ileata Bapujaiuja ce ofiBuBa Bo forte JUHAMUKA.

Bapujayujaitia IX (125-138 TakT) e co MEHTHYHA KOHIIEIIIMja KAKO IIPETXOJIHATa BapHjalyja.
PuTMuuKM BapupaHaTa TeMa MOBTOPHO HACTaNyBa BO CPejIHUTE ,I7IACOBU", HO TIOKPaj XOPHUTE, ja
JIOHeCYBaaT U CJIeIHATEe MHCTPYMEHTH: Tpy0a, (haroTu, Oac-KnapuHeT, aHIICKU PoT U ajT diejra.
I'ynauure, nak, BuomiHu 1 1 2, BUOM ¥ BUOJIOHUETIA, ja JIOHECYBAAT UCTaTa KOHTPAIYHKTCKA MeJo-
JMja Kako ¥ BO MPEeTX0[jHaTa Bapujaiiija. KoH Toa moBpemMeHo ce MpUKIyUyBaaT M MUAKOIO (iejTa,
(nejra 1u 2, kapuser 1, 2 1 3, 060a 11 2, 3a KOH KpajoT Ha Bapujauujata (135. TakT) 1a ce BKIIYUM U
nujaHoTo. Kora cTanyBa 300p 3a akopjckarta (hakTypa o6pa3yBaHa oJf OCTAHAaTHOT MHCTPYMEHTapu-
VM BO 0Baa Bapujaliuja, Ke KaxkeMe JieKa OBTOPHO XapMOHMCKUOT PUTaM, CO Majii OTCTaIyBamba, e
UJIeHTHYEH CO MeJIOJIMCKUOT PUTaM Ha TeMaTa.

Bapujayujaitia X (138-155 TakT) e Bo fortissimo muHaMuKa. TemaTa e TOBTOPHO PUTMUUKHU Bapu-
paHa, a HacTanyBa BO JIMMEHMTe JIyBaud U Toa: TpoMOOH 1 1 2, TpyOu u fiBe xopHu. [IpuMeHara
Ha MYHKTUPaH pPUTaM, IMHAMUKATA, KAKO 1 M300pOT HA MHCTPYMEHTHUTe KOM ja JJOHecyBaaT Temara
TNPUJIOHECYBAAT Taa Jia fobue efieH coceMa TIoMHAKOB ((haHdapeH, BOMHCTBEH) KapakTep Koj mpo-
BejyBa HU3 IieJ1aTa Bapujanyja. 3abesie;kKuTeiHa e U MeJIojIicKaTa IMHIja BO KaMbaHuTe (SBOHa) Koja
KOHTPAINYHKTHPA Ha TeMAaTa, a BO I'yjIauKTe (CO UCKTYUOK Ha KOHTPabacuTe) v MoBPEMEHO BO TUKOJIO
(rejra ce jaByBaar nacaxu ((paHil. passage = IpeMyH, TOMUHYBabe) U3TPajIeHu O/ KPATKU HOTHU
BPEJ[HOCTH (TPUECETBTOPMHU U leeceTyeTBPTHHY). KapakTepucTuHo e Toa LITo TIPpK CeKOj HacTar
o7} 138-141 TakT macakute ce oMecTyBaarT 3a CeKyH/ja, a IOUeTHUTe TOHOBM Ha CEKOj O]} HUB ce - a
h ¢ h. Bo 145. TakT, Bo ryfaunTe ce jaByBa CeKBeHI[a U3BefleHa BO CEKYH/IHO HATOPHO [IBIKEHe
TIOYHYBAjKU Off TOHOT g, & MOJIETIOT Off KOj e KOHCTPYMpaHa IpeTCcTaByBa HAJIONHA CKATHMYHA HU3a
Of} YeTHpPY TOHA BO TPHECETBTOPUHM Kako HOTHU BpefiHocTU. Ilo cekBeHuara, o 146. TakT ce-
JlaT HArOPHU U HAJIONIHU CKAJIMYHU JIBIKea. /1 Bo oBaa Bapujallyja HACIPOTH TIOMMQOHUOT CIIOT
CTOU XapMOHUCKH cJior. I1ITo ce oiHecyBa [0 XapMOHUCKUOT CJIOT, Ke TO MOCOUMMe CrelpUIHIOT
3ByueH eheKT Koj ce 00MBa CO KOHTHHYMpPAHATa HU3A MApaeHi KBUHTAKOP/H, CeKCTaKOP/U 1
KBapTCEKCTAaKOP/IM BO /IPBEHNUTe JIyBaUM BO KPaTKU HOTHU BPeTHOCTH (TpreceTBTOpUHM). [TujaHoTO
e Bo (byHKI[Mja Ha VAPaJIKa, OJHOCHO TOA e IIPUMEHEeTO KaKo ,[OfIIpIIKA" Ha TMMIIaHHUTe.

[Ipumenara Ha ritardando Bo nocienuuor (154.) TakT off meceTTara Bapujaliyja ro mojroTByBa
HACTaroT Ha cjlelHaTa BapMjaljuja Koja KapakTepHo e HieHTHYHA CO MpeTXofiHaTa. Bapujauujaitia
XI (155-167 TaKT) € Bo MaJIKy 100aBHO TEMIIO (1mMeno mosso), TakTOT IPpeMKUHYBa Bo 4/4, a IMHAMUKaTa
ocraHyBa ucta (fortissimo). MeofjucKo-pUTMIUYKM BapupaHaTa Tema (YHKTUPAH PUTaM) HacTaryBa
BO [/TaDOKMOT PerucTap - KOHTpabacu, BUOJIOHUE 1A, [UjaHo, Ty0a, TPOMOOH, KoHTpadaroT, (aror 2,
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OapuToH cakcooH u bac-knapunet. Bo oBaa Bapujarija cloroT e XapMOHUCKH, HO ce 3a0esieyBa-
aT ¥ MOMEHTH Ha HeroBa nonmdonu3anuja. BeylHoCT, Ha TeMaTa KOHTPANyHKTHPA MeoflijaTa Bo
SBOHATA, K0ja MPOK3/IETyBa KAKO Pe3y/ITaT off XapMOHUCKO-MeJIofjucKaTa (huryparuja Ha akopyjuTe.
O71 pUTMHYKA I7IeJIHA TOUKA, TIOKPAj TYHKTUPAHUOT PUTAM, KAPAKTePUCTUUHA € i KOHTHHYMPAHATa
TyJicaliija Ha aKopfIuTe Ha BTOPO M UeTBPTO BpeMe off TakToT. Ha KpajoT o] oBaa Bapujariija TAKTOT
npemuHyBa of 4/4 Bo 2/4 (166. TakT).

Bapujayujaiua XII (167-181 TaxT) 3arounyBa Bo forte muHaMuKa, 3/4 TakT, BO IIpo3padyHa OpKec-
Tapcka (hakTypa 3a pa3nMKa ofi peTxojiHaTa Bapujanuja. Ha mouyeToKoT, pUTMHUUKY BaprpaHaTa
TeMa HacTamyBa BO BUOMMHHU 1, XopHa 1 ¥ aHITIMCKM PoT, @ CO OrJief] Ha Toa LITO BO TEKOT Ha Ba-
pHjarujaTa MoCTeneHo ce MPOIIKPYBa U3BeIyBAUKUOT COCTaB, KOH HUB Ce MPUKIYUyBaaT U Apyru
uHcTpyMeHTH ((aroT 11 2, TeHop cakcooH, XopHa + 1-a, 060a 2 u ant iejra). KoHrpacybjeKkToT
ce opMUpa Ha TOj HAUMH IITO BO PA3JIUYHH IPYIIH, OJTHOCHO COJIO-UHCTPYMEHTH, TIOCTOjaHO Ce Ha-
TIOBP3YBaaT PUTMIYKO-MEJIOJ[UCKY BAPHjaHTH Ha MOTUBH (paboTa CO MOTHB) Off YIIITe eJlHa MO3HATa
PEeBOYIMOHePHA TIeCHa.?

[Tpumep 6p.3 (168 - 171 TaxT)
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IlTo ce offHeCyBa [10 XapMOHMCKUOT CJIOT BO 0Baa Bapujalyja, KaKo KapaKTepUCTUYHA Ke ja Mo-
courMe KoHI[eTIIjaTa Ha XoMo(oHaTa (hakTypa BO TYJAUKMOT OPKeCTap, OfHOCHO COBIAIAbETO Ha
XapPMOHUCKUOT PUTAM CO MeJIOJIMCKUOT PUTAM Ha TeMara (TeMaTa HacTaryBa Bo MPBUTE BHOJIMHM).
Bo KoHTeKCT Ha 0Ba, KapaKTePUCTUYHA € U PUTMUYKATA rpajialiuja Koja ce MOCTUTHYBA CO TIOCTAITHO
HaMaJIyBambe Ha HOTHUTE BPeJIHOCTH, KAKO 1 CO PUMeHA Ha PA3HOBU/IHU PUTMUYKA KOMOMHAIIUH.

Bapujayujaiia XIIT (181-195 TtakT) 3amounyBa Bo fortissimo [uHaMHKa Koja e MOATOTBEHA CO
crescendo BO TOC/IeJIHUTE JIBa TaKTa Of MPETXO/HATa Bapujanyja. Temara (pUTMUUKM BapHpaHa)
3al0YHYBa BO T'yIaUnTe - BUOIMHH, BHOJH, BUOJIoHUeIa (divisi - tremolo), a Bo MOHATaMONIHUOT TEK
o071 BapujaljaTa Hej3MHY [JIeJIOBK HACTayBaaT U BO IPyr HHCTpyMeHTH. KoHTpacy6jeKToT e Kpeu-
PaH T0 UCT MPHMHIIMIT KaKo ¥ BO MIPETX0/IHATa Bapujaliyja, a OKpaj Toa IIITO ce HaJloBp3yBaaT e[HH
Ha JIPYTH, KpaTKUTEe MOTHUBY HAaCTaIyBaaT i BO CTPETO MMHUTALIMja BO PAa3/IMUHM IPYIIA HHCTPYMEHTH.

Ipumep 6p.4 (183 - 184 TakT)
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Bapujayujaiia XIV (195-214 takT) e Bo fortissimo possible muxamuka. TaktoT e 3/4, Ho ce 3a0e-
JIe)KyBa HeroBa mpomeHa 1 Toa: 4/4 - 198. takt u 5/4 - 199. TakT. TemaTa, Koja e pUTMUYKU BapHpaHa
¥ TIPONIMPEHa, HACTAIyBa BO BUCOKHOT perucTap (ryauku opkectap - tremolo). [IponipyBameTo,
Koe ce jaByBa Ha KpajoT Of TeMaTa, JOHeCyBa CMUPYBae Ha MHTeH3UTETOT Ha 3BYKOT CO TIpHMeHa
Ha decrescendo 1o piano, co 1ITO ce MOJTOTBYBA HACTATIOT HA MOC/IEIHUTE JIBe Bapujallui KOU ja
3a0KpYyKyBaaT hopmara. CIOTOT e Tpef] c& XapMOHUCKH, HO ce 3abeJiexkyBa i moBpeMeHa nonmdo-
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HHU3aIMja CO HACTall Ha KapaKTePHCTUYHKITE MOTHBM BO OpKecTapcKaTa (akTypa, CIMYHO KaKo 1 BO
TIPETXOJIHUTE JIBE BapHjalliul.

Bapujayujaiia XV (214-221 TakT) moHecyBa HelleJIoCeH HACTall Ha TeMaTa BO BUCOKHTE ,I71aco-
BU“. BeylHocT, HacTamyBa caMo Jieq off TIpBaTa (PUTMUUKY BapupaHa) peueHHUIa Of ePHOZIOT BO
JpBeHuTe yBaun, Bo 4/4 Takt, Bo piano guHaMuKa. Bo mocieHuTe [Ba TaKTa Off BapujaljaTa ce
BKJIyUyBaaT ¥ TUMITIAHU 1 TTHjaHO, BO KOM HACTAMyBa yIBOEH OCHOBEH TOH 0ff MofycoT - D, 1mTo aco-
1IMpa Ha TOHaJIHA CTaOWIHOCT. CIIOrOT € XapMOHKCKH, a (hakTypaTa XoMooHa.

Bapujayujaitia XVI (222-240 TakT) soHecyBa (hMHAJIHO CMUPYBakbe M 3a0KPYKyBaihe Ha (popMa-
Ta. BUJIOT Ha TaKTOT, IMHAMKKATA, CJIOTOT U (haKTypaTa OCTaHYBAaT MCTU KAKO U BO TIPETXOHATA
Bapujaliyja, Co Taa pa3/IMKa IITo e M3MeHeT U3Be/lyBaukuoT cOocTaB. TemaTa e IOBTOPHO PUTMUYKH
BapupaHa, a HacTamyBa Bo 6ac KIapuHeT u KoHTpabac 1, ojieka, mak, akopficKaTa mpujpyxoa ja
JIOHeCyBaaT OCTaHATUTe KOHTpabac - divisi. [[oBpeMeHHOT HacTal Ha TUMIIAHUTE U AJAHOTO Ce CO
rcta QYHKIMjA KAKo 1 BO MpeTxofHaTa Bapujanuja. OBaa Bapujaiija 1o KOHIEMNIHja e HeHTHYHA
€O IpBATa Bapujalfyja, Co Taa pas3/uKa 1ITo e MPOIIMPEHa U CO U3MeHeTa (OMCIIOHeTa) OpKecTap-
cKa (hakrypa (TeMOPOBO Bapuparme).

[ToBofiOT 3a co3/laBame Ha OBaa KOMIIO3MI[Hja e HajBepojaTHO Toa 1to Bo 1980 ropuHa mounHa
npercefatenoT Ha toramsara COP Jyrocmasuja, Jocun Bpos Tuto, 3a 1mTo roBopyu U (GakToT IITO
1300pOT Ha TeMaTa 3a Bapujaipu - busekanka, kKako u MOTHBUTe off TlecHaTa Y3 Mapwana Tuitia kou
ce jaByBaat Kako KoHtpacybjekt op XII - XIV Bapujaiiuja ce Bo AupeKTHa BpCKa €O Hero. ’

[TacakanjaTa e HamUIIaHa BO JIyXOT Ha HEOK/IACUIIM3MOT. Bo Hea ce cyOJIMMUpaHK OCHOBHUTE Ka-
PaKTePUCTHKU Ha My3uKaTa Ha XX BeK, KOHKPeTHO Ha HEOKJTACUYHUOT CTUJI, PH 1To 3orpadcku
TpaBy yCIIellHa CUHTe3a Ha TPa/juIiujaTa co COBpPeMeHUOT My3HUKK u3pas. [lacakainjata e KOHCTPY-
rpaHa off Tema co XVI Bapujariuy KOu ce CHHIIMPECTO TIOBP3aHH (CO MCKIYUOK Ha MOC/IeJHUTE JIBe
BapujaIliu), OJHOCHO KPajoT Ha CeKoja Bapujariija HCTOBPEMEHO MPETCTaBYBa MOYETOK HA CJIe/Ha-
Ta. Kommo3uiujara npeTcraByBa TOHaIHO 3a0Kpy:keHa (hopma rpajieHa Bp3 0a3a Ha XapMOHUCKH
mopyc -in D.

Temara, Koja Ha HEKOj HAUMH UMa YJIora Ha cantus firmus, uMa craHjap/eH Tpermat. Taa Ha mo-
YETOKOT € U3JI0KEHA BO [IA00KKOT perucTap (Kajie IITo 1 HajuecTo HACTAMYBa), HO BO TEKOT Ha Ba-
pUjaluKTe UCTaTa HACTAITyBa M BO CPEJHUOT M BO BUCOKMOT perrctap. Co UCKIYUOK Ha BapujaljyjaTa
XV, dbopmara Ha TemaTa (lIepuo/i) e 3apiKaHa BO CHTe BapHijaliii, HO Hej3SMHUOT HacTall HajuecTo e
PUTMUYKY BapupaH.

[Tpu cnefioT HA BapujallinTe eBUEHTEH e IPajIallMCKUOT Pa3Boj KOj IOCTUTrHYBA KYJIMUHAIIMja BO
Bapujarjata XIV. ['pajiallicK1oT pa3Boj ce ocTBapyBa CO 3aeMHO JIejCTBYBarbe Ha HEKOJIKY KOMIIO-
HeHTH 1 TOa: CJIOTOT KaKo MPUMHIWI Ha OpraHu3allija Ha My3rJKaTa MaTepuja, PUTaMoOT, OpKecTpa-
1yjata v MHAMKKaTa.

|| Trxommp JoBHK ||
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3HayvajHa y/iora Bo rpajlaljUCKMOT Pa3Boj MMa CJIOTOT KaKo MPUHIUIT Ha OpraHu3alyja Ha My3uy-

KaTa Martepuja. IMeHo, Bo PBUTE JIBe BAapHjal[uu CJIOTOT € XapMOHKCKY (xoModoHa akTypa),’ cre-

piess HOHHd)OHPIBa].[Hja Ha XapMOHMCKHOT CJIOI' BO TpeTaTa Bapnjaunja, a BO IIOHATaMOIITHUOT TeK Ha

BapHjal[KTe MOCTENEHO Jl0ara JI0 PacyojyBarme Ha My3UUKaTa MaTepyja Ha JiBa IUTacTa - XapMOHU-

cku ¥ oo ctor.’ [To MOCTUTHYBabeTO Ky/IMUHaIWja Bo Bapujaiiujata XIV, Bo mocyieiHuTe JiBe

BapHjal[uK, KOM JIOHECYBAAT HAMAJTyBathe Ha MHTEH3UTETOT Ha 3BYKOT U ja 3a0KPYKyBaat opMara,

CJIOTOT € XapMOHKCKH, a (hakTypara XoMooHa.

