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KOH OCMMUOT BPOJ HA
ARCHARAANEIVI KA

OBo0j ocMu 6POj HA MeryHapOJHOTO HAyUHO CIIMCcaHue 3a HU3Be-
IyBauKy YMETHOCTH ,Apc AKazleMUKa“ ro oOjaByBamMe BO BpeMe
Ha CBeTCKa MaHjeMuja U OIIliTa Kpr3a BO KyJ/ITypara OKOIy Hac.
OMuITeCTBEHUOT KOHTEKCT, YIITe TI0BeKe, Hé MOTUBUpalile ga Ou-
JIeMe HMCTpajHU 3a Ja MoKe Jia TIpuioHeceMe BO 3HaUKTe/THA Mepa
Ila ce 1ogoOpy HaydyHaTa M KyJITypHaTa MUCIIA, IOCceOHO o 00-
jlacTa Ha U3BeJlyBauKUTe YMEeTHOCTU. VI3BeyBauUKUTe YMETHOCTHU
BO OBa BpeMe ce BO Haj3arpo3eHarTa rpyria — mopaju ImpenopakuTe
Ha 37IpaBCTBEHUTE PAOOTHULIM HEMA MOYKHOCT 3a JIMPEKTeH KOH-
TaKT — a Toa e IJIaBHaTa Io3uliija off Koja eJIHO U3BelyBauKo AeJi0
ce para. Ce pa3bupa, JeKa TeMaTHKaTa Ha O6pojoT Gelliie ocTaBeHa
Tpe7] 7la ce TojaBU 3]IpaBCTBeHaTa Kpu3a, HO ce MoKasKa Hej3u-
HaTa arIMKaTUBHOCT, OUIejKu e (poKycHMpaHa Ha ITpoMeHaTa Ha
Me[UyMOT 3a UT'pa U HAUMHOT Ha KOj cOBpeMeHuTe rnepgopMaTuB-
HU YMETHOCTH, HO U TeopeTHuJapuTe U eJlyKaTopuTre o obracra,
MOJKe Jla MIpuoHecaT 3a Jla ce mojo0paTr yCaoBUTe 3a pabora.
MenuyMuTe BO COBpeMeHaTa KyJITypa MMaaT OTPOMHO BiiMjaHUe
1 Bp3 YMETHOCTUTe, a ToceOGHO Bp3 M3BEJyBAUKUTE YMETHOCTH.
OBoj Opoj Ha crimcaHueTo ,Apc AKazleMHUKa“ e IoCBeTeHO TOKMY
Ha BpcKaTa Mery MeIuyMuTe 1 U3BeJyBauKuTe YMETHOCTU U Toa
o] HEKOJIKY KJTYUHU TI03uluu: BivjaHueTo Ha MeIMyMUTe BO T10ja-
BaTa U pa3BOjOT Ha M3BeAyBaukuTe yMeTHOCTU; HoBuTe MeguymMu
1 U3BeJlyBauKUTe YMeTHOCTH; M3BefyBaukuTe YMETHOCTU U OfI-
HOCOT KOH MeJIMyMUTE BO MPOLIeCOT Ha Ipe3eHTalidja. buejku,
CITMCAaHUEeTO e (POKYCHPaAHO Ha HACTAaBHUOT U HayuyeH aKaJeMCKU
Kajap of obsacTa Ha M3BeAyBauyKWUTe YMETHOCTH, OHA IITO KaKo
ypeaHUK Me pajlyBa, 3a 0BOj OpOj e TolIeMUOT MHTEpeC Ha IToMJTa-
IUTe KoJIernu JOKTOPaHIU — UCTpayKyBauu Ja MpUioHecaT CO CBO-
UTe TPY[OBU Bo crnucaHueBo. CriMcaHMeTO To OTBOpa OjyIMyHaTa
ctynvja Ha Anekcanipa IlaBnoBa 3a ,, TeaTapoT Bo epaTa Ha JUTU-
TaJIHUTe MeIUyMHu“, UCTpasKyBame IITO MOKaKyBa Ha KOj HAUWH
CBeTCKaTa IMPaKTUKa ce HOCU CO IUTUTATHUTEe MeIUyMU U UHTep-
HETCKUOT ITPOCTOP U MOKHOCTUTE IITO ' HYIU HOBUOT MeIUYM
BO OJJHOC Ha TeaTapoT. 3a Toa KaKo I7IeflauyoT (BTOPHUOT HajBayKeH
¢aKTOp BO TeaTapcKaTa YMETHOCT, ITIOKPaj aKTepoT) ce ofgHecyBa
BO HOBHOT — JIUTUTAJIEH ITPOCTOP, MUIIlyBa XpUucTrHa l[BeTaHOCKa
BO Hej3uHaTa cTyauja ,[71emador Bo JUTUTaIHUOT ITepdopMaTu-
BeH rmpocTtop”. Ha oBoj HaunH MoOKe Jla ce IMOCTaBM KOMIUJIETHATa
CJIMKa 3a HOBUTE MeJIMYMU aKTepuTe U rjieflaunTe, a UCTOBpeMe-
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HO, HOBO UCTPa’KyBambe Jja ce MOTUBUPA ITPeKy aHaJIUTUUYKaTa CTY-
nuja Ha bojan JlazapoB 3a ,YnoraTa Ha MojlaToyHaTa aHAJIMTUKA
1 BU3ya/M3alidja BO Pa3BUBAakeTO Ha TejlecHaTa apTUKYy/Ialyja
Kaj aktepute“. Bumejku, cekoj HaydeH Tpyn Tpeba ma MosKe Ja ce
arUIMiypa M Ha KOHKpeTHaTa Ilapajurma, 3a oBoj Opoj cMeTam
JleKa e 0COOeHO 3HayajHOo IITO MMaMe JIBe CTYAUU 3a KOHKPEeTHU
npetcTtaBu: ,KomHesx 1o peanusaMm: Toj u Taa ckulia 3a ctyauja“
Ha Carmo Jlumocku u [lean JlamjaHoBcku u ,,CiryuajoT 'CBeTu CaBa’
Bo JAII: BiujaHueTo Ha MOIUTUUKHUOT KOHTEKCT Ha pelleriyjaTa
Ha TeaTapcku npercraBu” on KpuctuHa Jlemosail. IIpBara mpet-
CcTaBa e 3HauajHa 3aToa IITO ce peajiM3upallie BO BpeMe Ha I1aH-
IeMuja, Ha UHTEPHET, CIope[], CUTe TIperopaku, a BropaTa, 3aToa
IITO e elHa O]l Haj3HAUajHUTe MMPeTCTaBM BO HAIIMOT ITOLIMPOK
KY/ITYPEH U OMIITeCTBEH KOHTEKCT. BpojoT (Ha MaKkeJOHCKU ja3uK)
r'o 3a0KPY’KyBa UcCLIprHaTa ctyauja Ha Anu MypaTt Kupuk u Hu-
Kona Hacrtocku 3a ,MenuymuTe U HUBHOTO BjidjaHUe Ha JIyI'eTO
Bo CeBepHa MakeioHMja", MaJIKy MOIIMNPOKA TeMa, Koja Ha CeKoj
yuTaTesl U UCTPasKyBaud Ke My IIOMOTHE BO CO3]laBalkeTo YBUJ, Ha
cUTyalijaTa co MeJUYMCKHOT IpocTtop. HoBrHaA Ha oBoj 6poj e
nmenot ,,JIpyru rimacoBu”, mITo To oOjaByBaMe caMO Ha aHIJIMCKU
jasuK, BO KOj Ce ABeTe CTY[IMU Ha HalIuTe KOJIETU O] HaJIBOP — CTY-
nujata ,Kaparo3“ na Mupcaga Cynuk u ,KyaryparneH mapaiokc:
byrapuja - EBpona“ Ha MupocnaBa KopreHcka. CakaBMe Ha e[THO
MEeCTO Jla MOKe Jla Cce TIPe3eHTUpaaT 1 TPYJIOBU KOU MOKE JIa I10-
MOTHAT U BO eAYKaTUBHUOT U BO UCTPA)KYBAUKUOT ITPOILIEC.

Kako 111To mouHaBMe MUHATHOT Opoj, 0BOj Opoj UCTO TaKa ce 0bja-
BYBa JIBOja3MUHO (MaKeJIOHCKU ja3UK 1 aHTTIMCKY ja3uk). Tpeba ma
ce HarlOMeHe JIeKa CUTe TPYAOBU Ce pelieH3UpaHu aHOHUMHO Off
pecIieKTabuIHA CTPydmhaliy oji objactute. 3a Toa BO OBaa IMpU-
JIMKa UM OJ1arofjlapamM Ha peljeH3eHTUTe U Ha CUTe cOpabOTHUIY,
Ha Daky/ITeToT 3a ApaMcKu ymeTHOCTU — CKoIIje, 3a MojapliKkaTa
IITO HU ja JjaBa IepMaHeHTHO, KaKo U Ha YHuUBep3uTeToT ,,CBeTu
Kupun u Metoguj“ 3a puHaHCHUCKaTa MOAOPIIKA.

W pejaTa Ha aBTOpUTE HA OBa Hallle CIIMCAHKE e [Ia CTaHe eqHO O]l
Haj3HaAuajHUTe CIIMCaHuja MOBP3aHU CO HaydyHaTa BepuduKaiyja
Ha M3BeJlyBauKUTe YMETHOCTH Jla € CeKorall COBPEMEHO M aKTy-
€JIHO.

Bu rocakyBaMm Jia V;KUBaTe BO UNTAETO, [Ia Be MOTUBUPA 3a I10-
HaTaMOIIHU UCTPayKyBakba U ia Oujie TuTepaTypa IITo 4ecTo Ke ja
KOPHCTHUTE.

Ana CtojaHOoCKa
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AmncrpakrT:

EBonylijaTa Ha HOBUTE TEXHOJOTUM U MEAUYMU BO ,JIUTMTAJIHATA epa“ mMa
OTrPOMHO BJIMjaHUE BP3 TeaTapoT Kako crielinguuHa obacT Ha YMETHOCTa U Kyl
Typara. HoBuTe TeXHOIOTUU U MeJIMYMU OBO3MOJKHja CO3[[aBare Ha KOMIUIETHO
HOBM (POPMU HA YMETHOCT, IJITABHO BO PAMKUTE Ha JJUTUTAIHATA KY/ITYpa. Bp3oTo
1 PacIipoCTpaHeTo IINpehe Ha MHTePHETOT, Pa3BOjOT Ha HOBU JIMUHU Ypeau 3a
KOMYHUKalIMja U 1ojaBaTa Ha COL[dja/THU MeJIMyMU TIpeiu3BrKaa paJuKaaHU Mpo-
MeHH BO [AUCTPUOYTUBHUTE KaHAIU Ha KY/ITYPHUTE TPOU3BO/IM BP3 OCHOBA HA HUB-

HaTa AuruTaau3aiyja u geMarepujaausanuyja.

Llenra Ha 0BOj TPYZ, € Jja T'U pasryiefia aclleKTUTe Ha TEeXHOJIOLIKUOT HaIlpeJoK
BO [IUTHTAaIHATa ;062 M HUBHOTO BJlMjaHUe BP3 U3Be/IYBAUKUTE YMETHOCTH, TIOTOY-
Ho TeaTapoT. Ce OCBpHYBaMe Ha eBO/ylidjaTa Ha HOBaTa TeaTapcKa KOMITIEKCHA
YMETHOCT ITOYHYBAjKU O] IIPBUTe MYJITUMe[Ija/THU eKCIIePUMEeHTH KOH KpajoT Ha
50-tute roauHu Ha XX BeK [0 AUTHTATHUTE BUPTYETHU UHTEPAKTUBHU TeaTapCKu
iatcopmu sreHec. Ilpu Toa, rmoarame oji CO3HAHUETO JieKa KOPUCTEHETO Ha BUP-
TyeJIHa TEXHOJIOTHja He caMo LITO OBO3MOKYBa Jja Ce IIPOMEHU ITPOCTOPOT Ha IIpeT-
craBara BO TeaTapcKara 3rpajia TYKy U co37jaBa HoBa (hopMa Ha KOMYHUKaI[1ja co

HY6)'II/IKaTH BO TeaTapoT WJIM HaJABOP O HEro.

[TpBUOT TeaTap MITO KAKO KOMOMHAIIMja Ha TTPeTCTaBa U KMHO, OJJHOCHO Ha aKTe-
PY BO KUBO U (bU/IM CTaHa BOJEUKU KOHIIEIIT, ce TojaBu Bo [Ipara, Yerka, Bo 1958
rojiiHa, a bellre mpeTCcTaBeH 3a MpB MaT Ha Exctio 58 Bo Bpucert. Toj Bo cyiiTuHa cé

yIIITe TIOCTOU U ce HapeKyBa Jlatiepna Mayuka (Laterna Magika).

Kopucrejku npumepu Ha KOHKPETHU TeaTapCKU MPOJYKIIUYU BO CBETCKU PAMKH,
Ke ce o0ujieMe /la O/ITOBOPUMeE Ha ITPAIIAkheTo [0 KOj CTeIleH AUTUTAJIHUATE TeXHO-
JIOTUU U MEJIUYMHU, TUPEKTHO WJIU UHIUPEKTHO, Ke BIMjaaT Ha KOHLIENITOT Ha Tea-
TapcKa MPOoJIyKIMja U KaKBO € HUBHOTO BjIMjaHKe BP3 MyO/IMKaTa Koja riejja KoH-
KpeTHa TeaTapcKa rpetcraBa? OHOCHO, /1ajii U BO KOja Mepa TeaTapoT Ke OCTaHe
3auyBaH BO CBOjaTa KJIaCUYHA [T0jaBHOCT WX Ke ce ITPeTBOPU BO ,,BUPTYeJIHA Urpa“
BO KOja Ke ce 3aryOu OCHOBHATA OJI/TUKA Ha TeaTapoT, a TOa € JUPEKTHUOT KOHTAKT

co nyonuKkaTa?

Kityanu 360poBu: TeaTap, IUTMTATHUA MEIUYMU, XUTIEPTEKCT, BUPTYeJIHA peajl-

HOCT, JUruTaiHa KyJITypa.

TEATAPOT BO EPATA HA
AVNUITANHUGEMEAVIV VI

Anekcanjapa IlaBoBa
YKUM dakynreT 3a ApaMcKu yMmeTHOCTH - CKoIje

Boseg

EnHa off KITYYHUTe YJIOTY HA TeaTapCKUTe U U3BeyBauKUTe YMETHOCTH, UICTOPUCKU
r7IeflaHo, e a ja Tpeau3BUKa My0JMKaTa Ja riefia Hag sugausouo. [loTnupajku ce
BP3 COIICTBEHUTE BEIITUHU U TEXHUKU, U3BeyBAUKUTEe YMETHMIIM Ha MyOJIMKaTa I
IpeTcTaByBaaT ofjpefleHa peajTHOCT CO Koja Taa Ha U3BeCeH HauWH Cce COeUHYBa.
CBecHa 3a usmucaeHocuia Ha cutiyayujatta (Jlykuna, 1998: 174), mybimukarta Biaerysa
BO JIMMeH3UjaTa KpernpaHa oJi h3BelyBauuTe 1 3aeJJHO CO HUB I'0 TOI7IeJIHYBa CBETOT
oJ1 pa3nmueH arosi. Bo oBaa cMuciia Ou peKie fieka TeaTapcKaTa ITpeTcTaBa ImpeTcTa-
ByBa MHTePBEHIIMja BO pea/HOCTa U cama I10 cebe e tiapaiesHa peaiHocil Wiu KAul
BO AupekTHaTa peamHocT. OTTyKa, yroTpebara Ha eJIeKTPOHCKaTa U JIUTUTaiHaTa
TEXHOJIOTWja BO PaMKHU Ha TeaTapoT, BCYUTHOCT, TPeTCTaByBa YMETHUUYKA UHTEPBEH-
111ja BO TeaTapcKaTa MpeTcTaBa Kako UapaienaHa peailHocid, OMHOCHO CBOEBUIEH XU-
Ueptexciu! Bo camarta JpamMcKa ImpeTcTaBa.

Bo mociegHUTe TOAWHY, MUTUTATHATA YMETHOCT IO HAMETHYBA OBOj KOHIIENT JI0
HeBUZIeHU rpaHuliy. [IpeKy pa3inMuHu WHCTPYMEHTU HAa UHTEPAKTUBHATA TEXHOJIO-
ruja 3a BUJIEO U 3BYK, Cera e MO>KHO Jla ce ,M3MaMaTr" ceTuiaTa Ha I7ieJlauoT KO TO
BojiaT BO (DUKTUBHUOT CBET, OJITHOCHO MeHYBajKu ru cdaKamaTa Ha IyOJuKaTta ce
co3flaBa efiHa ,,Jipyra“ yoeqmmBa peasiHocT. OHA IITO TeaTapoT HEKOoralll T'o mpaBet
Npeky npudakame Ha UMUCIeHOCWa Ha cutiyayujaiua off cTpaHa Ha MyOJMKara,
cera ce ITOCTUTHYBa CO TEXHUYKU CPeJICTBA.

HoBurte mMeguymu decTornaTd HajmoOpo ro MOKa)KyBaaT CBOjOT €CTETCKH MOTeH-
1Mjan BO JleflaTa Ha MW3BeJlyBaukuTe ymeTHOCTU. YecTomaTu ce ciaydyBa THe Jia ja
»,3a3eMaT" IeHTpasiHaTa ClleHa W J]a ja TIPeTBOpaT IpeTcTaBaTta BO HEIITO MoBeKe
o/l MpUKa3 Ha TEXHUUYKA BUPTYO3HOCT. 3aTOa HEMUHOBHO Ce HaMeTHyBaaT Tpaliama
KaKo Ha MPUMeP: MOKe JI1 HOBUTE MeJINyMU Jla OTBOPAT HOBU XOPU30HTH 3a TeaTa-
POT WK TO HaMaJTyBaaT HeroBUOT 06eM? Jajii HOBUTe MeJTUYMHU ja MeHyBaaT BpCKa-
Ta Mery M3Be[lyBauoT U I7IejadoT WM ja TypKaaT MyOoiuKaTa Ha3a/ KOH ToJioKkoaTa
Ha MacuBeH nmpumMares?

- XUIepTeKCT e TeKCT LITO COAPKU JINHKOBU J10 APYrY TeKCToBU. TepmuHOT ro usmucnun Tep Hencon
okorty 1965 ropguna. XurnepmeiuymM e TeEpMUH LITO Ce KOPUCTH 3a XUIIePTEKCT KOj He e orpaHnyeH

Ila 6uzie camMo TeKCT: MOKe J1a BK/IydyBa rpaduka, BUIe0 WK 3BYK, HA TpUMep. XUIePTEeKCTOT ce
oiHecyBa Ha 300D, dhpas3a nau mapue TEKCT LITO MOJKE Jja Ce ITOBP3e CO APYT JOKYMEHT WIN TeKCT.
OcHoBHaTa uzieja 3a XUIepTeKCT CUCTEM e leKa OBO3MOKYBa HeCeKBEeHI1jaTHO WIN HeJIMHeapHO
ynTame. Pe3yTaToT e MynTUIMMEeH3UOHATIEH JJOKYMEHT ILITO MOJKe Jia ce ,IIPOUNTa” CO Clieflehe Ha
pas/IUUHU [TaTeKU HU3 Hero.
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EBonyiujaTa Ha HOBUTE TEXHOJIOTUM 1 MeJUYMU BO epaiid Ha eJIeKWPOHUKAULA UMa
OTPOMHO BJIMjaHWEe BP3 TeaTapoT Kako crelrdryHa 0671acT Ha YMETHOCTa U KYJITY-
parta. OcobeHo, Tpeba ia ce UCTaKHE HUBHOTO (DYHKIIMOHUPAae BO [IBa CErMEeHTa: BO
HAUMHOT Ha CO3/]aBabeTo Ha TeaTapcKaTa YMEeTHOCT M BO HAUMHOT Ha KOj TeaTapcKa-
Ta YMETHOCT Ce MCTIopadyBa Jio IyonuKaTa. Bo IpBUOT ciTy4yaj, HOBUTE TeXHOJIOTUU U
MeJIMyMU OBO3MOKHja CO3/iaBare Ha KOMITIETHO HOBU (DOPMU Ha YMETHOCT, T7ITaBHO
BO PaMKUTe Ha INTUTa/IHATa Ky/ITypa. Bo BTOpUoT citydaj, 6p30TO U pacipoCTpaHeTo
[Mpekhe Ha MHTEPHETOT, Pa3BOjOT Ha HOBU JIMUHU YPe/iu 3a KOMYHUKAIIWja U IojaBa-
Ta Ha COLMjaJTHU MeJIUYMHU Tpe/In3BUKaa PaJJuKaTHU ITPOMEHU BO IUCTPUOYTUBHUTE
KaHa/Iu Ha KyJITYpPHUTE TTPOM3BO/IA BP3 OCHOBA HA HUBHATA IMTUTAIM3AII1ja U JleMa-
Tepujasr3anyja. BakBUOT TeXHOIOUIKY HaIpeJIoK WHCIUpUPa He caMO CO3[iaBarbe
Ha HOBU YMETHUYKM (DOPMU TYKY U B/IMjae Bp3 MTpe3eHTaljaTa Ha OCTaHATUTe Tpa-
IUIMOHATHU YMETHOCTU, OCOOEHO MPeKy OBO3MOKYBae Ha MYJITUME/INjaTHU UCKY-
CTBa U UHTEPAKTUBHOCT.

OTTYKa, CO I10jaByBabeTO Ha HOBUTE TEXHOJIOI'MHU, TeaTapoT ce 37001 CO HeBUIIeH!
MOYKHOCTU. BpeMeTo Ha iejcTBO Ha IMpeTcTaBaTa ce ITPoLIpr, OBO3MOKYBajKH Taa Jia
Oupe 3alBpCTeHa co yroTpeba Ha TexHUUKY ypenu. ClieHaTa ja U3ryon KOHKpeTHaTa
ajipeca co BHeCyBamhe Ha HOBO I10jIe Ha BKJIVUEHOCT Ha ITyO/IMKaTa - BUPTYETHOTO.

Kopucrejku mprMepy Ha KOHKPETHU TeaTapCKu MPOJIYKIIUY, Ke ce o0uzieMe /ia ofl-
roBOpUMe Ha IpallambeTo JI0 KOj CTeIleH NUTMTaTHUTE TEXHOJIOIMU U MeIUyMU, -
PEKTHO WIU UHJIUPEKTHO, Ke B/IMjaaT Ha KOHIIENTOT Ha TeaTapCKa MPOAYKIIUja U KaK-
BO e HUBHOTO BJ/IMjaHUe Bp3 MyOJIMKaTa Koja r7iefjla KOHKpeTHa TeaTapcka IpeTcTaBa.
OpnHOCHO, Ianmy U BO KOja Mepa TeaTapoT Ke OCTaHe 3auyBaH BO CBOjaTa KJlaCU4Ha
TI0jaBHOCT WM Ke ce TIPeTBOpU BO ,,BUPTYeJTHA Urpa“ Bo Koja Ke ce 3aryou HeroBaTa
OCHOBHATAa OJIJIVKA, a TOa € gUPeKWHUOW KOHUWAKIW Cco ITy0/IMKara.

OBue auiemu 3a cynOMHATaA Ha MOLEPHUOT TeaTap I10f BiujaHue Ha JUTMTaTHATE
MeIUYMHU Ce TIPeIN3BUK 3a MHOTY MCTPayKyBaul U TeaTapCKU U MeIMyMCKU TeopeTHJa-
PH, Taka IITO [IeJ1 O HUBHUTE COIie/lyBaiba Ce I0jJ0BHA OCHOBA 3a HalllaTa aHa/I13a.

3Hauwy, 11e/ITa Ha OBOj TPYZ, € /ia T pasryiefla aclieKTUTe Ha TeXHOIOUIKUOT Harpe-
JIOK BO JIUTUTAJTHaTa o0a U HUBHOTO BJIMjaHUE BP3 U3Be/lyBAUKUTE YMETHOCTH, I10-
TOUHO Bp3 TeaTapoT. Ke ce obujeMe fja objacHMMe BO Koja Mepa KOPUCTEHeTo Ha
BUPTYeJIHATa TEXHOJIOTHja OBO3MOSKYBA /la Ce TTPOMEHU IMPOCTOPOT Ha TTpeTCTaBaTa
BO TeaTapCKUTe 00jeKTH M KaKBa HOBa (hopMa Ha KOMYHUKaIIAja CO3]laBa BUPTYeJI-
HaTa TEeXHOJIOTWja Cco MyO/JIMKaTa BO TeaTapoT WIM HAJIBOP Off Hero. 3a Taa IiejT Ke
ce OCBpHEMe U Ha eBOJIyI[jaTa Ha HoBaTa TeaTapCka KOMIUTEKCHA YMETHOCT ITOYHY-
BajKU 01 TPBUTE MY/ITUMETHjaJTHA €KCIIEPUMEHTH KOH KpajoT Ha 50-THUTe ToguHU Ha
XX BeK 10 IUTUTAJTHUTE BUPTYETH MHTEPAKTUBHU TeaTapCcKu TyIaTOpMH JieHeC.

TeaTapCcKMOT NPOCTOP U BUPTYEAHaATa TEXHONOIHUja

['maBHaA KapaKTepHUCTUKa Ha TeaTapoT, KaKo (popMa Ha YMETHOCT, € HerOBUOT gu-
pexiieH KOHWAaKW co riefadoT. Jlesm o 0BOj KOHTAKT e moceOHaTa atmocdepa Ha
CIIEHCKHUOT TIPOCTOP, KOja Ha I7ieflauoT MY ja TIpeHecyBa IJiaBHaTA Ujieja Ha ITpeTCcTa-

BaTa. KopucrewmeTo Ha BUPTYeJIHATaA TeXHOJIOTHMja He caMo ILITO OBO3MOYKYBa [a ce
IIPOMEHH MPOCTOPOT Ha IIpeTcTaBara BO TeaTapCKUTe 00jeKTH TYKY U CO3/laBa HOBa
dopma Ha KOMYHUKaLFja co ImyOIMKaTa Bo TeaTapoT Wik HaJBop of Hero. ,,OCHOBU-
Te TeaTapCKU IPOCTOPHU U U3Pa3HU CPeJICTBa Ce MOJIepHU3UpaaT U Ha TOj HAUUH ce
IIPOMeHYyBa U aKTepCcKaTa Urpa u peskucepckuoT Konment” (CtojaHocka, 2018: 188).
I'MmegayoT e caMMOT BKJTydeH BO CBETOT Ha UI'paTa, IITO 3HAUM MMa HOBU MO>KHOCTHU
3a IUpPEeKTeH KOHTAKT CO ITpeTcTaBaTa U Hej3uHUTe M3BedyBauu. ,,Bo rmocrpeskucep-
CKMOT TeaTap ce JeCTpyupa uiejaTa 3a peKMCEepOT KaKo aBTOP Ha IIpeTcTaBaTa U
KOJIEKTMBHOTO aBTOPCTBO Ce II0CTaByBa Kako gomuHaHTHO" (CtojaHocka, 2018: 189).

CoBpeMeHUTe pesKUcepH U ciieHorpadu ce oOUayBaaT Aa OTKPUjaT HOBU MOYKHO-
CTU Ha TeXHOJIOTHjaTa 3a 30oraTyBaibe Ha BepbOayiHaTa ujeja. Ha mpumep, TexHo-
JIoTUja BUgeomauuparbe ce KOPUCTU 3a COo3JaBaibe WIV3UU Ha TPOOUMEH3MOHaIeH
BUPTYeJIeH ITPOCTOP BO KOj MOJKe JIeCHO J1a ce Kperpa U Jja ce MeHyBa eJlHa CIleHCKa
rocTaBKa co Aapyra 6e3 ynorpeba Ha CJIO;KeHH! U CKaIlu JeKopalui. BakBaTa usBezoa
Ha paboT Mer'y TeaTapoT 1 KUHOTO CO3/aBa IIpecejaH 3a HOB KaHPOBCKU (heHOMEH.

Op axTtepurte ce Oapa crelududeH IPUCTAIl 3a Urpaibe Ha YIOTUTe BO TaKa [e-
duHMpaHo creHorpagCKo OMNKPY:KyBame. AKO TpafuLIMOHAa/IHO, clieHorpadujaTa
OBO3MOKYBa [la 'O YyBCTBYBaTe TeaTAPCKHUOT ITPOCTOP KaKo IPBUYHA CpelHa Ha
IIOCTOEHETO, TOTAlll BUgeoMaluparellio Koe BegHalll MeHYBa eJleH IIPOCTOP BO IPYT,
Co37]aBa jacHU acolldjaluy BO ,,KJIUIT CBecTa® Ha COBPeMeHUOT YOBEeK. 3a OBa MPU/I0-
HecyBaaT M MeJUYMCKHUTE COIIP;KMHY Ha MHTEePHET Ha KOU ce HaBUKHAaTH KOPUCHUIIU-
Te 1 KOU T' IIpUHYAyBaaT Op30 Jja CKoKaaT Off e[jHa TeMa Ha Ipyra, [a riefaaT MHOI'Y
WIyCTpalliy, [a pearupaar Ha 6e30poj mapasiesiHu nHpopMalui, 1 caMUTe Jia rpa-
BaT HeIITO BO Toa IIpocTpaHcTBo. OBOj BUI MeAMYMCKH , TPEHUHT" ja (hpopMupa oBaa
HOBa Ny0/IMKa, IO/Ir0TBEHA JIa I'M COoIviea HOBUTE eKCIIeEpUMEHTH BO TeaTapoT.