Kora CTaHyBa 360p 3d pUTMHUYKATa KOMIIOHEHTa, Ke [ocounme HEKOJIKY ITOCTAIIK1 KON BHI/IiaaT Ha

TPajIalCKUOT Pa3Boj:

+  PutMmuKO Bapupambe Ha TemaTa

+ [Ipu cie1oT Ha BapHjaliiiTe KOHTPACYOjeKTHTE Ce JafieHH BO CE MOKPATKN HOTHHU BPEIHOCTH

M HpOMeHI/ITe Ha BUJIOT Ha TAKTOT.

[locramHocTa BO TIIPOIIMPYBAkETO Ha OPKECTapCKaTa (’paRTypa, KaKO M IOCTallHaTa JUHaMHA4YKa

Tpajialyja of pianissimo (pu U3JIarameTo Ha TeMaTa) 1o fortissimo (Bo Bapujaiujata XIV) ce ucto

TaKa BJIMjaTe/IHU (aKTOPH 3a MIOCTUrHYBAEe Ha KYJIMUHATMBHUOT MOMEHT BO KOMITO3HIIMjATa.

Wako TpapmuimoHanHaTa (hopMa racakajja IMpeTcTaByBa efieH BUJ] KOHTPAIYHKTCKY (O/THOHM)

BapHjalyK, MoM(OHKOT CJIOT KaKO MPUHIIMIT Ha OpraHu3aliuja Ha My3rnyKaTa MaTepuja He e OMH-

HaHTeH BO rlacaKanjaTa Ha TomucraB 30rpad)c1<1/1. EBPI}:[EHTHO € IeKa HUTY €J1Ha O[] Bapldia].[I/II/ITe He

€ M3pasuTo, OJ[HOCHO CaMOCTOjHO TToMoHo KoHmnupana. Cenak, nomdoHujaTa 3a3eMa 3Hauaj-

HO MECTO BO KPeHpameTo Ha My3uukata (opma, a criopesi hyHKIMjaTa Koja ja MCIOJIHYBAaT MeJio-

JUCKHUTE JIMHUM KOU T'0 KpernpaaT l'IOTII/I(bOHVIOT CJIoT Ke KOHCTaTUpaMe JIeKa BO Hea ITpeoBlaflyBa

PasHO(YHKYUOHANHATA UAU XoMochoHa (logzaacHa) tioaucoruja.b
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benemku:

1 Tpapuimonansiata My3iudka opma Ilaca-
kanja (uran. Passacaglia) e decto npuMeHyBaHa
(hopMa Bo MY3MUKOTO TBOPeIITBO Ha XX BeK (ce
TIPUMEHYBa KaKo CTaB ol LUKJINYHa (hopMa,

HO 1 KAKO CaMOCTojHa Kommosunuja). Tyka Ke
HaOpoUMe HEKOJIKY OPKeCTapCKH PUMEpH:
AnroH BebepH, [lacakanja, om.1(1908), I1. ®.
Mamumnuepo, ITacakanja (1952), ®pank MapTus,
Iacakanja 3a rygauku opkectap (1952), Brac-
tumup Hukonoscku, Ilacakanja (tema co XX
Bapujaruy, 1964).

2 CraHyBa 300p 3a MOTHBH O] [leCHaTa Y3
Mapwana Tuiua (Co Mapwianoui Tuitio), dum
CTUXOBY M Hanmmian Boagumup Hasop (1876 -
1949), a my3urata Ockap JaHoH (1913 - 2009).

3 Kommosunumjara Passacaglia 3a eget xepoj,
o. 91, 3a cumoHKCKY OpKecTap a quarto,
npoitupe (1980), mpBraT e u3BeneHa 1981
royiuHa oi benrpajickata (uixapMoHuja, moj
IMPUTEHTCKATa TaJika Ha MaecTpo KuBojuH
3npaBkoBUK. Tpaeme - cca 14’

4 AKoppuTe LITO TO KperupaaT XapMOHUCKUOT
CJIOT BO MacakajijaTa ce ojf TUIIOT eTHOPOTHH
MOHOAKOPJIY U3TPajIeHH CO CYIEePIIo3uliija
Ha TepIiy, a ce TPeTCTaBeH: BO (PUrypaiucKu
npeobpasyBarba U Toa: KOJIOPUCIUIUUKO HACO0]Y-
8are, XapMoHUCKa (huzypayuja, puiimuuka
(huzypayuja u mesogucka huiypayuja.

5 PacnojyBameTo Ha My3MUKaTa MaTepuja
- UOJIUUAACUIOBOCUL - € e[THA O] IJITaBHUTE
KapaKkTepUCTUKHU Ha My3uKaTa Ha XX BeK.
[IpuMeHaTa Ha MOJIUTIIACTOBOCT BO OJIIE/THY
BapujalMi Off IlacaKaljaTa yKaKyBa Ha Toa
7leKa Taa peTCcTaByBa oAUpopma, KOHKPETHO
cymupauka ilonucopma.

6 ITojaBaTa Ha MOTHBMTE Of pyra recHa (Y3
Mapwana Tuitia) Kako KOHTpacyOjeKT Bo Ba-
pujaruuTe XII, XIIT u XIV moke fia ce nedunu-
Pa ¥ KaKo MpuMeHa Ha MoJiuoH cjIor KpeupaH
B3 MPUHIIUITHTE Ha T.H. egHAKBO (hYHKYUOHA-
Ha (KOHUWpacuiHa, pasHouiemauicka) uoauego-
HUja, 1aKO BO KOHKPETHUOT CJIyuaj pa3pabor-
KaTa Ha OBMe MOTKMBU UMAaaT CeKyHJIapHa yyora
BO OJIHOC Ha TPUMAPHKUOT TEMATCKU MaTepyjat
(Bunekanka).
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OIIITECTBEHO OJATOBOPHUOT
AKTEP HA bPEXT

UDK  792.01

Kpucruna Jlenosar,

Qaxyieill 3a gpamcku ymewiHoCcuu,
Yuusep3suiteiu ,,C8. Kupun u Meuioguj“

Marxegonuja

What Brecht introduced was the idea of the intelligent actor, capable of
judging the value of his contribution. There were and still are many actors
who pride themselves on knowing nothing about politics and who treat
the theatre as an ivory tower. For Brecht such an actor is not worthy of his
place in adult company: an actor in a community that supports a theatre
must be as much involved in the outside world as in his own craft.
(Peter Brook, 1972)

Brechtian socially oriented actor is sensitized to recognize how much the role he/she has been
entrusted is needed in the society he/she lives in. The play he/she is creatively engaged in must
critically reflect the current world. The approach and the circumstances in which it is produced are
directly influenced and stimulated by the present-day politics. Thus contemporary theatre should
be a representation which, reflecting the ideas and problems of actual life, in the best case, will have
a political interference.

Why Brecht’s Marxism and his belief in utopia, in the utopian potential and open political
engagement of art today still do not seem outdated nor historically irrelevant? The real question
is whether that is just symptomatic? Are manner and reasons why today we return to Brecht
indicate that, in today’s society, something is desperately slumped, as well as the role of art?
Are questions which Brecht sets about the purpose and role of the theater, equally topical today? Is
it not true that we live in circumstances whose consequences are not very different from those that
transformed the world after the economic collapse in 1929? Is today’s issue of the role of theater in
social change equally as popular as it was in the 30’s, when leftists opposed to fascism and Stalinism?

Keywords: Socially oriented actor, Brecht, theater, activism

HaBpakameTo Kou BpexT He e caMo MOJKHOCT /1a ce pa3MUC/IyBa 3a yJIoraTa Ha TeaTapoT BO JieHell-
HU YCJIOBH, TYKY U MOMKHOCT KaKo JIyI'e 0f] TeaTapoT Ja I peeBajiyipaMe HalluTe HaBUKY, IIPAKTUKH,
HAILUTe YYBCTBA, CTPACTH BPeJHOCTH i cTaBoBU. Toa MOKe [ja Hé CTUMY/IMpPa COOJBETHO Ja ce Off-
pefiMe cebect KaKko akTepy BO Xa0COT Ha HAILMOT TeaTtap, feHec 1 oBfie. Toj IITO ro sKuBeeme U Toj
IITO He OO,

,OHa 1IT0 BpexT ro OTKpH e ujiejaTa 3a HHTEIUTEHTEH aKTeP, aKTep Koj e CIIoco0eH [ia ja MmporLeHn
CBOjaTa 3ajlaya Bo IpeTcTaBaTa. CeKorail MIMajo 1 Ke UMa aKTepH IITO Ce0ecH ce OMHUIIYBaaT Kako
He3auHTepecHpaHHu 3a MOJIMTHKA M KOM Ha TeaTapoT I7IeJlaaT KaKko Ha 3amok og cloHoBa Kocka. Crioper
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BpexT, 3a TaKOB aKTep HEMa MECTO BO eJiHa 3peJjia, BO3pacHa, TeaTapcka Tpyna. AKTepOT BO CpeiuHa
BO Koja ce co3/jaBa TeaTap Mopa jia Oujie yriaTeH BO HOJMTHKATa UCTO KOJIKY M BO COMCTBEHATA yMeT-
HocT (BemrruHa).“ (Brook, 1972: 85-86)

Wpejata 3a akTepoT Ha BpexT e uzieja 3a akTepoBUOT BJIOT BO IpeTcTaBaTa. Bo ocHoBaTta Ha Toj
KOMIUIETEH BJIOT - (DU3UUKY, MHTEJIeKTYa/leH, eMOTHBEH U MHOTY TIOBeKe, e TOKMY Taa OIIITeCTBeHa
onroBopHoct Koja ITurep Bpyk ja mpernosuan gofexa ru ciefien npobute Ha bepnuuep ancamon. Ha-
MepuTe Ha BpexT Kako peskucep oTceKoraill Oujie MPBEHCTBEHO TOJMTUUKY, a TI0T0a ecTeTcKu. Kako
YMETHUK UCKJTYUUTEeTHO CeH3MOMTU3MPAH 3 OMIITEeCTBEHUTE C/TyuyBarba M IPOMeHH, BpexT MHOry
PaHo MOYYBCTBYBAJ JleKa HeroBaTa yMETHOCT MOPa Jla COOIBETCTBYBA Ha OMILITECTBEHUTE TPOMEHH.
HeroBure npocdecroHaHI MOYETOLIH Ce CITYUYBaAaT BO M3BOHPE/THO TYPOYIEHTHU MOMUTHIYKH OKOJ-
HOCTH: BO MUHXEH TI0YHYBA Jla PabOTH BO TojiHATA HA (hOPMUPArbe Ha HOBATa COIMjaIIeMOKPATCKa
BJIa/[a 10 a0JJUIIMPaBeTo Ha KPaioT Ha baBapuja, BO OKOMHOCTH HA OTBOPEH CY/IUP Mer'y peaKIjuo-
HEpPHUOT HAIMOHA/IN3aM U JIeBOOPUEHTUPAHUTE PeBONMYI[ioHepH. HeroBKTe MPBYU YCMENIHU PEKUH
Ha ,Tarmaxu Bo HokTa“ (1922), ,Bo niyarmara® (1923) u ,baan“ (1923) ce ciyuyBaat Bo rofjiHKTE Ha pac-
Teuka nH(nanuja Bo [epmanuja 1 3arprKyBavyKy MojieM Ha HaTMOHasCoNMjanu3MoT. Bo 1923 ropjuna
ja 3amo3HaBa XejieHa Bajres1, Torai CTaKHAT aKTUBUCT, TOJIOI[HA eJIHA Of] HajroJleMUTe aKTepPKU Ha
BepnuHep aHcaMOJ1, M CBOETO TIONMTHYKO BHUMAHNE T'0 HACOYYBa KOH MAPKCU3MOT KaKO OTBOpEHa
CIIPOTUBCTaBEHOCT Ha pacTeukuoT (hamm3am. Bo 1933, kora XuTnep ja mpesema Biacta, NpUHY/ieH
e Ha er3uJ1, Koj Tpae peuncu 15 rogunu. Bo Uctouen bepnuH yerneBa fa ce Bpatu iypu 1o Bropara
CBeTCKa BOjHa.

IlemoT npogecroHaneH Bek Ha BpexT e HeMUIocpaHo o0esiekaH ¥ JUKTHPAH Off aKTYeJTHUTEe
IIOJIATHYKMY IIPeBKpatba: TOTAIUTapU3aM, BOjHA, TeHOLM ], ersu/1. OMIITeCTBOTO BO KO TOj JKUBee 1
TBOPH € MCIIPaBeHO IIPej] MCTOPHCKH OfITYKK. Bo TaKBO OMIITECTBO Tpeda Cepro3HO [ia ce 3armpalia-
Me, KDUTHYKY [ja Pa3sMUCIAME, [ja U TPOLIeHNMe TTOCTIeJULIUTE Off M300POT KOMY Ke MY ja JoBepUMe
CBojaTa MOJIpLIKa, JoBepOa, kuBoT. OHa IITO ce IPHKaKyBa Kako (haKT Mopa [ia ce IPOBepH, Mopa
OJIHOBO JIa Ce MPEeKCIINTa HeOIXOJHOCTA Ha OHA IITO Ce [IACKPa KAKO HEOIIXOHO, Hen30eKHOCTa Ha
HeM30eKHOTO, BUCTUHUTOCTA HAa BUCTHHATA. Bujiejku He MokeMe [ja ro MeHyBaMe OHa IITO OffHa-
Ipeji Fo CMeTaMe 3a HepPOMEH/INBO: ,ICTOPUCKHUTE leTepPMUHAHTH - eKOHOMCKUTE, MOTUTHUKUTE
U conjaaHuTe (GakTopy - He Tpeba Ia ce JOKMUBYBaaT Kako TeMHU cuju. Tue ce co3gazieHy U ce
OJIPKYBAAT Of] YOBEKOT M CaMO TOj MO3Ke Jla ' [IPOMEHM; YCJIOBEHM CE Off OHA LITO Ke To Ipe3eMeMe
Bo MoMeHTOB.” (Brecht, 1967: 682)

OCHOBHUOT NPUHIIUII HA TeaTapoT Ha bpeXT ce mpomeHuTe. 3a HETO TeaTapoT € HajcoO/IBETHO Me-
CTO 3a MCTPaKyBabe Ha ONIITeCTBeHUTe OKOJTHOCTH KOM I'M YCTIOBYBaaT OfJHOCHTe Ha nyreTo. Toa e
Tearap Koj OIIITeCTBOTO, T1a ¥ CBETOT BOOMIITO, 'Yl TPETCTaBYBa KAKO IPOMEHJIUBHY, a ONIITeCTBEHH-
Te OJ[HOCH KaKo MPOIiecH KOU Ce COCTOjaT off CTIPOTUBCTaBEHOCTH. TaKBUOT TeaTap € K1Ba CJIMKa Ha
CITPOTMBHOCTHUTE BO JIYI'€TO U BO MeI'yUOBEKOBHTE OJJHOCH ¥ OKOJTHOCTUTE BO KO THe Ce CITyUyBaar.

1 onmrtecTBeHaTa (hyHKIIMja Ha TeaTapoT e TOJ/IeKHA Ha TTPOMeHH: , TeaTapoT Ha OBa JleceTyieTue
Tpeba Jja 3a0aByBa, MOJIyUyBa U Jla T BOCXUTYBa MacuTe. Tpeba J1a MOHY/M YMETHUUKY fle/ia KO
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CTBApHOCTA ja MPUKAKYBAAT TaKa LITO U3rpajidaTa Ha COLUjAIU3MOT ce YNHU Bo3MOkHa. Teatapor,
3Hau, Tpea [1a 1 CJTyKM Ha BUCTHHATA, YOBEUHOCTA 1 Ha yoaBuHata.“ (Brecht, 1979: 322). 36opyBajKku
3a HOBHOT Tearap, bpext Benmu: ,He ce paboTu 3a yHampe/yBarme Ha KBAJIMTETOT, TYKA 3a LIe/IOCHA
IIPOMEHA Ha 1[eJITa/HaMeHaTa Ha TeaTaporT, T.e. TeaTapoT cera He Tpeba Mofo0po /1a ja KCIOIHYBA UC-
TaTa IieJl, TYKy Tpeba fia ucronHyBa apyra tei... (Brecht, 1979: 102). TpaguiinoHaTHUTE CTHIOBH Ha
Wrpa U 3aKOCTEHeTHOT IPAMCKY PerepToap BJMjaaT Ha OMIITeCTBEHUOT CIUAiliyc KBo, ja ipkar 1myo-
JiMKara nacuBHa. HOBHOT TeaTap MMa HOBO TEMIIO 3allITO ITPOLIECHTE Ha Pa3sMUCTYBatbe Mofjpa3oupa-
aT MOMHAKBO BPeMe 0f] OHa BO KOe Ce 0JIBUBaaT eMOTHBHHUTe Tipotjecy. [I[pikaKyBamara Bo Hero He ce
caMo C/IMKa Ha peaTHoCTa, TYKY BO cebe ja CoppyKaT M OrauiHaTa Ha Taa cJIMKa. Taka, Ha riiefjauoT My
ce HyJIaT JiBe OIIIUH, [IBE MOKHOCTH 3a 1300p. OfHOCOT KOH Iyb/iKarta BpexT ro yuu oy KabapeTcKu-
Te u3Besion Ha OpaHk BesiekuHp off Kou e hactiuHupaH. TaMy peurcH JIeTCKM HalBHO Ce 3roBapaar
CMPTHO cepro3HH Helrra. ToKMY BO KabapeTo HajceKojiHeBHUTE HelllTa Hé N3HeHajlyBaaT, HacMeBa-
ar, MpoBoIipaat u 3abonyBaar. Taka, BpexT ja HoTTUKHYBa Iy0/IMKaTa 1a pa3BKe KanaluTeT ga Ouge
usHerageHa og BoobuuaeHoitio. ClieHaTa ce KOPUCTH 3a PacCKaKyBarbe, He 32 COKUBYBame; ce Oapaar
OJIJIYKH, a He eMOIIUH; ce KOMYHUIIMPA 3Haelbe, a He MCKYCTBO; Ce TPe3eHTHPaaT apryMeHTH, a He
cyrectun. IlesnTa e fia ce ompe 0 pa3yMoT, a He /10 HHCTUHKTHTE.