EnHOBpeMeHO, eleKTPOHCKAaTa TEeXHOJIOTHMja OBO3MOJKYBa Ja ce co3paje ,deMo-
KpaTCKU“ TeaTapCKU ja3WK, pasOUp/IMB 3a MOBEKETO KOPHMCHUIIM Ha IIePCOHAIHU
KomIijyrepu. Hajuecta (popma Ha mpeTcTaByBalbhe Ha COBPEeMEHUOT TeaTap BO OMIIITe-
CTBOTO CTaHyBa HeropaTa IIpe3eHTalldja Ha uHTepHeT. KonKy e rmogobpa Beb-cTpa-
HUIlaTa Ha TeaTapoT, TOJKY e IOoJIecHO 3a IVIeflauoT /ia To Haj/ie MaToT BO HETOBOTO
ITPOCTPAHCTBO U Jla Ce BK/IYUM BO MHTepaKTUBHATa ITOBP3aHOCT IITO My ce Hyau. U
BO TOa IIPOCTPAHCTBO KOPHMCHUKOT Ce OBUKU BO 0bacTa Ha paHTa3UUTe, BUPTYeEII-
HHUTE TEXHOJIOTMH He caMo IIITO 3a0aByBaar, TYKYy M CO3/1aBaar Iojie 3a eKCIiepuMeH-
TUPaibe U aKTya/IM3upahe Ha COLIMjaTHUTe ITPOOJIeMIU.

Bo oBaa cMucIia, CeKoj TeaTap e 3aMHTepecHUpaH Jja I'o MPOILIMPH KPYTOT Ha CBOUTE
CHUMITATU3€ePH, TaKa IITO € Ba)KHO [a COo3/aze KUBOIIMCHA NHTePaKTUBHA C/IMKa 3a
CBoOjaTa JIejHOCT, IO Koja, OjiarofiapeHue Ha MCTUTE TeXHOJIOMU, 01 OUJIO0 JIeCHO Ja ce
BKJIydaT cute. OpraHusupajku pasHu ecTuBaIv U HAaTIIpeBapu, 3a OHKe IITO O1 MO-
JKeJte [1a OUjaT 3avHTepecrupaHy Ja paboTaT co Kamepa, BO ypelyBaihe Ha CLieHaTa,
CO 3BYK, CBETJIO I CHUMathe Ha KPaTKM CIIOTOBU 3a ITPEeTCTABUTE U PeIiepToapoT, Tea-
TApOT HYJIX OTPOMHU MOKHOCTH 3a IpodecroHaniu, amatepu 1 Boriontrepu. Co Toa
ce co3/laBa UyBCTBO 3a ITOyIab0K0 yUeCcTBO BO TeaTapcKaTa okKoiuHa. OBa UCKYCTBO
OBO3MOJKYBa J1a ce BUAu paboTaTa Ha TeaTapoT OJHATPE, IITO Ha JINLIETO MY JlaBa Ofi-

12 13



pelleH ,IakeT* Ha 3Haele U pa3duparbe Ha TeaTapcKaTa YMETHOCT IIPeKy mpusMarta
Ha COIICTBEHOTO MCKYCTBO Ha MHTEPHET.

Bo mocneHo BpeMe cé moBeKe ce KOPUCTU OUMOT BuptiiyejeH weaiiap. MHOTY Te-
aTpU TU JOTIOJIHYBaaT CBOUTE BeO-CTPaHUIY CO BUPTYEJTHU I'OCTYBabha Mo XOTHULIUTE
Ha HUBHUTe TeaTpu, U HyJaT Aa ce riemaaT ¢dpparMeHTH of rpetctaBu. Ha mHory
CajToBU [ieHeC UMa MOKHOCT [ia ce refaaT IMPeTCTaBUTe MIPEeKy UHTepHeT. ABTOpU-
Te Ha BaKBUTE ITPOEKTH YBePyBaaT JieKa OBa e CcollyjajiHa IMporpama HacoueHa KOH
OINIITaTa JOCTAIHOCT Ha TeaTapoT 3a HajroieM Jejl pa3InyHa MmyosimKa.

BoBeayBame Ha HOBUTE TEXHOAOTMM BO MOAEPHHOT TeaTap

HabnynyBameTo Ha MCTOPMCKUOT ITPOLieC Ha BOBeyBakhe Ha HOBUTE TEXHOJIOTUU
BO MOJIEPHMOT TeaTap 1 TpaHCcopMalMKTe IITO KaKo pe3y/ITaT Ha Toa HacTaHyBaaT
BO TeaTapCKUOT ITPOCTOP ja pacBeT/yBa TpaHcopmMaliijaTa Ha TeaTapoT O] HeroBa-
Ta HajpaHa (popMa KaKo oOpefieH TeaTap [0 JeHEeUIHUOT MeJInjaTu3upaH TeaTtap.

Ha kpajoT Ha XIX Bek, Kora ce 1ojaB1d KUHOTO, MHOT'YMUHA Oea CUT'YPHU [eKa Tea-
TapoOT KaKo yKaHP HAcKopo Ke n3ympe. Celtak, KakKo ILITO CJIMKapCTBOTO He McYe3Ha
co rojaBara Ha (poTorpadujara, Taka 1 TeaTapoT COOUEeH CO MHTEH3UBHUOT Pa3Boj Ha
IUTUTATHUTE MeIMYMHU yCITea Jla Hajjle HOBU HAUMHU 3a JIUjaJior CO IIefjaunTe.

Bo cpenunaTa Ha XX Bek f10j/ie 10 MOKeH pa3Boj Ha eIeKTPOHCKAaTa TeXHOJIorHja.
OTIIpBUH, TOa Ce KOPUCTelle BO BOEHU LieJIM K BO HayKaTa, HO Op30 cTaHa MHTEpec
Ha VMETHULIMTEe KOU JIo0Mja MOKHOCT [a I'o IIPOIIMpPAT CBOETO II0JIe Ha KpeaTuBeH
apceHaJ1, 3aMariyBajKy M I'PaHUIIMTE Ha KaHPOBUTe, OjlarogapeHne Ha TeXHUUKU-
Te CpeJiCTBa, IIPETXOQHO HEeIpUMEeHEeTH BO yMeTHocTa. HeorpaHnueHuTe TeXHUUKU
MO>KHOCTH M OBO3MOKYyBaaT Ha MoJiepHaTa YMEeTHOCT Jia ce BKJTyUM BO Hajpa3HOBU]I-
HUTe Mpo0JIeMU Ha HallleTo BpeMe, CO3/iaBajKu HOBU 00/1aCTU Ha eKCITePUMEHTH, T10-
BP3YBajKU pa3/IMUHU }KaHPOBU HA YMETHOCTA BO €JIeH ITPOU3BO/I.

BoBefiyBameTo Ha efleKTPOHCKaTa TEXHOJIOTHja BO TeaTapcKara Ipakca He e CKO-
peliieH u3yM. TpoiuMeH3MOHATHU MOJIe/TA U TPOJIMMeH3oHaTHU (hoTorpadun BeKke
JIOJITO BpeMe ce KOPUCTAT BO MCTOpUjaTa Ha TeaTapcKaTa apxureKkrypa. [IpBure mys-
TUMeIIUjaJIHU eKcriepruMeHTU fatupaatT o 1890-tute. HuBHaTa eBomylivja MIOMUHYBa
HU3 ciMuHU (pa3u HaceKajie Kajie 1ITo Ousie cripoBeieHu. Bo mpBaTa ha3za ce momaBa
HapaTtop Ha HeMUOT UM, Bo BTopaTa ¢asza ce KOMOMHUPA MPOoeKIrja Ha TT03a/1u-
HaTa BO TeaTapoT CO aKTepHU BO >KUBO, BO TpeTaTa (ha3a ce BOBe/lyBa HaM3MeHUYHA
MpoeKIija Ha WM U HacTaHWTe Ha CIieHaTa, U BO ueTBpTara pasa ce cydyBaaT WH-
TepaKIUM Mer'y akTepuTe BO KMBO Ha crieHaTa u urypure Ha (pUIMCKOTO IUTaTHO.

[TpBUOT TeaTap IITO KAKO KOMOWHAIIMja Ha MPeTCTaBa U KMUHO, OJTHOCHO Ha aKTepu
BO ;KMBO 1 PUJIM, CTaHa BOJIEUKM KOHLIEIIT, ce TojaBu Bo IIpara, Yerka, Bo 1958 ro-
I1HA, a 3a MpB I1aT e mpeTcTaBeH Ha Exciio 58 Bo bpuces. Toj Bo cylITUHA C€ YIIITe
IIOCTOU U ce HapekyBa Laterna Magika. Ilo uneja Ha peskucepurte Jo3ed CBoboma u
Andpen Pafiok Bo TeaTapCKUOT MPOCTOP Ce COeuHUja 3BVK, CBET/IO, IAHTOMUMA,
TeaTap Ha CeHKU, LIUPKYC, KYKJIeH TeaTap 1 APyro. 3BYKOT 1 BU/IEOTO, ITPOEKTHUPaAHU

o[l Kab1HaTa Ha OIepaTopoT KaKo BO KMHO, KAKO OIMUIIMBA M3Be0a He Io OIToBapy-
BaaT r'OBOPOT Ha aKTepUTe, TYKY I'o UCIIOJIHYBaaT CO IIOCeOHO 3HauUele Yrja CMHUcsIa
ITOCTOU Ha paboT Ha arcrpakiujaTta. OBa Oellle HOB HAUMH Ha BJIMjaHUe BP3 MyOJIN-
KaTa, Kajie LITO U3Begbara e obeuHeTa He CaMO CO MY3MKa TYKY U CO MeIUYMCKU
TEXHOJIOI'MH LITO I'o II0J00PyBaaT U I'o 3acujyBaaT ayaquOBU3YEeIHOTO AejCTBUE.

»~ABTOpUTE Jo3ed CBobOoma u Andpen PaioK 11e/I0CHO I'o CIIpoBeioa IIPUHLIUIIOT Ha
WHTEPAKTUBHOCT Mer'y TeaTapoT U (WIMOT U pelurja 6pojHU crielTuUIHU TeXHUUKU
Mpo0JIeMU CO 11eJT Ia Ce TIOCTUTHe CUHTeTHUYKa (hopma Ha ymMeTHOCT. Of TeXHUUKa
rJiefiHa TOYKA, 3a /ia JIoj/ie 70 ueasHa MHTepaKIiifja TIoMery KB aKkTep Ha clieHaTa
(TaHuap, My3U4yap 1 CJ1.) ¥ aKklFjaTa IpUKakaHa Ha eKpaHoT, IIoTpeOHa e COBpIIeHa
CUHXpOHU3aIuja. /IBeTe KOMITIOHEHTH (TeaTap U hUiM) He ce HUTY CIIOeHU BO MeXa-
HHUUKa poTaliyja, HUTY, IakK, CyKaT caMo 3a J]a ce HAJIoMOIHYBaaT Wiy WIyCTprupaaT
€JIHU CO JIPYT'd, TYKY THE Ce paMHOITPaBHU MapTHEPU KOUW reHepupaaT pa3sHOBUIHU
BPCKM ¥ HOBa OpraHCKa IiejinHa.

OrpoMmHHUOT ycriex Ha Laterna Magika Kako opMa Ha eKkcliepumeHitianieH tiea-
ap VHCIIUPUpAILle IMPOKa IUCKYCHja 3a MOHATAMOIIHNTEe MOKHOCTHA HAa HOBU-
OT MHOBaTHBeH >kaHp. Ce MCITOJTHMja OUeKyBamwara Jieka Toa JioBeJie Jio ceorida-
TeH pPa3Boj Ha HACTaHUTe BO CLIEHCKUTE CTPYKTYPH, M Ha KPajoT IypH U [0 TTojaBa
Ha HoBU mpamatuuapu® (Tajtakova, 2014: 3).

OTTYKa, IpOLIeCOT Ha UCTPAKyBAbeTO I'M PAa30TKpUBa IMPOMEHUTE LITO HacTaHaa
BO TeaTapoT U TeaTapCcKaTa YMETHOCT T0/T B/IjaHie Ha MOJIEPHUTE MeIUYMCKU TeX-
HOJIOTUM.

TeaTtapoT U AUFTUTAAHUTE MEAUYMMU

TeaTapckatTa TTpakca, TBOPEIITBOTO BO TeaTPUTe U MPOMEHUTE IIITO HACTaHyBaaT
107, B/IjaHue Ha TEXHUUKUOT Pa3BOj Ha MeJIUYMUTe TM HaOJbyIyBaMe HU3 HEKOJIKY
KOHKPETHU ITPUMEPHU.

Bo TpumMmeceuHaTa crienipjayiusupana nyonukaiuja (New Theatre Quarterly Essay)
op asrycr, 2001 romuHa, Bo u3gaHue Ha yHuBepsureToT (Cambridge University
Press), 6putanckuoT mpodecop ba3 Kepiloy ja HarmacyBa 3arpr>keHocTa Iopaau
YHa3aJlyBamkeTO Ha CTATyCOT Ha OpPUTAHCKUOT Tearap, COCTOj0a IITO TOj ja OIMIIyBa
KaKo Weatlap Ha Kpajoul og couctiBeHalla jamka, BeKe BO HAacJIOBOT Ha HErOBUOT
Haruc (Kershaw, 2001: 203). Jlecriu A. Beup Bo cBojaTa aHasii3a Ha ecejoT Ha Kepitoy
Benu: ,,3a Kepimoy, TearapoT Bo bpuTtaHuja e Bo OIMacHOCT, CO HaMaJieHa yjiora BO
KYJITYpHaTa KOHBep3alluja, CTarHaiyja BO apTUCTUUKOTO eKCIIepUMEHTHPake, U Ca-
MOCBECHOCT JileKa MHOT'YMUHaA ja I7ieflaaT HeroBaTa ceraiiHa (popMa U ImpaKkTHKa KaKo
HepeaJsiHa U HeoO1uHa. HeroBHOT ecej ro roTeHLMpa pa3odapyBambeTo Ha MHOI'Y Tea-
TapCKU PEeKUCEPU U TIPOMIYIIEHTH, KOM U3pa3yBaaT 3arpiyKeHOCT BO BPCKa CO UCUEe3-
HYBameTo Ha JjoBepbaTa BO TeaTapoT U UYBCTBOTO Ha aBaHTYpU3aM, HeroBaTa HEMOK
Ila T pelllaBa U [a OArOBOPHU Ha aKTYeJIHUTE OIMIITEeCTBeHU oTpebu. OLieHyBajKu '
pacTeukuTe COMHEKHU JieKa OpUTaHCKUOT TeaTap ja ryou cBojaTa COOIBETHOCT U MOK
Ha aHra)kupaHocT, Kepiioy ro nzeHTugUKyBa KyJITYPHOTO CBPTYBaibe Off aHaJI0THO
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KOH JIMTUTA/IHO KaKO MPBUYHA MPUYMHA Ha KpU3ara — U IMPUYrHa 3a CTPaxyBambeTo
Ha MHory Tearapcku akrepu” (Curry, 2001: 54).

Axo ecejot Ha Kepiroy yriaTyBa Ha eKCIuio3ujaTa of, JUTMTaIHU repdopMaHCU BO
1990-TuTe 1 Ha cTpPaBOT O[], HUBHMOT ,yI1aj"“ Bo TeaTapoT, Jleciu A. Beup cmeTa ieka
,2009 roiHa e UCTOPUCKA rofliHa KOra HoBaTa MeJyMCKa TeXHOJIOTr1ja ja TIoTBPAY-
Ba CBojaTa JIeTUTHMHOCT M 1IeJIOCHO ITo0eyBa BO OpUTaHCKUTE TeaTapCcKu repdop-
maHcu“ (Curry, 2001: 55).

IleHec, 6e3 coMHeHMe MOKe Jla ce TBP/IU JeKa OPUTAHCKUOT TeaTap e mequjaiiiu-
3upan (Megujattiusayujattia TyKa BKJIYUyBa UM CATEJIMTCKU CUMYJIALIMN, OUTUATATHU
CHMMKHU, IIpe3eMarba MIPEeKy MHTePHEeT, KaKo U e(eKTU Ha OUTUTAIHA MegUuyMWU,
KOPUCTEHU BO CIIEHCKM IIpeTcTaBM). M TMOKpaj npeymnpeayBamara U MpeTxogHaTa
MaHUKa BO TeaTapcKaTa 3aeJHUIIA, TeaTapoT ' ,IIperpHa“ u copaboTysailie o IU-
FUTaJIHATEe MeJUyMU Ha HAUMHU Ha KOU caMO HEKOJIKY F'OJIMHU ITPeTXOJHO Toa He MO-
Kele ga ce 3amucin. l'oguHara 2009 e mepuop Ha orpoMeH OPOj HOBU BJIOKYBatbha
KOM I'0 HOCaT OPUTAHCKUOT TeaTap BO IVI0OAJHUTE JUTHTAIHU MPEKU, BIOKYyBarba
KOM IIpedu3BHKaa He caMo ITOMHAKBa KOHIIeI[Yja 3a MmybjMKaTa U UcIopaKkara Ha
L,AIpOU3BOUTE" TYKY U 3a JlebrHUIIMjaTa HA CAMUOT TeaTap. ,,JIeToTo Taa rojiHa ce
110jaBU MPBUOT JIe/1 Of, ITPOEKTOT BO KUBO Ha HayuoHaaHuow teatuap, CUMysalijja
Ha BHCOKOLIeHeTOTO IPOM3BOICTBO Ha Pegpa, BO Koe T7yMea XejieH MupeH u JloMmu-
HUK Kyriep. ITepcdopmaHcoT ce emuTyBallie Bo KMBO Bo Benmka bpuranuja v Bo mo-
BeKe oOf] lllecHaeceT Apyru 3eMju, BKiyayBajku ru: CAJl, ABctpanuja, HoB 3enann u
Martra. HajaByBajKku ro Kako rojiieM ycriex, eMUTYBarbeTo ce MojaBu Bo Hafl 270 KuHa
npep okony 50.000 rinegaun. Taa roguHa, MCTO Taka, 3arioyHa u mpoekTort ,ClieHa
Ha eKpaHoT Ha I'puHuu TeaTap, co Jokrop Payct u DaxynreT 3a ckanganmu® (Curry,
2001: 55).

EnHocTaBeH nmpuMep 3a OUTUTaJIeH TeaTap MOKe Ja ce cMeTa IMPUKayKyBaibeTo BO
JKMBO Ha TeaTapCKUTe TPETCTaBU Ha ojijlajiedeHu JioKaluu. Taka, rpeMuepara Ha
JIOHJIOHCKaTa IPoAyKiMja Ha Xamjeul, Ha IIpuMep, MOJKe [ia ce r7iefia BO KMHO BO
peruoHasieH rpaj Ha CTOTULIM KWIOMeTpHU ofmaneueHocT. Cerak, BaKBUTe HaCTaHU
Ha CKPUHUHT BO JKMBO He ce 6e3 orpaHWuyBamba. TaKBOTO MCKYCTBO MOKe /Ia HOCHU
,OIMAaCHOCT" 3a M3BeAbaTa BO KMBO, OUMIEjKU YUECHUKOT BO pervoHajiHaTa IyonKa
€ BCVILHOCT U3JI0yKeH Ha (DUIMCKU pa3sMUIC/IyBaiba, IIPU IIITO HETOBOTO OKO € BOJIeHO
Ia ce hoKycHpa Ha ofipejeH! aclleKTH KOU BeKe ce ofi0paHu Ofl CTpaHa Ha KBajiudu-
KyBaH peskucep u TexHudap. [Tokpaj Toa, IOCTOU TeH IeHLIMja Ha HeHaMepPHO OTYIy-
Baibe, O1IejKu aKTepuTe, U3BeAyBajKu BO JKIBO, ja cemar rmybarKaTa Kako pearupa
pep HUB Bo JIOHIOH, HO He 1 BO HEKOj ofijjajiedeH TeaTap. Bo TakoB ciiyuaj, ce jaByBa
ofpeneH guctiapuiieiti Ha ceH3ayuja U TaKBOTO UCKYCTBO MHOT'YMMHA I'O CMeTaaT 3a
TpaAuliroHaHa bapuepa Ha eKpaHoT, HU3 KOj TeaTapoT, KaKo IITO I'o JOKUBYBaMe,
ce obuayBa 1a ce mpodue.

»,HajcoBpeMeHaTa yMeTHWUKA TeXHOJIOTUja HaBJIeTyBa BO KOHIIETITOT Ha TeaTapcKa
pOayKIIMja, mpeky 3/1-cIMKHW, 3aMeHyBajKu ja clieHCKaTa M TeaTapCKaTa TeXHUKa.
MockoBcKara mnpogaykinja Ha [llekcriupoBuoT Xamaeid co HaciaoB Xamaeiu | Koaax
u3BeneHa oz Pobept Jlemnask Bo Teattiapoiu Ha Hapoguitie Bo 2013 romuHa Ci1y>K1 KaKo

mobap npumep. EmeH equHCTBeH aKTep BpaMeH BO IIpa3Ha MeKo 00JI0KeHa KOLKa
I'd UTPa CUTe eIMHaeCceT JIMKOBU BO IIpeTcTaBaTa. OBa ,one-man show* e 3acuieHo
CO IMpoMeHa Ha aMOMEeHTOT IIPeKy TEeXHOJIOIIKaTa Marvja Ha cBeT/ia Bo 00ja, CJIIMKU
U pOTallMy Ha Kollkarta. IIpeTcTaBaTa ordaKa TeXHOJIOIIKO COMUCTULIMPAHO PaKy-
Bame CO XUITePBOJIYMEHCKMOT KBajJIpaT BO KOja IIPOIYLIEHTUTE IIPaBaT CEKaKOB BUJ
Maruja co IpoCTOPOT, I1a AyPHU U co37aBaaT 6ecTesKMHCKA cocTojoa. ITpeky HeKOJIKY
OTBOPM Ha KOIIKaTa, aKTEePOT MOJKe Jla IIOMMHYBa BHATpe W HaABOp Off ,HETOBUOT
KOCMMUKU IIPOCTOP*, IPUTOA MEHYBajKU I'M MACKHUTE, ja3MKOT U IeCTOBUTE, KOU Ce
TpaHcopMUpaaT Bo 3aBUCHOCT O U3ITIEJIOT Ha epara BO Koja ce Haoraat. Peskuce-
POT T'o OTC/IMKYBa XaMJjIleT KaKo MallieHT Ha ,,00/TH1 BpeMumba“ — Ha MUHaTOTO, Kora
TOj Oellle ompaBaH 3a yOMCTBOTO Ha [lo/loHU)j, 1 Ha COBpeMeHOoTO ,,00/IHO Bpeme*
KOT'a YOBEUKOTO [IejCTBYBamhe CTaHyBa Ce TMOoBeKe 3aBMCHO O]l HOBaTa TeXHOJIOTHja
KOja ja rpe3eMa KOHTPOJIaTa Bp3 HETOBOTO OJIHECYBakhe U JIOHECYBaHe OIJTYKU.

CoBpliiieHU 3BYK, My3UKa U BU/IEOC/IMKU 'O Ofi3eMaaT 3JUBOT JIofleKa aKTepoT I10-
BTOPHO He 3aBPIIIM BO JIyJlauKa Kolly/ia. TeXHOIOIKY Mpeiu3BUKYBauUKUOT Itepdop-
MaHC BKJIyU4yBa CHUHXPOHU3MpPaHa aKiUja Ha HEKOJIKY ,CKprueHu akrepu“. MOCKOB-
cKaTa u3Bebda KaKo [ejlo Ha efleH eMUHEeHTeH M MeryHapOHO IMO3HAT peKucep e
orJiefiajio Ha CBETOT BO KOj ;KBeeMe, Ha UT'pa BO UTpa, WK Upeticitiasa 8o Upeticiua-
sa Oe3 orjie[] Ha 3eMjaTa BO Koja mpeTcTaBaTa e BoctaHoBeHa“ (Podmakova, 2015: 78).

CoBpemeHUTe MegUyMH MMaaT CWJIHO BaujaHue u Bp3 Xamsew Ha Illexkcrnup,
ITPOIYLIMPaH Off eBPOIICKU [MO3HATUOT YHrapcKu peskucep Pobept Andongu. ,IIpu-
KasHaTa Ha HeroBHMOT XamJleT U3BeJleHa Ha cioBaukara cieHa Bo 2001 roguHa e
MIpUKa3Ha Ha efeH MJyIaJ] YOBEK BO OTYI'€HO 1 eMOLIMOHAJIHO UCITPa3HeTO OIKPY-
’KyBame BO Koe IpPUpo/iHaTa KOMYHUKAallMja MOCTeIleHO ce 3aMeHyBa co 'TlameTHa’
TexXHOoJIoTHja. XaMmJIeT Jioara Ha clieHaTa co POJIIIYU U To Ijiefja AYXOT Ha HeroBHUOT
ITOKOEH TaTKO Ha KOMITJYTEPCKUOT eKpaH 1 KOMYHULIPa CO HEToO IMMPeKy KOMITjyTep.
Kopuctejku ru undopmaluuTte of, 0BOj U3BOpP, XaMJIeT IIpe3eMa akKijdja LITO He e
caMo TparuyHa 3a KpaJICKOTO CeMejCTBO, TYKY U 3a 3emjaTa. Toj Hema HU HajMaia
yjeja nexka Oui KpTBa Ha XaKHpambe KaKo el off IIOJINTUUYKKTe Urpu 1 bopobara 3a
MOK. Bo oBoj noryeq, mpoaykiidjaTa Ha Aoy He e caMo TIOPTPeT Ha efleH MiTaj
YOBEK KOj ce 0OpH 3a MpaBfa M KasHYBamke Ha 3/I0TO TYKY U UCKIYUYUTEJIeH MIPU-
Ka3 Ha 3J/ioyrnoTpebaTa Ha TeXHOJIOrMjaTa 3a JIMUHa KOPUCT U BO MHTEpeC Ha emHa
rorojiemMa rpymra. Pe;kKucepoT KOpPUCTH rojieM eKpaH 3a IyO/JIMKaTta Jla ' [IPounTa
TOpaKuTe Ha MPTBUOT KpaJl 10 HeTOBUOT CUH, JofleKa, MMaK, TocjeiHaTa clieHa Ha
nyenoTr Mery Xamier u Jlaept, mybsMKaTa MMa MOKHOCT [ia ja cjied Ha MaJIuTe
MOHUTOPU UHCTaIMpaHu Ha sugosure” (Podmakova, 2015: 79).

TeaTapoT Kako BUPTYeAHa peanHOCT

OBaa aHanu3a Tpeba fa 6ujie Bo hyHKIMja Ha 3HAEHETO U Pa30UpameTo Ha Biuja-
HHETO Ha AUTUTaJIHUTE MeOUYMH BP3 TeaTapcKaTa YMETHOCT CO IIeJT pa3pellyBabhe
Ha aueMaTa Jaji Toa ro YHarpeayBa TeaTapoT WM, T1aK, TIPUIoHeCcyBa TeaTapoT
Ila ja M3yOM CBojaTa M3BOpPHA YMETHUUKA IIpojaBa KaKo eJleH BUJI ,,00peeH TeaTap”.
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[Tpu Toa, Tpeba /1a ce UMa TTpeABU/I JieKa 3aTa/IHITe TeaTPosIo3u CMeIo To feUHU-
paaT TeaTapoT KaKo UpBa BUPUIYEIHA peasHOCll BO uclilopujaiia. 3a TeaTapCKUTe
yMeTHUIIU off VICTOKOT, TIaK, TeaTapoT e Tipe]] cé ,JKUBOT" U Ccé VINITe efieH Buf, ,,00-
peneH Teatap".

IlebaraTa Ha TeMa , TeaTapoT Bo XXI Bek“ e rimaBHO mofeneHa. MoHorpadujaTta 3a
LBuptyenture teatpu” o I'abpues Ilanaku (2004) e KapakKTepuUCTUUHA 32 OBaa TeMa
KOja cTaHa cepro3Ha aKajieMCKa HayuyHa paciipaBa. Pyckuot TeaTposor TpyOouKuH
(dMuTpuit BnagumupoBuy) Bemu: ,,Hekon aMmeprKaHCKU TeaTPoJIO3M CMeTaaT JieKa
TPOIMMEH3UOHAIHUTE MOJIeIM BO TeaTapoT My IToMaraaT Ha I7IegadoT Iogoopo ma
ro 3aMMCJTA TeaTapCKUOT mpocTop. IIpoTuBHUIIUTE Ha OBaa Te3a Of] pycKaTa IIKoJIa,
MaK, TBPAAT JeKa TPOAUMeH3MOHaJIHATa C/IMKa He MOyKe HU OfIJ1aJIeKy [1a ja perpomy-
Lpa JMHAMUKaTa Ha peajlHoCTa, a CaMUOT MOZeJI caMo ja ryiiu paHTasujaTa co IITO
rybar u TeatapckaTa yMeTHOCT U nyonukara“ (Tpy6oukun, 2006: 3).

Kako 1iTo BeKe HarioMeHaBMe, 3a TeaTapCKUTe YMeTHUIIU o7 ICTOKOT TeaTapoT e
per cé ,,KUBOT" 1 TTOBP3aHOCTa Ha TeaTapoT U peajTHOCTa e ITPeMHOTrYy TojieMa, Taka
IITO 3a HUB e TeIlIKo npudaTinuBo AeUHUPAHETO Ha TeaTapoT KaKko Upsa Bupitiye-
Ha peasiHocul. Toa HajBepojaTHO ITPoOU3JIeryBa U ofl Pa3IMYHOTO MOMMakhe Ha TOMMOT
,BUPTYeJieH".

TepMmuHUTE BUPTYEJTHOCT, BUPTYe/IHA CTBAPHOCT, BUPTYeJIeH peasin3aM IMOTEKHY-
BaaT o] BTopaTa MeJuyMCKa epa oji KpajoT Ha XX BeK U ce HelloCcpegHO Bp3aHU 3a
HOBaTa KOMIIjyTepcKa TexHojioruja. CMHTarmara supiiyenHa cuisapHociu (virtual
reality) e koBanuila Ha Ilepon JlaHujep, mpeTcemaTesl Ha KOMIIAHMjaTa 3a BU3YeIHU
nporpamcku jasuiiu (VPL) om Kanudophuja. JlaHujep U3MUCINIT HOCeOHN paKaBULIY,
KOCTHUM U Kallura CO BrpajieH MOHMTOD 3a ,HypHyBaibe“ BO CUMYJIMpaHaTa CTBap-
HOCT, T.e. (PU3UUKU MTPECTOj BO ,I'papUUKU U ayIuOCBETOBU KOM Ce 3aeMHO eKCITpe-
cuBHU". TepMUHOT BUplYesHA CIUBAPHOCTU OITHIITYBa HETOCPeIHO NOKUBYBakhe Ha
CUMy/IMpaHa CTBApHOCT, cpeJida co KOMITJYTePCKU OKMBOTBOPEHU TeJla U MHTEPaK-
LIMja Ha TTPUMaApPHOTO YOBEUYKO OMOTEJI0 CO CYIITeCTBa U CBETOBH INTO TU ITPOU3Be-
IyBa KOMITjyTepCcKaTa TexHosioruja. I1pobreMoT Ha BUPTYe/IHOCTa He € caMO TeXHO-
JIOLIKH, TYKY [IJTAOMHCKO (prI0CO(PCKO U KYITYPOJIOIIKO ITpallamke Ha MIPeMUHOT Of
XX Bo XXI Bek. HoBuTe BUPTYe/THU MOMMU He Ce caMO MOJla, TUe Cce HOB ITorJie] Ha
HelllTaTa. BHaTpelliHaTa TaBTOJIOTHja, OUMIJIe[IHA BO CIIOjOT Ha MpuiaBKaTa ,,BUpTye-
JileH" cO UMeHKaTa ,,CTBapHOCT" 1 ,peajin3aM*, YIIITe CO TIPBUOT AOMUP ITPOMU3BeIyBa
cuiieH eheKT Ha OuyayBaibe — HajaByBa cpejida co HEKOj HOB TUIT MOKHA CTBapHOCT,
eJHaKBO CTBapHa WM IIOCTBAapHa Off CTBApHOCTA Ha Koja cMe HaBUKHATU. MHOTY e
WHTepecHa eTUMOJIOTHjaTa Ha CAaMMOT TEPMUH, KOj € HeoOudeH U 110 aMOuBaJjIeHT-
HOTO 3Hauele Ha IMpPUJaBKaTa ,BUPTYyesleH" (aT. virtus — XxpabpocT, cuia, nobmect):
1. cuneH, jak, criocobeH, HO U 2. HeCTBapeH, 3aMUC/IeH, BooOpa3eH Uik CKpUeH, MO-
>KeH, noteHujaieH” (Opauk-Tonuk, 2013).

KpajHO CIIpOTMBCTAaBEHOTO 3HaAueHe Ha MOMMOT ,BUPTYeJieH® o7l CuJieH, jak o
CKpHEeH, HecTBapeH, BooOpaseH, e BO OCHOBAaTa Ha Pa3JIMUHOTO MOMMake Kora CTaHy-
Ba 300p 3a TeaTapoT U HOBUTe MeuyMu. OTTYKa, BOCIIUTYBAauOT Ha MJIAJILOT HacIe]I-
HUK Ha ITPECTOJIOT OM MO3KesI Jla ce Hapeue ,, BUPTYesieH Kpasr“, O[fHOCHO ,BUCTUHCKU

Kpan“, Ouziejku criopef] HErOBUTE CBOjCTBA TOj € TOKMY KPaJIOT, MaKO CIIOpe]l Hero-
BarTa ro3uiyja Toj He e. Ho, uCTHOT 300p 3HaUM CIIPOTUBHO Ha Pa3/IMUHU ja3uIIN: PY-
CKHOT ,,BUPTYeJIeH Kpasl“ BOOIIIITO He € HUKAKOB Iiied, TOj UCTO KaKo /ia He TIOCTOU,
JloJleKa aHTTIUCKUOT ,,BUPTYeJieH Kpasl“, HallpoTUB, OCTaHyBa MOTojieM KpaJjl OTKOJIKY
U caMHUOT Kpat!

PaznuuHuTe CeMUOTUYKU C(baKa}ba Ha eleH UCT TePpMHUH KaKo LITO e ,,BI/IpTYEHeH“ HA1
roBopart 3a ,Z[Ha6OKI/ITe ITPOMEHHU HIM3 KOM MMHYBa COBpeMeHaTa KYJ/ITypa U1 3a yjioraTta
IITO THE ITPOMEHU ja nMaaT BO TeaTapOoT M BO YMETHOCTaA BO LieJIMHa. CYHTI/IJ'[HaTa rpa-
HHUIIa MeFY MOOEPHUOT U TPaAWMLIMOHA/IHUOT TeaTap, KaKO CTEIIEH Ha MO,[[PICI)PIKHI_II/Iia
Ha CYIITMHAaTa Ha TeaTapCKaTa YMeTHOCT, Ke 3aBUCH TOKMY O]] TIOMaJIOTO MJIN IT0T'oJie-
MOTO KOpHUCTEelhe Ha HOBUTE JUT'MTa/IHM TEXHOJIOTMHN BO TeaTapCKaTa ITPpaKTHKa.

3aknyuok — Op o6peaen A0 meaujaTU3MpPaH TeaTap

TeaTapCKI/IOT IIPpOCTOP, KaKO MEeCTO 3a MHTEJIEKTYa/IHO MCTPpasKyBakbe, BO epaTa Ha
HOBUTE TEXHOJIOTMKM OTBOPA HEKOJIKY BaKHU ITIO3UILIMN Ha T€aTapoT.

[IpBo, TeaTapoT, KaKo BasKeH ypbaH Ky/ITypeH ,,00jeKT", ro HaJ]IMUHYBa CBOjOT KOH-
LIETIT Ha TIOCTOEHE U CTAaHYBA /IeJl Off CEBKYITHOTO KYJITYPHO U OMIITECTBEHO JKUBE-
etbe. CamuTe T71€]a9M, ,,BOOPYKEHU" CO TEXHUUKU CPEJICTBA U TosieMa ykejiba fja ou-
IlaT BKJIYUeHU BO €KCIIepUMEHTOT, UTpaaT aKTUBHA yJ/iora BO OBOj HaITPe/ioK.

BTopo, MecToTO Ha myb/MKaTa BO HOBUOT TeaTapCKU IIPOCTOP ce MeHyBa. AKO BO
TpaIULIMOHAJIeH TeaTap IJIeJlauoT e IacuBeH HabJbyAyBad, Toralll JIeHeC Toj e gupek-
ltileH YyueCHUK BO eKCIIepUMEeHTOT, aKTUBHO BKJ/IyUeH BO aKiujaTa. Toj He camo IITo
ydecTBYBa BO TeaTapCKUTe HaCTaHU, TYKY I'0 aHaJIM31pa U I'o TI0IIpaBa MPOoLIeCOT CO
IIOMOIII Ha HErOBUTE YpeAu, CO3jaBa HOBU TEMU 3a JUCKYCUU CO IIpUjaTe/IuTe U CO
OHUe IIITO He T TI03HaBa Ha MHTEPHET, BCYIITHOCT, [IejCTBYBAa KaKo eJleH BU/] MeHallep
3a peKJIaMupambe.

TIJETO, BO MOJEPHUOT TeaTap CTapUTeE IPETCTaBU Ce IIPpUJIarogeHn Ha COBpeMe-
HUOT >KUBOT. [loeHTaTa Ha oBaa a,I[al'[TaLl;PIja e BO ,IIJIATHOTO" Ha ImpeTrcraBaTa [a ce
,,BTKaaT“ HEeKOUN BaKHU COLII/IjaHHI/I HpO6HeMI/I IITO € OJIeCHETO CO IIprMM€Ha Ha ,,I1a-
MEeTHUTe" TeXHOJIOTUU U €JIEKTPOHCKUTE CpenCcTBa. BHaFO,I[aIJEHI/Ie Ha TOa TeaTapoT
OTBOpa HOBU MOKHOCTHU 3a BKJIYUyBalbhe Ha IMoeJMHelLIOT BO KY/JITYPHUOT KMBOT Ha
HEroBOTO OIIKPY;KyBakbhe.

BakBaTa MeijaTU3UPaAHOCT HA MOJIEPHUOT TeaTap ro HaMeTHyBa BIIEYaTOKOT 3a
HeroBa 1ieJIocHa TpaHcopMalirja U 3a TeaTapoT KaKo MHOTY ojfifjajieueH off HeroBa-
Ta U3BOPHA IojaBHOCT. Ho, 6e3 orneq Ha OUTMTA/IM3MPAeTO Ha TeaTapCKUOT IIPo-
CTOpP, MEHYBaKkETO Ha yjloraTa Ha TeaTapCKHUOT Tyieflad co TIOMOII Ha UHTEPHETOT U
HaJIMMHYBabeTO Ha OCHOBHUOT TeaTapCKU KOHLIEIIT ITPU IIITO TeaTapoT CTaHyBa I71a-
BEH COLIMOJIONIIKM U KYJITYPOJIOIIKY (DEHOMEH, CeIlaK, BO CYIITHHA Ha TeaTapoT OCTa-
HyBa PUTYaJIHOCTa Ha akTepcKa u3Bejida Kako ,,CBeT JIpeBeH o0pe/” Mery akTepoT U
HaATCETWIHUOT CBET.
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AmncrpakrT:

[lojaBaTa Ha MHTEPHETOT UMIUIAIIAPA M aKTUBUPA HOB COOJIHOC TIOMery TeaTa-
POT U TEXHOJIOrujaTa, BO KOj TEXHUYKUOT U3YM He e NCKOPUCTEH camMoO KaKo WH-
CTPYMEHT IIpU OOJIMKYBalhe Ha u3BefbaTa, TYKY € OCHOBHa IuiaTdopMma Ha Koja
ce octBapyBa nepgopmancor. CraHyBa 360p 3a T.H. (DeHOMEH Ha uHUlepHell/gu-
ZuitianeH/oHAajH Weattiap WIN VIITe HapedeH U cajoepgopmarc. Bo dhokycoT Ha
OBa UCTPAKYBame e MpallakbeTo Koja e Mo3uiujaTa Ha IJIeJIadoT BO eHO TaKBO
JIUTUTAJTHO/BUPTYEJTHO TeaTapCKO UCKYCTBO. 3a Jja OJIrOBOPU Ha MPaIIakeTo, OBaa
cTy/vja HajIIpBo Ke ce obujie Jja ro AedrHUpa U JIa TO aHAJIM3Upa gqueuiuarHuoll
tiepcpopmattiuseH tipoctiop. HoBuTe TeaTapcku TeHaeHIN Ha 20 BEK ro IMPOIIN-
pHja To/IeTo Ha TeaTapoT MHCUCTUPAjKU Ha HEMMOCPeNHOCTa Mery U3BeyBauoT U
ny6yimKarTa v Opullierse Ha rpaHuIiaTa TIOMery IIeJJaiuiITeTo U cienara. 1lIto ce
CJIy4yBa CO pejaiujarta u3segba-ussegysay-ziegay Bo YCIIOBU Kora repdopMaHCcoT
e riocpezyBaH 1npeky ekpan? Kagie, BeyiiHocT, ce ciydya niepgopmancor? Kajie e
MOKHOTO 08ge Ha TeaTapoT BO MacOBHATa Mpeska Ha KoMyHuKaluja? Koky ce ryou
(w1 aKo He ce ry0OH, KaKo ce TpaHchopMHUpa) pa3MeHaTa Ha eHeprija Mery u3Bey-
BaJOT U I716[]JaU0T, OHaa MPUIBIKHA CHJIa TIOPa/IU KOja TeaTapoT TOJIKY J0JIro Bpe-

Me ja umMasI MoKTa Jia bujie Mesiuym par excellence Bo Ky/lTyposIolIKaTa IpakTHUKa.

[ToBuKyBajku ce Ha coBpeMeHaTa TeaTPOJIOLIKA JIUTepaTypa, UCTPaKyBambeTo
ja aHanM3upa MosokbaTa Ha I71elauoT BO OUTUTAHUOT TeaTap, MMajKu I'd KaKo
pedepeHTHa TIOUIOra MapaMeTpUTe Ha TPaAUIMOHAHATA pelelTUBHA Teopuja
U eKCIIepUMEeHTUPajKU CO HUBHATa (He)alJTMKaTUBHOCT BP3 HOBUOT TeaTapCKU
mopes. Ha Toj HauuH, cocemMa HEHaMEeT/IUBO, TPYIOT ce 0Ou/yBa /la Kpernpa HoBa

€CTeTCKa IIePCIIeKTHBa COOZIBETHA 3a AUI'Ta/IHaTa TeaTapCKa ITpaKTUKa.

Kiiyanu 360poBu: nHTEpHET-TeaTap, COBpeMeH TeaTap, cajoepdopMaHc, TUru-

TaJieH IIPpoCTOop, MeJUYMU, riefgayd.

FAEAAUMOT U N\MIMATANRIHOT
NEP@ORPMATHEER MPOCTOR

Xpuctuna IIBeTaHocKa
YKHM @akyTeT 3a ApaMcKu yMeTHoCTH - CKorrje

HamecTto BOBeA:

Apara nybAnuko, Be MOAMME Aa F'M BKAYYMTE BaluuTe
€NEeKTPOHCKM YpeAu, NpeTcTaBaTa 3anoyHyBa!

ITpogupajku Bo cute cepr Ha YOBEKOBOTO JKUBEeIbe U JiefTyBaibe, MH(GOPMaTHy-
KaTa peBoJIylidja He TO 3a00MKOJ/IM HU TeaTapoT KaKO MeIUyM KOj OTCeKoralll ce pe-
anu3upain u gedUHUpa MpeKy OCHOBHATa MaKCHUMa 08ge U ceza. JJOKOJIKY Harpa-
BUME KPaTOK MCTOPUCKU IIperie[i Ha OQHOCOT Mel'y TeaTapoT U TeXHOJorujaTta, Ke
Iojameme [0 3aK/IYYOKOT AeKa yiITe of V B.IL.H.e. TeaTapoT 3Haesl [ja T IIpero3Hae
[IPeJHOCTUTE Ha TeXHOJIOrvjaTa, KPeaTUBHO MMIUIEMEHTHUPajKA T TeXHOJIOUIKUTE
MPOHAjIOLM KAaKo JIeJT Of] CBOjOT TeaTapcKu jasuk. Cerak, Kora cTaHyBa 300p 3a IIpu-
MeHaTa Ha HOBUTE eJIeKTPOHCKU UH(OPMALIUCKU cUCcTeMU Ha XX BeK KaKO OCHOBHA
r1atdopMa Ha KojalllTo ce cjlydyBa U3BeoaTa, off CTpaHa Ha TeaTapoT (CO UCKIIYUOK
Ha ofIpeJleH’ MHIUBUYaIH! NCKYCTBa), C€ YYBCTBYBA U3BECEH OTIIOP (hopMy/IMpaH
BO CKeIITMUHATa 13jaBa [ieKa TaKBUOT TeaTap, BCYLIHOCT, 1 He e TeaTtap. Co orien Ha
(hakTOT HEeKa BpcKaTa Mery TeaTapoT U TeXHOJIOTMjaTa JaThpa Off MHOTY oflaMHa U
IleKa Taa BpCKa OTCeKoralll JaBasia IVIOAHN Pe3yITaTi CTUMY/INPajKi HOBU eCTeTCKU
cTaHJapaIy Bo TeaTapcKaTa IIpaKTHKa, Ccé HaMeTHYBa IIPalllambeTo Ha IITO Ce HO/LKU
oBaa TexHo(0oOUja? 30IITO € TOIKY TEILIKO Ja ce NpudaTy UHTEPHETOT KaKo KpeaTu-
BeH MOTeHI[1jajl BO OTKPUBAheTO Ha HOBU TeaTapCKU MPOCTOPU?

VHTepecHO BO Taa CMMCJIa € a CU T'O TTIOCTaBUMe MIpallabeTo KaKoB O OuT TeaTa-
POT [ieHeC aKo aHTUUKUTE TeaTapCKU MajCTOpHU ce CIIPOTUBCTaBea Ha yroTpebara Ha
ClleHCKaTa MalllMHepHrja BO TeaTapcKaTa IIPOIyKIiMja, ako BO IOLHUOT XIX Bek He ce
IIpUMeHellle eJIeKTPUYHOTO OCBET/IyBalhe BO TeaTapoT, aKo Ha MOUYeTOKOT Ha XX BekK,
Co TojaBaTa Ha MOABIKHATA C/IKa, [Tuckartop (Piscator)' u Bpext (Brecht)? ro neru-
paa IOTeHLMja/IoT Ha BUIEONpOoeKIrjaTa Kako Aejl of u3BemdeHaTa apTUKy/Ialja
utH. TeaTapoT Tpeba ga mulile criopep] MyJICOT Ha BPEMeTO BO Koe ce co3maBa. Toa
ro 3HaeMe yiITe ofi bpexT Koj, pacpaBajku 3a Toa KakoB Tpeba Ja Oue TeaTapoT

I EpBuH ITuckaTtop (1893 - 1966), repMaHCKU pesKUcep, OCHOBOITOIOKHUK Ha MTOIUTUUKUOT TeaTap.
Co3aBajKu ja cBojaTa MOETHUKA BO CYIUP CO KOH(GOPMU3MOT M rparaHCKUOT Teatap, Bo 1920 rofuHa ro
dopmupa Iponettiepckuoiu wieattiap Bo bepsuH.

2 BeptonTt bpext (1898 - 1956), repMaHCKU pesKucep, APaMCKU aBTOP, MOET, OCHOBOITOJIOKHUK
Ha tearapoT Berliner Ensemble. [TocTaByBa HOBU €CTETCKU CTaH/Iapy BO TeatapcKkaTa
MMpaKTHKa, 3aCHOBAjKU ja CBojaTa peskKrcepCcKa 1 aBTOPCKa MoeThKa Bp3 e(heKTOT Ha 3auyIHOCT
(Verfremdungseffekt).
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Ha CBOETO BpeMe, TIOBMKYBa Ha HYKHOCTA Jla ce TBOPU UMajKU TO CeKoralll TpeJIBU,
daKToT IeKa cMe geya Ha HayyHa goba’, T.e. Ha 00a UKj OCHOBEH JIBUTATE]T € TeXHUU-
KHOT, UH/IyCTPHUCKUOT HaIpeJIoK. AKO TeaTapoT BO BpeMeTo Ha bpexT Oelite cooueH
CO MpeU3BUIIATE Ha UHAYCTPUCKATa PeBONVIIMja, IeHeC TOj € COOYeH Co eJlHa HOBa
peBonyiuja, nHGOpMaTHUKa, TUTrUTaiHa. Bo efieH TakKoB KOHTEKCT, JleHeC TTIOBeKe of]
Kora OWIO ce aKTUBHMpA IPallakheTo 3a ONICTAHOKOT Ha TeaTapoT - /la/ii eCcTeTUKaTa
Ha IUTUTAJTHOTO Ke ja Ha/iBjIajlee YOBeUKaTa rmoTpeda 3a HermocpeaHoOCT U (hU3NUKa
MPUCYTHOCT U CO TOoa KOHEYHO Ke TO YHMINTHU TeatapoT? MeryToa Baka hopMysu-
paHo, MpallakeTo MOTCeTyBa Ha OHa KOe CU I'o IMOCTaBHja TeaTapCKUTe YMETHULU
Ha o4yeTOKOT Ha XX BeK, a 3a Koe BpeMeTO U UCKYCTBOTO JJOKasKaa JleKa ce TeMeslu
Ha HEOCHOBAH CTpaB — Jaii (pUJIMOT Ke TO Tpe3eMe ITpUMaToT Haj Teatapot? [Ipa-
IIakeTO HECOMHEHO Tpeba Jla ce TIOCTaBU Off TIOMHAKBA, HE TOJIKY altoKaTuITHYHA
TepcIieKTBa OuJIejKu, KaKo IITO ncTakHyBa IllekHep, He e off CYIITUHCKO 3HAUYeHe
Ila ce OirOBOPU gaJiu HOBUOUI tieattiap e gobap uiu He, WYKY KaKo e uszpageH u witio
UOUWIOYHO e BO Hezosallid OCHOBA, Koja e Hezosallla (hyHKUUja U KaKo ce UloBp3ysa co
HOBUOW HAYUH HA KUBOW KOj 20 »KUBeeMe UHGUBUGYAJIHO U KoaekuiusHo? (Schechner,
1988: 40)

['TaBeH MpeaMeT Ha OBa UCTPayKyBambe e IyO/IMKaTa BO MHTepHeT-TeaTaporT. I1y-
O/1MKaTa e eceHIMjaJIHa KOMITIOHEHTa Ha [IpeTcTaBaTa U ro JeuHUpa TeaTapoT KaKko
TakoB. be3 riefau - Hema Teatap. McTpaskyBameTo Ke ce 0buzie [1a OiroBOpy Ha I1pa-
LIaKeTO KAKOB e MpogUIoT Ha cajoepiiybaukatia, Koja e HejsuHaTa ITO3ULja BO Of-
HOC Ha repdOpPMaHCOT, KOja e Hej3suHaTa yjiora 1 KakoB e OJHOCOT Mer'y u3Benodara/
u3BemyBadoT U riemadoT. Co 1e1 1a ce pasryie/ia [ITo MOMpPeLn3HO BakBaTa [Ipooiie-
MaTHKa, ITOTPebHOo e [1a ce MocTaBKU paboTHATa XUIIOTe3a IPeKy Koja Ke ce oBUBa
HCTPa)KyBabeTO: HHTePHeT-TeaTapoT ja OHeBO3MOKyBa HellocpeJjHaTa pa3MeHa
Ha eHepruja Mery u3BeyBadoT M I7IeJadyoT, HO 3a CMeTKa Ha Taa CeHW/IHA eHep-
reTcKa pasmMeHa HyJM IMOMHAKBHU HCKYCTBa KoM ja JedHUHMpaaT oBaa HOBa ecTe-
THKa KaKo TeaTapcKa. IIputoa, BO HeKou cBou (DOPMH, HHTEPHET-TeaTapoT I'o
3a/IP;KYBa KOHIIEIITOT Ha pa3sMeHa BO HOBHUTE €CTeTCKH CTaHIapau KOU T'd I0-
craByBa. BeyiiHoCT, Bo ofipejeHr MOJie/Id Ha UHTEpHe- TeaTapCKUOT KOHILIeIT,
MmapTUIMNAaIjaTa Ha I71eJIadoT e CTaBeHa Ha IIPB IJIaH.

[Topagy HeTOCTUTOT O] COOABETHA TEATPOJIOIIKA JINTEPATypa Koja ja UCTPayKyBa
TeopujaTa Ha pellelliyjaTa BO WHTEpPHET-TeaTapoT, MCTPa)KyBambeTOo ja aHaIu3u-
pa mnono;kbaTa Ha I7IeJauyoT BO AUTUTAJIHUOT TeaTap, UMajKu T Kako pedepeHTHa
ToJyIoTa rapaMeTpuTe Ha TPaJWIIMOHAIHATa pelelTUBHA Teoprja U eKCIlepUuMeH-
TUPajKU CO HUBHATa (He)alVIMKaTMBHOCT BP3 HOBUOT TeaTapcku Mojes. CraTujaTa
e KOHI[AMNMpaHa Ha HauMH IITO ja peciekTupa nosuuujata Ha riegador. Co apyru
300pOBU: TW aHAIM3MPa eTaluTe HU3 KOM MUHYBA I71e/IauoT 3a /ia ja Mpocyie gy U3Bel-
bara mapasie;iIHo KOMeHTUPajKU T HOBUTE KOHBEHLIMM U eCTEeTCKU CTaHIapau KOou
MHTEPHET-TeaTapoT I'M I0CTaByBa BO TeaTapCKaTa MPaKTUKa HAaCIIPOTH OHME Tpaau-
LIMOHAJTHUTE.

3 “(...) we have to think of ourselves as children of a scientific age. Our life as human beings in
society— i.e. our life—is determined by the sciences to a quite new extent.” (http://tenstakonsthall.se/
uploads/139-Brecht_A_Short_Organum_for_the_Theatre.pdf. [Ipucranexo Ha 15.4.2020).

ITpBaTa KOHBeHII1ja Koja ce KpIIM e TOKMY OHaa Koja ce OTUMTYBa Ojf CAaMHOT Hac-
JIOB Ha OBOj IIPB [IeJI Of UCTPpasKyBameTo. Hac/ioBOT e Iipe3eMeH of1 HajaBHATa LIIILIA
Ha OBOTOJMHENIHUOT MeTHaeceTTUu mo per Dectuusan HA UHWIEPHAUUOHANEH CUlY-
gentuticku weawiap (FIST). IIpeq rmoyeToKOT Ha CceKoja MpeTcTaBa, Ha ITIeJaurTe UM
Oelre mmopayaHo yIOOHO [1a ce cMeCTaT IIpej CBeTJIOCHUOT eKpaH. OBa MOTO He e
[IapoaudeH OroBOpP yIIaTeH KOH HaM oOpo ITO3HATUOT U coceMa BoobrJaeH TeaTap-
CcKU OOHTOH, HUTY, [1aK, CTaHyBa 300D 3a efiHa 0OMYHa MPoBoKalvja. BakBara HajaBa
[IpeTCcTaByBa CepUO3eH YeKOp KOH peAedUHUPamkeTo Ha egHa VTBpeHa TeaTapcKa
KoHBeHIIMja. YeKop KOH co3faBaibe Ha egHa HOBa TeaTapCKa ecTeThKa. Bo cBoeTo
KanuTaJiHO Jesio AmbuenuuaneH weatiap (Enviromental Theatre), Puuapp IllekHep
ro II0CTaByBa OCHOBHOTO ITpallake Off KOoe TPrHyBa OBa UCTPayKYBambe - IITO Ce CIIy-
4yyBa Cco U3BeOaTa Kora Ke ce H3MecTaT BOOOMYaeHUTe MpaBuia/KOHBEeHLIUN I10-
Mer'y H3BeyBadoT U I7IejauoT?

[1ITo e Toa 1ITO YCJIOBOT COAP;KaH BO OBa MOTO (J1a ce BKJTYUM eJIEKTPOHCKUOT Ype),
Ke ro M3MeCTU BO KOHTEKCT Ha pejialjdjaTa usBeAyBau - riefau? [Ipepn ce, Ke ja oHe-
BO3MOJKM HEITOCPEeIHOCTa Ha 3aeJITHUYKOTO, (DU3NUKO COMPUCYCTBO Ha ITyO/IMKara u
U3BelyBaulTe BO efleH KOHKpeTeH, OTIUIUIAB MPOCTOP. A MOKTa Ha TeaTaporT ce 2lega
WOKMY BO HellocpegHUol gouup co Uybaukalia u 8o MoKHOCWIA ga ce ocluBapu 3a-
eMHa KomyHukauuja co uybaukaiua. (CtojaHocka 2018: 185) [IoKO/IKY ITOBTOPHO ce
HaBpaTUMe Ha OHOj Oa3uyeH, KPaTOK UCTOPUCKU Mperyief] Ha OJHOCOT Mel'y TeaTa-
POT U TEXHOJIOTHjaTa, Ke 3abesesKume ieKa CHTe TIPeTXOIHU MHOBAIMY BO MOTJief] Ha
IMPUMeHaTa Ha TEeXHOJIOIIKUTE IMPUIOOUBKY BO TeaTaporT, ce CIyuMja Ha camarta Te-
arapcka ClieHa, BO TeaTapcKara 3rpajia, Oe3 fa ce pasfesnar hU3NUKYU TTIeajTuIITe-
To U cileHara. Co IojaBaTa Ha UHTEPHETOT ce CJTYYW HEIlITO APYro: TeaTapoT 00u
MOYKHOCT [1a ja HamyILITU TeaTapCcKaTa 3rpajia, Jla ro HAlYIITU CLIEHCKUOT MPOCTOP
nedrHUpaH MPeKy TpUTe TlapaMeTpH, AO/LKUHA, ITMPUHA, BUCUHA U JIa Ce TIpecesiu
Ha CBET/IOCHUOT eKpaH, BO cajoepripocTopoT!