BpexT HUKOrall He HaMKIIa KHUra-CHCTeM 3a IpaBetbe TeaTap Wik MeTof 3a akTepu. Hukorai
He OMJT TeopeTHyap Koj MOHEKOrall PesKUpaI, TYKY PeKKcep Koj MOCTOjaHo I'i IPOBepyBajl CBOUTE
TEOPHH 3a LIeJITa Ha TeaTapoT BO TeaTapckaTa IpakTiKa. HeroBute cpakarba 3a TeaTapoT He MOKAT
7 ce peTouat Bo MaHuecr. [Ipucranot Ha BpexT Bo paboTaTa co akTepuTe Kako peskucep HajjacHo
ce unTa BO TeKcToBuTe ,IIpogaskOa Ha mecunr” (Dialogue Aus Dem Messingkauf 1937 - 1940) u ,Man
opraHoH 3a Tearap” (1948), Bo MaJIKyTe couyBaHN CHUMKH OI TpobuTe Ha BepmiHep aHcaMOn 1 o
300pHuKOT ,PaboTta Bo Tearapot” (1952) - 30upKa Ha ecew, 3amucy, (hparmeHTd U Gororpaduu of
IPBUTE J[Be FOZ[MHH Ha paboTaTa Ha aHCaMOJIOT, HO 3a HErO He MO3Ke Jia ce 300pyBa KaKo 3a TBOpeI] Ha
HOB METOJ] Ha akTepcKa urpa. Herosa e e co3aBarbe HoBa HHTEpIIPeTaTHBHA OCHOBA Ha paboTaTa
Ha aKTepoT Koja COOf[BETCTBYBA Ha HOBATa yJIora Koja Oy Tpebasio fja ja MMa TeaTapoT IITO aKTepoT
r'o CO3/IaBa.

AKTepoT Ha bpexT e XxurepceH3uOUIU3UPaH 32 CBETOT LITO I'0 OMKPY3KYBa. Toj co eJHAKOB MHTEH-
3UTET € MHTeJIeKTYaTHO, eMOTHBHO U (DU3UUKK aKkTHBeH. Off Hero ce 6apaaT Cepruo3HU MHBECTUPaba
BO CBOUTE MO3HABAA Of] MCTOPHjaTa, MOMMTHKATA, IUTepaTypara U Blajieere o IMUPOK CreKTap
13Bef[yBauKku TexHuKU. Ce Dapa MMarbe CTaB M CTPACT 3a HELITATa. JaceH CTaB M KOMIUIETHA Mpe/iajie-
HOCT Ha OHa IIITO Ce UTPa.

Ha npamameTo 3a pa3iukara Ha IPUOJIOT BO IPaJIeeTo OpexiuujaHcka yoza v Koja OUso apyra,
Exexapp I1lan, efieH ofi HajucTakHaTUTe akTepy Ha BepiuHep aHcaMO (Ti UTpajt HACTOBHUTE Y/IOTH
Bo ,ExBapn 11, , Aptypo Yu“, ,Kopuonan“) ogrosapa: ,I'maBHo, Hema pasiuka. OTKako Ke ja npuda-
Tam yioraTa, MojoT IpUof, e cekoranl UcT. He mpaBaM pas3nuKu Kako akTep, TYKY Kako JjpaMaTypr
- KaKo HeKoj Koj ja TipoyuyBa JMTepaTypaTra U UCTOpUjaTa, HEKOj KOj e OMIITeCTBeHO OpUeHTUPAH.

3aroa ofipefieHH YIIOTH, Ofjpe/ieHH ITPEeTCTaBH, BOOIIITO He Me HHTepeckpaat.  (Shall, 1981: 99)
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[lorpebara Ha aKTEPOT J1a OFJUTPA M3BECHA YJIOTa e 0CHOBA Ha ceKoe rpajiere. OMIITeCTBEeHO OpHU-
eHTHPAHUOT aKkTep Ha bpexT e ceH3MOMMM3MPaH fja TIpero3Hae KOJKY y/orara IITo My e JIoBepeHa My
e moTpeOHa Ha BPEMETO U OMILITECTBOTO BO KO€ JKUBee, OUJIejKU eTUUKUOT U eCTEeTCKUOT UMIIEPATHB
Ha BpexT e monesHoro, edukacHoro. [aBHOTO Mpatiate e ,Komy Ke My Oujie oBaa mpeTcTaBa off
no3a?” [IpeTcraBaTa Bo ure Co3/jaBakbe aKTEPOT Ce BIYIITA, MOpa KPUTHYKH JIa TO Ofjpa3yBa aKTyes-
HUOT CBeT. [[pUOIOT 1 OKOJTHOCTHTE BO KO Taa Ke ce CO3/laBa ce MOJ| IMPEKTHO BIIUjaHUe U CTUMYJTU-
paHu ofi nonuTrKara. Toa Tpeba fa Oupe peTcTaBa Koja, pedyieKTHpajKu i ujienTe u npobiemure
OfT, aKTYeJTHHOT JKMBOT, BO Haji00ap C/yuaj, ke MMa ¥ TIOJUTHYKO BIHjaHHUe.

3aroa, BIIEryBabeTo BO POLIECOT Ha CO3/laBakbe Mojipa3dKpa ieKa akTepoT e HaBUCTHHA 3aUHTPU-
TUpaH oI TeKcToT/y/orata. Toj MHTEpec He e caMO aKTePCKH Ipeu3BUK, HUTY OTpebda [a ce duze
OpUTHHaJIeH, TYKY noBeke (umo30cKu Mpein3BUK fla ce peln MpobeMoT Bo pamaTa. AKTepoT,
HHU3 KapaKTepoT IIITO I'0 MOPTPETUPa, UMa MOTpeda 1a ro Pellld Toj OMIITECTBEH IPO0JIeM, aKTyesleH
BO CBETOT IIITO I'0 OIKPYKYBa. ,He My ImperiopauyBaM Ha aKTep Koj He e bapeM 0/I130K 10 KOMYHHC-
THYKATa MO3MIKja a ja rosopy '[lecHaTa Ha KJIaCHHOT HeIIpyjaTes‘ Wi Koja OMIIo Ipyra Koja I' rpe-
3eHTHPa KOMYHUCTHUUKHUTe YOe[yBatba - 3011To 01 ro mpaBe Toa?" - Benu [la -, 3omrTo f1a ja roBopu
'TlecHaTa Ha K/TaCHHOT HelIpujaTesl’ Kora He e KOMYHICT, Kora JIMYHO He ja 3acTanyBa Kay3ara? Tpeba
Jla ce OTKasKe Of TakBara 3ajaua. iMa efied Ky ipyru yoasu nechu 3a rosopemse.” (Shall, 1981: 101)

AKTepoT Ha bpexT e ocTojaHo COOUeH o TojleMUHaTa U Cepro3HOCTa Ha CBojaTa paboTa BO MpeT-
CTaBara U o Hej3uHaTa et ,[llTo MosKe [ja ce IoCTUrHe TpeKy Teatapot? Ila, He MUC/IaM [ieKa Toj
MOJKe MHOTY Jia BJivjae. 3a/i0BOJIeH CYM aKo OapeM HEKOJIKYMHUHa MOTTMKHAM Ha Pa3MUCITYBakbe, ako
TH 3a7IpyKaM Jla COCJTyIIaar MITo MMaM Ja KaykaM MPeKY JIMKOT IITo ro urpaM. Kora mounyBas jia ur-
paM, MouTe HoOyIU He Oea OIMIITECTBEHH - OeB 00MUeH ersubuIoHUCT. Ho Kora co3peaB, OUHAB
Jla ce cOOUYBaM €O MPOOIEMOT [ia ja orpaB/iaM 1 Jia ja 3acTamyBam cBojata Tpodeciuja pes cedbecu
u nipeq apyrure” - Bemu lan (Shall, 1981: 103). JInunara offroBOPHOCT KOH IIPETCTaBaTa ja BKIyuyBa
OJI'OBOPHOCTA KOH COIICTBeHaTa poeciija, KOH MapTHEPOT, HO U KOH LIeJIMOT aHCAMOJL.

Bo TekcToBHTe Ha bpexT HeMa rojieMu Y/IOTH 3a akTepu-SBe3fu. JIypu v rofieMu HCTOPUCKHU Y-
HOCTH ce CBeJIeH! Ha OOMYHH JIye, MOCTAaBeHU BO JIaJieH UCTOPUCKH ¥ OMIITECTBEHU OKOJIHOCTH
KOU Ce OCTBAPYBAaT BO OFJHOCOT O fipyrute. Dabynara 1 OKOTHOCTUTE BO TEKCTOT Ce CeKOTalll TIpef]
KapaKTepuTe, THe U 'Y rpafiaT KapakTepuTe. DOKYCOT e 1[e/IoCHO TOMECTeH Off MH/MBUIYaTHOTO KOH
omroro. CuTe MMaHeHTHY o0eNekja Ha BpexoTBaTa ecTeTHKa ce OCTBAP/IMBY CAMO MPEKY 3aejIHIY-
Ka paboTa Ha aHcamOs10T. TAKBUOT TeaTap e 0CTBAP/IMB CaMO CO BUCTUHCKY MOCBeTeH aHcaMbi. Cure
(hasu Ha co3jlaBatbe Ha TPETCTaBaTa Ce OfJBUBAAT CO 3aeIHUUKH PoOU. PeKuicepoT, ;paMaTyprort,
aKTepuTe M CIeHCKUTe PAOOTHHIIM TIOCTOjaHO PADOTAT 3aefIHO, CO UCT IPAMATYPIIKH MPUCTATI, 3a-
e/THUYKY Pa3BUBAjKU T CTielU(pMUHITe TeXHUKHU U ja3UKOT. Pe3y/Tar ce mpeTcTaBd KOM HOCAT Tie-
yaT Ha TPyIa, a He Ha MHJMBU/IYM U SBe3[i1. 3a Taa ujeja 3a 3ae[JHUIITBO, bpexTt Benu: ,Hajmanara
OIUITeCTBeHa eJJUHKa He e YOBEeKOT, TYKY JjBajiia jyre. Bo JKMBOTOT ce co3fjaBaMe eIHU CO Ipyru.”
(Brecht, 1967: 688)

BpexoTBara paboTa co akTepuTe e coCTaBeHa off CrieljuuyeH mporiec Ha MpoOy Ha KOU aKTepoT ja
0CO3HaBa rojieMHHATa/BaKHOCTA Ha CBOJOT Y/IeJl BO IIPETCTaBaTa U ja IOCTUTHYBA KCTaTa. AKTepuTe
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ce MOTTUKHATH [la T IPaJIaT CBOUTE KapaKTepu UCKIYUMBO BO copaboTKa co maprHepute. JIMKOT
He ce offpeflyBa KaKo MH/IMBU/IYA, TYKY BO OfJHOCOT CO JIPYTHTE JUKOBU. /1 HajcMTHOTO JiejcTBO Ha
CIIeHaTa e peakilija Ha JiejcTBOTO Ha Apyruot. [Ipumepure Ha BpexroBara paboTa co akTepuTe He
OTKPUBAAT IOMUHAIIMja HA KOHKPETeH MeTO]I Ha aKTepCKa UI'Pa WIIM Ha ofipejieHa TeXHUKA Ha aKTep-
CKa 13Bef0a, TYKY Ce TPUMe] Ha JIOCTUTHYBakbe I0CTIe[JHOCT Ha aKTePOT BO OJIHOC Ha PeKICepCKUTe
Oapara. AKTepuTe He ce MHCTPYHpaaT 0gHAGBOP WM 0g0320pd, He Ce TPeTHPAAT KaKo MapUOHETH.
HarmpoTuBs, THe ce MOTTMKHYBAAT CaMH Jia [I0jIaT [0 OTKPUTH]a.

Hue znasHo ,Zpagume og HUWO®, UCTIPAKYBAMe CeKaksu MoxHocuu. [oBopume WeKCill, ce gBUKUME
B0 pamkutlie Ha okonHocuiuite. [loneka olKpusame wiio og ceuio wioa e uxHiepecHo. U wioa o 3agpxysa-
Me, @ OCUaHAlLoLio 20 ouihpaame. Jfypu toilioa UM ce tioCBeUiYBAMe HA TUKOBUILE U HA MU3AHCUEHAld.

(Brecht, 1975: 125)

OnunryBajku ru pBuTe mpodbu Ha Bepmunep aHcam6s1 Ha Kou mpucycTByBait, Kapi Bebep, ucrak-
HAT TeaTapcKyu peskucep Koj Bo 1952 My O11 acHCTeHT U ipaMaTypr Ha bpexr, a 1o HeroBaTa CMpT BO
1956 mpopro/KYBa peIoBHO [ia PesKipa U ia urpa Bo bepuHep aHcaMO1, ce ceKaBa Ha HehopmasiHaTa
armoccepa: BpexT, HeroBuTe aCHCTEHTH 1 aKTEPUTe CTOeJIe, Iyliesie, ce cMeerie. OnBpeMe-HaBpeMe,
HEKOj aKkTep Ke ce Kauelsl Ha CLieHaTa U Ke poOat eJieH off MOKHUTE TPUeceT HaUMHU Ja ce TajjHe
oj1 Maca. Bebep Mucrien Jieka BCYNIHOCT BJIeTaJl 3a BpeMe Ha faysara, cé jIofieKa Ha CLieHaTa He ce
M3MeHWUJIe CUTe aKTepH 1 TOj chaTul [ieKa riiefia mpoda - mpoba Ha Koja HajloCBETEHO Ce Tparaso o
HajCOO/IBETHUOT HAUKH Jia Ce MaJjHe 0ff Maca, KOj Ke Tl OTC/IMKA KOHKPETHUTE HCTOPUCKU OKOJTHOCTH
BO KOM Ce CIyuyBa narameto. (Weber, 1967: 102-103)

TlogroToBKara Ha MpeTCTaBaTa ce OffHECYBa Ha pab0Ta Ha TEKCTOT, KOj IMa TPETMaH Ha HCTOPUCKY
JIOKYMEHT, UAM MCTOPUCKY U COIUjATHI KOHTEKCTH Ce OTKPHBAAT CO TMOBEKECTIOjHA aHa/Iu3a MPeKy
TIpoLIec off MPOOH O 1eTUOT aHCaMOJT BO TpH (ha3u: YNTAUKM POOH 1 TPy60 MOCTaByBakbe Ha MU3aH-
crienara (1), uieHTU(MKYBabe Ha AKTEpPUTe CO JIMKOT (2) ¥ CTPYKTYPUPabe Ha TeCTyCH U Ha MU3aH-
ciena (3).