MpercraBaTa nounyea!

Hypu u HajaBaHzapgHOWIO geslo Ke buge BpamMeHO BO UPOCUIOp, d egeH geH, Wioj
tipoctiiop Ke buge OYKBAJIHO BCeJIeHCKU, Meéysse3geH Upocuiop.

(Illekuep, 1988: 15)

TprayBajku o camara eTMMOJIOTHja Ha TEPMUHOT Uleailiap, KOj 03HauyBa Mecilio
Kage witlo HEKOj HewWwio ziega, MOyKe Jia ce KOHCTaTHUpa AeKa IMPOCTOPOT e MPBUOT
eJIeMeHT Of TeaTapCKUOT YMH CO KOj ce coouyBa Iybnukara. Criopes Toa, 3a fia ce
meduHUpa Mo3uLMjaTa Ha I7IelauoT BO MHTEPHET-TeaTapoT, Tpeba Aa ce IMOCTaBU
KJIYJHOTO Ipaliame — Kajie ce caydyBa usBenbdaTta? OBOj e ofl TPYIOT Ke ce obupe
Ila Il eKCIUIMLNPa CHelU(pUKUTe U 3aKOHUTOCTUTE Ha JUTUTAIHUOT repdopMaTu-
BEH IIPOCTOP.

Hurntamauot niepdpopMaTUBEH TTPOCTOP HAajIo6po ce meduHUPa aKo ce CIIopenu
CO OHa IIITO TO 3HaeMe 3a HAUMHOT Ha KOj € OpraHu3upaH TeaTapCKUOT ITPOCTOp/
clleHaTa, T.e. CO Cé OHa IIITO Jlocera ro rojpa3oupaBMe MOJT TEPMUHOT TeaTapCKu
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rpoctop/cieHa. TeaTapCKUOT MPOCTOP MOKe N4 OuIe orpaHUueH of apXUTEKTOH-
cKUTe oberesKja Ha TeaTapcKara 3rpajia, HO MOyKe [ja buze 1 oci000/ieH of] Taa KOH-
CTPYKLM]ja, airTepHaTiBeH. Bo Teatapckara 3rpajia pasjauMKyBaMe IIPOCTOpP HaMeHeT
3a CLieHCKa urpa (cijeHa) ¥ ImpocTop HaMeHeT 3a IybsuKara (rimemanuiire). KoHBeH-
LIOHAJIHATA TeaTapCKa IIPaKTUKa, U3BefdaTa ja CMecTyBa Ha TeaTapcKara ClieHa T.H.
uttlanujaHcka, TIOYNTYBAjKU ja, IIpe]] ceé, KOHBeHIjaTa Ha uetspiiuoil sug, JopeKa
aJITepHaTHBaTa CeKoralll € BO IToTpara Ha HOBHU ITIPOCTOPU BO KOU jaCHO MCLIpTaHaTa
rpaHulia Mer'y CLieHaTa U [VIea/IILITeTOo (Mel'y TeaTapoT U JKUBOTOT) cTaHyBa (hIyu-
Ha, ce 3aMar’iyBa WIH IIOTOITO/IHO ucde3HyBa. CaMUOT HaulH Ha KOj € opraHusupad
IIPOCTOPOT ja MMPOMEHYBa U yJioraTta Ha IViefadoT: Off Boajep BO VUEeCHUK.

XpBatckuoT Tearposior Hukona bBaTymmk, TeaTapCKUOT MPOCTOp Tro meduHUpa
KaKo Mecilio Willo 2o UHIeZpupa UctiloBpeMeHolllo cogejcitiByBarbe Meéy u3segysayul-
wie u zregaqute. (batymuk, 1991: 227) Criopen Toa, TOj 3aKjIyuyBa JleKa IIPOCTOPOT
IITO He ja COJIP;KM OBaa BPCKa Mery ryieJla/IuIITeTO U ClieHaTa, OBa 3aeJHUILITBO, He
MOsKe /ia OuJle TeaTapCKU JIeIOTBOPEeH. AKO TeaTapCKUOT ITPOCTOP e lepHUpaH Kako
MPOCTOPHA CTPYKTYpPa Koja o peryampa ojIHOCOT Mer'y u3BeJlyBaunTe U IybMKara,
ce TIOCTaBYBa ITpallambeTo, KAaKo BO YCJIOBU Ha (DU3MUKA JUCTAHIIA ITPeIM3BUKaHa O]]
IUTUTAJTHO KOAWPAHUOT ITPOCTOP Ce Jloara o BOCTIOCTaBYBakhe Ha OBOj eceHIIUjasieH
opgHoc? KaJle e u3BelyBauoT, a KaJie IMiefjauyoT U Kajie, BCYIIHOCT, Ce OJIBUBa U3Be[l-
baTa? 3a /1a oJIroBOpUMe Ha OBa ITpallame, Tpeda Jla TprHeMe O] OCHOBHUTE CBOjCTBA
Ha JUTUTATHOCTa U UHTepPHeT-TeXHOJIorrjaTa.

HurutamauoT nepgopMaTUBeH MIPOCTOP € KOHPUIrypUpaH BO CajoeprIpoCcTOpoT! U
cUMYIpaH Ha eKpaHoT. Criope]] Toa, KOHBEHIIUUTE Ha TAKBUOT IPOCTOP Ke 3aBUCAT
o[l 3aKOHUTOCTUTE criopen Kou (GYHKIIMOHUPA CajoepIIpoCTOPOT, HO U OJf eKPaHOT
KaKO M3pa3HO CPe[ICTBO Koe e TUIIMUYHO 3a efleH OPYr VMeTHUUKU u3pas, (PUIMOT.
Torkmy mopajiu Toa IITO T7Ie/lauoT M3BeA0aTa ja IoKUBYBa ITPEKY eKpaH, MHOTYMUHA
ja cTaBaart ITOf] 3HAK ITpalllajTHUK TeaTapcKaTa IMpUpojia Ha MHTepHeT-TeaTapoT. Tyka
Tpeba ga ce CIioMeHe JleKa MOKTa Ha TeaTapoT ce COoIjiedyBa BO CHALIO-TEMIIOPaJI-
HOTO €JIMHCTBO MeI'y U3BefyBaunTe U MyOJIMKaTa COJIp;KaHO BO CMHTarMara ,cera u
oBjie“. Bo TOj KOHTEKCT I10]1 TEPMUHOT UHTEepHET-TeaTap ce MmoApa3dupa JUrnTaaHa-
Ta TeaTapcKa IMpaKTHUKa OCTBapeHa IIPeKy BKAYUYBAre HA HeKOAKY Uaattighopmu 3a
ga ce Haupasu Upewiciiasd KOMUJIEWHO BO »KUBO U ga Ce UPUKAKYBA BO MUZOW HU3
uenatia mpexa! (Crojanocka, 2018: 193). IHTepHeT-TeaTap He ce IIPeTCTaBUTe UHja
CHHMMEKa, HallpaBeHa 3a BpeMe Ha HeKoja off u3BenouTe, e IIpuKauyeHa Ha UHTePHET
u pgocrarnHa 3a cuTe. CHUMEHUOT MaTepujasl He e MpeTcTaBara, Toa € CaMo JIOKY-
MeHTalja. MHTepHeT-TeaTapoT ja 3a[ip;KyBa TeMIIOpaIHaTa JAuMeH3uja Ha ¢op-
MyJIaljaTa Koja ro geduHupa TeaTapoT KaKo TaKoB — osge u ceza! HeMmosKHOCTa
Jla ce cTOIMpa MU3BeAdaTa, Jla ce IMMpeMoTa HaHarpe] Wik HaHa3a]l I'o ofjjiajiedyBaaT
BaKBOTO MCKYCTBO O] ecTeTuKaTa Ha (pryiMoT. YyBCTBOTO JeKa ryiefjaMe HEelITO IITO
ce CJIydyBa TOKMY BO OBOj MOMEHT 1 HUKOT'alll BeKe HeMa Jja ce IIOBTOPH, OCTaHyBa J1a
TIOCTOU U BO JIUTUTAJIHU TPOCTOPHU pamKku. [Ipef ma aHamu3upame IITO ce CITydyBa
CO MpoCTOpHAaTa AUMeH3Hja ,,0Bfie", TIOTpeOHOo e ja ce OCBpHeMe Ha VIITe HEeKOJIKY

4 TepMHHOT 3a IPB TIaT e YIIoTpeOeH o] CTpaHa Ha efieH Of] HajB/iujaTeJTHUTe aBTOPU Ha HayuHa
danTactrka, Bunujam I'nocon (William Gibson) Bo HeroBuoT poman HeypomaHcep on 1984 t.

acrmeKTH Ha AUTMTAJTHUOT MeduyM. EKpaHcKaTa cjnKa Koja ro cumysupa mepdop-
MaTHBHHUOT IIPOCTOP HYIM MOKHOCT MHTEPHET-IYO/IMKaTa [a ja cjieau u3Bendara of
KCT arojl. 3a pasjiMKa ofl pa3JIMYHUOT PaKypC Ha KOj e ycjIoBeHa Iy0/IMKaTa Bo IJie-
IaJIUIITeTO, eKPaHOT OBO3MOKYBa HCTa Ileplielliiyja 3a cuTe Iiegaud. Ha Toj HaunH
CLIEHCKHMOT ITPOCTOP € AeMOKpaTu3upaH. [7iegaunTe MoyKe ga V>KUBaaT BO HajMUHY-
LIMO3HUTE AeTa/ii Ha (paliijasiHaTa eKcIpecuja Ha akTepuTe, 6e3 rmpuToa ja oumaT
YCJIOBEHH [ia IIaTaT ITOCKau OMIeTH 3a Ja ceHaT BO IPBUTE PeIOBU.

Kako IITO MpeTXo[HO HarloMeHaBMe, NUTMTATHUOT repgopMaTUBeH IIPOCTOP ce
co3gaBa Bo cajoepripocToporT. llTo e BeyiiHocT cajoepripoctop? CraHyBa 300p 3a
BellITauKU reHeprpaH ITPOCTOP BO KOMITjyTepcKara rmporpama. Toj ce ocTBapyBa uipe-
Ky co3gasarbe Ha UospauiHu cuipezu (feedback) tiomeéy KopuCHUUKUOW CEH30PEH CU-
ciiieM U gomMeHoul Ha cajoepiipocitiopoill, KopucuiejKku ce co UHUWepakuuja 80 peaiHo
speme medy gusuuku u supiyeaqu wiena (LllyBakoBuk, 2001: 415). Bo uHTepHeT-Te-
aTapoT, clieHaTa U IIeJaJuIITeTo ce (PpU3UUKU OfijajiedeHy, 3aceOHN MecTa KO ce
CpeTHYBaarT BO efleH TPeT IIPOoCTop — cajoepripocTopot. Toj mpocTop, BO 3aBUCHOCT O]
TeaTapCKUOT KOHIIEIIT, € MOMAaJIKy WIKN IMoBeKe oOpeMeHeT co MHTepPaKTUBEeH Hapa-
THB KOj 3a BpeMe Ha 13Befi0aTa OBO3MOKYBa Jla Ce OCTBapH OJIHOCOT Mery U3BefyBa-
yyTe U 1yb/IMKaTa, a co Toa U Jia ce [IOUyBCTBYBA HUBHOTO 3aeHUILTBO. ITepdopMa-
TUBHHOT IIPOCTOP MOKe Jja Oujie BO paMKUTe Ha coiujasHuTe menuymu (Facebook,
Twitter) unu rmocebHo co3gameHa maaTgopMa Ha Koja, IIPeKy BUAeOKOH(pepeHLIICKa
TEXHOJIOTWja, U3BelyBadoT Ke MoKe Jia TO ITpeHece BO €ajoepIIpoCcTOPOT PeayiHOTO
hpU3MUKO MecTo BO Koe ce Haora. Mi3BejiyBaunTe, BCYIIHOCT, MOKe /Ta KOEI'3UCTHUpaaT
BO OfIpefieH MPOCTOP LITO Ke Oue CUMY/IMPaH BO JKUBO Ha eKPaHOT Ha KOPUCHUYKU-
OT ype[ Koj ce Haorl'a BO KOj OMJIO JieJI Ha CBETOT, HO MOKe U [la Ce HaoraaT Ha pa3jifd-
HU JIOKAL[UM KOU IIPEKY UHTEPHETOT Ke ce ,cpeTHaT" BO CajoepIpoCTOpPOT U Ke COo3-
IajaT 3aeHUUYKU ITepdopMaTBeH mpocTop. ITpocTopoT Ha u3Bemba Moke ma Ouze
KOMOMHAaIIMja Off II0OBeKe MecTa CUMY/IMPaHU KaKo €[IHO, CO IITO BCYILHOCT, ce Jo0u-
Ba e/IHa KyMyJIaTUBHa clieHa.” [loHaTamy, u3Be0eHUOT ITpocTop OrarosapeHue Ha
WHTepPHeT-TeXHOJIOTUjaTa e MYJITUIUIMIIMPaH 3a X-TTaTu. Toa 3Hauu JeKa u3Bembarta
rMa ryo6aHa nmyoiarKa. Bo KOHTeKCT Ha Toa, J1a pa3riieaMe KakKoB € OJHOCOT Koj ce
co3/iaBa Mer'y IIpoCTOPOT BO KOj ce Haora Iy0/IMKaTa 1 IMpOoCTOPOT Ha U3BeIyBaulnTe.
3a BOOIIIITO Jia ITPUCTAIIA BO IIPOCTOPOT Ha M3BegbaTa, riiegadoT Mopa Ja , oIt
co unTepdejcoT MpeKy Bie3eH ypeq (TactaTypa, [IyBYe U CJ1.) U [Ia [0 aKTUBUPA IIPOo-
CTOpPOT, T.e. Jla I'o ,,JJoHece“ TOj MPOCTOP BO CBOETO MHTHMMHO, CEKOjIHEBHO OMKPY-
>KyBame. TaKBUOT IPUCTAaIl TU UCK/IYYYBa LlepeMOHHUja/THUTE UyBCTBA KOU, KAaKO IIITO
3akayuyBa lllekHep, ce rojaByBaaT IPU OPraHU3UpPamkeTO Ha CIIOPTCKU, TeaTapcKu,
peuruo3eH HacTaH, HajIIpBO TOpaju CcrielirjajiHaTa HameHa Ha ITPOCTOPOT BO KOj
ce U3BelyBaaT OBUe HACTaHM, a II0TOa U BO OJHOC Ha UYBCTBOTO Ha 3ae[IHUIIITBO Ha
e[lHa TOJIIA Jyl'e IPUCYTHU Ha eqHo MecTo. HacmpoTu oBue rephopMaTUBHU IIPO-
CTOPU, KOMITJYTEPOT U TejiehOHOT ce Ypeau KoM ce KOPUCTAT ceKojaHeBHO. Criopef
TOAa, CajoepPIIPOCTOPOT € MPOCTOP BO KOj JIYF'eTO CeKOjAHeBHO MpucTamnyBaart. Toj He e
CIielijajIHO HaMeHeT 3a TeaTapcKa U3Beqda, HO 3a BpeMe Ha u3BenbarTa Jo0uBa Ka-

> VIHTepHeT-TeaTapoT OBO3MOKYBa Ha HajeKOHOMUUEH MOKeH HaulH, N3BelyBaunTe Of pa3jInuyHu
JIeJIOBM Ha CBETOT Jla Ce CpeTHAT Ha eTHO MeCTO U Jia TBopaT. Ha Toj HauuH, u3BembaTa cTaHyBa
3HauajHa U Of UHTEPKY/ITYpaJieH acIleKT.
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paTepucTUKU Ha mepdopMaTrBeH IpocTop. MaKo 3aefHUUKOTO (PU3UUKO [IPHUCYCTBO
Ha M3BedyBauunTe U nyOMKaTa e gedMHUTHBHO OHEBO3MOKEHO, IUTUTA/IHUOT Mep-
dopmaTUBeH IIPOCTOP CEMaK e 3aeJHNUKa Kpealyja Ha U3BeyBauuTe 1 Iy0IKara.
Bes KIMKOT Ha I71eadoT Bp3 ofipeeH JIMHK, 0e3 HeroBOTO BKJIyUyBame Ha I1aTdop-
MaTa ofpefeHa 3a u3BenOa, BIIpoueM 0Oe3 BK/IYUyBalbheTO Ha CBETIIOCHUOT eKpaH,
TOj IPOCTOP He Ou HU 1tocToesl.’ HocejKku ro mpoCcTOpOT BO CBOETO MHTUMHO OITKPY-
JKyBaibe, cajoeprrydmkara, BCYIUIHOCT, TO IIPOLINPYBa IepdopMaTUBHUOT IIPOCTOP.
CajbepripocTopoT 0BO3MOKYBa KOMIIpPEeCHja Ha IITI00aJIHUOT IIPOCTOP U Herosa jie-
TepuTopujanusanuja! JururagHuoT repdopMaTUBEeH IIPOCTOP € IIPOUIMPEeH IIpo-
ctop. MoKHOTO ,,0BJIe* cTaHyBa ,,HaceKajie“. Il TOKMy OBOj acIieKT ja peau3BUKY-
Ba NapaJOKCaIHOCTA Ha JUTUTATHUOT ITlepopMaTUBEH ITPOCTOP — TOj € UCTO TOJIKY
MHTHMEH KOJIKY LLITO e M MacoBeH. Bo moryieq Ha Toa, MOyKe [1a ce 3aK/Iy4u JeKa WH-
TepHeT-TeaTapcKarTa u3Benda, criope OJUHaMUKaTa Ha JUTMTaIHUOT ItepgopMaT-
BEH IIPOCTOP BO KOj Cce OJIBUBA, I'o I'yOU acCIIeKTOT Ha OIMIITEeCTBEH HACTaH —I71eladoT
He MOjKe J1a ja TIOUyBCTBYBA KOJIEKTUBHATA eKcTas3a ITpeJu3BrMKaHa o/ MOKTa Ha ToJI-
raTa, HO celaK e CBeCeH JieKa e JieJ1 Ofl eJlHa 3aeJIHUIla. Taa CBECHOCT HAjIIPBO e Ipe-
IM3BMKaHAa ol TeMIIOpaJIHaTa JUMeH3H1ja Koja Oellle IIPeTX0IHO pasryefaHa, HO U Of
caMaTa opraHusaiyja Ha 1epgopMaTUBHUOT ITPOCTOP BO KOj MOJKe J1a ce 3abesiesKu
aKTMBHOCTA Ha IyO/uKara. BripoueM, MoKe [ja ce KOHCTaTHpa JeKa IJeJaInlITeTo
U ClleHaTa KOersucTHupaaT BO IUTMTAIHUOT IepOopMaTUBEH MPOCTOP IIPEKy Hu3a
aslaTKU (gesioT HaMeHeT 3a pasroBop, T.e. live chat, gen Koj moryiirra ga ce IpuKkauu
BHI€O- UM ayAuoMaTepujajl UTH.) IITO r'o TpacupaarT IIPUCYCTBOTO Ha NMy0/JIMKaTa BO
u3BenbOaTa. BeyllHOCT, Toa 3aBUCH O] CAaMMOT TeaTapCKU KOHLIET.

ThepauoT M HEerosara ynora

OcHosHUOW matepujan Ha weatlapoull He e akilepotll, HUtlly tpocitiopot,
HUTY WeKcoll, WYKY BHUMAHUelo, 3abeexKyBarbetlio,
Zjiegarbetilo, CAYywarelo, pasymoul Ha ziegavotd.

(bap6a, 1995: 37)

Bo pamkuTe Ha XX BeK, TeaTapCKUTe ITPAKTUKHU YCITEIIHO CPYIIMja MHOTY KOHBEH-
LM TTOBP3aHU CO eJIEMEHTUTE Ha TeaTapcKarTa IIPeTCTaBa, a IoC/IeqoBaTeIHO U CO
€CTeTUUKUTE KOHIIETIIIUKA Ha TPaJUIIMOHATHUOT eBPOTICKM TeaTap. ABaHTrapHUTE Te-
aTapCKy TeHAEHIIMU PEeBOYIIMOHEPHO I'o IIPOMEHMja HAUMHOT Ha KOj Imy0JIMKaTa rieia
TeaTap, PYLIejKU 'O MUTOT 3a BOajepCKUOT, IAaCUBEH I7lefiad. Bo [ieHTapoT Ha TeaTap-
CKHUOT UKMH, HO 1 BO [IEHTApOT Ha TeaTapCKUTe UCTPayKyBaiba, Ce MOCTaBHU ITPallarkbeTo
3a Mo3uliFjaTa Ha IJIeflayoT U HAaUMHOT Ha KOj ja IO;KMBYBa u3Bembara. TeatapoT Ha
XX BeK e BO 3HAKOT Ha ITapTULIUIATUBHUOT, aKTUBEH refgad. OnpeneH pe;KUCepCKu
MPaKTHUKU Ke To aKTUBUPAAaT I7IelauoT MHCUCTUPAjKM J1a ja BKJTydaT HeroBaTa CBECT,
HEroBHUOT Pa3’yM U KPUTHUUKU ITOTEHLIMjaJI BO OAHOC Ha U3Be0ara, MPaKTUKU KOU ce
HaJOBP3yBaaT Ha ecTeTHKaTa Ha bpexT, Ipyru mak, Ke MHCUCTHUpaaT Ha eMOTHUBHOTO
yJecTBO Ha I7IeJJauoT BO M3Beji0aTa Ha HAuUMH IITO Ke ja M30pUIllaT TpaHullaTa Mery

6 BakBaTra BK/IYUEHOCT € HajeJJHOCTaBHUOT OOIMK Ha BKJIYYEHOCT Ha T7Ieflau0T BO UHTEPHET-TeaTapor.
OBaa npobnemMaTtyrKa Ke O6ujie rmojieTaiHoO pas3rjiefjaHa BO TPETUOT Jie/l Off OBa UCTPAKYBabe.

u3BejlyBaunTe U MyOIMKaTa, Apa3HejKu T HETOBUTE CeTWIA Off CUTe MOKHU CTPaHU
(Ilexkuep, I'poroBcku, bapba, JIuBunr Teatap uTH.). ['onemMuTe pe;KUCEPCKU UMUIbA
Ha XX BeK Ke ro Ipero3HaaT ITpoydyBameTo Ha HAUMHOT Ha KOj pearrpa mybnmkara
3a BpeMe Ha u3Beji0aTa, Kako 3HauaeH (haKTop BO TTOHATAMOITHOTO OOMUC/TYBame Ha
COTICTBEeHATa TeaTapcKa MpaKThKa. Bripouem, bapOa, TaTKOTO Ha TeaTapcKaTa aHTPO-
II0JIOTHja, TeaTapoT Ke ro JedrHUpa KaKo YMEeWHOCU Ha Z1egaqoull.

Ce mocTaByBa MpallamkeTo Ha KOj HAUMH M BO KOJIKaBa Mepa MHTepHeT-TeaTapoT
ro OBO3MOJKYBa OHa 1ITo bap0a ro HapeKyBa - WaHy Meéy celiunaiia u pasymoul Ha
egayou ?

Kako 11ITo 3aKyduBMe TIPeTX0/IHO, OpraHu3alyjata Ha CaMUOT TIPOCTOP ja AUKTHU-
pa u yjoraTa Ha ryiefiadoT. Bo 3aBUCHOCT 071 MOJIe/IOT HA UHTEpPHEeT-TeaTap, Toj e ce-
Korani rmoBeKe WIv TIOMaJIKy TIapTULIUIIATUBEH OJ1arolapeHre Ha NapTULMIIaTHBHA-
Ta IMpUPOoJia Ha UHTEPHETOT U IUTUTaTHATa TexHosoruja. OBoj ien off UCTPayKyBabe-
TO Tpeba Ja OArOBOPU Ha MpallabeTo IITO, JUTMTAaTHO KOH(UTYPUPAHUOT TPOCTOP,
HYZIM BO 3aMeHa Ha eHepreTcKaTa pa3sMeHa Mery M3BeyBauuTe W MyOJMKaTa, CO
orJiefi Ha TOa IITO TO OHEBO3MOKYBa TEJIECHOTO MPUCYCTBO BO €JUHCTBEH (DU3NUKU,
OTUTITIUB TTpocTop. HarpaBeHOTO ucTpaskKyBaibe TMOKa)Ka JeKa WHTepHeT-TeaTapoT
pas3nuKyBa JiBa MpowIn Ha T7Ieflaun: Iiefiad KOj He yuecTBYBa BO U3Be0aTa u Ie-
Ilau — KoaBTOp/TiefiaBTop’. [IpBUOT TUIT Ha My0JIMKa, BIIPOYEM, € OHaa IyoJIMKa Koja
ja cTaBa I10fT 3HAK ITpalllajIHUK TeaTapcKaTta ITprupojia Ha UHTepHeT-TeaTapoT. Bo 0BOj
C7y4aj, BpeMeHCcKaTa JJUMeH3Hja e efJMHCTBeHaTa KOMITIOHEHTA Koja Ha IUTUTAITHOTO
HCKYCTBO MY T'O JI03BOJTyBa aTpUOyTOT — TeaTapcKo. Bo cBecTa Ha rie[lauoT MPUCYT-
Ha e ujiejaTa [eKa e Jejl ofl eiHa cajoep3aenHulia/cajoepryb/iviKa, HO Toa CO3HaHUe
OCTaHyBa caMO Ha TCUXOJIONIKO HUBO. TeMIlopasiHaTa AMMeH3uja He e JIOBOJIHA 3a
7la ce CTy9u KOHIIENTOT Ha pa3MeHa KOj e Off CYIIITeCTBEHO 3HAUeHhe 3a TeaTapCKoTO
UCKyCTBO. Pa3sMeHara ce ocTBapyBa camo MpeKy IPOCTOPOT BO Koj ce nenryBa. UHTep-
HETCKUOT TeaTapCKu Mojiesl uuj uHrepdejc He e oOpeMeHeT CO CeT eJIeMeHTH KOU My
OBO3MOKYBaaT Ha I7IeflauoT Jla ce BK/IYYM BO U3Beib6aTa e e JHOKOMYHUKAITUCKU CU-
creM. MeryToa, Jajii HaBUCTWHA TOj THUII I7Ieflad MOYKe Jla ce KaTeropu3npa Kako ra-
CUBEH WIHU T.H. I7iefiau — Boajep? OHOCOT KOH TeaTapcKaTa n3Be6a KaKo IMOBIKHA
C/TMKa eMUTYBaHa BO >KMBO, HA eKpaH, Mopa Jla Oujie aHa/iM3upaH off IOMHAKBa Tiep-
CIIeKTHBA Of] OJTHOCOT KOH TeaTapcKaTa ITpeTcTaBa IpocjiefieHa of ayJINTOPUYMOT BO
TeaTapckarta 3rpazia. EkpaHoT, caTteH Kako Oapuepa, ja OBO3MOKyBa JIUCTaHI[ATa
Ha Koja uHcucTUpa bpexT Bo pelleniipjaTa HAa TeaTapCKUOT YWH. ['0 akKTUBUpa KpU-
TUUKMOT CTaB Ha I7IefladuoT. BCyITHOCT, He e UCK/TyUeHO HU eMOTHUBHOTO, KaTap3ud-
HO JIOKUBYBamwe. Toa 3aBrcH, Ipej] ce, off MHIUBU/IyaTHUOT, EMOTUBEH TTOTeHITHja
Ha refauoT. Bo Taa Hacoka, McTpayKyBamaTa Ha KaTaJIOHCKaTa TeaTapcka Tpyrna Jla
®dypa [lenc bayc (La Fura Dels Baus), eqHa of mmoHepuTe BO HHTEPHET-TEaTapoT, Ce
oJ1 ocobeHO 3Hauele U 3a pellellTUBHATa Teopyja Ha oBaa HOBa TeaTapcka opMa.
Bo co3pgaBameTo Ha HUBHUOT HAjHOB MHTEPHET-TeaTapCKU TMPOEeKT, [Ipokieiciuso-
o Ha KpyHaiia,® TIOKpaj akTepcKaTa eKurla U pe;KucepoT, BKTydeHa e 1 Ipyria Hayd-

7 KoBaHuilaTa e (hopMy/IMpaHa 1o aHaJoTyja Ha TepMUHOT Ha boat - riefjakrep (spectactor).
8 CranHyBa 300p 3a ajanTaiiija Ha miekcrupoBaTta Makbetu. Bo opurutHanauot Hacio, Maldicion de la
Corona, TpuUCyTHa e Urpata co 300pOBH Koja ce OffHeCyBa Ha aKTYeJIHHOT KOpoHa-Bupyc. CraHyBa 360p
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HUILY OfI Pa3/InuHu 06J1acTH, U Toa: KaTepaTa Mo (puio3oduja Ha YHUBEP3UTETOT BO
Bapcesnona, rpymnara Koja T IIpoydyBa KOTHUTUBHUTE (DYHKLIMKM Ha MO30KOT U IIjIa-
CTUYHOCTA BO CKJION Ha BUOMeAUIIMHCKUOT UCTPa)KyBauK MHCTUTYT U LleHTapoT 3a
KOMITjyTepcKa Bu3uja. Ha oBoj HaunH, TeaTapCKUOT UKH e pPe3y/ITaT Ha efleH CJIOKeH
TIpoliec BO KOj Tpeba [ja ce oAroBopu Ha HU3a CYIITUHCKY IIpalliamba Kou ja gqeuHu-
paaT ecTeTUKaTa Ha AUTMTAJTHUOT TeaTap, MeI'y KOU U IpallabeTo Kako BUPTyeTHaTa
cpeuHa Biijae BP3 KOTHUTUBHUOT cucTeM.’ OBa e HeCOMHEHO [0Ka3 JeKa KITyJYHUTe
300pOBH KOU Ce Bp3yBaaT 3a OBaa HOBa TeaTapcka (hopma ce copaboTKa M MHTeP/Iu-
CIIUTUIMHAPHOCT. ©

Ha camuor rmoueTok Ha XX BeK, MUHAYCTPUCKATa peBoJylivja Mperu3BUKa 4YyBCTBO
Ha ajieHaluja, JofeKka nHdopMaTudkara, cropeq boapujap, moBegyBa g0 KOMYHU-
Kayucka ekcuia3sa! Bo Toj KOHTEKCT, €O M0jaBaTa Ha HOBUTEe KOMYHHMKALIMICKU TEXHO-
JIOTWH, T.e. UHTEePHETOT, KYJIMUHMPA U hjejara 3a My6/iMKa Koja akTUBHO yUeCcTByBa
BO M3BemOaTa. YiliTe Mpej a CTaHe aKTyeJleH U MOJEpPeH T.H. CTPUMMHI BO JKUBO
Ha IIpeTCcTaBa Koja ce ofurpyBa Ha K/JIacH4YHa CLieHa ITpel ayIUuTOPUyM, eBUIeHTU-
paHM ce HU3a eKCIIePHMEHTH KOU I'o KOPUCTAT MapTULIUIIATUBHUOT MOTeHIUjal Ha
MHTEPHETOT 3a Ja ja CTUMY/IMpPaaT CUHXpPOHAaTa MHTEpaKIja Mery riemadoT U n3-
BeIyBauyoT, OJJHOCHO [la ITPOHAjIaT aBTeHTUUYEH HauMH IIPEKY KOj pejialujaTa akrep
- lefgad Ke TPOAOJIKU a er3iCTUpa U BO JUTUTAJIHU YCI0BU Ha (hU3MUKa ojigase-
yeHOCT. AKO y/iorara Ha cileHorpadoT BO HHTepHEeT-TeaTapoT ce TpaHcgopMupa Bo
BeO-u3ajHep, aKo akTepoT Tpeba M1a IoceIyBa BeIITHHA Jla U3BedyBa [IOBeKe 3aJaull
BO MCTO BpeMe (Ja KOMEeHTHPa, Jla KaKyBa TEKCT U UCTOBPEMEHO Jia TO KOHTPOJIUPa
CBOjOT aBaTap BO BUPTyejIHaTa peajHOCT, [ia ja Urpa cBojaTa yjora W Aa I'M uuTa/
crey KOMEHTapuTe Ha MyOJrKaTa), ako peskucepoT Tpeba Ja vMma o3HaBaiba Off
MHMOPMaTUUKaTa TEXHOJIOTWja U BUJIEOUTPUTE, Ceé HaMEeTHYBa IpallakbeTo KaKo ce
TpaHcdopMUpa yiorata Ha riemador? ['egadoT, OjaromapeHye Ha MHTepaKiudjaTa
KOja ja 0BO3MOKYBa MHTEPHETOT, MOJKe Jla Oujle KOKpeaTop Ha IpeTcraBaTa. 10j
MOsKe [Ja MHTePBEHHMPa BO PAMCKHUOT TEKCT, T.e. TEKCTOT ILTO ce 300pyBa WIH IIITO Ce
TMUILYBA, [TPeKY OHJIajH MOPaKu WIX Apyru (hOPMU KOU OBO3MOKYBaaT MHTEPaKTUBHA
roBpaTHa MHQOpPMallFja, HO MOKe Ja MHTepBeHUpPa U BO TEKCTOT Ha IIPeTCTaBara,
MPUKaUyBajKu BU3YEJTHU WIK ayauocoap;kuHU. Criopei Toa, riefjadoT MoyKe Aa oujie
BO yJI0Ta Ha KOaBTOp, Kopeorpad, cieHorpacd, ma Aypyu U MOMOLIHUK peKucep Ha
n3BegoOaTa.