[TpBara (hasa ce cocTom off Pa3BiBabE Ha MPBUTE BIEUATOIH 32 [PAMATA U 3a JIMKOT CO MOCTOjaHO
Tpararme 1o MPUUMHITE 3a HETOBHTE MOCTAIKK CO KOe Ce OTKPUBAAT KOHTPAMKTOPHOCTHTE BO HETO
- HecoryiacyBamara Ha HeropuTe JIMUHU YYBCTBA M CTABOBH CO TO0APYBambara Ha OMIITECTBOTO. 3a
pasmuka off CTaHUCTABCKH, UMj TIPHOJ] Ce TeMeJTH Ha TOa JleKa CUTe MOCTAIKH Ha JIHKOT Ce YCJIOBEHH
0T, HETOBHOT KapaKTep, IIITO Kaj MyO/MKaTa MOTTUKHYBA COKIBYBakbe M U3BECHA MICUXOJONIKA fleba-
Ta, BpexT MpUUMHUTE 32 OJ[HECYBAILETO HA IMKOBUTE T 6apa BO OKOJTHOCTHTE BO KOU THeE KUBEaT
¥ rocTanyBaart. Toa MOTTHKHYBA eTHYKa iebaTa OUIejKu I7iefJauoT e JoBefieH BO CoCTojba fia bue
KPUTHYEH KOH OHa IITO IO T7Iefia Ha crieHaTa. AKO OKOJTHOCTHTE, a He YOBEUKHTE MOTPeOH, ce OHue
TIITO TO YC/IOBYBAAT OJ[HECYBAIETO U BIIAJIeAT CO HEero, aKTepuTe HACTOjYBAAT J1a I'M MPUKAKAT KAKo
TIPOMEHJTMBY 3a TyO/IMKaTa Jia ce OUYBCTBYBA MOTTHKHATA J1a ' MeHyBa. TAKBOTO MPOYUyBambe Ha
JIMKOT Ce OJIBUBA CAMO HU3 TPOYUYBakhe Ha OKOJHOCTHTE BO /[paMaTa i Ha HETOBOTO MECTO BO Jipa-
MaTa BOOMIITO. 33 CUCTEMATUYHOTO UCTPAKYBAbe Ha UCTOPUCKUTE U COIUjANTHUTE KOHTEKCTH Ha
tabdynara, Exexapp [llan Bemu: ,IIpefi MOYeTOKOT Ha IPOOUTE, CAKAM [Ia IO POLIMPAM H Ja TO TTPOJ-
naboyam MOETO 3Haeke. AKO Cé BHIMATEITHO Ce POUMTA, @ He Camo Jia Ce IPOTpYa HU3 MaTeprjasior,
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Toarame Mo6THCKY f[0 OHA IITO HH € TIOTPe6HO 3a u3BeibaTa. AKYMY/TMPAHOTO 3HAEHHE ja MOTTHKHYBA
KpeaTUBHOCTa Ha rpo0uTe, ce epextyupa.” (Shall, 1981: 99-100)

Bropara casa e CiiaHucaasckujanckaitia haza Bo mporiecoT Ha bpext. bpexT HuKoraiir, oco0eHo He
BO CBojaTa 3pejia (asa Bo Koja 1 ce ciydyBa paboTtara co bepiuiHep aHcaMO1, He I'i 0TI eMOLU-
HTe U TICUX0JIoNIKaTa jocyieHoct. Harmporus. Pabotata Ha BpexT co akTepuTe e HUBHO TIPeiBOieHe
HU3 yoTpedaTa Ha 1ie/ia MajieTa Mo3HaTH aKTepPCKU TEXHUKH, Off TTIACOBHU U (DU3UUKH JI0 TEXHUKH
Ha JIOCTUTHYBambe KOHKpeTHa eMoliuja. OTctanyBamweTo off Cucitiemoiu Ha CTaHUCTIABCKY Ce C/TyuyBa
TIOCTEIeHO HI3 TIPOLIeCOT U e IMPEKTHO YCIIOBEHO O] HOBATA yylora Koja, criopef bpexT, TeatapoT Tpe-
0a 1a ja uma. OBaa dhaza MoKe J1a ce fleTepMUHMPA Kako ceoripaTHa U 11a00Ka MoTpara o BUCTHHATA
3a JIMKOT BO CyDjeKTMBHA cMuca. [lesiTa e /ja ce OTKpUe IITO MOBeKe 3a IMKOT, 3a 1I0T0a, BO CllejiHaTa
asa, of ceTo Toa 1a ce U3IBOM U UCKOPUCTH CAMO TOA LITO IO OJIPe/lyBa HETOBOTO OIMIITECTBEHO
onHecyBame. [[a ce momecTu hOKYCOT Off TICUXOMONIKOTO KOH ONIITECTBEHOTO: He OHA IITO JIKOT €,
TYKY OHa IIITO TOj I'0 PaBu. Be;kOuTe He ce HACOUEHU KOH VKMHYBalbhe Ha eMOTMBHATA JI0C/IeIHOCT,
TYKY KOH OTKPUBathe MOMKHOCTH UYBCTBATA Ha aKTEPOT Jla OMIaT MOMHAKBY 0] OHMe Ha JTUKOT. Toa
€ HeoITX0JIHO 3a AKTEepOT 71a MOKE JIa OCTBAPH TAKOB OJHOC KOH JIMKOT CO KOj Ke MO3Ke eJ[HOBpeMEeHO
Ha CIIeHaTa ¥ Jia To MPeTCTaByBa, HO U Jla TO HAO/bY/TyBa OIHA/[BOP, 00jeKTUBHO U KPUTHUKU. Taka
1y0/IMKaTa MOCTOjaHo /1A ce MpanlyBa ce0eck 3a OHa IITOo ce CY4yBa Ha CIieHaTa.

Jac He uzpam emoyuu, uzpam ogHecysarsa. He e BaxHo wiitio uyscitiBysawl Wyka u Wyka (okaxysa Ha
Z1aBailia u Ha zpaguilie), HUK0Z0 He 2o uHiuepecupa iwioa. Mopaw ga UipoHajgeu HageopewHa exclipecuja 3a
woa wiitio 2o mucauw u zo cakaui. (Shall, 1981: 100)

Onpe/iyBarbe Ha MO3UI[MUTE KOU JIMKOBUTE I'i MMAaT efieH KOH JIPYT, Ha HUBO Ha (DM3UUKHM U3pa3,
€ YCJIOB 3a afcoyTHO TpaHCHapeHTHaTa (hU3KMUKa Of[peleHOCT Ha (pabysiaTa KapaKTepUCTUUHA 3a
Bpext. Toa ofipefiyBame ce ciydyBa Bo TpeTaTa (hasa - asa Ha OTKpUBambe Ha JIMKOT 0gHageop. Bo
oBaa (ha3za, PeKy 3ae[HAUKA COPAOOTKA Ha aHCAMOJIOT, AKTePOT I'o YTBPAYBa MECTOTO Ha CBOjOT JIMK
BO OJTHOCOT CO ipyruTe. HajBucoKara 1e1 e Bo M3Befi0aTa Jia ce IOCTUTHE INjaleKTHUKO eJIMHCTBO Ha
Tpe3eHTal1jaTa Ha TIMKOT BO HETOBKTE OIHOCH BO OMIITECTBOTO U PeaTMCTHUYKATa eMOTHBHA OCHOBA
JlocTUrHaTa Bo (hasara Ha upeHTuduKarumja. JujaiekTukaTa CMeHa Ha JIO)KMBYBAeTO (He MPesKu-
BYBambeTO!) ¥ IIPETCTaBYBAETO € eJTHO Of] OCHOBHMTE 00€JIeKja Ha MTpaTa Ha aKTepoT Ha bpexT.

Yucitiuivie Zoaemu eMOYULL U pasmucaysara iipeba ga ce uzocitiasaiil. Jac ce obugysam cexoja yioza ga
ja uzpam Ha couujaIHo gettiepMUHUPAH HAUUH, 0C0OeHO KOH(IUKIIULe, U ga Zu peqyuupam emoyuuiie co
objexitiusHa, peaHa tipoueHa. Koza sucitiunckuitie eMouuu Ke ce tipeiuouaiti 8o CiliaBosu, e HoBIIOPHO
CcllaHyBaaiu zoJeMu, HO Ha egeH gpyZ HAYUH, KOj OWIKAKO egHAW Ke ce UOWIBPgU, OCIUAHYBA aKULYeaeH
sacexozaut. (Shall, 1981: 102)

AkrepuTe Ha bpexT npeTcraByBaaT MHOT'Y IIOBeKe Off OHa LITO o Urpaar. EHoBpeMeHO ro mpeT-
CTaBYBaaT JIMKOT, HO T'M 3aCTaNlyBaaT ¥ CBOWTE CTABOBU 32 HEToBHUTe MoCTanku. ONuIIyBajku ro
CBOjOT BIIEUaTOK 3a urpata Ha Exexapy Illan u 3a akTepuTe Ha BpexT BooriiTo, [To3ed YajkuH, pexu-
cep ¥ JIONOrorofiuiieH copaboTHUK Ha [Tutep BpyK, Bemu: ,, AKTepuTe Ce gBojHU aZeHliU - TIOHEKOTalll
paboTar 3a TMKOBUTe, a TIOHeKoral 3a cebecu... Hukorain He muciiam fieka toj (Exkexapy [llan) urpa
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HEKOj JIMK, HUTY, TIaK, ieKa ce urpa cebecu. rpa Kako goeH azeHill KOj e JHOBPEMEHO € JieJT Off [jBaTa
CBeTa - OHOj Ha IpeTCTaBaTa i Ha JIMKOT, aMa 1 fiest ofi cBojoT jimueH cBet.” (Chaikin, 1991: 16)

AKTepuTe ce COXMBYBAAT CO JIMKOT/TMKOBUTE OHOJIKY KOJIKY IIITO O Ce COKMBeajie Kora Ou cakajie
Jla TU TIPeTCTaBaT Bo ceKojiHeBueTo. [IpocTo fia HY ro packaxaul CBOjOT KapaKTep WM OHA NITO ce
CJTyuyBa Ha clleHaTa. Taa IocTanka Moske Jia ce Hapeue e[JHOBpeMeHa PEKOHCTPYKLja U [IeKOHCTPYK-
114ja Ha TIUKOT, HO He U rPajielbe JIUK M eMOTUBHA JIOC/IeJHOCT KOH Hero. HUBHaTa urpa iiuu Ha CBo-
eBUJIeH (hoputiiisl - ce TIOJ{BIEKYBa TEXHUUKUOT JIeJT Ha M3BeJI0aTa M Ce 0CTaBa BIEYaToK JieKa Toa e
CaMo eJieH O] MOKHUTE HAUMHM 32 H3Be[yBambe Ha CIIEHCKOTO JiejcTBo. Off akTepuTe ce 0apa Kamnaiy-
TeT [0CTOjaHo Jla 8/1e2yBaaill v Ja u3jezysaaitl of TUKOT, Ia leMOHCTPUPAAT U J1a KOMEeHTUPAaT, cé BO
TI0J13a Ha jacHO IIPeTCTaByBatbe Ha uiejaTa. Toa HajuecTo Mofipa3ubupa Baafieerne o MIMPOK CIieKTap
aKTepCKU TeXHUKU: MAM, KJIOBHOBCKY TPUKOBY, a3UCKY M3BelyBaUKU TEXHUKHY, Tleetbe.

[IpeBeryBambeTO KOHKPETHA €MOIIMja BO TUIU3UPAHO CIIEHCKO JIjCTBO € KapaKTepUCTUYUHA TPALIU-
IIMOHa/IHA KUHECKa aKTepCKa TeXHUKa. BpexT ja ImpounpyBa JoaBajKu i1 ONIITeCTBEeH KoHTEKCT. Ce-
Koja CIleHa ce COCTOM Off T.H. ZpyHgéeciliyc - 3aeJIHMUKA MHTEPIIPeTaIja Ha CO[PKMHATA Ha ClleHaTa
Ha CHTe JIMKOBH MPeKY offHocuTe Mer'y HuB. CeKoj ZpyHgéeciliyc ce COCTOU O ONIITECTBEH IeCTyC (0g
Geste - zepm. ,Zeciu”) - MUMETHYKA eKCIIPeCHja Ha OIILITECTBEHUTE OJHOCH Ha JIYI'eTO BO €JHa MCTO-
pucKa eroxa. [ecTycoT ro mpecTcTaByBa OIMIITECTBEHOTO jajipo Ha cekoja ciieHa. Toj mpousserysa
O, OTIIITECTBEHATA [TOCTABEHOCT Ha JINKOBUTE efleH KOH JIPYT U MPETCTaByBa Ipe3eHTallija Ha eKo-
HOMCKHTE 1 COLIOMEOTIONIKY KOHTPaJMKIIMM Ha YOBEKOBUOT UJIEHTUTET U OJJHECYBame. [ecTycoT e
OTIIITECTBEHO-TIOJINTUYKH, & He eCTETCKHU MOMM: OBO3MO3KYBa UCTOPUCKHUTE JIeTePMUHAHTH KOHKPeT-
HO Ja ce MaHM(ecTHpaaT HU3 (U3UUKaTa eabopalija Ha MOTUBMPAHK aKIUKM KOM JIMKOBUTE T
IBUJKAT Off e/JHa BO JIpyra ciieHa. [ecTycoT mpou3/ieryBa off OIIITeCTBeHaTa I03UIINja U MCTOpHjaTa
Ha JIMKOT 1 Ce OffpejlyBa CO BHUMATETHO OTKPUBabe Ha KOHTPA[MKIMUTE BO HETOBOTO OJIHECYBAIbE 1
BO OHa IIITO TOj r0 roBOPH. Bo mporiecoT Ha Mpo0K ce KCTPaKyBaart AyPU U HajCUTHUTE [BIDKeha KoK
011 o ofipe/Iiie TMKOT BO OJIHOC Ha OKOJTHOCTHUTE BO CIIeHATa.

XeneHa Bajren ja ogpenyBa KOHTpajMKIIMjaTa Ha TMKOT Ha Majka XpabpocT co (pU3HUKK MaHH-
(becTaluy Ha HEj3MHUOT OJHOC KOH MApUTe: TPU3EHETO Ha MAPUUKHUTE 3a JIa Ce OCUTYPH JleKa ce
cpebpeHy, OCTOjaHOTO PeOpOjyBarbe... OBUe HABUIYM CTUIM3UPAHY U TIPEHarTaceHl CUTHHY CIIeH-
CKH [IejCTBHja CBOjOT BUCTHHCKM M3pa3 U eeKT ro JoOMBaaT BO MOC/IENHUTE ClieHH, Kora Majka
Xpabpocr, MmTakajku 3a orpe0oT Ha TIOC/IeTHOTO JieTe U3ryoeHo Bo BojHaTa, OJHOBO ' peOpojyBa
TapuTe ¥ BO MOMEHTOT M€ /1a ' Jiajle, 3eMa eJlHa MapuyuKa U ja Bpaka Ha3aJi Bo 11e00T.

Cemnak, HajcOBPLIEHUOT IPUMED Ha FeCTHYEH M3Pa3 Koj COIPKH COBPIIEH OajlaHC Ha reCTHYHA eJTa-
0Oopariuja Ha IMKOT U KOHKPETEH M3pa3 Ha eMOTHBHIOT KOHTEKCT Ha CIIeHaTa e IPOUYyeHHOoT Oe3ra-
CceH KpuK Ha Xesiena Bajren kako Majka XpaOpocT Bo MOMEHTOT Kora ja [Jo3HaBa BeCTa 3a CMpPTTa Ha
cBojoT cuH [1IBajifapcko Cupetbe. OcTaHyBajKu HEMOBIKHA Ha TPMHOKHUKOT, Taa IMMPOKO ja 0TBOpa
yCTara, TOJKY IIMPOKO IITO Ce 100MBa BIIEYATOK [ieKa BO CEKOj MOMEHT Ke I yKHe BUJIMIIATa, HO
He KMCIYIITa HUKaKoB 3BYK. OBa e becrpeKkopeH Mpumep Ha BHAMaTe/Ha (hM3KUKa ejabopariuja Ha
Tarara i Ha 04ajoT KOM Ce TOJIKY 3auy/[yBauKy IITO Ha I7IeladoT He MY 0CTaBaaT IPOCTOP MPOCTO a
ce COMKMBee 1 KOMITIETHO Jla COYYBCTBYBA. 3a [ja O1ie II0jacHa OrOBOPHOCTA Ha MajKaTa 3a COICTBe-
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HaTa Hecpeka, BO MOMEHTOT Ha 0e3r/IaCHUOT KPUK, BOJHUKOT IITO ja HOCH JIOIIATA BECT ja HAMyIITa
crenarta. Toa e oHoj ucT BojHuK mTo Majka XpabpocT mpe/; HEKOJIKY CIleHU MMartlle MOKHOCT [ia TO
TOTIVIATH 34 JIa CH IO 3aIITUTU CUHOT, HO He ro HampaBu Toa. Of akTepuTe Ha bpexT ce Oapa TOKMY
BAKBA MOJITOTBEHOCT 33 KOHKPETHU (DU3NUKM MaHK(eCTAl[uK Ha UYBCTBATA M MHTUMHUTE CTABOBH,
BAKOB COBPIIIEH Oa/IaHC Ha PETCTAaBYBABETO U [I0KUBYBAHETO.

TectycoT e KiTyueH acreKT Ha TPEHUHTOT Ha aKTepuTe Kaj bpexT U e ofipelyBaukyl KBaJIMTET Ha
HEroBuTe TpeTcTaBy. Bo cMuCIa Ha akTepCKu U3pa3s, Toj Bo cebe ja BKIIYUyBa U COIP}KUHATA IITO Ce
WTpa, aMa ¥ KOMEHTApPOT 3a UcTaTa. Kora recTycoT e coof[BeTHO M3Be[ieH, MyOMKaTa 1001Ba y1abok
BIIEYATOK 3a CIIEHCKUTe CIyUyBamba JIypu U Oe3 akTepuTe j1a u3ycTar efied 300p. [ectycor e mpeseH-
Talluja Ha ofipeJieH cTaB. Bo Hero cTaBOT ' HA/IrIacyBa 300pOBUTE.