[TpBaTa popMa Ha UHTEepHET-TeaTap Kaje IITO MyoiIuKaTa e Bo PVHKIIMja Ha KoaB-
TOp Ha IIpeTcTaBaTa e eBuleHTHpaHa Bo 1993 roguna. CranyBa 300p 3a chat TeaTap-

3a KOMIUIEKCHA MpesKa O] ClieHM Ha raTdopmara jitsi.org. [les ofi HUB ce 0JJBUBaaT BO JKUBO, a JIeJT Ce
TMIPeTXO0IHO CHUMEH BUieoMaTepujasl Wik KOMIjYTepCKU u3ajHupanu ciieHu. [IpeTcraBaTa Mmoxke fa
ce TIOTJIe[THE Ha CJIeTHUOB JIMHK: https://www.youtube.com/watch?v=4t60pJPRbDS.

% https://spainsnews.com/la-fura-dels-baus-pioneers-of-digital-theater-without-knowing-it-babelia.
(mpucrareHo Ha 16.5.2020).

10.3aKJIy4OKOT € BOE[IHO M HacOKa Koja cyrepupa Jieka Bo iehMHUPakeTo Ha MOeTUKaTa Ha MHTepHeT-
TeaTapoT, TeaTposo3uTe Tpeba fa 06pHAT BHUMaHUe Ha AMHAMUKATA LITO Ce Kpenpa MPeKy Y4eCTBOTO
Ha pa3/IMuyHU JUCHUTUIMHYU BO 3aeJHUUKATA 11eJ1 — CO3/laBaibe Ha TeaTapCKu YnH. PaMKuTe Ha

0Ba UCTPa)KyBae He JI03BOJIyBaaT TaKOB IIPUCTAII, 11a 3aT0a 0Baa CTy/IMja € HacOueHa caMo KOH
npocdunrpame Ha OCHOBHUTE KapaKTepUCTUKU Ha NHTepPHeT-TeaTapcKaTa pereriyja.

cKa mpeTcTaBa, XamHeii", Koja ce omBuBa mpeky codTBepoT Internet Relay Chat (irc).
[TpoiecoT Ha co3daBaibe Ha MpeTcTaBaTa Ce OfIBMBA HU3 CeJHUBE (ha3u: OTKAKO
Ke ce u30epaT aKTepuTe, MTPEKY eJIeKTPOHCKA ITIOIITa UM Ce pacrpeiesiyBaaT coop-
BETHUTE PEIUIMKU KOU Cce HyMepUpaHU U IIPUTOAa, He e o3BojieHa HUKaKBa mpoba.’?
Cropep Toa, [0 IeHOT Ha U3BeAbaTa HUKOj, OCBEH PEKUCEPOT U IPOAYLIEHTOT, HeMa
YBU/I BO LIEJIMOT TEKCT (0a3upaH Ha ocyMjieceT U30paHu PeIUIMKU Off IIIeKCITHpoBaTa
Tparepauja). BopoueMm, Iypu U caMHOT peKUCep He e coceMa CUTYPeH BO Koja HacoKa
Ke ce ofiBMBa fejcTBreTO. Bo cyiiTiHa, HeroBaTa 3aMIC/Ia € CaMo egHa Ol MHOTYTe
BapujaHTU. Bo BaKBHOT KOHIIENT MOTpeOHa e My0/IMKa 3a TeKCTOT /ia ce Hallulle 1ie-
JIOCHO, 3a Jla ce KOHTeKCTyalIu3upa JejcTBreTo. MosKe [la ce 3aK/Iyuu JIeKa co ceKoja
u3Bemba ce co3maBa HOB TeKCT. [7legaunte ce mpujaByBaaT o[, KOPUCHUUKO MMe U
MOJKaT CJIOOO/THO JJa KOMEHTHpAaaT 3a BpeMe Ha u3BeqibaTa. TeKCTOT Ha aKTepuTe e
KCIIMIIAH Bo efHa 60ja, a TeKCTOT Ha IJlefjaunTe BO Apyra. Ha aktepute, 103BOJIEHO
UM e Jla TU afallTupaaT CBOUTE PeIUINKY BO OJJHOC Ha KOMeHTapuTe of ryonukara. Of
BaKBOTO MCKYCTBO Ce U3[IBOjyBaaT HEKOJIKY BayKHU acrieKTy. HajpBo, oBa e rpumep
Ha eflHa HOBa (hopMa Ha ApaMaTypruja, Koja MoyKe AypH U Jia ce Hapeue aHOHUMHa
(KOPHMCHUUKOTO MMe Ha IJIeflauiTe He Mopa [a 3Haul JeKa € HUBHO BUCTUHCKO UMe).
[ToHaTamMy, aHOHMUMHOCTA € OJIJIMYEeH CTUMYJI 3a TTorojieMa BKJIYUeHOCT Ha I71eJIadoT
Bo usBenbaTa. Oc1060/ieH o7 COOUYBAhETO CO MOC/IeAULINTe Ha MHCTPYKLIMKTE KON
I'U cyrepupa Bo OOHOC Ha JIejcTBUETO, IJIeJauoT I0Xpabpo ce BKIyuyBa BO u3Bembara
U TIOJIECHO TO M3pas3yBa CONCTBeHOTO Muciewme. The Hamnet Players, Tpymnara Koja
ja co3mame oBaa IIPBa MHTEPHET-IIPETCTaBa, Ke MOHYIM VIITe MHOI'Y BAaKBU ITPOEKTHU
Mery kou mormo3HaTtu ce: PCheth: an IBM clone of Macbeth u An irc channel named
#desire.

Bo 2010 roguna, The Royal Shakespeare Company Ke eKCIIepPUMEHTHpPa CO OBOj
HauWH Ha BK/IydyBale Ha I71ejauoT, IIpeKy KOMeHTapH, Taka IITo Ke ja ajarTupa
Pomeo u Jynuja u Ke ja moctaBu Ha TButep. [IpeTcraBaTa ce ciaydyBa Bo Mepuoj of
ret Hepenu. Jynuja, Pomeo, Mepkyuuo, TubanT u ocraHaTUTe JIMKOBU Off Apamara,
“MaaT cBou npodriv Ha TBuTep, cBou ciiefdbeHuL U (haHOBU KOU MOKe CJI000IHO
la KOMeHTHpaaT Ha HHUBHUTe TBUTOBU. Ha TOj HauuH, MOKpaj Ir7laBHATa JIMHUja Ha
ITpUKa3HaTa Koja ja co3ziaBaaT akTepuTe, ce (hpopMupa 1 eiHa reprpepHa mpruKasHa
Ol CTpaHa Ha peLiuIIMeHTUTe.

Peuricu ucToBpeMeHO CO TPBUTE UCKYCTBA Ha chat-eawiapouu, Ke ce TiojaBaT 1
IIPYTU eKCIIePUMEHTH 0] 06J1acTa Ha repopMaTUBHUTE YMETHOCTH KOU I71€JIau0T Ke
r'o BKJIyJaT Ha efleH NoMHAKOB HauuH. Bo 1995 ronuna Crenapk, efleH of, Haj3Hauaj-
HUTe YMEeTHUIM BO chepaTa Ha TEXHOJIOTUjaTa U BU3ye/lHaTa YMETHOCT, TO U3BelyBa
nepdopmancoT Ping Body. Co KopucTete Ha crieliuhUdHU eJIEKTPOHCKU Ypeu, He-
TrOBOTO TEJIO € TIOBP3aHO0 Ha KOMITjYTePCKU MHCTaIMPaH CUCTEM TPEKY KOj, CO TTOMOIII
Ha WHTEePHeT-KOHEeKIIWjaTa, PeITUIIMeHTUTe MOKAT Jla T'M CTUMY/IMpaaT HETOBUTE MY-
ckynu. Bo Toj ciygaj, IBUKeHeTo Ha TeJIOTO He e TIPOM3BO/T Ha HETOBUOT BHATpeIlleH

. CKkpaTeHa 1 ajiariTUpaHa Bep3uja Ha IIeKcrupoBaTa Xamiel.

12.Ce paboTtu 3a MHTepHAIIMOHAIHA eKuTla co akrepu o1 CiioBenuja, HopBerika, Aurnuja, 3paen u
Amepuka. [TogaToruTte 3a rpeTcraBaTa ce cobupaHu of CJIeJHUOB JIMHK: https://www.marmot.org.uk/
hamnet/about.htm.

30 31



HepBEH CUCTeM, TYKY Ha HaJJBOPEIIHO ITpeAn3BUKaH UMITY/IC, Pe3Yy/ITaT Ha MPUIMBOT
Ha nogarouu. Ha Toj HauuH, regadoTr ctaHyBa Kopeorpad Ha nepdopmancor. Ilo-
HaTaMy, UHTepeceH e rpumepoT co Open Online Theatre, yuija upeja TprayBa of I10-
TpebaTa [a co3manaT OHJIajH TeaTapcKa 3rpaga. HuBHuTe nmepdopMaHcy ce ceKoralil
pes3yITaT Ha aKTMBHOCTA Ha ITy0/IMKaTa. AKTepuTe ce PHUCYTHU Ha ClieHa, repdop-
MaHCOT I'0 CjIeJId U Iy0JIMKa Koja (pU3UUKH I'o JIeJIU ITIPOCTOPOT CO aKTepUTe, MeryToa
caMo MybJjMKaTa Koja e TIpUKJIydeHa OHJIajH MoOKe Ja MHTepBeHHpa BO M3BemOara.
Ha BumeoOuM Bo o3ajiHa ceé eMUTYBaaT KOMEHTapUTe of MyO/IMKaTa NpUKJIydeHa
OHJIAjH, a aKTepuTe pejlaTUBHO Op30 pearupaaT Ha HACOKUTE KOHW I'M JaBa cajoep-
nyoukara. IHTepecHO BO OBOj CJIyuaj € KaKo UMITYJICUTe IITO JoaraaT of Ja/IeuHu
MecCTa ce MaTepujajr3upaaT Ha KOHKpeTHaTa TeaTapcKa ClieHa. YIITe eeH acIleKT
KOj TyKa Tpeba Ja ce CclioMeHe e acIleKTOT Ha MHTePKy/ITypaaHocTa. Vjien u ceH3u-
OMIUTeTH Of Hajpa3INnuHU Ky/ITYPU, COpaboTyBaar, ce CcriojyBaat 1 (popMupaaT HOBU
KY/ITYpPHU (hOPMU, HOBU ITOTEHLIMjaJIi M HOBU 3HAUEHa.

ITpOBOKATUBHU Ce U IIPUMEPUTe BO KOU IyO/IMKaTa MOKe [ja [IPUKauyBa ayauo-BU-
3yeJIHU COMIPKUHM CO KOM Ke ja 30oratu usBembaTa, HO U MPUMEPUTE Kajie IITO TTy-
O/MKaTa MOsKe J1a KIIMKHe Ha ofjpeieHa ITOHy[AeHa OIllMja U [a Ior/iefjHe KaKo Ke ce
OJIBMBa IejCTBUETO CIIOpe[] U300pOoT KOj Io HarmpaBuiia. Bo mipusior Ha Toa, ro Iocouy-
BaM cJIeHUOB ITpuMep: http://www.liveart.org/motherboard/MLB/index.html.

Ha makemoHcKaTa TeaTapcKa ClieHa MOJIeJIOT Ha UHTepHeT-TeaTap 3a IpB IIaT e
eBugeHTrpan Bo 2013 roguna. CranyBa 300p 3a IIPeHOC BO ;KMBO Ha TeaTapcKaTa
npetcraBa [Ipusug, Bo nmpoaykuuja Ha Tearpa. IIpuMmepoT ce moBp3yBa CO IIPBUOT
MOJIe/I Ha UHTepHeT-T1y0JIiKa.

3aKJIyJOKOT LITO MOMKE J]a Ce MMPOU3HEece of pas3riielaHUTe IMPUMEPU € CJIeTHUOB:
ecTeTHKaTa Ha MHTePHeT-TeaTapoT e eCTeTHKa Ha Urpa, Ha CUMYyJ/ITaHa UHTepaKIiyja,
Ha IIOCTOjaH Aujasior, Ha MmapTulunanyja. OTCycTBOTO Ha HellocpegHaTa eHepruja
Mery U3BelyBauoT U IJIe[JauoT Ce IOIMOJIHYBa CO MHBEHTUBHA JIVIUYHOCT Koja ro
MOTTUKHYBA IIeJadoT /ia 3a3eMe aKTUBEH OJIHOC KOH M3BejibaTa.

U+1F44F wnu ariay3 Bo eMOTHKOH
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AmncTpakT:

EfiHa o7 OCHOBHUTe 3a/1auyl HA aKTEPOT e Jia bujie ofyindeH KOMYHUKATOP CO TIy-
6nuKara. 3a Toa, TOj MOpa /la TpeHHpa CeKojIHeBHO paboTejKu Ha MMarnHaljara,
[71acOT U TeJloTo. AKTepoT Tpeba fa rmoceiyBa apTUKyupaHo tesno. OBoj TepMuH
ce ofiHECYBa Ha TeJIo KOe e CIIPeMHO COOJIBETHO Jla pearnpa Ha pa3sHU OKOJTHOCTU
Ha CIieHa, Koe e CBeCHO 3a cebe U 3a IMPOCTOPOT, Koe € TUIACTUYHO, YYBCTBUTEITHO,
CIIpeMHO 3a akiuja, (iekcubuaIHo, co y6aB CTaB U jaCHOTHja BO IMTpeHeCcyBarbe-
To Ha uzeute. Ha MakynreToT 3a ApaMcKu ymMeTHocTd Bo CKoIlje, CTYI€HTUTE Ha
JIOIUTIOMCKY cTyauu ofi, Kateipara 3a akrepcka urpa paboTaTt Ha YCOBPIIYBame
Ha TejlecHaTa apTUKy/aliyja mpeKy Beskoute off npeametoT CLeHCKU [BIKeha U

TaHIY.

[logaTouHara aHa/IMTUKA 1 BU3yajiM3alijaTa reHepasHo ce KOPUCTAT 3a OTKPU-
Bambe 1 UHTepIpeTaljyja Ha Mo/IaToLIU, KOU ce 3HaUajHU KaKo ITPUMEPOLIU 3a JIoHe-
CyBame 3aK/IyJolM U pelleHuja. 3a fja ce UCTpaKu pa3BojoT Ha TejleCHa apTUKY-
jlanyja, BeyKOUTe Oea IofieJieHy Ha TPU AUCLIUIUIMHU: O0aJIeTCKU Be;KOU, CIIeHCKU
MBWKera 1 TaHIM. Pa3BojoT Ha apTuUKy/Iai[jaTa Oelile aHaIM3UpaH CO MOMOII Ha
KOMITjyTepCKU cO(pTBEP, CTATUCTUYKU METOU U BUI€a Off UCITUTHU I10 MPeMETOT
CLeHCKM [IBUWKewa U TaHLY, [Ipe3eMeHu off apxuBara Ha DakyireT 3a ApaMCcKU
ymeTtHOCTU. McTpaskyBameTo Oelile CripoBefieHO Ha ITPUMEPOLIU Off [IBE TPYITU: IPY-
rna Ha JUIUIOMMPaHU aKTepu KOU ce JieJl O]l TeaTpuTe BO MaKe/loHMja U rpyria Ha
CTY/IEHTU KOU BO MOMEHTOT Ha CITPOBe/lyBambe Ha UCTPasKyBameTo Oea Jies of, J10-
MUIUIOMCKUTe cTyauu Ha Daky/TeToT 3a JIpaMCKU YMETHOCTHU. 3a Jia ce [ojlie 1o
pesynratu Oea KOPUCTEHW TEXHUKU 3a MOJ[aTOYHa aHaimi3a. PesynTaTuTe, CTaTu-
CTMYKU U IIPETCTaBeHU BU3YeJIHO II0Kaskaa jacHa CJIMKa 3a Pa3BOjoOT Ha TejlecHaTa

apTUKYy/alldja Kaj uJJHUTEe aKTepu.

Knyunu 36opoBu: [lofaTouHa aHaIMTUKA; BU3yaju3aluja; O0areTcKu BexOu;

COeHCKHN ABMKeha; TaAHII,; BI1e0.

YAOTATA HA [y oW R0
AHANUTAKAY | IBUISYANSATIYA
BO PASBUBAHETO HA
UENECRIATA ARPTURYANAITIL KAJ
AKTEPMTE

BojaH J/Ta3apoB
YKUM dakynreT 3a ApaMcKu yMmeTHOCTH - CKorje

Bosep

BnujanueTo u moTeHIIUjasIOT Ha HOBUTE MeOUYMU HECOMHEHO e T'OjIeMO BO CHUTe
obsacTy Ha JeHelIHUIIaTa, BKIVUYBajKU ja U yMeTHoCTa. Tue ro Kperpaat HauMHOT
Ha KOj ce MOBp3yBaMe, KOMYHULIMpaMme, copaboTyBaMe U ce u3pasyBame. JJururaji-
HHUTE TeXHOJIOTMM M KOMIIjYTepUTe HaoraaT IIMPOKa ITpHMeHa BO KpenpameTo Ha
MY/ITUMEIUjaJIHU, OUTUTAIHU IepdopMaHcH, cajoep rmepdopMaHCH, KOMITjYTePCKO
Kpeupaibe Ha (pUTr'ypHy U aBaTapu 3a IIOTPedurTe Ha pa3sHU ITlepopMaHCH U IIPETCTaBU
uTH... (Dixon, 2007). Tue ocBeH 3a OTKpUBake Ha HOBU CTU/IOBU, (DOPMU 1 HAUMHU Ha
YMETHHUUKO M3pa3yBaibe, HaolaaT IIpUMeHa 1 BO UCTpakyBarbha BO 0b1acTa Ha 13Be-
IYBAUKUTE YMETHOCTH.

KopucHocTa off HOBUTE MeJIUYMU BO U3BEYBAUKUTE YMETHOCTU MOKe a Ce€ BUIU
U TIPEKY MCTPasKyBaibe MTPeTCTaBeHO BO TPYIOT HAC/IOBEH Kako ,[lolaTouHn HayKu
BO CJTyK0a Ha M3BeJlyBauKUTe YMETHOCTH: [IpriMeHa Ha MallTMHCKO YJYeHhe BO ITPe/iBU-
IyBaibe Ha mpedepeHuuTe Ha nmyonukara“ (Data Science in Service of Performing
Arts: Applying Machine Learning to Predicting Audience Preferences). Bo oBoj Tpyz
e TIpUKaykaHa aHaJIM3a Ha To/IaTolM, 3a /la ce pa30epe TUIIOT Ha HAaCTaHU KOU TIy-
6/1MKaTa TU MPEeTIIOUNTa CO 1IeJT Moo0pyBake Ha MapKeTUHT-CTpaTerujaTa u JoHe-
cyBame 1Mo7jo06py OJIJTYKH 3a PeriepToapoT, OAHOCHO /ia Ce TIOCTUTHE TToToJIeMa T1oce-
TEHOCT Ha MoHyAeHaTa rporpamMa (Abernethy et al., 2016).

Ho, Koja e mpuMeHaTa Ha HOBUTe MeIUYMU BO efyKallijaTa Bo objiacTa Ha M3Be-
IyBauKUTe YMETHOCTH, TIOKOHKPETHO BO TPEHUHTOT Ha akTepuTe? [IpuiMmeHaTa Ha
HOBUTE MeZIMYMU Ha OBa MoJie JIoMpBa MOYHYBa Jia ce pa3BuBa. Of rocroeukara jiu-
TepaTypa MOjKe Ja ce M3[BojaT ABa IPUMepPU 3a KOPUCTEHEeTO HAa HOBUTE Meauny-
MU U JIUTATAJTHUTE TEXHOJIOTMU BO aKTEePCKUOT TpeHUHT. [IpBuoT nipumep e MOOK,
OJHOCHO ,MacuBHO OTBOpeHU OHJIajH KypceBu“ (Massive Open Online Courses -
MOOC). Bo 2014 roguna IlonaTtas Iluuec (Jonathan Pitches) op YauBepsuretor of
JIugc (University of Leeds) moctaByBa OHJIajH KypC HAC/IOBeH Kako ,,DU3UUKH TeaTap:
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Mejepxomn u buomexanukara“ (Physical Theatre: Meyerhold and Biomechanics)!
KOPUCTEjKU Beb-TmaTdopMa KaKo HOB HAuMH 3a MU3yUyBaibe Ha OfpedeHH aclleKTU
op akTepckuoT TpeHuHr (Camilleri, 2015). BropuoT ripumep e KperuparmeTo U IIPOJIVK-
uujaTta Ha ,,dU3NUKK aKTePCKU TPEeHUHT — oHiajH A-Z“ (Physical Actor Training - an
online A-Z or PATAZ)?, BO KOj UCTpasKyBajKu I'i MOKHOCTUTE Ha HOBUTE MeIUYMU
U gurutajaHuTe TexHosoruu, Bo 2018 roguna ITon Aneun (Paul Allain) u ®pask Ka-
mustepu (Franck Camilleri) 3aegHo co HUBHUOT TUM KpeupaaT JUTUTajIeH aKTePCKU
tpenunr (Allain, 2019).

Ho, manu BCylIHOCT MOKeMe [ja TU UCKOPUCTUME HOBUTE MeAUYMU U JUTUTATHU
TEXHOJIOTMU KaKo aJjilaTKa 3a CIIPOBelyBae Ha KBAHTUTATUBHU METOAU 32 UCTPAKY-
Barbe Ha Ba)KHOCTa Ha BEKOUTE O] aKTEPCKUOT TpeHUHr? Kako Tue MeToau Ke HU
TOMOTHAT BO Jj0OMBabe KOHKPETHU PEe3y/ITaTy U Iajid UCTUTE Pe3yITaTh MOKaT /ia
OuIaT MCKOPUCTEHM 3a YCOBPIIYBake Ha aKTEPCKUOT TPeHUHT? VcTpaskyBaunTe of
oBaa 00J1aCT MPeTe;KHO I'M KOPUCTAT KBAaJIMTATUBHUTE METOU 3a UCTPa)KyBambe, HO
OBOj TPV, IPUKaKyBa HOB TIPUCTAI CO KOPUCTEHhe Ha KBAHTUTATUBHU METOU, TTPEKY
HOBUTE MeJUYMU — KOMITjyTEPHU U TIOJaTOYHA aHaJIMTHKA BO 00/lacTa Ha aKTepPCKU-
OT TpeHUHT. Bo 0BOj Tpy7 ce M3HeCeHU CO3HaHUjaTa Off UCTPaKyBame CITPOBeeHO
BO 2016 romuHa Koe Oellle 0CHOBa Ha MarucCTepPCKHU TPYI Ha OfesoT 3a bajercka
neparoruvja npyu MakyITeTOT 3a My3UUdKa yMeTHOCT Ha YHuBep3uteT ,,CB. Kupun u
MeTopuj“, HaC/I0BEH KaKo ,,Yyiorata Ha MpeJIMeTOT CLIeHCKU ABUKeHa 1 TaHIY Ha Ma-
TOT KOH TejleCHa apTUKYy/allyja Ha UaHuTe akrepu”. llesta Ha MarucTepckUoT TPy,
Oellle a O UCTPa’ku BIMjaHUETO Ha Be;kOUTe of1 mpeaMeToT CIIeHCKU JIBUKEha U
TaHIM ILITO IO U3ydyBaaT CTyIeHTUTe off KaTreapara 3a paMCKM aKTepH KaKo 3a-
TIO/KUTEJIeH MpeJiMeT BO TEKOT Ha OCYM CEMeCTpU, OTHOCHO [ja ce OCO3Hae Jlaiu U
KOJIKY BEe3KOHUTE O] MUCUUIUIMHUTE Ha OBOj ITPEJIMEeT UM TToMaraaT BO YCOBPIIYBakbe
Ha TejlecHaTa apTUKY/Ialiyja U Cce HeOXOJHU BO aKTePCKUOT TPEHUHT.

NMpeamer Ha UcTpaXKyBamwe

OcHoOBHATa 3ajjaya Ha aKTepUTe € [a KpeupaaT U YCIIeIIHO Aa BOCIIOCTaByBaaT
KOMVHHUKAaIMja co Myo/JMKaTa, IIpeHecyBajku ' HUBHUTE UIeU, eMOLIMU U KapaKTe-
pu. 3a [a ce yCHelIHN BO TOa, MHOI'Y € BajKHO Jla ce M3pasyBaaT JOBOJIHO jaCHO CO
CBOjOT TOBOP, HO M CO CBOETO TeJI0. AKTepuTe Mopa fia ce ocobodaT o MaHUPUTE U
orpaHuuyBamara. Trvie Tpeba fa rv 3HaaT MOKHOCTUTE Ha CBOETO TeJIO, 3a YCIIeIIHO
nIa Biageat co Hero (Dennis, 1995). 3a ma MaaT apTUKY/IMPaHO TeJlo, Tue Tpeba ma
IIOMUHAT ¥ COOBETeH TPeHUHr. Bo 3aBuCHOCT of TpaguiyjaTa, IIKoIaTa, KagapoT
1 HeroBara CIIPeMHOCT, aKTePCKUOT TPEeHUHT € pas3jinueH U ce U3yuyyBaaT pasHU CU-
CTeMU, TeXHUKU U BEILITUHU 3a OBIKelha IIPeKy KoM ce IMMOCTUTHYBA apTUKy/IaljaTa
Ha TeJIOTO Kaj akrepute. EIHO of KIyUHUTe Mpallarkba, Ha KOe UCTPa)KyBauuTe O]l
o6j1acTa Ha aKTePCKU TPEHUHT ITIOCTOjaHO ce HaBpaKaaT e, BCYLIHOCT, KOU Ce BeLITH-
HUTe U TeXHUKUTE HITO Tpeba [a ' U3yuyBaaT akKTepUTe, OGHOCHO UCKYCTBEHO J1a T
IIOMMHAT U BO KOja Mepa UCTUTE Ce MOTPEOHN BO aKTePCKUOT TPEHUHT'?