Ilenra Ha BpexT e co cBOMTe MPETCTaBH Kaj I71eJad0T Of[HOBO /i 'O Pa30y/ju BAUMAHKUETO TaKa IITO
Kaj Hero Ke mpei3B1Ka rpajiele KpUTUUKH CTaB. bpexT ce 00uyBa Bo MpeTCTaBUTE J1a 'Y HaryIacH,
WIYMUHPA, OHME MeCTa, M0jaBu 1 OJJHOCK KOW BO JKMBOTOT I'i HapeKyBaMe HOPMAMHU UOjasu W Ha
HUB BeKe He pearnpame, OujiejKu HYl ce YHHAT BOOOMYAeHH, ypH U pupofHit. OHKE [ITO TH 3eMaMe
3gpaso 3a Z0W0BO UAKO BO CYIITHHA HEKOU O] HUB Ce HEYOBEUHHU 1 YTHeTYBauKu. Tre MecTa akTepoT
Y UI'Pa TaKa IITO I7ieJauoT, OJJHOBO COOUYEH CO HABUKUILE U HOPMATHUIUe Uojasu, Ke ce Tpaiia: ,,30-
1rro? 3omto TOKMY oBa? 3omTo ToKMY Baka? Kosky ybaBa fia00Ka MUCIIa, HO 30LITO aKTEPOT TaKa
ja maroBapa?*“... U Taka, MpeKy 3aKIy4OIM Ke ja YBUIU peaiHailia pearHocill, BACTUHCKOTO 3HaueHhe
Ha HellTaTa.

CiieHCKUTe CTTyUyBatbha Il PUKAKyBaaT COIlMjaTHUTE KOHTPAUKTOPHOCTHU — CIIPOTHBHOCTHU Mery
cy0jeKTMBHOCTA HA TMKOBUTE M BUCTUHCKOTO MPUCIIOCOOYBAbE HA HUBHUTE MO3UI[UM, CTABOBH U
UYBCTBA BO OJ[HOC HA PeajIHUTe OKOJTHOCTH. Taka, Ha I7ieflauyoT My ce 0BO3MOKYBa J1a Oujie KpUTHIeH
op ommrtectBeH acrekT. V-egpexiut (Verfremdung Effekt) e TexHuka Ha akTepcka yMETHOCT Koja Ce Ko-
PMCTH 32 Ha PUKA)KAHKUTE OJJHOCH Mer'y JIyI'eTO J1a UM Ce JlaJle TIeYaT Ha HellITO 1ITO He e BOOOMYaeHo
1 ounryeiHo. V-echeKTOT He e MeTop caM 1o cebe. Toj caMo ja 03HauyBa MPUIMAHOCTA KOH Ofipe/ieHa
ecTeTHKa. Bo TeXHHUKa CMUCJIa e CTap U He ro MMa oTKpreHo Bpext. [0 uMa Kaj cexoj 1obap Komuyap.
BpexT camo ce 00u/1yBa /1a My Hajjie HoBa yroTpeda. OCHOBA 33 HETOBOTO OCTBAPYBatbe € KPIIEHeTo
Ha (hamMo3HaTa TeaTapcKa UIy3uja: ypruBarbe Ha I03HATHOT YeTBPTH SUJT. Bo TEKOT Ha OpexTHjaHCKuTe
TpeTCTaBy CBET/IaTa BO MY0/IMKaTa OCTaHYBAaT 3alajieHy 1 10 TIOYETOKOT Ha IPeTCTaBara, IiejauoT
ce JIpyKM BO TIOCTOjaHa HAITHATOCT. ,V-eheKTOT e efjHocTaBeH. MoKe [la ce IOCTUrHe Ha pasHu Hauu-
HU - IPEKY UTPa, CO KOCTUMHUTE, CO YPe/IyBameTo Ha ClieHaTa, co u3Beida Ha mecHuTe. Bo cymrtuHa,
CEeKOj eK/IeKTHIM3aM, CeKOja TpoMeHa Ha cTUIIOT e V-epekT. Kora KOHTpaIMKI[1jaTa e Ipeno3HaeHa,
Taa Ha CIIeHa MOJKe [Ia ce peajiM3ipa Ha HAUKH IIITO BU Ce UMHU HAjCOOJIBETEH, Koj Ke Oujie Hajedek-
TeH. Kora KoHTpajjuKiujaTa Ke i Oujle jacHO TIpUKakaHa HA MyO/IMKaTa, Taa BeJHAII Ke ce mpalia
»3omto?” - Bemu [llas, objacHyBajKku ro V-eheKToT.

AKo 1[e/ITa Ha eJIHa CLieHa e Ha ITy0/IMKaTa Jia iI ce PUKake HeBOOOMYAeHOCTa Ha CEKOjJHEBHO-
TO, PETUIMKUTE, KOM Ce UNHAT KaKo JIOTUUeH 1 BOOOMUAeH TEeKCT, aKTePUTe ' U3BelyBaaT HeoOUUHO.
BeskOuTe €O KoM ce TIOCTUTHYBA Taa HEOOMYHOCT Ce COCTOjaT Off CUCTEMATHYEH IIPUOJ] KOH TEKCTOT
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uiija [eJ1 He e fia ce Jioj/ie 10 oHa 1mTo CTAHUC/IABCKU IO HapeKyBa MOTTEKCT, TYKY /I0 METaTeKCTOT
COZIP’KaH BO TEKCTOT, KOj TO TIOBP3yBa CO Ha/[BOPELIHUOT CBET, CBETOT WITO Tpeba /la ce MeHyBa. Toj
METaTeKCT ce Oapa MPeKy OIr0BOPKTE Ha HK3a Mpalliakha 3a CeKoja PeryiiKa Koja akTepoT Tpeba Jia
ja M3roBOpH, KaKo:

e  Haumro ce ogHecyBa oBaa permika? IllTo Taa sHaum?
e Bo KoM OKOJTHOCTH e U3roBopeHa?

e  Kojjausrosapa?

e  Komy My ciysKu oBaa peruiika?

e  Koj TBpzu fieka Taa e ofi osnza?

o Koe dusnuxko sejctBo it ofroBapa?

o Kou peryuku nipousnerysaat of, Hea? Co Kou JIpYTH PeIIiKy Taa Moje Jia ce MOTBPAU U
3acTarnysa?

[len of oBUe Mpailiama My ce TIoBeKe 0] TI03HATH Ha CeKoj akTep Koj ce 0bpa3oBa Ha CucitieMoili Ha
CTaHUCIABCKH, HO JIEJT Of HUB Ce OJIHEeCYBAaT MCKJTYUYMBO HA OTIITECTBEHUOT KOHTEKCT WJIH, IOTOU-
HO, Ha METATEeKCTOT Ha MpeTcTaBaTa. TOKMY HUBHOTO ,,aKTUBUPAbe” € OHA II'T0 00MYHO I'0 CMeTaMe 3a
OPUTMHATIHO OpexiiujaHcko. TOKMY THe My CITYKaT Ha CO3/IaBatbeTo U U3Pa3yBambeTo Ha KOMeHTapoT
3a TOA IITO Ce TOBOPH, KOj CAMUOT Ce COJIPKU BO HAUMHOT Ha FOBOPETDE.

OcTBapyBameTo Ha 00jeKTHBEH, KPUTHYEH CTAB KOH OHA IITO Ce FOBOPH, aKTEPOT I'0 Peau3Kpa o
cepuja MOHY/IEHH BeKOM KaKo TOBOPErhe Ha TEKCTOT BO TPETO JIUIIE, BO MUHATO BPEME, FOBOPEIbe Ha
TEKCTOT ¥ peMapKUTe, I0[JaBatbe Ha ,He.... HO“ BO PEI/IMKKTE (CeKoralll Kora mpanryBame ,, 301To?* 1a
ce mparame u ,,301rto fa He?*). Taka ce ocTBapyBa OHOC KOj Ce COAPIKU BO HAUMHOT Ha FOBOPEbe Ha
TEKCTOT IyPY ¥ Kora BO efjHa (pa3a Ha ITPoLiecoT OBUE WIeXHUUKU HOMAZAA Ke Ce U30CTaBaT ¥ TeKCTOT
Ke [TOYHe J1a ce TOBOPU KaKo IITO e HaIMIITaH.

AKTepOT e aJlapM Ha OIIITeCTBeHaTa YCIOBEHOCT Ha CeKoja YOBeUKa MOCTaIIKa, AVPH U Ha OHaa
HajcerojHeBHaTa. Toj Mopa MOCTOjaHO [ja ja MPAKTUKYBA CBojaTa JBYOOIMTHOCT, MOCTOjAHO [ja Ce
qy/Id, 1a Ce U3HEHA yBa, CEKOjTHEBHUTE HEIlTa J1a TM I0}KMBYBA U JIa T'M [TPETCTaByBa Ha HECEKOjIHe-
BeH HauMH 3a /i I'o IIOTTUKHE I7IeladoT JIa ce TOCOMHeBa BO HUBHATA KOHEUHaA [IaIeHOCT. 3aToa Tpe-
HUHTOT 3a akTepuTe Kaj bpexT rmounyBa co Hab/by/IyBambe Ha Haj[BOPENTHUOT cBeT. M Toa M3BOHpeIHO
BHHIMaTeJTHO ¥ CHCTEMATHUHO HaO/byIyBare. Ha0mymyBarbe BofieHO off IOCTOjaHO TIPENPOBEepyBatbe.

AKTepOT He MOXe Jla 3Hae/uyBCTBYBa/Urpa HEILITO LITO He 0 YBUJEN, IITO He ro 3abesiekal.
Ouuryie[HOTO MOpa JIa ce BUJIY JI0BOJTHO jaCHO 3a BO CTOTO [la MOMKeMe [ia ce locomHeBame. Cekoe
Ha0/by/IyBatbe BK/IYUYBa KPUTHUKY IIPUCTAII, OMIejKi 0e3 Hero cekoe UMUitiupare Ha OIITeCTBeHH)-
Te CJIyUyBatba i MPOLecH e HeorpaBaaHo. HeocTura jaceH MueH cTaB 3a OHa LITO HE OMKPYKYBa U
OHa IIITO HY Ce CJIyUyBa, a TOKMY TOj € 0OCHOBATa Ha UIpaTa Ha aKTepoT.

AKo CTe HABUCTHHA aKTeD, He OCTOM HaUWH [1a Ce 3aITUTUTE Off HA/IBOPEITHUOT CBET, J1a JKUBeeTe
T0/I CTAKJIEHO SBOHO, 71a He Be JI0NMpaaT 0eCMUCIIEHOCTHTE 1 HerpaBiaTa. AKO CTe HABUCTHHA aKTep,
BHUeE CTe BO MOCTOjaH JIONUP U CO KCTOPUjATa U CO aKTYeJTHUTE OMIITECTBEHH CTyUyBamba.
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1 oTTyKa mpaiameTo - 301ITO MapKCU3MOT Ha BpexT 1 HeroBoTo BepyBambe BO YTOMUCKUOT MOTEH-
1T1jajl ¥ 0TBOpeHaTa MOJUTHUYKA aHTaKMPAHOCT Ha YMETHOCTA, JleHeC cellaK He HY Ce UMHAT 3acTape-
HHU, UICTOPUCKY HepesieBaHTHU? BUCTHHCKOTO Mpaliarmbe e Aajd TOKMY Toa e CUMITTOMaTHyHo? [amu
HAUMHOT U TPUUMHKTE TI0pajid KoM JleHeC My ce HaBpaKaMme Ha BpexT nHuI[paar jieka, Bo ieHell-
HOTO OIIITECTBO, HEIITO € TPrHATO MPY/I0NY, 3degHO CO yJioraTa Ha YyMeTHOCTa?

Jlanu npaiamara 3a 1ieJiTa M yJioraTa Ha TeaTapoT, KOu ' ocTaByBa bpexT, ce mofie/HAKBO aK-
TYeJIHH 1 fieHec? 3apeM He e BUCTKHA JieKa JieHec jKUBeeMe BO OKOJTHOCTH UMH KOHCEKBEHIIMH He ce
MHOT'Y TIOMHAKBY Off OHKE LITO I'0 TpaHCcopMIpaa CBETOT 10 eKOHOMCKHOT Kojarc Bo 1929? 3apem
JIeHeITHOTO TIpaliiakbe 3a yjIoraTa Ha TeaTapoT BO OMIITeCTBeHUTEe IPOMEHH He e MOfIe[HAKBO aKTy-
€JTHO KaKo 1 Bo 30-TUTe, Kora JieBUYapyTe My Ce CIIPOTUBCTaBHja Ha (Dalii3MOT 1 Ha CTaTMHA3MOT?

BucTuHCKUTE Uleaiiapyuuu MeuTaaT 3a TeaTap KOj MIMa MOK Jla r0O CMeHH cBeToT. BepbaTa Bo Taa
HeroBa MOK e HeoITXofiHa, 0e3 Hea HeMa CMUCJIa Jja ce TipaBu TeaTap. CeKaKo, I1eJIOKYITHATa YMETHOCT
e (hMKIIMja, TPETIIOCTaBKa 3a PeayHOCTa M BUCTHHATA, HO Ha Hac e Jia 3a0opaBuMe Ha Toa. Hairata
VMETHOCT He cMee Jia Oupie 1ies1 cama 3a ceOe. Taa He cmee fja pepieKTHpa HEUNHU TYI'M HOTIEIU U CTa-
BOBI. BUCTMHU KoM HEKOj IPYT CaKa Jla HM T HAMETHe KaKo eJIMHCTBEHY TOYHH. 3allTO MPaBEHeTo
Tearap e HCKJIyYUTe/HO 0AroBopHa paboTa. OcoOeHo Bo BpeMe BO KAKBO IIITO JKUBEeMe JieHec. 3allTo
Ha BAKBOTO BpeMe He My IPUJIeraaT iipeiliciiasu 3a Mau geua. Beke Hema POCTOp 3a IPEMOJTUYBakbe,
3a pasybaByBambe. Halire KocTHMH He MOyKe [ja OupaT KagudeHu, HalluTe PeIUINKY Tpeda a bugat
TI0OCTPH, JIa CeYaT KaKo HOK. 3allTo TeaTapoT IeHeC MMa MopasIHa 00BPCKa J1a ' ICKOPHMCTH CBOUTE
MOKH 1 [Ia I'0 IIPOMeHH CBeToT. [la ro HarpaBu mozobap!
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OPAMATA BO COBPEMEHUOT
MAKEJIOHCRKU ®UJIM

UDK  821.163.3-2:791(497.7)
Camxo Haces

Dakynwielll 3a gpamcKu YmewHocuu,
YHusep3uueiu ,C8. Kupun u Mewoguj*
MaxegoHuja

The main idea of the our text is the idea of the necessary presents of drama in the contemporary
Macedonian films. As topic this is not something new, but, for small cinema as Macedonian cinema is,
the present of the drama is question of culture. Absence of good plot is very much characteristic for
the feature films in small cinematography. In the contemporary conditions of the new European film,
we believe, main aesthetics researches are not with the plot, characters or the story. New European
movies are insisting to be “more different” from the American movies for any price! - According
our personal researches we discovered that, the drama is the tool for making good, new and better
films in small cinematography because of many conditions. Firstly, the plots and characters in the
contemporary Macedonian drama are much more precise. Secondly, the dialog of the films is much
more realistic. On the end, the drama tradition in our film history is smaller than in the theater.
Beside of everything the drama has to be something as “mother” of the modern screenplays and
scenarios written in Macedonian tongue.

Keywords: Drama, contemporary Macedonian films, dialogue, screenplay

360poT chryim ceKoralll moTceTyBa Ha (DUIMCKa JIeHTa, Ha ,,()uyiM ", Ha CTaBatbe JieHTa Bo (hotorpad-
CKM arapary, ,,Ha HeraTuB“ off ,CTO aca“, 3a /ja Hema IpoOJIeM Co CBETIIOTO Kora amaTepcku ce (oto-
rpacdupaat u3NieTH, pofieHyieHu 1 cBaziou. [[pyr 300p 3a Taa JieHTa, 3a Toj (GHIM Koj CO IIPUHIIUIIOT Ha
»XEMUCKA" peakiuja 3aruInyBa Jiesl off CTBAPHOCTA - He TocTOM. Mako moctojat, ocOOEHO JleHecKa,
PasHU BUJIOBH ,ITpaBekbe 3amuc’, Ha (hotorpaduja MM KaKo U Jla ce BUKA OHa IITO TO I7iefjaMe Ha
THe cauku. OUIMCKH IeHTH oflaMHa He ce KopucTat. Cé e ,,eleKTpoHCKO". , XeMujaTa“ e 3aMeHeTa co
,CTpyja“, a HellITaTa ce MPETBOPKJIE Of] aHAJIOTHU BO IUrUTaIHu. HeKorauiHuTe WHBeHTUBHHU ,,C/TUKAYN
Ha CTBapHOCTa", T.€., HUe, (hotorpadure-amaTepy, 3aMeHeTH CMe CO MOOWIHU arapati. [1of[BIKHH
TestehoHH, ajiiajii U HOYTOVIIH, JIECHH (MO rpamMaska) IANTOIH U CIMUHK HarpaBu. DoTorpaduu uma
HaceKajie, a boramu 1 huIMoBH (hpuaT Ha MHTepHeT. [lamu fmoaraat 10 Hac of ,JyTjyo", ,HcTarpam*
win off,,,DejcOYK", HajMaIKy e BaykHO. EMUTYBAmbeTO 3aiiticu 0g ClIBAPHOCUIA CTAHATIO gPAMATUUYHO.