I https://www.futurelearn.com/courses/physical-theatre (nmpucramneno Ha: 1.6.2020).

2, https://www.dramaonlinelibrary.com/pages/physical-actor-training-an-online-a-z (mpucramneHo Ha:
1.6.2020).

[TpenpmeTtoT ClieHCKU IBUKEHa U TAHIIU € efeH off IIpeMeTHTe KOU UM IIoMaraaT
Ha crygeHTuTe o MaKy/ITeT 3a ApaMCKUA YMETHOCTHU, Ipu YHuBep3uret ,,CB. Kupun
u MeTtonuj“ CKorje f1a ja ycoBplIaT TeJecHaTa apTuKy/ailyja. LleaTa Ha mpeamMeToT
e pa3BHBaibe Ha KOHTPOJIa, KOOpAUHALIMja, CBECT 3a cebe U 3a ITPOCTOPOT, ITpaBUJIHA
IIOCTABEHOCT U [IP;Kekhe Ha TeJIOTO, IPAaBUWIHO JUIIehe, Kperupame Ha jaCHU TeJIeCHU
U3pa3u U CJIMKU 1 YCOBPIIYBame Ha ICUX0-(PU3nUKo euHCTBO. Toj e cocTaBeH of1
TPY OUCHUIUIMHU - CLIEHCKU JBWKeha, PUTMUKA 1 TaHIIU U CeKoja Ma CBOM HaCTaB-
HU eOVHMLIM, 3adaud u Lenu. HeyrpasHo Teso, 6aBeH ofl, HOpMaJIeH of, TpUambe,
BeKOU 3a AM3ajH, UHTEH3UTEeT U PUTaM Ha JIBIFKeIbe, eTUIU, OecIpeIMeTHO ejCTBO,
rlecHa KaKo MHCIIMpallyja 3a IBIKemhe, UMITPOBU3alii, KBaJIUTET Ha IIPOCTOP, KBa-
JINTET Ha JIBIKEeHhe, )KUBOTHU U PacTeHHrja KaKo MHCIMpalija 3a IBIKewe, ,,YeTupu
TeMrepamenTu”, ,Macka“, , TurnoBu Ha nyre“, ,Metamopdo3u“ ce Be;KOUTe KOU ce
KOPHUCTAT BO AWCIUIUIMHATA CLIEHCKU ABUKea. Tre ce HAMEeHeTU 3a YCOBPIIYBahe
Ha eJIeMeHTUTe Ha OBUKeIbe, CBeCTa 3a IIPOCTOPOT, GU3MUKaTa OCET/IMBOCT BO IIPO-
CTOPOT, Pa3BUBake U YCOBPIIYBale Ha JIp;KeHe Ha TeJIOTO, OTKpUBame U paboTta
Ha pU3NUKK OJIOKA[IM, KOHTAKT CO MapTHepPH, KpeaTUBHOCT, (haHTa3Mja, BHUMaHUe,
¢oKyc, jacHO M3pa3eHU UyBCTBA 1 eMOLIUM U Kperpame Ha jacHU Kapakrepu. uciu-
IUIMHATa PUTMUKa oraka Be;KOM KoM ce HaMeHEeTHU 3a YCOBPIIYBamke Ha PUTAMOT He
caMO KaKo MY3UKa/IHOCT, TYKY M KaKo TeJIecHa KY/ITypa - Ky/JITypa Ha JIBIKEHhe Kaj
UAHUTE akTepu. ['ojleM mest o oBaa JUCLUIUIMHA Ce YCOBPILYBa U IPEKY BEKOUTE
ol MUCLIUTUIMHATA TAHI[A BO Koja ce BKJIyYeHHU Be3KOUTEe 071 0aIeTCKU U KapaKTepHU
TaHLK 1 UCTOPHUCKU U KapaKkTepHu TaHUM. OBUe Be;KOH, MaK, HAMEeHEeTU ce 3a yCo-
BplIyBalhe Ha KOOpIUHAIWja, TPaBUIHO pa3BUBabe Ha TEJI0TO, ITPABUJIHO AUIIEHE,
HCITpaBame Ha ofpedeH neOpPMUTETH, YCOBPIIYBake Ha IMOJIBUKHOCT U CIELU-
¢uuHa ecTeTHKa, jakHEehe Ha MYCKY/IM, HO K Ha MICJIOBEH IIpoliec — KOHIIeHTpaluja
U ITaMeTemhe U 3al03HaBake Ha CTYIeHTUTE CO CTHJI, OJHECYBame, [IOKJIOHU U CTaB
KapaKTepUCTUUeH 3a BpeMeTO U TaHIIOT LITO ce U3yJyBa.

Martepujan 3a ucTpakyeamwe

Co 11en nobuBame Ha KOHKPETHU Pe3y/ITaTy BKIIyUeHU ce JIBe IPYIA UCTIUTaHUIIH.
[TpBaTa rpyma - KOHTPOJIHA, COCTaBeHa Of JeBeT aKTepu JUIUIOMUPaHU CTYIEeHTU
Ha KaTteqpaTa 3a JpaMcKu akTepy Of] pa3/InuHy reHepaiuu (Kaacu) Kaj Kou ce 3abe-
JIe;KyBa eBUJIEHTEH pa3Boj BO TejlecHaTa apTUKY/Ialyja U KOW TTOKasKajie O[JTUIHU
pe3yaTaTh BO UCIIOJHYBale Ha 3aJjlauuTe ofi IpeJMeToT. BroparTa rpyma - ekcrie-
pUMeHTaIHa, COCTaBeHa Off ABaeceT CTYOEeHTH Ofl pa3/InuHU reHepaluu (Kaacu) of
Kateppara 3a paMCKM aKTepHu, KOM BO MOMEHTOT Ha MCTPa)KyBambeTo Oea Jier o
cryaunTe Ha DaKy/ITeT 3a APaMCKU YMETHOCTH.

3a UCIUTAHULIUTE Off JIBETe TPy Oea HapaBeHU UHAWBUIYATHU BUea, CO 1ejT
HCTpaskKyBakhe Ha Pa3BOjOT BO TPU JAUCHMIUIMHUA, OTHOCHO OaneTcKu BeKOU, TaHIN
U CLIeHCKU JIBWKetba. CocTaBeHU O] BUIeOMaTepUjaiv Ipe3eMeHu Off apXuBaTa Ha
@DaKyITeTOT 3a APAaMCKU YMETHOCTH, BUjleaTa 3a KOHTPOIHATA I'pyIla CofipyKea Ma-
Tepujanu of OaseTCKU BesKOU (BTOpU 1 YeTBPTU CeMecTap), TaHLU (Ol IIPBU A0 Iiie-
CTU CeMecCTap) U CLIEHCKHU ABWKerba (o7 IIPBU [0 LIeCTU ceMecTap), 3a Ha Kpaj Ja ce
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3a0KPY/KU cO Kopeorpaduja of mpodecroHasieH aHrakMaH Bo TeaTap. Bumeara 3a
eKcIepUMeHTaIHaTa I'pylia ' CoOApsKea UCTUTe OUCLUIIMHY, 3alI0OUHYBajKU Off IIPB
cemecTap, I1a JIo CEMecTapoT BO KOj Oellle CTYJIEHTOT 3a BpeMe Ha UCTPa)KyBambeTo.

[Topagu rojneMuHaTa Ha MaTepUjajioT Koj e orndaTeH BO MCTPaKyBabeTo, UCTUOT
ce OlleHyBallle O] CTpaHa Ha JiBe KOMUCUU Ha OlleHyBaul — CTPYYHU JIvlia o obacTa
Ha U3BeJlyBauKUTE YMETHOCTH, MAaruCTPHU U eJleH IOKTOP Ha HayKH, Off KO TPojiia ce
yHUBep3uTeTcKu mpodecopu. [TpBaTa Komucuja Gellle cocTaBeHa O TPU YWIEHOBU U
ja olleHyBallle caMO KOHTPOJTHATa TPyIa, ofleKa BropaTa KoMucuja Oellle cocTaBe-
Ha O]T IBajlla YIeHOBU U TU OIleHyBallle M KOHTPOJTHATa U eKCIlepuMeHTaTHaTa Tpy-
na. KomrcunTe nMaa MOKHOCT Jla TO OLIeHaT Pa3BOjOT HA UCIIUTAHULIUTE TPEKY TPU
OIIeHKU/KPUTEPUYMU: 3aJI0BOJIUTEJIEH (MUHUMAaJIeH) pa3Boj, 3abesie;KuTesieH pa3Boj
1 ocobeH pas3Boj.

OBHe KpUTepUyMHU O3HauyBaaT JieKa MHIVBUAYAJIHO Kaj CeKOj Of MCIIUTaHULIUTE
BO COOJIBETHATA JUCIUIUIHA KOja ce OIleHyBa MMa 3aJI0BOIUTETIEH, 3a0esie;KuTe/IeH
WIK 0cobOeH pa3BOj BO MPaBUIHUOT Pa3BOj HA TEJIOTO U (PU3UUKUTE CIIOCOOHOCTH,
IIPaBUJIHOTO JIP;KeHhe, TEXHUKaTa Ha U3BelyBame Ha Be;KOUTe, KoOpAuHallijaTa, CU-
jlaTa, UCTPajHOCTa, JIECHOTHjaTa, U3pa3HaTa MOK Ha palleTe U CcBecTa 3a cebe U 3a
ITPOCTOPOT.

['onemuHaTa Ha TPUMEPOKOT Off OLIEHKM 3a KOHTPOJIHATa I'pyra ce cocTou of 45
WHIUBUAYAIHU OLIEHKH, OJHOCHO OLIEHKHU 3a 9 aKTepu OLleHYBaHU O]l 5 OLIeHYBauH,
BO CUTe IUCLIMIUIMHU OAJIeJIHO, JOAEeKa 3a eKCIIepUMeHTaIHaTa I'pylia IIPUMePOKOT
ce coctou of, 40 MHAUBUYaTHU OLIEHKH, OJHOCHO OlleHKHU 3a 20 CTy[IeHTH OlieHyBa-
HM 01 2 OLIeHyBaul BO CEKOja OfI IUCLIMIUIMHUATE O Ae/THO.

Kako eyt o/ ucTpasKyBameTo, 3a I00MBatbe Ha JIOTTOJTHUTE/THU KOHKPeTHU MHGOP-
Mal[i{ U COrJie[lyBame Ha JIMUHUTE CTaBOBU Oellle CIIPOBefieHa U aHKeTa Ha JiBeTe
I'PYIY — aKTePU U CTYIEHTH, KOja ce COCTOoellle Off JIeBeT Ipalliama off 3aTBOPEH TUII.
Ha cemym mparniama UCIUTAHUTLIUTE [jaBaa MUCTehe MpeKy olleHka o 1 /1o 5, a Ha
OPYyruTe [Be mpallama IMpeKy NoHyaeHu ogarosopu - JJA wiu HE.

MeTtoaM Ha UCTpaXKyBatbe

MaTepujasioT e aHaJIM3MUPaH CO TIOMOII Ha MTOBEKe CTaTUCTUUYKU MEeTOJIU, OJJTHOCHO
dpekBeHnIyja, MpolieHT, Tabera Ha KOHTUHTEHITWja, XU-KBaJIpaT TecT, (puliiep ersakr
tect (DET), p-uHAEKC Ha CTaTUCTUYKA 3HAYAjHOCT, CpejiHa BPEIHOCT W CTaHjap/l-
Ha AeBujaluja. Mctuor e aHanu3upaH npeky JASP mporpamara co oTBOpeH Koj 3a
CTATUCTUYKYU aHAIN3H, U3PAa00TeH U TOMIP;KaH Off YHUBEP3UTETOT BO AMCTepIIaM.
Bo TabenuTe Ha KOHTUHTeHIIMja ce MMpUKayKaH! (pPpeKBEHI[UNTE BO ariCOTyTHU Bpey-
HOCTU U mpoueHTU. [loBp3aHocTa Ha aHajW3UpaHUTE MPOMEH/IMBU Ce Ofpeu CO
Xu-KBagpar tectoT. [Ipu aHanu3aTa Ha MoOAATOLUTE, TIOKOJIKY P-UHIEKCOT € TToMasl
i egHakoB Ha 0,05, Toa 3Hauu JleKa MTOCTOU CTaTUCTUUYKU 3HadyajHa pasjivuKa I1o-
Mery ZIBeTe I'PYIU — KOHTPOJIHA U eKCIIePUMEHTAaIHA, a JIOKOJKY e rorosieM of, 0,05,
3HAuUU JleKa He e JleTeKTUPaHa CTaTUCTUUKU 3HauajHa pa3/IvKa [oMery rpyrmre.

Pe3yATaTti OA MCTPaXKyBathbeTO U HUBHA Bu3yal\u3au,uja

IobuenuTe pe3yaTaTy HU YKaykaa Ha BUIJIMBA pas/iMKa BO HUBOTO Ha TelecHa ap-
THUKY/IaLja IIoMery KOHTpoJIHaTa M eKcIlepruMeHTaHarTa rpyma. Merure ce nipuka-
’KaHU BO Tabesu, HO 3a HUBHO MOI00p0 pa3bupame 1 jaCHO COIieyBambe 1 CIiope-
IyBaibe Ha Pa3BOjOT Kaj ABeTe IPyIId, THe ce MpUKa)kaHu 1 rpadpuuku. BusyenHoro
[IPeTCTaByBabe Ha pe3y/ITaTuTe e nerHupaHo Kako ,MIHTepIipeTanyja u rmpeseHTa-
1I1ja Ha TTIOJATOLIM 3a Jla Ce OBO3MOKM HUBHO pasbupame” (Kirk, 2016: 31).

ITo HallpaBeHNTe CTaTUCTUUYKHN aHa/IM31 Ha ITpuMeponuTe O IIpBaTa OJUCIUITJIMHA
- baneTcku Be}K6I/I, ,[[O6I/IBMe CTaTUCTUUYKU 3HaqajHa Pa3/irMKa BO CTeIIeHOT Ha paBBOj
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I'paduron 1. 'paduuku mpukas Ha gucTpubylirjaTa Ha CTEIIEHOT Ha pa3Boj Ha OasleTCKuUTe BesKOU Kaj
KOHTPOJIHATA U Kaj eKCIlepuMeHTaIHaTa rpymna

Ha HuBo p=0,021 (X2=7,82; c.c.2). Ox pesynratuTe NpUKakaHu Ha Tabena 1 u rpadu-
KOH 1, MO3Ke [1a ce 3abejie;Ku [jeKa BO 0Baa AUCLUITINHA, 0COOeH pa3Boj e 3abeseskaH
caMo Kaj MaJ1 Opoj CTYIeHTH, OJHOCHO 3,53% (3), 3a pasnuka of akrepure - 16,47% (14).

Ipvira 3agoBonuTeIeH 3abeneKuTeneH OcobeH pasBoi 2p
3¢ (MuHHUMaIEeH) pa3Boj pa3Boj p ) (X ; c.c.)

KonTpomnua rpymna

(n=45) 7 (8,25%) 24 (28,23%) 14 (16,47%)

0,021

EKcrniepumeHTanta

rpyna 6 (7,05%) 31(36,47%) 3 (3,53%) 7.82;2)

(n=40) e e e

Tab6ena 1. [luctpubyiinja Ha CTEIIeHOT Ha pa3Boj Ha OalieTCKUTe
BesKOM Kaj KOHTPOJIHATA 1 eKCIIepUMeHTa/IHaTa Ipyria
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Pesynrature, obMeHU ol aHAIU3UTE Ha IPUMEPOLIUTE Off cyiefHaTa OUCLUTIIMHA
- TaHIM, HA YKayKaa Ha CTaTUCTMUKK 3HaJyajHa Pa3jiMKa BO Pa3BOjOT Ha [IBETe IPYIH
Ha HuBO p=0,049 (=6,07; c.c.2). Bo oBaa muciuriMHa, Kako M Bo 0a/IETCKUTE BEK-
OU meTeKTUpaHa e pa3/MKa BO CTeeHOT 0CcoOeH pa3Boj, HO celak oMaja, OQHOCHO
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4
0,
. 1873
6] T T
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I'padukon 2. I'pacduuru rpuKas Ha JUCTpubyIMjaTa Ha CTEIIEHOT Ha pa3Boj Ha TaHI[UTE Kaj
KOHTPOJIHATa U Kaj eKCIlepuMeHTaiHaTa rpymna

10,58% (9) om cTyzmeHTHTE OlLieHeTH co ocobeH pa3Boj, HactipoTu 24,70% (21) ox akTe-
pute. JlucTpubyiyjaTa Ha CTEIIEHOT Ha pa3Boj BO 0Baa OUCLIUIUIMHA € IIPUKayKaH BO
Tabesa 2 1 rpaduKOH 2.

3apoBomuTeseH 3abesneKuTeeH Ocoben 2P
I'pyna (MuUHHUMasIEH) . .
. pasBoj pasBoj (A ;c.c)
pasBoj

KouTponHa rpyma

(n=45) 4 (4,73%) 20 (23,53%) 21 (24,70%)

0,049

ExcriepumenTantna (6,07: 2)

rpyia 8 (9,41%) 23 (27,05%) 9 (10,58%)

(n=40)

Tab6ena 2. Jluctpubylirja Ha CTEIIEHOT Ha pa3BOj Ha TaHILIUTE
Kaj KOHTpOJIHATa 1 eKCIIepuMeHTaIHaTa IPyIia;

PesynratuTte of TpeTaTa OUCIIMITINHA — CLIEHCKU ABIKetba IPUKaskaHU BO Tabesa
3 u rpaMKOH 3, HM VKayKaa Ha CTAaTUCTUUKY 3HAauyajHa pas3jidKa BO Pa3BOjoOT Ha IPy-
ruTe Ha HUBO p<0.001. Bo gucuumninHaTa CLIeHCKU JIBIKEHha, eTeKTUpaHa e ocobe-
HO To/IeMa pasjiiKa BO TPETHOT CTeleH Ha pa3Boj Kajie IITO Off KOHTPOIHATA rpylia
uma 40% (34), a og ekcriepuMeHTaHaTa rpyma 9.41% (8).
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10 4 s (10-58 9.41%)
(5.88%)

S 1 (2.379
o T T f
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I'pacdukoH 3. I'pacduruku npukKas Ha JUCTPUOYIIjaTa Ha CTEIIeHOT Ha Pa3Boj Ha CIIEHCKU JIBIKerha Kaj
KOHTPOJTHATA U Kaj eKCIlepuMeHTaTHaTa rpyra

3agoBoTUTEIIEH )
3abeneKuTeneH .
I'pyna (MUHMAaTeH) a3B0i OcobeH pa3Boj
pa3Boj p ) ®DET

KonTpomnua rpymna

(n=45) 2(2,37%) 9(10,58%) 34 (40,00%)

< 0,001

EKcriepyMmeHTaIHA

rpymna o o 9

(n=40) 5(5,88%) 27 (31,76%) 8(9,41%)

Tabena 3. [JucTpubylinja Ha CTENIEHOT Ha Pa3Boj Ha CLIEHCKU [IBIKeba Kaj KOHTPOJTHATA U Kaj
eKcIiepuMeHTaHaTa rpyrna

Co 11es1 coryiefiyBame Ha Pa3BOjOT BO TejlecHATa apTUKyIallja Ha CTYAEHTUTE T10
roAVHY, Ha MIOJATOIMTEe Ce HAIIpaBU VIIITe e[IHA aHa/I13a, OJHOCHO eKCIIepUMeHTaJI-
HaTa rpyra ja ImofearMBMe Ha ABe IPYIIN — CTYAEeHTH MMOUYeTHUIIN (CTYIeHTH Ha IpBa
roJiIiHa of CTYJIUUTE) U CTYJIEHTH TIOBUCOK CTeIeH (CTYy/IeHTH Ojf BTOpa U TpeTa ro-
IVHa Ha ctyauu). [TocTerneHOT HaIIpeloK BO Pa3BOjOT 110 I'PYIX BO AUCLIMITIMHUTE
banelicku Bexk6u U TaHLIU e 3a0e/Ie;KUTesIeH.

Bo pgucturuimHaTa 6aneTcKu BeKOU Oellle fieTeKTMpaHA CTATUCTUYKU 3HauajHa
pasivKa BO CTeIleHOT Ha pa3BOj Kaj rpyraTa akTepu U rpymnara CTyIeHTU TTI0UeTHU-
11 Ha HuBO p=0,053, fo/ieKa rmomMery rpymnara akTepy U rpyrara CTYJIEHTH TOBHUCOK
cTemeH He Gellle JeTeKTUpaHa CTAaTUCTUUKU 3HauajHa pasnuka (p=0,110). Juctpuby-
1jaTa Ha CTeNeHOT Ha pa3Boj BO OBaa AUCIIAIUIMHA Kaj rpyriaTa akTepu U rpyrnara
Ha CTY/IeHTH TTOUEeTHUIIU e TTPUKaykaHa Bo Tabesia 4 u rpadukoH 4, fofieka 3a rpyrara
aKTepu U BTopara rpyra Ha CTY/IeHTH e TpUKakaHa Bo Tabesta 5 u rpadukoH 5.
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I'pacduroH 4. 'paduuku TprKa3 Ha JUCTPUOYIIMjaTa Ha CTEIIEHOT Ha pa3Boj Ha OaJIeTCKU BeKOU Kaj
KOHTPOJTHATA I'PYTIA - AKTEPHU U eKCIIepUMeHTaTHaTa rpyra — CTY/IeHTU TTOUYeTHUIN

3agoBonuTeneH P
3abenekuTeneH .
I'pymna (MuUHUMaJIEH) a3BO; OcobeH pa3Boj
pa3Boj p ) ®OET
KonTpomnua rpyna
(n=45) 7 (10,72%) 24 (37,00%) 14 (21,53%)
ExcriepumeHTaiHa
0,053
pr“"z‘n(ggf‘”‘*a) 5(7,69%) 14 (21,53%) 1(1,53%)

Tabemna 4. [lucTpubyiiyja Ha CTEIEHOT Ha pa3Boj Ha OaJIeTCKUTe Be;KOU Kaj KOHTPOJTHATA I'pyIia -
aKTepHu U eKCcllepuMeHTaTHaTa IpyIia — CTYIeHTU TTOUeTHULIN

24
0,
25 5 ¢)
20 - 16
4.61%) 14
21.53%
15 4 ( )
B KonTponua rpyna (n=45)
7
10 o B EKkcnepumenTanHa rpyna (n=20)
(10.72%)
2 2
> 3.07%) 3.07%)
0 T T
3agoeonuteneH 3abenemurener OcobeH pazeoj
(MMHUManeH) pazeoj
paseoj

I'pacdukon 5. I'paduuku rnprkas Ha JUCTPUOYIIMjaTa HA CTETIEHOT HA Pa3Boj Ha HalleTCKU BeKOU Kaj
KOHTPOJTHATA TPYIIA - aKTePU U Kaj eKCIIepUMEeHTaJTHATa TPYIIa — CTY/IeHTH MTOBUCOK CTeTleH

3?5;2;’;:;;2;?{ 3abesneKuTeeH Ocoben p

I'pyna paseoj pa3Boj pa3Boj ®ET
KonTponHa rpyrma

(n=45) 7 (10,72%) 24 (37,00%) 14 (21,53%)
EKcriepuMmeHTaHa 0,110
rpyna (Il romuHa + H.C.

111 roguHa) 2 (3,07%) 16 (24,61%) 2 (3,07%)
(n=20)

Tabena 5. [JucTpubylija Ha CTEIIEHOT Ha Pa3Boj Ha H6aJIeTCKU BeKOU Kaj KOHTPOJTHA TPYIIa - aKTepu 1
Kaj eKcriepuMeHTaJTHa TPYIIa — CTY/IeHTH ITOBHUCOK CTeTleH

AHanur3aTa Ha Pa3BOjoT BO AUCIIUTUIMHATA TAHLIM ITOKayKa JleKa e leTeKTUpaHa cTa-
TUCTUYKU 3Ha4YajHa pas3jiiKa ITOMer'y rpyliaTa akTepu U rpyrnara CTyIeHTH IT0UeTHU-
11 Ha HuBO p=0,005 1 He e JeTeKTHMpaHa CTATMCTUUKU 3HauajHa pasjnKa Mmomery
rpyrara akTepyd U CTYOeHTUTe of IOBUCOK crerieH (p=0,622). JuctpubyiiijaTa Ha
CTeIleHOT Ha Pa3B0oj BO OBaa JUCLIUITIMHA Kaj rpyrara akTepy U rpyrara Ha CTY/IeH-
TU TIOUETHUIIY e TIpUKaykaHa Bo Tabesta 6 u rpadukoH 6, mo/ieka 3a rpyrnara akTepu 1
BTOpAaTAa I'Pyra Ha CTYJIeHTH e TIpUKaykaHa Bo Tabesa 7 ¥ rpauKoH 7.
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15 - 12
8.46%)
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4 (9:23%)
s . (6.189 2
3.07%)
o] T T
3an0BOAUTENEH 3abenemuteneH OcobeH pazeoj
(MUuHMManeH) pazeoj
pazeoj

I'padukoH 6. I'pacdhruku mpukas Ha AUCTPUOYIIMjaTa Ha CTEIIEHOT Ha Pa3BOj HA TaHIIM Kaj KOHTPOJIHATA
rpyIia - akTepy U Kaj eKCliepruMeHTaIHaTa IPyIia — CTYAeHTH [OYeTHULN

3azmoBouTeIeH P
r 3abenekuTesieH .
pyna (MUHUMAJTEH) a3B0j Oco6eH pa3Boj
pa3Boj p ®OET
KoutponHa rpymna
(n=45) 4(6,18%) 20 (30,76%) 21(32,30%)
ExcriepumenTaiHa
rpyng (I romuHa) 0,005
(n=20) 6(9,23%) 12 (18,46%) 2 (3,07%)

Tabena 6. [Juctpubyiiyja Ha CTEIIEHOT Ha Pa3BOj Ha TAHIIWTE Kaj KOHTPOIHATA I'PyIia - aKTepU U Kaj
eKCIepuMeHTaTHaTa rpyna — CTY/IeHTU TTOYeTHULIN
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I'pacdukon 7. I'pacdhuury mpukas Ha AUCTpUOyIUjaTa Ha CTEIIEHOT Ha Pa3BOj Ha TAHIIUTE Kaj
KOHTPOJIHATA I'PyIIa - aKTePH U Kaj eKCIlepuMeHTaJIHaTa Ipylia — CTYAeHTH ITIOBUCOK CTelleH

3aposoymTenen 3abesneKuTeneH Ocoben P
I'pyma (MMHMUMAaJIEH) a3BO; a3BO;
pa3Boj P ) P ) DET
KonTposnua rpyrma
(n=45) 4(6,18%) 20 (30,76%) 21 (32,30%)
EKcriepuMeHTasiHa rpyra 0.622
(I romara + Il ropyta) 2(3,08%) 11 (16,92%) 7(10,76%) -

(n=20)

Tabena 7. luctpubyiiyja Ha CTEIIEHOT Ha Pa3BOj HAa TAHIIUTe Kaj KOHTPOJTHATA TPYIIa - aKTEPU U Kaj
eKCIepuMeHTaIHaTa IPyTa — CTY/IeHTH ITOBUCOK CTeTleH

PesynraTure of IUCLUMITIMHATA CLIEHCKM [BWKEeHa HM VKaKaa Ha CTAaTUCTUUKU
3HayajHa pa3jiiKa U Bo jaBeTe rpymnu Ha HuBO p<0,001. 'ojlema pasnuka ce 3abeje-
’KyBa BO CTEIIeHOT 0COOEeH pa3Boj U BO ABETe IPYIM OAJe/THO, OGHOCHO Off rpyIiaTa
Ha aKTepu co ocobeH pa3Boj orieHeTu 52,30% (34) HacmpoTH rpyraTa CTYOeHTH II0-
veTHULU camo 4,61% (3) u rpyrara CTyIeHTU HOBUCOK crerieH 7,69% (5). Bo rpynara
Ha CTYIIeHTU O]l IIOBHUCOK CTelleH pe3y/ITaTUTe HU YKasKkaa Ha IoMasid pPa3jIuKU Kaj
3a0e/1e;KUTe/THUOT Pa3Boj U HUTY eIeH CTYIEHT CO OlleHKa 3a 3a/I0BOJIUTeIeH pa3Boj,
ogHocHO 3,10% (2) Hacriporu 0% (0) 3a rpymaTa Ha aKTepyd BO OJHOC Ha Ipyrara Ha
CTYIEeHTH O] BTOpa U TPeTa roguHa Ha CTyauu. Pe3ynratuTe o7 oBaa OUCLIMIUIMHA
MpUKaskaHu Bo Tabesa 8, rpacdukoH 8, Tabena 9 u rpaduKoH 9, HU YKarkaa JeKa CTy-
JIeHTHUTE Ce YIIITe He I'o MOCTUTHAaJIe Pa3BOjOT KOH KOj ce CTpeMHUMe, HO TTIOTBP/Ia JleKa
Be;KOUTe o7 0Baa OUCIMIUIMHA MMaaT BIMjaHUe Ha pPa3BUBakbe W YCOBPIIYBamke Ha
TejlecHaTa apTUKYIMja € HaMaTlyBalkheTo Ha pas3jiMKaTa Ofl CTYIEeHTU ITOYEeTHULU 0
TTOBUCOK CTeIleH U HUTY eJleH CTYAEeHT OlleHeT CO MUHUMaJIeH pa3Boj o TpyriaTa Ha
CTYIEeHTH O] BTOpa U TpeTa rofnHa.
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I'pacdhukon 8. ['pacduuku MpuKas Ha AUCTPUOYLIMjaTa HA CTEIIEHOT Ha Pa3BOj Ha CIL[EHCKU JIBIKerba Kaj
KOHTPOJTHATA TPYIIa - aKTePU U Kaj eKCIlepUMeHTaTHaTa TPyIa — CTY/IeHTU ITOUeTHULIN

3aposomTenen 3abesneRuTeIeH Ocoben P
I'pyma (MuHUMAaIEeH) a3BO] a3BO;
pas3Boj p ) P ) ®ET
KonTposnua rpyma
(n=45) 2 (3,10%) 9 (13,84%) 34 (52.30%)
EKcriepuMeHTasHa <0,001
rpyna (I ronuna) 5 (7,69%) 12 (18,46%) 3 (4,61%)

(n=20)

Tabesna 8. [IucTpubyiyja Ha CTEIIEHOT Ha Pa3BOj Ha CLIEHCKUTE JIBMyKerba Kaj KOHTPOJIHATA IpyIia -
aKTepH U Kaj eKcliepuMeHTaIHaTa I'pyria — CTYOeHTU ITOYeTHULIN
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I'pacdhukon 9. 'pacduuku Mpuka3s Ha AUCTPUOYIIMjaTa HA CTEIIEHOT Ha Pa3BOj HA CLEHCKU [IBIKerbha Kaj
KOHTPOJTHATA I'PYIIa - aKTePU U Kaj eKCIiepruMeHTaIHaTa Tpyra — CTY/IEHTH MOBUCOK CTereH
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3apoBomuTeseH 3abesneKuTeneH Ocoben P
I'pyna (MUHUMAaTeH) a3BO; a3BO;
pa3Boj P ) P ) ®OET
Kourponsa rpymna
(n=45) 2 (3,10%) 9 (13,84%) 34 (52,30%)
ExcriepumenTanHa <0.001
rpyna (Il roguna + I11
rojjiiHa) 0 (0,00%) 15 (23,07%) 5 (7,69%)
(n=20)

Tabena 9. [Tuctpubyiirja Ha CTEIIEHOT Ha Pa3BOj Ha CIIEHCKUTE [IBMKeba Kaj KOHTPOJIHATA IPyIIa -
aKTepU U Kaj eKCIlepuMeHTaIHaTa Ipyra — CTYJIeHTH [IOBUCOK CTelleH

AHkeTa

Bo aHKeTaTa, Ha cegyMTe Ipalllatha Ha KOM HUCIIUTAHULIUTE olleHyBaa of 1 /o 5,
pes3yaTaTUTe HU MOKaykaa CcpefiHa olleHKa BO MHTepBajl of 3 o 4 u co Toa ce mapoa
MMO3UTUBHU OJITOBOPU Ha KJIYUHUTE ITpalllaiba 3a UCTPayKyBameTo 1 JIOMOJTHUTEITHO ja
MOTBP/Mja XUITOTe3aTa.