Hexkoraur, mpeq; 80-90 ronuuu, paguoitio U HETOBOTO WEKWIOHCKO U JIPAMATUYHO TIOMECTYBabe Ha
TJIACUPAIETO Ha MPUKa3HUTE (0c0OEHO OHUE Off CTBAPHOCTA), OBEJIO 10 CO3HAHMETO JIeKa CITMKATa 1
3BYKOT MOJKe /Ia OM/IaT JIBe Off TPUTe OCHOBHU eCTeTUUKM M3pasHU CpejicTBA Ha efieH (M. Bogiejku
ce T10 Taa eJIHOCTaBHA JIOTHKA, [leHecKa ce 3aMICTTyBaMe HaJ TPallabeTo Jajii CTBapHOCTA TOMoJIekKa,
HO CUT'YPHO CTaHyBa (umcka. A ce 3Hae JieKa MOKPaj CJIMKATa U 3BYKOT, TPETO OCHOBHO U3PasHO CPe/i-
CTBO Ha (PUIMOBHTE € gejciliBoitio, OIHOCHO gpamaiia.

I no tyka cé e Bo peji. TakBu ce Hemrara. TakoB e eCTETCKAOT MaTepHjal co KOj pacrioiarame.
Cemak, Tpeba Jia ce KaKe JieKa HHe M MHOTY TeHepalliy Mpej] Hac cMe efieH BUJ ,,JKPTBU" BO OJHOC
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Ha HajejHOCTaBHATA JieuHuIMja Ha ApamaTa. CuTe cMe CITyIIHATe (0apeM Wjajia MaTH) Jieka IuTe-
PaTypHOTO TBOPEIITBO Ce [Ie/I Ha MPo3a, Moe3uja U ipama! - EHocTaBHO M HeMHBeHTHBHO. MoskeOu
1Ma UuTaTesn Koj c MOMUCTIUT fieKa Tipo3aTa Ha [orosb e HegpamaiuuyHa wim noe3ujata Ha Paiiyd e
TIOMAJIKY JipaMaTuyHa of fpamute Ha Terecu Bunujamc?! - Hema. TakoB uutaTesn He OCTOM 3aToa
1rTo TBopewTBoTO Ha ['orosb 1 Ha Panys e cyitepgpamatuuyHo.

OBoj THIT TI0€THOCTABYBaMbE BO JIehMHUIUUTE 32 TOA IITO €, 3a JKaJI, ¥ T 0jI3e/ie MPaBOTO Ha JIpa-
Mara Taa UCTO KAaKo M My3WKaTa Jla Oujie MPUCYTHA CO CBOjaTa YMETHUUKA CHJIA BO BPEMeTO JIofieKa
BJIMjae BP3 CETUJIATa M Ha TOj HAUKH fla ce bapaaT BpeJJHOCTHTE Ha Hej3MHaTa nmocebHocT. [Ipamara fia
ce TpeTHpa Kako ,,BpeMeHcKa", a He ,ipoctopHa’ yMeTHocT. Ce pa3bupa fieKa Taa (IpamaTa) e i JiiTe-
paTypeH BHJI, HO CaMoO aKo ce U3pas3yBa Bo KHUTY. VcTo Taka, ;pamara e U TeaTapcku BUJ, HO aKo ce
13pa3yBa Ha ClleHa MpeKy [MecH 3a TeaTapcKa cleHa. Jipamara ofj ipyra cTpaHa, ak, e napajjurma 3a
CceKoe TIPUCTOjHO (DIIMCKO CIIeHAPHO 1 3a ceKoj CHUMeH (husM. 3HauH, Jjpamara ja MMa 4ecTo U Peun-
CH HaceKa/ie BO M3Be/IyBauKuTe yMeTHOCTU. He e BayKHO J1aJiui ce ciyuyBa co 300pOBH, CO CJIUKY WU CO
TaHi1, J[pamara e jpaMaTHUHA caMa 1o cede Kako (akT, MpHKa3Ha IITo ce CTydyBa Ha 0jIpefieH0 MecCTo,
BO OfIpefieHO BpeMe U KaKo CHITHO JiejcTBo! BOKCoT e fipama, a fia He 300pyBaMe 3a KaBra Ha JiBe TleH-
3MOHEPKH BO aBTOOYC 3a jaBeH MPeB03 3a Toa unja 0oja Ha Kocata e ToybaBa JiojieKa UCTHOT aBTo0yC
M37IETYBA O] MOCT 3aT0a LITO BO3ayoT ro yapui nHpapkT?! - Cé 0KoIy Hac e pama, a IIOHEKorall ¥ Hyie
CcMe TPeTBOPeHH Bo Jjpama. Kako Ou ce UyBCTBYBasie aKO MOYHAT JIa B KPKOPAT 1[PeBATa Ha KOHIIEPT
Ha KaMepHa My31Ka? /[paMaTHuHO BO30Y/IeHH WM CMUPEHU KaKo OY/IUCTHYKU MOHaX?

Kako u f1a e, JlejBu Memet Bo cBojata KHura ,,bambu Hacripot ['opsuna“, 6apajku peliieHuja Kako
efieH (huM J1a Oupie yerelieH, ce 00U TyBa Jla M3Hajie HeKaKBU MATUIITA KOM IPAMaTUYHO ja HATIYIIITa-
aT caMo ecTeTCKaTa aHraKMpaHocT Ha fienoTo. Toj uHcKcTrpa pUIMOBKTE fia ja TpeTHpaar MyoIMKaTa
KaKo My0/I1MKa, a He Kako Ky/ITYpeH IPOMOTOP U KOHCYMATOP. 3aToa 1ITo Criope]] pasouparmara Ha Me-
MeT, My0JIMKaTa caka Jjpama BO KIHO, @ KY/JITYPHUOT KOHCYMATOp /M TIPOMOTOP CaKa MOK J1a Pacyiysa,
He MOK Koja Jioara off JIeJioTo, TYKY off (aKTOT 1ITo HEKOj MO3Ke Jja My CY/Ii Ha JIeJIOTO. A 1 JiBeTe coc-
TOjOM ce ApamMaTHyHu. Bo mpBaTa eMOTHBHO ce 0cJI000/IyBaTe U VKuUBaTe/ce 3abaByBaTe CO JipamaTa
Tpeji Bac, a BO BTOPHOT C/Iy4aj IpaMaTUdHO JipaMuTe cO Mpecy/a Haj ipamata?! 3atoa, criopef Me-
MET, CEKOj O] UeCHHIIUTE BO IPOLIECOT, CLieHAPUCT-(huMalmja-yoIMKa, Tpeba 1a cu ja BpIiK cBojaTa
pabora, a He [Ia pe3eMa TyI'M OJIrOBOPHOCTH U [la CO3J[aBa JpaMu OKoJy ipamata. Ha Toj HauuH ce
BOCIIOCTaBYBa PefioT Bo yMeTHOcTa. OcoOeHO OHaa IIITO ja [I0KMBYBaMe KaKo ipaMaTHyHa YMETHOCT.

[ocyieiHIBe HEKOJIKY TOJIMHY /IPaMaTa e MPUCYTHA BO MAKeIOHCKUOT coBpeMeH urpaH ¢um. 1 Toa
ekcryLuTHO. Criopefi ipami - Weailapcku tecu - Of TIO3HATH HAIK aBTOPY BO NOC/IeJHIBE HEKOJIKY
roJIMHN CHUMeHH ce Tpu (hunma. ,OBa He e amepuKkaHcku (hunm“, criopert Apamara Ha Carro Munen-
KOBCKH, ,DBalKaHOT He e MPTOB" criopes ApamaTa Ha [lejan JlykoBcku u ,,Coba co mujaHO" CIioper
npamara ,,/luac upae* Ha /Kanuna MupueBcka. I mopaHo Bo WCTOpUjaTa Ha HalllaTa KuHeMaTorpaduja
MMAJIO peaM3aliyja Ha JIpaMu MPeKy clleHapyja Bo UrpaHu GpruiMoBH (,Make/joHCKa KpBaBa cBajjoa“,
JLpHuta®, ,Xaj-®aj“ u gpyru), HO MOCTIeIHUBE HEKOJIKY Ce30HM le(hMHUTHBHO OBaa I0jaBa e Haj3ale-
TIeITHBA.

He cakajKu /1a HaB/ieryBaMe BO eCTETCKM aHA/IM3K U KBaM(DUKALMK Ha camuTe (DMIMCKH Jiefa, 01
cakase Jia ro mpoMoBupame (HakToT JleKa BpcKailia Ha ipamara 1 (uIMoT e ofyTiuHa. bapeM OHOMKY
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OIMUHA KaKO Kora e afanTipa 106ap poMaH Bo (hrIMcKo crieHapro (,L{pHo ceme”, , [[pBeHKOT KO,
,Jonemara Boga“ u apyru). Ho, ¥Ma HemrTo IIto ja M3/jBojyBa 0Baa I10jaBa 1 BPCKa Ha COBPeMeHara
MaKe/IOHCKa JipaMa 1 COBPEMEHHUOT MaKeTOHCKU (uyM. Toa e (haKTOT IITO CHTe IpaMu JI0 e[[Ha (IIpeT-
XOJIHO CTIOMEHATHUTE) Ce MajCTOPCKU IpaMu. 3aHaeTUKCKK COBPIIEHH, JKaHPOBCKHU PasUIPaHu, TeMaT-
CKM Pa3HOBUJIHY U, CeKaKo, Ha eJIHa MHCTaHI[a MHOTY Haj| OOMUHKTE ClieHapuja CO JOJTH 3allIeTeHu
aKIMK U ,TTpasHi" Kaipy KoM 01 Tpebaio f1a ce pedpieKcija Ha peskucepcKaTa MCUXoJIoruja AofieKa
cHuMaar HekakoB (um. He! - OBa ce pajiuKaJTHO 100pH [ipaMH Ha jaKi KapaKTepy M MOKHHU TTpeBpaTH
o ofuHK Aujanosu. Toa e hakT. A TaKBK [jpaMy BO HalllaTa COBPEMEeHa [[paMaTyprija uMa MHOTY.
Ima u MHOTY J00pM COBpeMeHM poMaHH, ceKako. A ce pa3bupa jieKa He ja KpueMe ujiejata jieka e
TI0jIIeHO BpeMe BO Koe e TOTPeOHO Jla 3aTlouHeMe J1a POMOBHUpPaMe U eflHa TeHepal[yja MIajii, Halld
ZipaMaTHYapy, KoM Ce OJJTAYHH JIPaMaTyp3u U CLIEHAapUCTH U KOU OfI ceKoja 1o0pa TeaTapcKa mueca
(i poMaH) MOJKAT [ja OATOTBAT CLieHapHo, T.e. (huyM. U TyKa HayKaTa cera ce MOBKMKYBa Ha ITOMOIII
- KaKo Toa CO3HAHIe 3a HalllaTa CBeKa ApaMaTyprija fa Jorpe /10 MHCTUTYIMHITE U 710 TBOPIUTE Off
npyru obmacti? - [la monpe o Arennyjata 3a huiM, MakejoHCKaTa TeleB3Hja, IO CUTe OHUe LITO
BOJIAT KY/ITYPHHU TTOJIMTHKM 3a TPajHUTE BpeHOCTH Ha HalllaTa KuHeMaTorpadguja?!

Hue cMe Ha MUCIIeEbe, CO CHOT PECTIEKT KOH CLIEHapUCTHTE KOM eJHOBPEMEHO Ce PEXKUCEPH HITH ITH-
caTe/Ii, HOBMHAPH U JIyT'e 0] PaCKaKyBauKMOT ecHa, 3HAUM Hite CMe Ha MUCIIEeHhe IeKa COBpeMeHaTa
MaKeJIoHCKa Jipama Tpeba J1a bujie OCHOBHMOT apXMTEKTOHCKH I[PTEK Ha KOj Ke ce M3SHIyBa HaIlHOT
HOB (h1/IM. 3aToa IITO Taa ,,apXUTEKTYpa“ e TOJKY MOKHa, T1a MOJKe J1a My IOHY/M eceTiHa (hiiMa Ha
CBETOT CIIOpe]] MaKeJOHCKUTE COBPEMEHH JIpaMU CIIope]] Kou 01 MojKeJie Jla 300pyBaMe BO MHMHA
1 3a aBTOXTOHA, 3a ,,CKOICKA" [[paMcKa IIKOJIa, KaKO HeKorall Ito 30opyBaa huiMoBKTe Ha EmMup
Kycrypuiia 3a CapaeBo wim apamute Ha [[yinan KoBaueBuK 3a benrpaj, a HajHakpaj ¥ TBOPEIUTBOTO
Ha Bynu Anen 3a Hbyjopk. 3a Toa I1To ro crioMeHaBMe ce 3Hae BO ITeJTHOT CBET.

['ypyTo Ha coBpemeHaTa cBeTcKa ciieHapucTika Cui ®uiji, Bo cBojaTa KHura ,PaspernyBau Ha
TIpo0/IeMITe Ha CIIEHApHCTOT", BEJTH JleKa CTPYKTYpaTa e (pyHIaMeHTOT, TEMEJIOT, OCHOBATA Ha M-
BameTo crieHapuja. Toj Besu Jieka 300poT ro pa3dupa Kako rpajielbe M CTaBatbe Ha HellITaTa 3aejHo.
Ha kymue. ®uiy Hé yuut jieKa MUIITYBAETO CIIEHAPMO € KAKO Ja TPAJIHII M CTABAIll CIIeHH, CEKBEHIU U
YMHOBY BO e]Ha OeCKOHEUHa Mpa3HUHa Off Koja Tpeba la ce M3pOJIM HEKAKOB TI0UETOK, CPe/INHA i Kpaj.
llpama. A Hue [y1ab0Ko Bo cebe BepyBaMe ieka TOKMY Toa Tpeba fla My ce OHY/[M Ha HalllMoT COBPeMeH
(1M - HajITPBO JI00PH IpaMH €O TIOYETOK, CPefiMHA U Kpaj (ce pa301pa [ieKa He e HEeOIXOJ[HO fla OupiaT
HapeJieHH 110 Toj pejl), a JIPYTOTo camo Ke ce Kaxke. BaskHO e 1a 3arouHeMe co OHa CO IITO Ce OfTUKYBa
ceKoja 1o0pa Ipama - Jia ouHeMe Jia IpaBuMe (DIIMOBH KOU NPUKAKYBAAT HEIlTa U COCTOj0H, a He
7la lojaByBaMe JleKa TaMy HeKajie MMa [oOpH ufier, ama, eTe, Hemano jobpu mpamu?! - Kako fa He,
3a JIHMHATA HA MAKeJIOHCKUOT (UM Ke ce HajiaT ceKoralll I00py, Ma OJ/TMUHI COBPEMEHH JIPaMUL.

Kopucrena mureparypa:

Mamet David (2008), Bambi vs. Gondzila, , New
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TpymoT mpeTcTaByBa AMCKYCHja Ha TeMa - OCHOBHMTE IPOOJIeMHM CO KO Ce CpeKaBaaT CTYUKTE 3a
TaHIL U JIBUKetbe. [[PBUOT e/ Off TPY/IOT HY/JM MCTOPKMCKE MPeceK Ha OasMuHKuTe Pa3sMUCITyBamba 3a
TAHI[OT U TH JlaBa IIPUUMHKTE 3a PeJlaTHBHATa 3all0CTaBeHOCT Ha CTYIUKTE 3a TaHI| BO UCTOPHjaTa
Ha 3amajiHaTa YMeTHOCT, TPrHYBAjKU 0] HeMaTepHjalHOCTa Ha TaHIIOBHOT MEIMYM JI0 HEMOKHOCTa
7la ce apTUKY/IMPaaT 3aI0BOJIMTE/IHA TEOPUH Ha WaHU0BUIUe Tejla HaKo TeopHjaTa 3a TeoTo U Te-
JIECHOCTa Ce MOIIHE TIONYy/IapHY BO OIIITeCTBEHUTE HayKU. BTOPHOT e ce 3ap:KyBa Ha TOHOBUTE
Tpalllaiba 3a TAHI[OBaTa TEXHNKA KAKO 3a HAUuMH Ha Pa3MIC/IyBambe 3a TaHIOT. TaHI[0BaTa TeXHMKa
ce pasriiefiyBa MpeKy UHWIUMHOCIA Koja ce BOCIIOCTAaBYBa MeI'y TAHUAPKTE U Taa MHTUMHOCT Ce fie-
(bvHMpa Ha TOIUTUYKY U Ha TIeJarolIKY HaunHH.

Keywords: the study of dance, body, dance technique, intimacy

In a pioneering paper presented in 1934, French sociologist Marcel Mauss (1973) introduced
culturally codified techniques of the body (techniques du corps) to sociologists and anthropologists.
Mauss pointed out that, although the body is a basic biological category, people use it according to
habits and customs of their own societies. Since Mauss’ groundbreaking research, the body became
cultural as well as biological fact and the role of the body in human action, symbolism and politics
has been of long-interest in anthropology and other social sciences.