PesynraTute of aHKeTaTa ce mpuKaskaHu Bo Tabesa 10.

CpepHa o1leHKa Ha ckajia ofi 1 mo
ITPAIITABE 5 * cTaHy. JeBUjalAja
(n= 29, 9 akTepu + 20 cTyIeHTH )

1. 3a0KpysKeTe ro HUBOTO Ha BallaTa MCUXO(U3NIKa

3,21 = 1,17
MOATOTBEHOCT IPU OTIIOYHYBame Ha CTYAUPabeTo ’ ’

2. Konky Be;KOUTe BU IOMOTHaa BO 3ajaKHYBamkbeTo Ha
MOJBUKHOCTA, IVIACTUKATA U jaKHEeHeTO Ha MYCKYJIUTE, 4,83 + 0,46
KaKo M JIP;KekheTo Ha TeJIOTO U CTaB?

3. KonKy AuCIMIUINHATa PUTMHUKA, OHOCHO PUTMUUYKUTE
BeKOM BU IIOMOrHAaa Jja Hay4yuTe 3a TeMIIO, PUTaM,
aKIleHTU, MeTap, AUHAMUKa, (ppa3a 1 KOJIKy Haora
MpUMeEHA BO IBUKEHETO Ha TeJI0TO?

4,72 + 0,70

4. KoJIKy UICTOPHUCKO — KapaKTepPHUTE TaHILIM BU TIOMOT'Haa
[la ce 3all03HaeTe CO CTWIOT, OJHECYBamkheTO BO pa3HU 4,34 + 0,61
eIoXH ¥ KapaKTepUCTUKUTE Ha TAaHIIUTE?

5. Konky paboTaTa Ha eTUAu JaBa IpUAOHEC BO

. 4,83 + 0,38
pasBUBamkeTO Ha UMarvHalyjaTa U KpeaTUBHaTa MHUCIa? ’ ’

6. Konky nporpamara 1o oBoj mpejMeT BjIkjae Ha
Kpeupame, OTKpUBame U rpajielhe Ha JINKOBUTE 10 4,03 + 0,86
npeJMeTOT aKTepcKa urpa?

7. 3a0KpysKeTe ro HUBOTO Ha BalllaTa MCUX0(U3nIKa

4,48 + 0,63
MOATOTBEHOCT BO MOMEHTOB

Ta6esna 10. [TucTpubyiiyja Ha CpeJHUTE OLIEHU Ha OJIFOBOPUTE Of aHKeTaTa CIIPoBefieHa Ha
KOHTPOJTHATA U Ha eKCIIepUMeHTaTHaTa rpyra

3aKnyuok

OBOj TPYZ, TO IMOKa)KyBa KOPUCTEHETO Ha IUTUTATTHU MEIUYMU 1 KOMTITjYTePCKU TeX-
HOJIOTMM 32 KBAaHTUTATUBEH METOJ] Ha NCTPa)KyBarbe BO 001acTa Ha U3BeJlyBauKUTe
yMeTHOCTU. MeTo/IOT Ha UCTpasKyBarhe HECOMHEHO HU Jiajie TIO3UTUBHU OJIT0BOPHU Ha
Impaliamara 3a MpuMeHaTa U TTOTeHI[1jaJIoT Ha HOBUTE MeTUYMU BO U3BeyBaUKUTE
ymeTHOCTU. CO TIOMOIIT HA KOMITjyTeP, CTATUCTUUKU METO/IH, I10J/laTOUHA aHaJIUTUKA U
BU3YeJTHO TIPETCTaByBakhe Ha pe3y/ITaTuTe JoOUBMe KOHKPETHU OAATOBOPU — (haKTH,
KOM MO>KaT Jja OujiaT BO IT0/I3a Ha YCOBPIITYBame Ha 00Pa30BHUOT MPOIIEC.

['onemara pasivKa BO OUCLUIUIMHATA CLIEHCKU ABWKEeHha HACOUM KOH ITPEUCITUTY-
Baibe 1 peajiHo coriefyBaibe Ha OpojoT Ha YacoBU IIPeIBUIEHHU 3a Be;KOUTe of1 oBaa
IUCLIUITUIMHA. 3a JTOIOIHUTETHU MTO3UTUBHU U ITOA00pU pe3y/ITaTy 1 HaMalyBaihe Ha
rojieMara pasJjiMKa BO JUCLUIUIMHATA CLIEHCKU JIBUKeHha, IpejjaraMe rojenda Ha
IIPegMEeTOT CLIEHCKU ABIbKEeha 1 TaHIIA Ha JIBa CPOOHU IPeIMETH, OJHOCHO IIpeIMeT
CLIEHCKU JIBIKeHa U rpeaMet TaHuy. Co oBa AUCHMITIMHATA CIIEHCKU [IBILKEHha Ke
nIobue cBoj (hOoH Ha YACOBU U Ke MMa MOKHOCT JIa Ce MOCBETH II0I0jIeMO BHUMaHUe
Ha Be;KOUTe of ucraTa. Be;kOuTe 3a CLIEHCKU JIBIKEHha ce KJIYVUHU BO TPEHUHIOT U
BO YCOBpIIYBAIbe€TO Ha TejlecHaTa apTUKy/Ialija U Tpeba Ja JobujaT COOIBETHO Me-
CTO, BHUMaHUe U BpeMe. BpeMeHcKaTa paMKa 3a U3ydyBambe Ha TPUTe QUCLIMIUIMHYA BO
eJleH IIpegMeT e MaJjia 3a pe3y/ITaTUTe Kou OU cakasie ¥ 61 TpebaJsio J1a ' IOCTUIHEME.

HoBuTe MenniymMu cé moBeKe ce pa3BUBaaT U Ce KJIIYUeH el Ofl >KUBOTOT BO 21 BeK
BO cute obactu. Tue co3fgaBaaT MOKHOCTH 3a pPa3BUBaibhe HOBU METOOU U TEXHUKU
3a UCTPa)KyBakha BO M3BEeIYBaUYKUTE YMEeTHOCTU. CO IUTMTaTHUTE U KOMIIjJYTePCKU-
Te TEeXHOJIOTUM ce KpeupaaT co(pTBepH 3a JIeTeKTHUpamke Ha JBWKeHmha U 3a U3ydy-
Bame Ha TaHuM. Of TyKa ce HaMeTHyBa IIpalllalkheTo Ja/Ii MOKe Jla ce MCKOPHUCTU
MHTepaKLjaTa YOBEK — KOMITjyTeP U BO aKTEPCKUOT TpeHuHr? Bo oBoj mepuoj ce
cjiyuyBa maHpemuja npenusBukaHa of, BupycoT COVID-19. HacraBaTta ce opnBuBa
co Kopucreme Ha mwiargopmutre 3YM (ZOOM) u Majkpocodt Oduc 365 (Microsoft
Office 365) Kou ce pellleHuja Ol IPUBPEMEH KapaKTep U ce KOPUCTAT 3a TPaguLIio-
Ha/JIHMOT HAUMH Ha ITpeHecyBame Ha MaTepurjasioT Ja MPoAo/KU OHIajH. HuHaTa
HaMeTHyBa HEMMHOBHA IT0Tpeba 3a [NOJrOpouHH pellleHrja 3a yuerbe Ha JajiedrHa 1
YCOBPILYBake BO cUTe 00J1acTy BKIYUYBajKU T U U3BeAyBauKUTe YMETHOCTH, a Toa
rofipa3oupa Kpeupamwe, HaJjorpajiyBame U cOpUCTUIINPabe Ha UHTEPAKTUBHU CO-
¢hTBepcKuU mporpaMu 3a (pU3NUKYU TPEHUHT Ha aKTePUTEe CO ITOMOLI Ha JIUTUTATHUATE
TEXHOJIOT'MH, BellITauKaTa MHTeJIUTeHLIMja M MalIMHCKOTO ydere. OBa I10j1e Ha UCTpa-
>KyBambe e Ha CBOjOT IMOYETOK, HO MMa rojieM MOTeHIIMjal 3a JUruTajHa peBoiayliuja
BO aKTEePCKUOT TPEHUHT.
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Arncrpakrt:

Bo 0BOj TeKcT ce f1aBa MpUKa3 Ha JpaMaTypPUIKUTE U PEKUCEPCKUTE TTOCTATKU
KOPUCTEHU BO CO37jaBambeTo Ha UHTepHeT-TIpoeKToT ,Toj u Taa“, HOB mpou3Bo,
Ha Ky/ITypaTa Bo BpeMe Ha (pr3MUKa U30J1alifja, HacTaHaT IPeKy BMPEKyBambe Ha
nHTepHeT-IIaTdopmuTe U nepgopmaTuBHocTa. CTaHyBa 300p 3a MMPOEKT, YMeT-
HUYKK pedyieKC o]l KpU3ara, MPOM3BOJ, Ha KyJITypaTa BO BUPYCHa COCTOjba, unja
11eJT € MAaKCUMaJTHO KOpUCTehe Ha KOMYHUKAI[jaTa Koja ja OBO3MOYKyBaaT UHTEP-
HeT-TIaTOPMUTE CO Le/I [la ce co3aze obequHyBauKa paMKa Mery rnepdopma-
TUBHOCTA U MUTUMEIUYMOT, HOB WUl ITpa3eH MpocTop. [IpaMcKUOT MaTepuja Koj
ro niorrnuinyBa JKau I[Tjep MaTpuHes 3a 1oTebuTe Ha MPOEKTOT e afarThpaH BO
KapaHTUHCKU KOHTEKCT U OOJIMKYBaH Crope TUIypUMeanjaiHa pPesKIucepcKa Iro-
crarika. Pe;kucep Ha ripeTcraBara e [leaH /JaMjaHOBCKU, ipaMaTypruja u MpeBoj]
Ha Camio Jlumocku, a agarnraiujata Ha JJumocku u JlamjaHOBCKM. YuecTBYBaart:
Brarojuo CtojanoB, Tanuja HactoBa, Bacun 3acdupues, CnaBuria MaHackosa, Ca-
mowus CrojaHoBcku, Maja JbyTkoB, 3opuria I1. ITanuuk, Cumona /IlumkoBcka, Cio-
6omanka YuueBcka, Kapko CriacoBcku, Mcupmop JoBaHocku u Ketu BopucoBcka.
Jlu3ajHep Ha MTPOEKTOT U TeXHUUKaTa peanu3anuja e Ha Outun KopyHoBcku. [Tpo-

nykuujaTta e Ha TeatapoT HT , Jopgan Xan KoncrantuHoB - [IuHOT, Benec.

Kinyanu 360poBu: nepdhopMaTUBHOCT, UHTEPHET-KYITYpa, Toj u Taa, Kau-ITjep

MapTuHes, Tpon3Bo]] Ha Ky/ITypaTta Bo BpeMe Ha U30J1aliyja.

KOMHEXX NO PEAAU3AM:
»U@J M TAA“ CKUUA 3A CTYAUJA

Camro /Jlumocku u lean JlamjaHOBCKH
YKUM dakynreT 3a ApaMcKu ymeTHocTH — CKoIllje

OA AHEeBHMK KOH OBaa CKMLa 3a CTyAHMja

HniuepHetuotu e apxuttleKWoHCKU cuciiem Koj Haupasu pesoyuuja 8o Ko-
MYHUKayujatia u komepyujaiHuitie metlogu Upeky go3soaysare Ha pa3auuHu
KOMUjYUepcKu MpexKu HU3 ceetlloil MeéycebHo ga ce tiosp3aiu. [Jo 2020 zogu-
Ha, OKoJlY Yetlupu U UoJl MUaUjapgu ayée umaati upuciail go UHwepHetu.

Enuuknoiieguja bpuiuanuka

Moxam ga 2o 3emam Koj 6ujio tipocttiop U ga zo Hapeuam oliBOpeHd CUEHd.
Yosex uctiaiilysa 8o 080j UpaseH Upocilop gogeka HeKoj gpyz 2o Ziega U tioa e
cé wiitio tipeba 3a weaitiapcKu YuH.

[Tutep Bpyk

Benemnikute Ha OIpaMaTyproT U PeKUCEPOT 3allALIyBaHU Of MPOLEeCOT Ha Co3ma-
Bambe Ha Toj u Taa, IpoU3BO/, Ha MHTEPHET-KyJITypaTa BO BpeMe Ha u3ojialiuja, 3a-
nuiryBadu of [lean JlamjaHoBCKY (peskuja 1 agarrranuja) 1 Camno JJuMocKu (mpeBoj,
IpaMaTypruja 1 agarraiiija), BO 0BOj TEKCT IIpepaboTeHy ce BO CKHUIlA 3a Te3a Koja
MOJKe TOHaATaMy fa ce pas3BuBa. HaTaMoIIHOTO pa3BuBaIbe ce ofHecyBa Ha ITOTeH-
1I1jaJIOT/KaIalyUTeTOT Ha BUJAOBUTE MY/ITUMEOUja/IHi Hapalyuy 1 IIPOU3BOAUTE Ha
UHTepHeT-Ky/ITypaTta. [JJHeBHUKOT € CYMUpaH BO HAC/IOB KOj HajaByBa UHTEpPeC KOH
WHTEPHET-TIPOCTOPOT U IepdopMaTUBHOCTA IT0f, CTa paMKa U ce ofHecyBa Ha be-
JIeJKerhe Ha MOCTaIIKUTe MpeKy Kou e cospaneH Toj u Taa, Kako IMpou3BOJ Ha UHTEP-
HeT-Ky/ITypaTa HacTaHaT BO BUPYCEeH KOHTEKCT KOj MHCUCTHpaA Ha (pU3MUKa M30/1a-
11ja/oucTaHIa.

BUPYCHUOT KOHTEKCT, APAMCKHMOT TEKCT U UHTEPHETOT
JTajrmoTuB: /bybosHuuu 2 o Pene Marpur.

Ha cnukata /bybosHuyu 2 ox P. Marpurt ce nmpUKakaHU Mask U JKeHa ILITO ce OaKHY-
Baar IpeKy O6enu mpeBes3y, MeTadgopa 3a HEMOKHOCTA [ia ce JbyOH, IIpeuKa BO eJie-
MEeHTapHaTa MelI'yuoBeuKa KOMYHUKaLja, IIpeuka Bo cj10bo[aTa U N3pa3yBambeTo Ha
csioboHaTa Bostja. Bo TaKoB THIT OJHOCH CMe 3arylaBeHU 1 BeKe He ce (IIpe)lo3HaBa-
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Me ropaju OeuTe MpeBe3r, MaCKUTe KOM CAMUTe CU T'M KYITMBMe U YHU(DULIPajKu
ce cTpaByBaMe Jia ' TPrHeMe off IJIaBaTa, [Jja CU ' OTKpUeMe JIMLAaTa U KOHeUHO — 1a
ce bakHeMe. Bo oTcycTBO Ha Oe/TMoT npeBe3u DAKHEKOT e (haTajieH.

HOiHOBHI/I TOUYKMU: KOHTEKCTOT KaKoO ITpedKa KOH MOKHOCTa 3a TeKCT

I paMCKUOT KBaJIUTET HAa BUPYCHUOT KOHTEKCT € TOJIKY CWJIEH IITO ja HaJMUHYBa
aMIUIMTYy/IaTa/cuiaTa/KanalnTeToT 3a IpaMcKaTa HalTHaTOCT Koja € BO3MOyKHA IIpe-
KV CLIEHCKO ITOfpaskaBatbe: KOHTEKCTOT He ja I03BOJTyBa HeIOCPeIHOCTa, MHCHUCTHPA
Ha rocpegHuk. Kontekcror momuHupa (pu3UuKY) HaJl MOKHOCTa 3a TekcT!. M3Ha-
orameTo MOCPeqHULIM BO KOMYHHKAIIjaTa M1 HUBHOTO BMPEKyBatbe CTaHyBaaT Ipe-
IU3BUK KOH IIPOCTOP, MOKHOCT 3a IIpa3eH IIPOCTOP, paMKa Of IMUKCEeJIH, IIPOCTOPU
BO BUPTYEJIHMOT IIPOCTOP U CO3/IaBaibe I71efilad JOMUHAHTHO TPeHUPAH Ha TTHUKCeJTH.
Co3paBarbe paMKU Ha aKTyeJIHaTa, BUPYCHA erioxa, ydeCcTBO BO rpaielheTo Ha Hej3u-
HaTa [mapagurma.

[MocpemHuiiiTe BO KOMYHUKAIUjaTa, apXUTEKTOHCTUOT CHUCTEM JleTepPMUHUPAH Me-
JIMjaTHoO, ja YMHAT MpeyKaTa NCTKaeHa O]l MOKHOCTHUTE 3a [AUTHUTaTHA YMETHOCT, KaKo
Y Ipe3eHTaljaTa Ha YMETHOCTA, YIIITe eJIHalll JleTepMUHUpaHa MeJIijaTHO, OJJTHOCHO
IuruTayiHo. Bo oBaa HacoKa, 3aBPILHUOT ITPOU3BO]] (CO Hex<uB TIpe3HaK!) craHyBa BU-
JleOWHCTAasIalINja, KOJIasK of IUTUTATHUA, BUPTYEJTHU, MHTEPHET-TTPOCTOPH/Hapalliy.

N3BepyBame Ha MocTankaTa: oO/IMIY Ha UHTEPHET-KYJITypaTa

TpeHIOT? HA KOPUCTEHe UHTEPHET-ITPOCTOP CO 11eJ1 la T MpeHecyBatbe Ha CIieH-
CKOU3BelyBAaUKUTEe YMETHOCTU OJIUCKY [I0 IJIe[IauoT (1a o TPOoJIyXOBU BO BpeMe Ha
Kpu3a 1 pu3nUKa n3oJialifja HacTaHaTa Of BUPYCHUOT KOHTEKCT) o MHTEeH3MBUPaa
TeaTpuTe, OTCTAITyBAjKU UM I'M apXUBCKUTE CHUMKU O] CBOUTE MPETCTABU HA HEKOU
O]1 TeJIeBU3UUTE WIN TIOCTaBYBAjKU I'M Ha CBOUTE jyTjyO-KaHa/ Win oUIUjaTHA
BeO-CTpaHULIM, YECTO U ITapaJoOKCaTHO HajaBeHO KaKo eKCKITy3uBeH HacTaH. Hacripo-
TH OBaa eJIeKIWPOHCKA CAUKOBUTUOCT®, OfIpe/IeHN AOMAITHN U MeI'yHapoqHO apupMu-
paHU YMEeTHULIU N3HAo'aaT MTHOBAaTUBHU HAUMHU Ha KOPUCTeHhe Ha UHTepPHeT ITPOCTO-
POT U BUJEOKOMYHUKALIUUTE 38 OCMUCIIYBahe U peaiu3uparme UHTEePHeT-IIPONU3BOAU
Ha KyJ/ITypaTa Bo uMja ocHOBa e nepdopMaTuBHocTa. Ce co3maBaar U I1aTopMu
HaMeHeTH 3a UCTTUTYBakbe/Tutacupare Ha repdopMaTUBHOCTA U TTlepdoMepuTe.

KoHiienrToT 3a uHTEpHET-IephopMaTUBHOCTA U MHTEPHET-KY/ITypaTa He e HU-
KaKBa HOBOCT. Bo pernoHOT ce u371BojyBa OyrapcKuoT repdopMep Co UHTEePHAIHO-
HayTHa Kapuepa VBo /[uMdeB Koj UeCTo T KOPUCTU UHTEPHET-TIIAaT(DOPMUTE U ITPEKY
HUB T U3Be/lyBa CBoUTe nepdopMaHCcH, MO03BOYBajKU MY Ha I7IeJIauoT /ia TU CIleiu
Ha CBOETO eKpaHU3MPaHO CeKOojAHeBue, BO KUBO, a TI0Toa Jia TU I7iefila U Ha UHTep-

I TepMUHOT TEKCT OBJIe € YIIoTpeOeH BO CBOjaTa IIMPOYNHA U I'M CUHTETU3UPa BUJIOBUTE TOBOP KOU
apTUKY/IMpaaT TUIT TEKCT.

2 TpeH[IOT ce oJlHeCYBa BO NIMPOUYMHATA Ha U3BEIyBAUKUTE YMETHOCTHU; UECTH Ce ITPUMEPHU Kora ToT-
rejayu Of[pyKyBaaT OHJIajH KOHIIEPTU U/IU My3€eU KOM OpraHru3upaaT BUPTYETHU TYpU HU3 MY3€joT, a
MMPeTXO/IHO HeMasie Tpakca 3a Toa.

> EneKTpOHCKaTa CJIMKOBUTOCT OBJle He e YyIToTpeOeHa BO CMUC/IaTa 3a Koja 36opyBa Jleman
TeopeTU3npajku ja yrorpebara Ha eKpaHOT BO CIIEHCKUOT roBop-o/i-roBopu (2005: 321) TyKy BO
rejopaTUBHA CMUCIA.

HeT-TJIaT(OPMU CHeLyjaJIM3upaH 3a BUAeO KOU MMaaT CBOM apXMBH, KaKo IIITO ce
JyTyb u BuMeo, Kafie IITO HajuecTo U MpeMUEPHO T eMUTYBa, KaKo U Ha CoL{jasTHa-
Ta Mpeska DejcoOyk/MHcTarpam rnpeky onuujata live video. HeroBute mepcgopman-
cu (KOCTUMMpPaHU, U3BeIeHU BO clieHorpadupaH IIPOCTOP), MOKpaj BaKkBaTa UHTEP-
Me[ujasHoCTY, ja BKAydyBaaT IMyj0MKaTa Ha AaBa HauuHu. Of efHa cTpaHa, ITIOCTOU
nybJiMKa co IutaTeH OWJIeT Koja ja Iiefa mpeMuepara BO HajuecTo HecTaHjapeH
MIPOCTOP, a HeCTaHJapHOCTa € YeCTO TOJIKaBa, IITO HeKOU MepgopMaHCH ce 13Be-
myBaaT Bo ToasieT. Of mpyra cTpaHa, ImepdopMaHCOT e CHHUMA CO HEKOJIKY KaMepu
KOM Ce MOHTHUPAAT BO KUBO ([luMueB caM ja OCMUCITyBa pe;KujaTa Ha ITPEHOCOT) U ce
rpeHecyBa Ha taTdopma — JyTjyo/Bumeo/dDejcOyK, ce ciyuyBa guUruTaausalnja 3a
nepcopmaTuBHOCcTa’. Bo 0B0Oj ci1yuaj, 0cobeHO Bo HETOBUTE COIO-TIeEPpOPMaHCH, T10-
3uLMjaTa Ha epgopMepoT ce CBeyBa Ha IO3ULIMjaTa Ha YMEUWHUK OCAaBeH cam HAa
cebecu, TIpUKa3 Ha BUJ jaBHA ocameHOC BO KOja ejleKWPOHCKAla cAuKa gouyuwitia u
UHCUCTIUpA ga ce sugu gypu u HesozmozkHouio (Lehmann, 2004: 325).

dororpadmuja 1:

Toj u Taa, erm3opa 1: IIpsatua
OpauHa HoK;
Toj: briarojuo CtojaHoB

Taa: Tanuja HactoBa

ABtop Ha doTorpaduja:

®unun KopyHoBCKU

W3Bop:
ApxuB Ha HT ,Jopgan Xaym
KoncranTuHoB - [luHoT",

Bernec.

3a npoaykuujata

Hpamckuor tekeT Toj u Taa on coBpemenunoT dpaniycku aBrop sKan-ITjep Maprtu-
He3 Oellle peaBUAeH KaKo TeaTapcKa MpoayKuuja Ha HapomHuoT Teatap ,JompaH
Xanm KoHcTtaHTUHOB - [IMHOT“ BO BTOPUOT Jies of, TeaTapckara ce3oHa 2020. 3a-
TBOPAWETO Ha BpaTUTe Ha TeaTpPUTe NOpaju IMaHAeMujaTa Mpequ3BUKaHa Ol Ortac-
HUOT KOPOHA-BUPYC ja mpecdopMaTupallie oBaa IIpoAyKidja (3amMucsieHa, HeIl Kako
CTaHJapOHO CLIEHCKU U3Be[IeH IIPOU3BO]I) BO HOB TUII IIPOM3BOJ] Ha KY/ITypaTa Koja
MOJKe JIa ce OCTBapyBa CaMo IPeKy IOCPeIHUK, OUejKH HeIToCpeJHOCTa Ha TeaTa-

4 Tlarpuc ITaBuc ja U3BeyBa MHTEPMEOUja/IHOCTA IIPEKY 0Opa3eloT Ha MHTEePTEKCTYaTHOCTa U ja
IeTePMUHUAPA KAKO 0gHOC Meéy pasauuHu Meguymu, 0cobeHo Bo tiozleq Ha HUBHULIE CUeUUpUUHU
CBOjCIIBA U HUBHUOWI YUUHOK B0 ussegbatua (Pavis, 2004: 140).