The research on embodiment especially came to the fore in the last few decades with the advent
of feminism and poststructuralism. Other domains of science, such as the various domains of
cognitive science and philosophical approaches based on phenomenology, have also devoted
special attention to and raised significant interest in the ways in which the specific nature of
human embodiment contextualizes and makes a contribution to our mental states and properties
(Clark, 2008). Dance studies seemed to fall outside this general shift in social sciences, that is, this
interest in the body did not foster the better understanding of human movement (Farnell, 1994;
Desmond, 1993; Koritz, 1996). Brenda Farnell in her Ethno-Graphic and the moving body, argues
that there is a fundamental problem with Western ways of viewing human movement. She suggests
that despite an upsurge of interest in ‘the body’, an understanding of a person as a moving agent is
still absent from cultural theory and ethnographic accounts (Farnell, 1994). Jane Desmond traces
this ‘turn to the body’ in the social sciences with the advent of cultural studies, concluding, much
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in line with Farnell, that this critical work focused on the representation of the body rather than
on bodily movements/actions. To Desmond this ‘academy’s aversion to the material body, and its
fictive separation of mental and physical production, has rendered humanities scholarship that
investigates the mute dancing body nearly invisible’ (Desmond, 1993:34).

The second interrelated problem that dance studies faces is the almost ontological condition

of dance: dance vanishes— ‘It doesn’t “stay around” (for such is the unfortunate condition of its
materiality)’ (Lepecki, 2004a:130). The ephemeral nature of dance performance is one of the oldest

and most pressing questions for the whole project of dance theory (Noverre, 1983; Siegel, 1972
Siegel summarizes this issue as follows:

Lepecki, 2004b, Franko, 1995; Sparshott, 1982; Carter, 2004a; Thomas, 2004; Foster, 1996a). Marcia

’

People are thrilled by it because it is so singular an occurrence. When you have seen a dance,
(Siegel, 1972:pxiii)

you've done something no one else will do again. But for this very reason scholars can’t get hold of
it. Dance leaves them with nothing tangible to analyze or categorize or put on reserve in the library.

writer and choreographer Jean-Georges Noverre cried:

Marcia Siegel further claims that dance’s ephemerality is often mistaken for triviality and is the
for the underdevelopment of dance studies. Indeed as early as 1760, one of the first dance critics,

reason for the relatively subordinate position of dance within the system of art, and, I would add,

(Noverre 1760, cited in Copeland and Cohen, 1983:10)

Why are the names of maitres de ballet unknown to us? It is because works of this kind endure
only for a moment and are forgotten almost as soon as the impressions they had produced [...].

One of the ways of capturing dance’s ephemerality throughout dance history (in order for dance
to have a history) is through writing and seeing dance as a written text. Mark Franko in Dance

as Text: Ideologies of the Baroque body, claims that ‘[a]t the dawn of theatrical dance in France,
choreography was frequently likened to, and indeed contrived to suggest, a written text’ (Franko,
1993:15). The other, more recent, but interconnected ways of ‘capturing’ and historicizing dance
is through extensive documentation, preservation and reconstruction of dances especially of the
early American modern dance era (Thomas, 2004:32). Of course seeing dance or a dancing body
as a text, has historical repercussions and dynamics within histories of dance theory. Here I am
thinking about specific post-structuralist approaches to dance that re-emerged in dance studies,

albeit from different theoretical, historical and political standpoints. Dance writings such as

criticism, notation, autobiographies are one way of documenting/preserving dance history. Seeing
dance as a text, from whichever historico-theoretical standpoint is one way of understanding/
analysing dances in their historical contexts. The second possible way of thinking about dance
considered in detail in the next section.

history is through the development and succession of dance technique(s) and this pathway will be
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Dance technique and dance stories

According to the prominent early twentieth-century critic, John Martin, with the succession
of Romantic ballet the technique ceased to be ‘[...] supplementary reinforcement to (the dancer’s)
art...it is the dance itself’ (Martin, 1980:302). What Martin implies is that only with the ‘victory’ of
ballet’s ‘pure’ technique in the nineteenth-century Romantic ballet, did ballet finally became an art
in itself detached from opera, pantomime, and acting. To understand the change Martin implies it
is helpful if we look at, for example, Noverre’s eighteenth-century understanding of ballet. Noverre
divided dance into technique (what he calls mechanical or technical dancing) and the artistic
component (what he calls pantomime and narrative dancing) (in Franko, 1993:146). Needless to say
Noverre places much more emphasis on the artistic component to define ‘good’ ballet. Although
the question of the artistic and technical components of dance is far from being resolved as Martin
implies, there are good reasons to pay attention to dance technique.

First of all, the development of dance technique could provide analytical lenses to look at gender,
and the social and cultural circumstances of a given historical epoch. However, technique is also a
live and physical signature passed from a dance master to pupil and consequently ‘rewrite[s] bodies’
and communities’ relationship to space and time, and to the intersections of both [...]" (Hamera,
2007:60). Dance technique also delineates dance from other socially constructed movements of the
body. Randy Martin observes that:

[tlechnique can be viewed as producing both the dancer’s means of sustenance and the basis of
exchange, both among other dancers and between culture and polity [...] Technique is the means
through which the raw kinetic materials of dance are transformed into movement which have
identifiable and repeatable value within dance [...]. (Martin, 1990:112)

There are several means by which we can observe the development of dance technique. First of
all, unlike dancers from previous decades who were usually educated exclusively in one technique
(ballet, Graham, Cunningham, and others), contemporary dancers are encouraged to train their
bodies in as many techniques as possible in what Susan Foster calls the phenomenon of the ‘hired
body’. To Foster, this eclectically trained dancer as a ‘hired body’ is shaped by economic forces and
lacks depth and specific artistic vision (Foster, 1997). I will not take issue with the implication of
this statement regarding the artistic lack of the ‘hired body’, but draw attention (as Foster rightfully
does) to the idea that technique and training patterns are shaped also by economic imperatives.

The second important issue related to dance technique is that historically it seems that technique
is getting more and more technical, i.e., acrobatic (Gard, 2006; Wainwright and Turner, 2004). As
one dancer recently observed:

Technical levels have improved dramatically around the world [...] when you have someone like
Sylvie Guillem [Principal dancer of the Royal Ballet], who has that kind of body [almost skeletally
thin and incredibly flexible] you wonder where one day it’s going to stop. I just wonder how much
you can push their bodies to the limits. The thing is bodies have changed dramatically over the
years...I think as dance goes it’s like an evolution of mankind. Bodies will change to adapt to do
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better and better things. It’s much more athletic than it was 20 years ago. (cited in Wainwright and
Turner, 2004:325)

This quotation opens up some important questions. Generally, it points to the way in which the
body has historically been invaded and transformed by subjective definitions that accord with
particular sociocultural values and aspirations. More specifically, it points to the way we might
think about the relationship between dancing bodies and the development of (bio)technologies (De
Spain, 2000), a question that seems to be gaining in urgency. Increasing technical demands on
dance bodies, however, can be also seen as inherent in the internal development of ballet technique.
Hammond and Hammond (1979) observe ballet history from the perspective of development of its
technique. They claim that the development of technique has less to do with talented individuals
(famous ballet masters) who had been ‘inventing’ new and daring steps, but instead, in Weberian
fashion, they emphasize the accumulative character of technical development—changes are only
imaginable and new possibilities arise only from within existing technical conventions. Hammond
and Hammond'’s research is significant as they emphasize ballet’s technical history and occurring
changes as twofold—both influenced by external social, cultural and political factors and deeply
rooted in already existing technical traditions and pasts.

Judith Hamera (2007) reimages the role of technique in dance, describing it as both an object
of dancers’ study, but also an everyday practice that brings dancers together. Illustrating how
technique serves as archive, Hamera describes how dancers refashion older technical forms to
forge new identities. Hamera follows how dancers express themselves through dance technique
and understand the expressions of others through that same language.

However, Hamera’s take on dance technique also contains significant links between art of
dance and community building. She explains how the connecting tissue between transcendental
and spiritual dimensions of art and hard physical practice, reveals itself in the everyday acts of
rehearsing, risk-taking, cleaning and sharing. In fact this is the greatest contribution of Hamera’s
work for understanding of dance communities. There is an intimacy among dancers which is
cultivated through a shared understanding of the body’s physical limits, the metaphors used to
organize the body in practice, and the sharing of personal stories in the studio all of which leave
that mark on the workings of dance technique. Thus, in general, the affective and embodied ‘work’
of dance can shed some light on the embodied aspects of participation (within ethnic, national or
global communities). In Judith Hamera’s words, dance technique:

[...] recreates neighbourhoods as sites of productive, diverse allegiances. It transforms the
sparseness of studios into home places and bodies into maps. It organizes relationships across
culture and class to form affective environments, geographies of the heart. (Hamera, 2007:60)

Similarly to Hamera, Deborah Kapchan (2006) explores aesthetic and linguistic practices of the
salsa community in Austen, Texas. Kapchan describes ‘communities of affect’ based on shared
intimacies rather than on blood or genealogy. These communities of affect create a ‘public’
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home, a space of intimacy in public sphere that perhaps challenges the established historical
concepts of ‘private’ and ‘public’. Both Hamera and Kapchan follow the work of queer theorist
Lauren Berlant in imagining community through intimacy with Hamera concluding that ‘real and
vicarious intimacies create and expand possibilities for community within the global city through
the accumulation and deepening of interpersonal exchanges’ (2007: 18). This critical linking of
interpersonal exchanges to matters of dance technique, aesthetics and politics, reflects a wider
move in emerging dance and performance methodologies.

Conclusion: Dance pedagogy and politics

Recently the political and ethical potential of dance practice and dance pedagogy became
important considerations for both dance practitioners and dance scholars (Lewis, 2007; Mowitt,
2008; Peter, 2005). Ramsay Burt and Valerie Briginshaw edited the volume Writing Dancing Together
(2009) in which they gave voice to topics related to the ethics of dance performance and dance
creation, but they also raised a question of the ethic of writing (about) dance as a collaborative
process. Within the US field of dance studies, it was Randy Martin (1998) who forcefully connected
dance with the political, developing the idea of dance as a reflective body practice that can serve
as a model for the political mobilization of bodies. Along the same lines theorist Bojana Kunst
claims that the main characteristics of contemporary cultural and economic relations is the
so-called economy of proximity, which means: ‘[...] a shift from the autonomy and dynamism of
movement to the broader social and cultural distribution of bodies’ (Kunst, 2010:85). Although
Kunst was referring to changes in contemporary dance, this shift towards an ethics of performing
and spectatorship is also characteristic of post-dramatic theatre as discussed by Lehman (2002).
Lehman argues that the specific quality of theatrical perception in post-dramatic theatre is not
only aesthetic but also entails an ethic of performing and spectatorship: ‘In the reality of theatre
itself the co-presence of actors and audience can make us aware that communication always means
responsibility’ (Lehman, 2002:76).

Dance technique therefore entangles plethora of political and ethical questions which are
surfacing in a broader field of performing arts and in an increasingly globalized dance communities.
To return to Randy Martin, dance can only be political if it can stand for a more general hermeneutic
of practice. And stories about dance (and dance technique) are pivotal to this, because after all:
‘while dance may not be signifiable, stories about dance certainly are’ (Martin, 1985, 57).
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[IpuioroT ru aHa/mM3Kpa MOrIeHUTe Ha CO3JaBambe KaKo LITO Ce W3HECeHH BO eKCIUIMIUTHATA
noetrKa Ha Bunko I'mo6okap (1934), mpep cé Bo Herosute e Kuury, Inhale < Exhale (Ljubljana:
Slovenska Matica, 1987) u Laboratorium. Texte zur Musik 19671997 (Saarbriicken: Pfau, 1998). Kaj
['oboKap MosKe [ia ce ofpeiaT Tpu MeryceOHo MoBp3aHu cepu Ha MHTEPeC KoM r'o eTabmpaar Kako
e/IeH Of] HajlIo3HATUTE CIOBEHCKN KOMITO3UTOPHU U TPOMOOHHUCTH.

M Kako YUe€HHUK Ha MOI€pHU3MOT O] Iie[ieCeTTUTe roJuH1N Ha MMHAaTUOT BeK, HEU3MepHO
ro UHTEpecHupaat pejlalliuTe Ha Toa IITO € MY3UYKO 1 TOa LITO I' ITIPeMUHYBA I'PaHU-
uTe Ha MYy3HUKaTa.

+  Kako yMeTHHK Koj e pofieH BO TYI'MHA U KOj IIeJIOT JKUBOT IO MIUHYBA BO CTPAHCTBO,
CO M3pa3eHa YYBCTBUTETHOCT 3a COIMjaJTHKTE Tpallakha, II0CTOjaHo ce BpaKa Ha Ipa-
IlIarhaTa BO BPCKa CO OKOJIMHATA HA YMETHUKOT: TY TeMaTHU3UPa OJHOCKHTE Ha CBOETO
MeCTO MeTl'y IpyTd MPOAYKTUBHYU U PEMTPOIYKTUBHN YMETHUIIN, MeT'y MHAUBUYYM U
KOJIEKTUB, MeI'y KOJIeKTHBY UTH.

+  Kako ymeTHUK Ha TeHepaljaTa BO KOja MHIMBUIYaIHOCTA [IOCTOjaHO Hapa MOTBPY-
Bakbe, MOCTOjaHO ce 0OpH 3a CBojaTa yMeTHUUKA €JI0001a. 3a HET0 CeKoe MY3UUKO [IeJI0
e HOBA aBaHTYPa, a CeKoj I0UeTOK IIOBTOPHO ITPOHAOIambe.

[TpusnoroT e mpersies] Ha OBYUE TP ITIABHU TEMATHKK Off My3uuKaTa (huosoduja Ha Butko [71060-
Kap 1 Ha HETOBMOT - aKO MO3Ke CO 03HAKa 3 JKaHp Ja ce OndaTH I1eJIOCHO HETOBHOT OITYC — MY3MUKH
Tearap.

Keywords: Vinko Globokar, avant-garde music, musical modernism, conremporary music,
Slovenian music, French music

Ranking with the most eminent classics of the 20st century, Vinko Globokar does not require a
detailed presentation; it would be therefore appropriate to make at the outset only a brief summary
of his life.

Vinko Globokar was born on 7th July 1934 in a Slovene emigrant family living in Anderny in France.
From the age of thirteen to the age of twenty he lived in Ljubljana, where he finished secondary
music school. He continued his studies at the Paris Conservatoire national superieur de musique,
where he studied trombone under Professor Andre Lafoss. He graduated in trombone and chamber
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music, and then studied composition and conducting with René Leibowitz and composition with
Luciano Berio in Berlin. He lived as a composer and performer in Buffalo, and set up New Phonic
art, a quartet for free improvisation. He lectured at the Musikhochschule in KoIn, whilst in Paris he
was the head of the department for vocal and instrumental music at IRCAM. At present, Globokar,
a cosmopolitan often returning to his hometown Zuzemberk, lived long in Berlin and lives right
now he lives in Paris unless he is roaming some distant places in pursuit of new artistic challenges.

His ouevre, now available for scholars in the archives of Paul Sacher Stiftung, is a fairly rich one,
consisting of musical scores, performances and written word. And it is primarely his word that
interests me. My aim is to reflect on the common threads that run through all of his activities and
have found clear diction in his texts: at the heart of his creation and reflection are his reactions
towards the environment. Closer examination of his reactions reveals three themes featuring
prominently in his work: 1) the relationship between what remains in the realm of music and what
goes beyond it; 2) the issue of the artist’s environment and 3) the snares of the inventor’s freedom.
In what follows I shall focus on those three positions by Globokar - as a musicological compliment
to his 80™ birthday.

In the realm of music and beyond: music, musics and non-music -

In 1996, Delo, a Slovene daily newspaper, featured Globokar's article, in which he expressed an
afterthought, typical of his spiritual horizon: I may have never said »Let’s go homes, but often you
would hear me say »Let’s go« as we were setting off for France, Germany, the United States, France
and Germany again.! His way of life has not only contributed to an array of environments he was
exposed to, but also to the moulding of his attitude towards the world as well as his artistic and
creative point of view.

Having been exposed to different environments with various sorts of music, Globokar is not
familiar just with one music. Unlike many, who view a musician or a composer as participating in
one and only music, Globokar has hardly been attracted to music as a celestial otherworld or musica
perennis:

»] came across a trombone in a very funny way. Upon my arrival to Yugoslavia I lived in a hall of
residence... There was a small dance orchestra. I wanted to play a trumpet but they already had it
covered. "Why don’t you take up a trombone« they said. So off I went to the music school to borrow
the instrument. It was the first time I saw it up close. I remember being disappointed because it
sounded too low ... What’s more, I also became a composer more or less by chance. After all, even
at the Paris Conservatoire I could only take interest in jazz. I reached thirty when I wrote my first
composition, a highly extensive cantata on Majakovski's text ... VOIE ... Then I did it again and again,
and only later did I realise that people thought of me as a composer.«2

Small wonder that all repeated attempts to put Globokar's music into a specific musicological
framework have encountered formidable obstacles. After all, Globokar is highly cautious in defining
music as an institution. His aim is not to create an institutionally recognisable music belonging to
a certain group or school ... Nor does he try to create a music initially playing a nation-building role
or a music composed by infant terrible with a suspiciously self-presentative, seditious or similarly
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arbitrary and indecent objectives. His sonorous works are nevertheless clearly recognisable, as are
his artistic themes. The latter are the result of the mature toughness refined by experience and the
lively spirit of a child as well as different forms of his artistic realisation.

Globokar concurrently pays attention to his environment and sounds emerging from it. Always
regarding music as a consequence - be it a consequence of »an idea, an issue, worry, a problem or an
event transcending music«. Globokar regards the question of the purpose and message of music as
being of equal significance as the question of »how to compose?«*. »The art is not only an emotional
and personal expression, it is also a criticism.«* Globokar sees criticism in every great music created
in the West: »Lack of concessions is typical of the work.«® Each creation is also a criticism simply
because »every activity is poltical«.

Aesthetically, Globokar’s music is homeless. It eludes the grasp of established institutions and thus
risking becoming a negative and rebellious institution itself. However, it would be questionable to
think of his work in terms of auto-institutionalisation. Of course, Globokar, like some avant-garde
extremists, insists on the relationship of honesty which should be retained with courage even
though the audience might vote with their feet«®, However, unlike them, he does not strive for
newness just for the sake of it, nor does he create on behalf of tomorrow. Rather, his attention
is devoted to the present - a mixture of what was and what is to come. He believes that this very
moment holds more clues for what is to come than a hardly definable idea about the future as
advocated (among others) by avantgardists. Taking neither a negative nor an elitist line towards
tradition, he attempts to draw lessons from the past, examining and embracing certain layers of it,
in order to put them into practise in another and different environment.

Bearing in mind that Globokar believes in the decentralisation of contemporary society »with
the dissolution of musical language«’, the question naturally arises as to the environment in which
he wants to create his music. Of course it would be questionable to say that his view is based upon
the hidden apathy and disappointment of a mature man. It is after all, the (post)inventor, constantly
examining sonority in its ever changing soci(ologiclal dimension, who expresses the thought
about complete »fragmentation« of musical language. It would be more appropriate therefore to
regard the supposition of the fragmented present as a horizon, in (to) which Globokar speaks with
enlightening eagerness. What's more, Globokar, as a musical philosopher of the present who is
constantly examining the environment from Rotry's view on meta-physicist and ironist, poses a
counterbalance to this pessimistic view arising out of »fragmentation«. His is a view of those
»obsessed with creative ideas.«

As for himself, he sees himself as belonging to those composers who regard man and his destiny
as the heart of their reflections. In other words, Globokar deals with »humanistic, social as well
as psychological issues«, which have incidentally always failed to lead composers to the extremity
urging them to »invent for every work a new shape, a new technique, a new presentation as well as
means«!!

Rather than bringing to the fore the relationship between »music-my music-the environments,
Globokar highlights the relationship between »Me-music-the environment¢«. Consequently, his
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music is to some extent subject to institutionalisation at the expense of losing a romantic dimension,
typical of music as a socially respected medium. Globokar finds it highly questionable to think of
»music without an adjective«, of »Music« (with a capital), as astrophized by H.H. Eggebrecht. In
addition, Globokar makes music transform itself into an institutional »reality laboratory« perceived
through the eyes of an individual; in other words, a medium which »irrevocably loses its pure
character and connects itself with theatre and audio-visual means«'2, The artist voices his view
of society and talks about (to) the man living in it. By attempting to be »non-music« and resisting
music as a (relatively) autonomous aesthetic medium with an distinguished history, Globokar’s
music transforms itself into music.

Ties with the environment: acting/reacting, composition/improvisation, inventing/disclosing

It is likely that Globokar is reproached by those invoking the musical tradition of the West for
being inartistic and non-musical because he transcends music as lectured daily in an inertial fashion.
What’s more, Globokar's creations could hardly be regarded in terms of a »musical work, let alone
the style definitions derived from a number of similar works. His works predominantly amount to
musical theatre and sonorous activities measured with care; or in other words, to the performance
of sonority.

Like many other sonorous attempts at shattering the tone and the sonorous (both concert and
opera) space in the 50s, 60s and 70s, Globokar’s creations have only recently escaped the fate of
being solely limited to the daily critical and simplified musicological ideas or the (analytically
urgent) inventory of compositional or musicological features. It should be also born in mind that
the reproaches directed at Globokar, though principally understandable and to a certain extent also
justified, disregard the fact that the grand musical history has been (predominantly) made by those
who viewed the past not as their possession but rather as the future gone by, as well as by those who
either instilled it with purity or took it away from it. Consequently, it would be more appropriate to
view the pursuit of transcendence in his daily life, part and parcel of all Globokar’s works, in terms
of the reflection on language as defined 200-odd years ago by W. von Humboldt: »Language is not
merely a work (ergon), it is also an activity (energeia). Its true definition could therefore be only
genetic.«

Anattempt at defining the genesis of Globokar’s music more widely-while takinginto consideration
Globokars's genesis of his personal creativity - would reveal an extreme underestimation of one
of the fundamental (also music)-historical premises of contemporaneity: fragmentation. The
question naturally arises about how to define the genesis of the musical present, in which music is
interwoven with conflicts between »emancipation of dissonance«, »emancipation of consonances,
»new simplicity¢, »new complexity«, »intentionality«, »engagement¢, »disinterested aesthetics,
»explosion of tone«, »return to the classical and the old«, and a number of various artistic shades of
»the past, »internality«, »marginality« and in particular »foreignness«?

It seems that Globokae’s musical theatre, if [ am allowed to generalize his basic approach towards
composition with a term for musical genre, springs from two ideological environments. Firstly, it is
tradition of New Music of post-war avantagardists which has left an imprint on Globokar’s music in
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that his music echoes a yearning for shaping sound as well as arranging it, a desire for inventing new
sonorous constellations as well as a lust for creating and acting. Secondly, based on Feyerabend's (not
Cage’s) idea anything goes, »post-modern ethics« (L. Kramer) too has influenced Globokar, whereby
it does not demand from him to invent something anew, but urges him to react, to respond to
events. It is obvious that the second environment is a mixture of various faces as well as a blend of
compositional and ideological effects, which do not belong to the celebrated exceptions of concert
(»serious«) music.

Such aworld of mirrors, where the present only amounts to a vague pile of »the ruins of modernity«
(A. Debeljak), and where the only solid foundation is the fluctuation of a youthful playfulness and a
mature experience, has resulted in Globokar's display of three »interest areas«:

»The first area is interdependence among performers, the second one deals with the oposition
between music and what lies beyond its realm, while the third interest area maintains that an
instrument could be all which is »scattered around.«

It could be claimed that the third interest sphere is the »generator of sounds« of Globokars's
musical instruments, and is therefore intrinsically linked to the question of each materialisation of
relationships between music and what lies beyond it. The issue of the interdependence of performers
is, on the other hand, an encounter of different musical experiences - various musical histories
and musical segments. Globokar's view of the co-performer, like that of a group musical play, is
based on a typically practical-psychological assumption. Closer inspection of Globokar’s attitude
towards the instrument reveals a psychologically experimental level of research of the musical
in the non-musical objects and procedures which could be to some extent compared to childlike
curiosity and liveliness. This relationship discloses musically creative basic instinct urging towards
the »emancipation of instruments«*, Hence Globokars's interest, applying both to improvisation
and composition, in new performing techniques and means of producing sound from various
instruments.

Consequently, the question arises as to the difference between composition and improvisation.
Globokar in fact has on many occasions emphasised the fact that he does not regard the composition
(the written text) and the improvisation (the text produced on the spur of the moment) as the
same. Furthermore, drawing on his personal experience, he frequently elaborates and comments
on the links between composition and improvisation in terms of general differences. Capitalising
on his tested wisdom, Globokar undoubtedly regards them as different levels of activities: while
the spontaneous idea is fine with improvisation, it does not suffice for composition, as it has to
be amended, altered, even substituted. However, for Globokar’s musical theater could be said -
notwithstanding his own persuasion - that improvising and composing constitute the two halves
of his notion of music: his reactions towards, or interpretations of, the environment. After all,
composition, however abstract, is for Globokar always a deliberated interpretation. »The difference
between both activities is therefore a question of time,«* differentiation of the sound material and
occasion, and not a fundamental question of the musical substance.
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The difference between composing and improvising should therefore be searched in the
degree to which a play of a specific number of musicians expands into a real creative enterprise
with the purpose of telling »something more«. The difference is therefore in the degree to which
»foreignness, banality, nonsense, unpredictability«'® are merging with »joy, play and irony« on the
one hand and »seriousness, anxiety, and doubt«” on the other. Despite the fact that this level cannot
be defined with ease and, moreover, is not typical of all of his creations, the idea of such levels of
transitions should be born in mind when dealing with his works. For Globokar, composing does not
merely amount to arranging tonal and sonorous material which is known in advance; rather it is
an interplay of musical and »beyond-musical« differences which are, as is his way of improvising,
committed to certain responses: be they social-political, compositional-ideological or practical.

Of course this notion of relationality is too vague. Both composing and improvising mean
demarcating, marking of tones, harmonies, sounds as well as taking decisions to come to certain
solutions. Thus the question consequently arises about the relationship between creating (composing)
and disclosing the existent and the sensible.’®

The bulk of compositional solutions Globokar has found could describe his opus as an enormous
wealth of contemplation with sounds. Naturally his compositional treats could not be described
as musical logic, as introduced by Johann Gottfried Herder (1769) and related by musicologists from
Nicolaus Forkel (1788) onwards to the motific-thematic and harmonic network in music. Globokar’s
opus also eludes musical contemplation as defined by some contemporary musicologists. His opus
really features a juxtaposition of heterogeneous sonorous entities. Due to their heterogeneity
as well as the different solutions arrived at in every part, an analysis, showing the principles of
Globokar’s contemplation with phenomena, should amount to the comprehensive expertise about
typology of sonorous constellations, means of producing sound, subdivision of aesthetic structures,
colour combinations and so forth.

Moreover, closer examination of practical solutions found for Globokar’s compositional models
would probably reveal a technique perfection. Such excellence could only be the result of self-
questioning and almost utopian openness towards the musical. This utopianism, however, vanishes
no sooner than Globokar makes the above a circuit of his contemplation with sounds indicated in
his three »interest areas«, where improvisation is embedded between interpretation and invention. To
emphasize again, Globokar's essay In defence of questionableness” clearly shows that the composer
regards the expression inventor (Erfinder) as the second - contemplating - half of improvisation.
Provided thatanimprovisational experience »contributes to the fact that musicisbetter experienced,
understood or felt«®, than it also contributes to the art of interpretation of a specific impulse or
criticism. Bearing this in mind, it would be more appropriate to raise a somewhat different question
regarding the relationship between inventing and disclosing: instead of addressing this difference,
attention should be devoted to the question of creative freedom.

Freedom and »musical language«

»We should always start anew.«?', This conviction is Globokar’s artistic creed. It would be more
appropriatelly to say that the longing for creative freedom is also for Globokar a vital force on
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account of two reason. The first being the fact that litentia artis has set in a throne as classics a
number of composers, in certain respect Globokar as well; whereas the second lies in Globokar’s
desire to create »ever new music« for new circumstances by virtue of his opposition to any form of
a disinterested creation.

Typical of creative freedom of music f the second half of the 20" century, and important for
understanding Globokars works, are three relationships between freedom and its opposite -
captivity. The first relationship is embodied in Cage’s rebellious freedom of the musical institutions
of the West, and is based on the fatalistic conviction about the demise of music as an autonomous
art. Cage’s notion of freedom was definitely one of the milestones of the 20" century, however, all
it could achieve was pave the way towards freedom, rather than attain it. The second relationship
relates to the composer’s attitude towards the past, to the author’s transformation of various musical
historical styles; be it the transformation of various layers of former musical languages (historicism)
or the erasure of borders between them (eclecticism). In addition, the second relationship mainly
refers to the artistic alteration of aesthetic capital (N. Cook) of the western music, to the author’s
dialogues with the musical »past« as well as to the »foreign¢, the »other«. The third relationship
could be seen in terms of a »sociological« antipole or an extension of otherness with more or less
evident cultural, social or political objectives, which help composers (or better musicians) avoid
institutionalised behaviour.

While the second relationship refers to the re-contextualisation of the aesthetic sizes of various
compositional traditions, the third is based on the indefinite possibilities of re-contextualising
various musics and musical habits as foundations for a creative process. Such creative process,
moreover, refuses to be reduced to music as the institution of the art. The third relationship
manifests itself in a perpetual critical sensitivity to common human and political changes. For
instance, in the face of the Balkan bloodshed, Globokar expressed concern about the lack of
response by musicians towards political changes: »Nothing is worse than a cowardly silence!«*

The first relationship, revealing an almost indefinite size of creative freedom, manifests itself in
Globokar’s works as the creative supposition about the »fragmentation of musical language in the
present«. Globokar’s awareness of creative freedom requires time, in which »sonorous experiments«
have literally exhausted sonorous space and erased borderlines between different musical habits.
The second relationship is entirely subordinated to the third. Focus is not on how to transform, but
rather on what to say and how to include meaning. There is, however, a touch of confusion here... »Of
course, I have developed some sort of a language. But this implies my attitude, rather than musical
details.«”® Sonorous patterns, their combinations and structures, divisions, transformations
and metamorphoses are, according to Globokar, codes; or in other words: sonorous parallels of
comprehending the world beyond music. »The more complex the circumstances beyond music, the
more complex the sonorous result.«**

Naturally, it is not a simplified translation of non-musical codes into the musical ones which
occurs here. In this respect, Globokar differs from one work to another. In his essay Acted speech -
spoken music, Globokar draws five parallels between speaking and playing on an instrument: firstly,
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similarity between vocal and instrumental sounds in terms of sonorous colour; secondly, similarity
in terms of articulation; thirdly, transfer of ryhtmics; fourthly, analogy between intonation and
gesticulation; and last but not least, research of gestures and body movement. %

At the performance in Ljubljana, featuring three instrumentalists, three dancers and life
electronics Cactus under electricity (Kaktus unter Strom), Globokar compared music to »the
deliberations between a man, a woman and their child.« He mentioned that music could also be
compared to »a story about the question of power between three men and three women, or to some
extent to the showdown between a tram, a crocodile and a star« An intrinsic linkage between
sonority and conceptuality gives birth to Globokar's sonorous theatre, in which the leading »actors«
are the links between reality and fiction.

His music strives to be a sonorous play of ideas. Without really embracing it, his musical thought
seems to have originated in the gulf between »the abstract« and »the real« on the threshold of
the 20™ century. His creations are sonorous forms of expressing his personal view, of appealing
to what could be incorporated into sound without being heard. In addition, a yearning to unearth
in sonorous forms the codes of other conceptual forms of human conscience does not dissuade
Globokar from the concrete instincts of inventing. Quite on the contrary, Globokar's aristocratic
perfection regards sound as a platform of a play and a medium to examine those instincts, which
link Globokar to his environment.

Globokar is always tied to a certain - be it psychological, situational or philosophical - reality.
His sonority is in perpetual search of a context. Though frequently only implied, the context,
offering an inventor a host of possibilities to form sonorous images, is the foundation of Globokar’s
inventions. Globokar is very open in bringing the unexpressed background to the fore. His almost
utopian openness to the musical, however, should not be understood in terms of complete freedom.
Globokar’s freedom, an illusion which he is aware of, is non-existent as well as comparable to a
similarly implausible conviction that music is exclusively »a world unto itself.« The inventor can only
attain freedom by facing captivity. This basic driving force behind invention applies to Globokar as
well. Globokar’s creative freedom lies in his free selection of his own captivity.

F*kk

Such deliberations shift our attention - this time in the light of the relationship between the
semantics and formability of the musical discourse - to the notion of the musical work and its
equivalence for Globokars music: dealing with sounds. The theory of musical forms of the 50s,
as one of the main indicators of Globokar's musical freedom, plays a significant role in defining
this relationship. Some leading composers at the time confronted the musical work with what
could be called an open form, according to which some composers (Stockhausen) either urged or
(Boulez's variable form) permitted the performer to arrange individual segments of form for every
new performance in another fashion. As this form could be interpreted in various ways, it was
referred to as the polysemous form. This notion, however, did not relate to the possible semantic
interpretations of the various segments, but rather to the »meaning«of the functional hierarchy
between them.
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On the analogy of such a division, Globokar's music could be regarded as an extension of the
meanings of the polysemous form (at the level of sonorous codes) into various ways: either
»inward«s or »outward«s. Such reasoning would, however, be inappropriate. As compared to various
»systematic«, compositional languages (e.g., serialism, sonority, New Simplicity, New Complexity),
Globokar’s language produces an extremely semantic heterogeneity of the meanings of sonority,
which cannot be compared to Cage’s indeterminability and unintentionality, nor to the »globalizing
stance« of many contemporary artistic projects flirting with multimedia evasiveness. Quite on the
contrary, his creations are intrinsically linked to the notion of the musical work, even though his
musical vocabulary is regarded as the extreme extension of the meanings of sonorous sounds.

In sum, Globokar views the invention as an asset of »spirit« and »body«, and the process of
inventing as the language of »spiritual energy«. Globokar, through the medium of sonority, is
perpetually examining and undermining fundamental compositional-historical questions with
the aim of offering another, other - »wider«, »narrower«, »higher« and »deeper« - perspective on
musical creativity, rather than destroying what is worthy. Such an attitude allows Globokar to put
his artistic questions in concrete terms, revealing them in his texts as well as replying to them with
an indefatigable vitality and captivating style in his music.

Naturally, Globokar's view on the role of music, its existence, as well as his attitude to the role of
the musician and the meanings of his work, is open to debate. However, the arguments supporting
his views and the clarity of his attitudes towards the fundamental questions of the musical past,
and in particular his curiosity of different sorts of invention and otherness, put Globokar in the
company of other grand composers and, last but not least, philosophers of music in the second half

of the 20t century.
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