5. Kanasmte Ha KOMyHUKal[yja of TUHrBUCTHYKaTa COCMPOBCKA CMUC/IA OBJIe Ce TPaHCKpuOupaat
BO CHMHTE3a Ha JJUTMTaJIHA KaHa/Iu KOU ja HocaT MopakaTa/usBefdara /1o MpUMaJyoT Ha ropakaTa/
UHTepPHEeT-KOPUCHUKOT/eKPaHOT.
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CKOTO UCKYCTBO BO CEKOjIHEBUETO € HEBO3MOKHA KaKO TaKBa; UpAa3HUoW tpocitiop®
e 3abpaHeT. 3a oBaa 1ieJI, UCTPayKyBajKu T HOBHTe HAUMHU Ha peajin3aliija Ha Tep-
dopmaTuBHOTO, TeKCTOT Ha MapTHHE3 e ajlanTUpaH BO ITpeJyIoliKa 3a MPOU3BO]] Ha
KyJ/ITypaTa BO BpeMe Ha u3oJiaiija, chaTeHa KaKo 0gBojyBare 0g oKoJuHaa, cpe-
yyBare KOHWAKW co ogpegeHa cpequHa.” llenta e fa ce Hajjie HOB BUJ] ITpa3eH IPo-
CTOP, OFTHOCHO JIa Ce aflariThpaaT paMKUTe BO KOj € 00IMKYBaH UHTEPHET-TTPOCTOPOT
1 BO HETO [ia ce CJTY4M UOUHAKOB TUTT N3BeJI0EHOCT KOj Ioipa3ourpa XUmepTeKcT®.

[Tokpaj aBTOpUTE Ha TEKCTOB, YMETHUUKATA €KUIIA KOja CTOU 33/, TPOEKTOT e CJiefi-
Ha: BUJIEO/IM3ajHOT U MOHTaykaTa ce Ha Dunun KopyHoBcKu, a yuecTtByBaaT: bna-
rojuo CrojaHos, Tanuja HacroBa, Bacun 3acdupuen, CnaBuiia MaHnackoBa, Camoust
CrojaHoBcku, Maja JbyTkoB, 3opuiia I1. ITanuuk, CumoHa JJuMkoBcKa, CiobomaHKa
UnueBcka, /Kapko CriacoBcku, Mcumop JoBaHocku u Ketu bopucoBcka. [Ipoaykiiyja-
Ta e Ha HapogHuot TeaTap ,,Jopgan Xaiiu KoHctantuHoB-LIMHOT “

OpraHusaiiija Ha MPoIecoT Ha paboTa

[TpobuTe ce 3aKasKyBaa U ce OiBUBaa MPeKY BUJIEOTIOBUIIM Ha COI[HjaTHATA MpeKa
®Dejcoyk, peKy arummKailujata Ha @Pejcoyx — MecuHyep. CuTe yUeCHULIM ce CpeTHaa
3a rpYIleH YeT, I0Toa ce HallpaBuja IIeCcT IPYINU KOU ' BKJIyuyBaa: pe;KucepoT, Apa-
MAaTypror, IU3ajHePOT U elleH akTepcKu Iap. CeKoj oj1 rpyruTe/KOIeKTUBHUTE UeTOo-
BU KOpHCTellle KaKo IarkKa 3a MpoLecoT BO Koja ce CKIaAupaa BUjeoMaTepujaiu u
3abesielIKky 3a cekoja ofi erntm3oguTe. [lesrra Ha MPoOUTE € Jla ce YTOUHU TEKCTOT U J1a
ce opraHu3upa u fa ce MKCUpa MUHUMAJTHATA MU3aHCIIeHa, KOja MoToa aKTepuTe
caM¥ Ke TO CHUMAaT Cco CBOMTe MOOWJTHU TejiecDOHM U MHTepHeT-KaMmepu. OTKaKo aK-
TepuTe caMu Ke ce CHUMaaT, CIIope]] MPeI[i3HO JOrOBOPEHUTEe HACOKU (KOU aKTepuTe
' ToOMBaaT KaKo peMapKy BO 3aBPITHUOT TEKCT) M CUTe T'M ITpaKaat cBouTe (hajioBu
IIo AM3ajHepOT KOj ' MOHTUPA BO €AUHCTBOTO Ha eM1307aTa, 'pajiejKu ja ectietuuka-
a Ha cepuckoulio Upou3Bogciuso’.

Bo enmHa oj1 cBouTe CeIMUUHM KOJIYMHM oOO0jaByBaHM Ha IUiaTdopMara Www.
nezavisen.mk HacsioBeHU /[HEBHUK 0g KaApaHWUHOW HA egeH akuiep, 300pyBajKu 3a
BUPYCOT U YMeTHUYKATa peaKiiyja KoH Hero, Bacun 3acdupues ro cydoimMupa rmpoek-
ToT Toj u Taa Ha cjiegHUOT HAUWH:

Bo obug ga gageme ymettiHUUKU 0gZoBOp HA Kpusauia, KapaHwuHow u ¢u-
3uuKaila usoaauuja, Ho U ga ja uctipa;<ysame uepopMaitiuBHoCia HA UH-
llepHewlou, 3aegHo Co Kojezullle og Mojoll matluyeH Bejewku teatiap 2o co3-
gagosme tuoHepckuowl uHuepHet-upoexiu ,,Toj u Taa“. Ilentua Ha 08oj tipou3s-
BOg HA KYJWYpauia Bo BUPYCHA COCU0jOa e UipeKy MAKCUMAIHO Kopucilierwe Ha

% OB[ie MOBUKYBaweTo Ha BpyK U TeopujaTta 3a Mpa3HUOT IMPOCTOP Ce OJIHECYBA BO
peceMaHTU3UPAkETO Ha IPOCTOPOT BO UHTEPHET-IIPOCTOP/MIPa3HIHA KOja Ce MOIMOJIHYBa CO
riepcopMaTUBEH TIOITHEK OFf, [TOMHAKOB BH/I, ILITO € [IeTa/THO 00jaCcHeTO BO JIeJIOT Off TEKCTOB KOj ce
oJIHeCyBa Ha peKucepcKaTa MOoCTarlKa.

7 [lururasneH peyHuK Ha MaKeJJOHCKUOT ja3UK.

8 XUIepTeKCT — TEKCT KOj COAPIKU BPCKHU [0 JIPYTU TEKCTOBU U (PYHKIIMOHUPA KAKO
MY/ITUAMMEH3MOHAJTHA 1IeJTUHA.

% ExoBara eciieliuka Ha cepujaiHocilia e ieTayHo objacHeTa HATaMy BO TEKCTOT.

KOMYHUKayujattia wilo ja 0803MO0:KYBa UHUWepHeW oW ga ce UCUpaKysa u3-
BegbeHocCUa BO HecllaHgapgHu obauuu. BuptuyeaHa e u camaitia WexHoA0UKa
u3seqgba Ha UpoeKuio, tpodbuilie ce u3seqysaaill ,,0HJIAjH “, lolloa aKiepuile
camu ce cHUMaatt cebecu co csouitie MOOUAHU TiesehoHU, 3a HA Kpajoill, Bo
lipouecolli Ha MOHUWaXaula ga ce 0bAUKYBa BUGeoqgujaaozoill 0g KapaHuiuH-
cKaula tpukasHa. A wlaa, uHtiepmequjaiHo obequHysa mMeéycebHu ogHoCU Ha
wiectu taposu, tiogejieHu 8o 12 eliuzogu Kou weauiapoiu cekoja cabouia 8o 20
yacoi ¢u objasysa Ha csojailia Beb-citipaHuuda.

bupejku BeOG-cTpaHuIlaTa Ha TeaTapoT CTaHyBa ClieHa Ha Koja ce M3BefyBa Ipou3-
BOJIOT HA BUpPYCHATa Ky/ITypa, a co 1ieJl HeroB IylacMaH Mery Iyb6jiMKara, 3a cekoja
oJ1 enm3ouTe ce n3padbotyBa ororpacduja Ha Koja ce ABajiiaTta u3BegyBaun. Doro-
rpacujara e criofieJieHa CO COOJIBETEH TEKCT Ha odulirjasHaTa dhejcOyK-cTpaHUIla Ha
TeaTapoT, a [I0Toa CIo/Ie/TyBaHa Of] YUeCHULIUTE BO ITPOEKTOT KAKo HajaBa.

doTtorpaduja 2:
Toj u Taa, erusopa 2: Bpemetio

Ha upewawia,

Toj: Bacun 3achupueB
Taa: CnaBuita MaHacKoBa
ABtop Ha doTrorpaduja:

Dunun KopyHoBCcKuU

W3Bop: Apxus Ha HT , Jopaan
Xarm KoncrantuHos - [IuaoT",

Benec.

I paMCKHOT TEKCT Ha COBPEMEHHUOT (ppaHLyCKU (IOMUHAHTHO KoMeauorpadCcKu)
nucaresn Kan-Iljep Maprtunes , Toj u Taa* e opranusupaH BO TpUHaeceT ClieHH, Bpa-
MEHM BO IIPOJIOT 1 eImuIor. TeKCTOT e MeTaTeaTapCKy 3ajiajleH, ce cjIydyBa Bo TeaTap,
OJJHOCHO BO IJIe[Ia/TMIITETO Kajle IITO JBajlla CTPAHIM ce cpeKaBaart IpB rnaT. TpuHa-
eceTTe CLIeHH IIITO C/IeflaT Ce eMU30I1 O/ HUBHUOT 3aeIHUUKU >KUBOT, IpaMaTypPIIKU
opraHu3upaHu Mer'y TPUBUjaIHOCT U CYIITHUHCKY, peurcu Puno30CKU (I1jaaoru3u-
paHu) pacripaBu.

JIpamaTypuIikaTa MmocTamnka e u3BejleHa oJf aJJaTKUTe Ha KO BUPYCHUOT KOHTEKCT
MHCHCTUPA, OJJHOCHO Ha aJlaliTUpaihe Ha JpaMcKaTa CLieHa Off U3BOPHUKOT BO TEKCT
3a UHTepHeT-u3Bef0a BO KOHTEKCT Ha u3ojiaiija. KoHeuHroT TeKCT 3a u3Begda nuMa
MHOTY ITOBeKe OJTMKU Ha (DUJIMCKOTO CIIEHAapPUO OTKOJIKY Ha JIPAMCKUOT TEKCT, IIITO
ce riefia BO TeKCTYaJIHUTe HaBOIU 3a eHTepuep/eKcrepuep/Kamap. AJanTupameTo
Ha TeKCTOT I'o cJIequ KOHTEeKCTOT U ja KOPUCTU HeropaTa ApaMcKa HamHaTocT! co 11e1

10 Ce anygupa Ha eTepMuHalijaTa Ha [lIBamjoB criopes Koja ipaMcKaTa HaITHATOCT Ce pa3/IMKyBa off
CeKOj Ipyr BUJ] HAITHATOCT 3apajy Toa LITO Taa I'o TAaHTUpa ONCTaHOKOT.
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Jla TPaHCKPUOUpPa BO TEKCT UMj CIIPOBOIHUK € MHTePHET-IIPOCTOPOT (M CaMUOT HAll-
Halll Kako TakoB). TprHaeceTTe CLIeHU Of] TEKCTOT Ce PeopraHu3npaHy BO JBe LiejIu-
HU O/ TI0 IIeCT CLIeHM, WIH IJIAaCTUYHO — IPAMCKUOT TEKCT e mpedopMaTUpaH BO /IBa-
HaeceT CILIeHU HU3 KOM ce ITPUKa)KyBaaT I10 ABe eI30/I1 Of KapaHTUHCKUOT OJTHOC
Ha ILIeCT NapoBu. BajkHa HaroMeHa e JjeKa KapaHTHUHOT Tpae OOoJIr0 U Mer'y [IPBUTe
[IeCT U BTOPUTE IIeCT CIieH! MMa BpeMeHCKa JIUCTaHIla IIpecMeTaHa BO rofiuHu. Bo
OBaa HacOKa, HallpaBeHa e MHTepBeHIIMja BO CeKoja o CLIeHUTe Co 11eJ1 Jia ce mobre
dusnuKaTa U30JIMPAHOCT MEr'y OHKMe KOU I'0 UMHAT I1apoT (OBOjKa Koja BOOOMYaEHO
ceJl Ha Kayy BO TEKCTOT Ha MapTuHe3), a HeKajie e IIpoMeHeTa U BpeJIHOCTa Bo Ou-
HapoT (hus3nKa/MeTadpusnuko. [letasnHa wiycTpalrja Ha oflepaliOHaIN3UPaAkeTo CO
TEKCTOT 3a IIpBarTa ClieHa, Hac/ioBeHa IIpsaitia bpauHa HOK, Ke Oue ofl IIOMOII IIPU
IeTepMUHHpabe Ha HAUMHOT Ha KOj e co3/1ajieH HOBUOT, aflalITUupaH TEeKCT.

IIpakTHuHa anIMKalyja: TPaHCKPUIIIFja Ha IPaMCKI TeKCT BO TEKCT 3a UHTep-
HeT-u3Benoda

Bo nipBara ciieHa, TpaHCKpHOMpaHa BO IIpBa MHTePHET-eIIN30/1a, BeJHAalll 10 MeTa-
TeaTapCKUOT IIPOJIOT OJf OPUTHMHAIOT, MapTHHe3 Iro CMecTyBa CBOjOT I1ap Ha Tpocep
1 YIITe BO BOBeJHUTE AWJIACKa/IW ja OIMUIIyBa HUBHATa MMpBa OpauHa HOK. Dabyrarta
Ha ClieHaTa e CIUIeTeHa BO CTaTUJYeH pas3roBOp Mer'y HeBecTaTa U MJIa[oyKeHeIoT.
CoctaBoT Ha cobuTHUja BO ajaIrTalijaTta e UCT, CO TOa IIITO € HallpaBeHa UHTepPBEeH-
uuja Bo habynara, IpeKy JOIMUIIyBabhe IIepUurieTyja Ipej caMruoT Kpaj Ha OpUriHaJI-
HaTa cileHa Ha Mapruses. [TepunietujaTa, urja GyHKIMjA € Ja ja KOHTeKCTyaIn3upa
clieHaTa 3a BUPYCHOTO CEKOjIHEeBHe, ja pacIUIeTyBa ClieHaTa BO KpajoT Ha IpBaTa
enu30/ia, HajaByBajKM o KAPaHTHUHOT BO/0JT KOj Ke ce co3/iaBaaT CJIeJHUTE erU30/IU.
Bo ¢puHaMIHUOT TeKCT BMETHATU Ce HOBU JUIacKaIuy, MHAVNKALIUY 33 aKTepu HUBHU
TTO3ULIAM [0 OJTHOC Ha 00jeKTUBOT O[] KOj ce CHUMaaT cebecH, KaKo 1 HOBU PeMapKU
3a aTMocepu, eHTepuep U eKcTepuep, obeTe HaJIoKEeHH OfT KOHTEKCTOT BO KOj TTpo-
U3BOOT Ce Cco37aBa.

Hedwuntupau npenuc ox nHeBHUK: His majesty, ekpaHot

Bo Kpu3HMOT, BUPYCEH KOHTEKCT, TOMUHMpPa eKpaHOT. Cofip;KUHaTa of CUTe BU-
TIOBU eKpaHU Ha KOU BO MUKCEeIA CMe OKPYKEeHUM CO CUMYyJIallud Off HallleTo CEeKOj/l-
HeBUe HU ro opraHusupa KuBotoT. Ce cumynupaaT!! 1 yMeTHOCTUTE, TIOf] TPUCHIa
Ha KOHTeKcTOoT. CuMmyrnanuuTe, 3apajii hu3nuKkara AUCTaHIla, CTaHyBaaT eUuHCTBe-
Ha MOMHOCU 3a OpUZUHAJ, WexHol0Zujatla CulaHysa 0ziegao, geojHUK, aaulep-ezo
(Dixon, 2007: 250). Ce ucTpasKyBaaT HOBU IIPaKTUKU, O] HUBHUTE (pry1030CKU Ipe/l-
JIOUIKY JI0 aCleKTUTe Ha MaTepujanu3aliija Ha UienTe.

. Bo Cumyaakpymu u cumyaayuja Bogpujap (Jean Baudrilard) ja mpaBu pasnukaTta mery cumysiaruja u
CUMYJIaKpYM Ha CJIeJIHMOT HauWH: CUMYJIallijaTa e To/ipakaBaie Ha peasTHOCTa Koja BO OCHOBAaTa nMa
HEKaKOB CTBapeH 00jeKT/Mpoljec, IoleKa CUMY/IAaKPYMOT e CUMYyJIalija Koja e caMHOT 00jeKT/Ipoliec,
cuMysaiyja Koja CTOM Ha MeCTOTO Ha CTBAPHOTO, KOja KaKo TakBa He ce mpero3HaBa. CTBapHUOT
objeKT/Tpoiiec, TeaTapoT KaKo 06jeKT/IIpoiiec, O/THOCHO YMHOT Ha CO3/jaBambe U I7efjaibe TeaTapcka
MIpeTcTaBa, BO KOHTEKCT Ha U30J1alilja, BO3MOYKEH € caMo KaKo chMyJsialiyja.

PE)XXUJA HA AUCTAHLA
OUAO30ODPUIA HA NMPOEKTOT
(HoBa peaJiHOCT — HOB peasii3am)

ITpoekTor ,, Toj u Taa“ usneryBa of pamMKuTe Ha (caMoO) MpaKTUUeH U3BeayBauKu
[IPOEKT, 3allTO I'0 KOHTEKCTya/Iu3upa OJIHOCOT MToMery Apamara U MeIMyMOT 3a Hej-
3WMHO M3pa3yBame, BO cieliuduyHaTa CUTYyallja BO Koja ce Haora IUBWIM3aIijaTa
- du3nuKaTa u colijayiHaTa AucTaHIa. [IpemucuTe Bp3 Kou ce 6a3upa ce CJIe[THUTE:

1. HagMuHyBame Ha rojiejibata roMery Teopuja u rpakca Taka mro: 1) TeopeTcKu-
Te KOHCTPYKLIMU Ke OUJaT [IPeTBOPeH BO KOHKPEeTHH, U3BeIyBauKu [1ejCTBHja,
a 2) ofl IIPaKTUUHUTE Pe3yITaTh U UCKYCTBa Ke opMyIrpaMe HOBa TeopHja.
LYuembe HU3 mpaBeme” (Practice-based learning).

2. ,YMETHUUKUOT" eKCIIEpUMEHT Cce pa3JiMKyBa O]l ,HaydHUOT" BO Toa ILITO He-
rOBUTE U3BOJIU Ce MCKYCTBa Ha IOeIUHIIM U Ipymu, cera u opge (Illekuep). [a
ce MpaKTUKyBa BepOa/IHO/TIMCMEHO OIUIIYBabe Ha KpeaTuBHUTE IIPOLIeCU U
MCKYCTBA CO L1 HUBHO MIOI00PO CTPYKTYpUpPaihe 3a IIOHAaTaMOIIIHA aHaIn3a.

LLEAU HA MPOEKTOT

ITpoekroT ,, Toj u Taa“ mpeTcTaByBa IMPOIOILKYBamke Ha UCTPayKyBamaTa Ha JJaMjaHOB-
CKH Ha TTapaJurMaTUYHIOT OJTHOC TIOMer'y JipamMaTta U IIPeTCTaByBaheTo BO pa3IMUHUTe
menuyMu. TprayBajku ofi oBaa 1o3uliyja, LieiruTe Ha ITpoeKToT ,, Toj u Taa“ ce:

- AHanM3MpajKu pas3InyHi MeJIUYMCKU KOHILIEIITH, KaKo 1 JoceramHu (hopMu
Ha ,MeaujaTu3rpaHa’ usBeada [a ja meduHrpa Mo3uLjaTa Ha TeaTapoT U Apa-
Mara Bo BpeMe Ha pu3MUKa/coldjaiHa JUCTaHIIa.

- Jla cucteMaTr3Upa HAUMHU 1 CPEICTBA 3a reHeprpame Ha MeIujaTu3upaHu Te-
aTapcku OpMH, ITPUIOKYBAjKI KOHLIEIITH O] TEOPETCKOTO UCTPasKYBAbe.

- IlpakTUuyHO Aa ru MPWIOKU HAUMHUTE U CPeliCTBaTa BO KOHKPETEH TeaTap-
CKM IIPOIIeC — CO3/JaBakbeTO Ha U3BeIyBAUKUOT ITPOou3Boy ,, Toj u Taa“.

- [la ro omuile mporecoT, Kako W IpobJieMuTe, mpamlambaTa U 3aKJTydolIuTe
KoM Ke IIpousjie3aT 3a BpeMe Ha paboTara Bp3 ITPOEKTOT.

- Jla co3maze HOBa Teopuja(y) U fa [jajie HACOKU 3a MMOHATaMOIIIeH pa3Boj Ha
HUCTPasKyBamkeTo I10 TTPOOIEMOT HAa OHOCOT MEI'y TeaTapoT/KOHTEKCTOT/Meouny-
MUTE, KAKO U HACOKHM 3a MTPAKTUUYHO MTPUIOKYBabe Ha pe3y/iTaTuTe.

MNOJAOBHU MEAUYMCKHU KOHLIENTHU

NHTepHeT-TIPoeKToT ,, Toj u Taa“ TpruyBa off HEKOJIKY TeOPeTCKU KOHLIEITTA KOu ce
ofHeCyBaaT Ha COBpeMEHHUTe MeINYMH.

,2MeaujaTusamnuja* u ,,pemegujaTusanuja“

TeopeTnuapoT Ha u3BeyBaukuTe yMeTHOCTH Dunmun AyciaHpep, TO Mpeau3BU-
KyBa c(akameTo JeKa ,MeIujaTU3uPaHoTo? cTOM KAaKO CEeKYHIapHO BO OJIHOC Ha

12 TepMuHOT ,,MeZiujaTu3upaH” e rosajmeH ox Kan Bogpujap. ABTOPOT UecTo ro KOPUCTH 3a Jla O3HAUU
JleKa olpeJiesieH KY/ITYpeH 00jeKT e ITpor3BO/, Ha Mac-MeIUyMUTe WU Ha MeJJUYMCKUTE TeXHOJIOTUU.
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»~KUBOTO". AyciiaHziep, BO CBOjOT Tpy7 ,sKuBocT: 3BeqibaTa Bo MequjaTu3upaHaTa
kynrypa“ (Liveness: Performance in a Mediatized Culture) um mpuora Ha ;KuBaTa U
MeJlijaTh3upaHaTa u3Be6oa Kako Ha ,,[iapaseHu (hopMuy KO TTapTULIMITPAAT BO 3a-
eJIHMUKa Ky/TypHa ekoHoMuja“. Criope]; aBTOPOT, ,,HOBUTE TEXHOJIOTUU HA ITPEeTCTa-
ByBame IMOCTAITyBaaT TaKa IITO Th pedhopMupaaT WK 'pemMeiipaaT’ mpeTxogHuTe ",

MeauyMoT Kako ,eKcTeH3uja Ha YoBeKoT"

MekJlyaH r'd KOPUCTU TEPMUHUTE ,MeIUyMU" 1 , TEXHOIOTHja" KAaKo 3aeMHO 3aMeH-
JIMBMU, 3allITO 32 MeJUYM I'0O CMETa ,,CeKOj IIPOJIO/KETOK (eKCTeH31ja) Ha cebecu” 1,
KayKaHO HAajoIIITO, CeKoja HoBa TexHojioruja. Taka, rmokpaj hopMuTe Kako BeCHULIU,
paauo win TeneBusnja, MeKsyaH Bo cBojaTa JeuHULIMja 3a ,MeQUYMU" T BKIVUY-
Ba U CHUjaJIULIATe, aBTOMOOM/INTE, TOBOPOT U ja3suKoT. CuTe OBMe KAaKO TeXHOJIOI'MU
ja rocpepyBaaT HalllaTa KOMYHUKal[{ja, Taka IITO HUBHUTE (POPMU WU CTPYKTYPU
B/IMjaaT Ha Toa KaKo ro IepLulrpaMe 1 ro pasbupame CBETOT OKOjy Hac. Bo Taa
CMMCJIa, TeaTapoT e ,I1apajioKcajieH" MeJInyM, 3allITO € U caM T10 cebe MeInyM (KaKo
MOCPeJHMK BO KOMYHMKALIMjaTa), HO 1 TaKBa (popMa IITO KOPUCTHU APYrd MeOUyMHU,
VIIITe O]l BpeMeTO Ha CBOeTO HacTaHyBaibe.

EcTeTuka Ha ,,cepuCKOTO MPOU3BO/ICTBO"

Bo cBojaTa mmpoka geduHMUIMja 3a ecTeTUKaTa Kako uwio3odcKa JUCIIUIUIMHA,
Ymb6epTo EKo pa3nuKyBa gBa MPUHIMITA BP3 KOM ce Oa3upa camaTa YMEeTHOCT, KaKo
U ecTeTCKaTa Teopuja — MIPUHIMIIOT HA MHOBATUBHOCT W TIPUHIIUIIOT HAa PETIeTUTHB-
HOCT. AHA/TU3UPAjKU I'O CETalllHUOT UCTOPUCKU TTEPUO]], C€ UMHU JieKa [TOBTOPYBakbe-
To (iteration, repetition) JoMuHMpa CO CBETOT Ha YMETHUUYKAaTa Kpealija, Bo Koj ue-
CTO e TeIlIKO /la Ce HAITpaB| pa3/InKa IToMery TTOBTOPYBAkeTO BO MEJIUYMUTE U TTOBTO-
pYyBameTo BO T.H. ,,BUCOKU yMeTHoCTH". 3a EKO, mpo0/IeMOT Ha MOBTOPYBAKkETO BO
YMeTHOCTa ITPeTcTaByBa MpobJieM Ha ,HOBaTa eCcTeTHKa Ha cepujasHocTa (seriality)”,
TIpY IITO ,,CEepPUjaTHOCTA” ja TPAHCIIOHWPA BO KOHTEKCTOT HA MACOBHUTE MeUuyMU
Kajie IITO TIOBTOPYBAWEeTO U ,,CepUja/THOCTa” ce TpeTUpaaT KaKo pa3jiuKa U ,,0pUTrH-
HaJIHOCT".

YMeTHUUYKOTO [iejI0 KaKo ,,pernpoayKiiuja‘

Bo cBojoT ecej, ,YMETHMUKOTO [leJlo BO pa3fobjeTo Ha cBojaTa TexXHUYKA
PEInpOAYKTUBHOCT", KOj € MOKeOU HajBiujaTeIHUOT TeKcT Ha 20 BeK IITO ce
ofHecyBa Ha MeJUyMUTEe I HUBHOTO TOJIKyBaibe, Bantep BenjamuH, 360pyBajku 3a
PeTnpOYKTUBHUTE MeIUyMU I'O OCIIOpPYBa 1I€IMOT KOHIIENT Ha aBTEHTUYHOCTAa Ha
YMETHHUUKOTO J1ej10. beHjaMUH 0OpHYBa HajMHOT'Y BHUMaHHe Ha Toralll COBpeMeHUTe
Cpe[icTBa 3a TeXHOJIONIKA PeIrpoayKiirja — hoTorpadujaTa M KHHOTO — He caMo 3apaiu
HUBHATa aKTYyeJTHOCT, TYKY U 3aToa IIITO OTBOPUJIe 11ejia eflHa rama off MOKHOCTH 3a
HaMaJTyBare Ha JIICTaHIlaTa ToMer'y YMeTHOCTa U OTIIITeCTBOTO. Bo feHelnHo BpeMe,
,JOMMHaHTHHOT MeJUYyM" OKOJIy KOj IToJIeKa ce opraHu3upa, He caMo OITILITEeCTBOTO,
TYKY U IleJlaTa [TUBW/IK3aliija, BO CUTYyallija Ha BaKBa I7100ajiHa 3aKaHa U KOj OTBopa

»~MepaujaT3supana n3Benoa“ e u3Be6a Koja IUPKy/IMpa Ha TeJleBU31ja, KaKo ay/iio- WIK BU/Ie03alluc,
WK HeKoja fipyra ¢opma OasupaHa Ha TEXHOJIOTMUTE Ha PeIrpoIyKIiuja.

13- Auslander, P. (2007), p. 6.

€Ha OI'pOMHa IraMa Ha MOKHOCTH 3a HaMaJlyBalhe Ha JUCTaHaTa HOMEf‘Y YMETHOCTa
U OINIIITeCTBOTO € MHTEePHEeTOT.

®ororpadwuja3:

Emmusopna 3, Teaesusucku ciom

Toj: Camoun CTOjaHOBCKU

Taa: Maja JbyTkoB

ABTop Ha ororpaduja:
Dunun KopyHoBcku

W3Bop: Apxus Ha HT ,,Jopaan
Xarm Koncrantuaos - [IuaOT,

Benec.

MNOJAOBHU TEATAPCKU (UISBEAYBAUYKH) KOHLIENTHU

[TpoekTor ,, Toj u Taa“, e Ha paboT momery, nepdopMaTUBHOCTA® Y UHTEPHET-TIPO-
CTOPOT, 3a CBOU TIOjJOBHU TOUKU MMa W HEKOJIKY TeaTapCKu (M3BeflyBauKu) KOH-
LIeIITY/TeOpUMN.

, I pUTEe eqUHCTBA"

[IpaBUsIOTO 3a , TPUTE €IMHCTBA“ HA BpeMe, MeCTO U JiejcTBUe e (hYHIMPaHO BO
bapamaTa 3a ,,11eJIOCHOCT" U ,,3aBPIIEHOCT Ha JPAMCKOTO JiejcTBre, (DOpMyTupaHu
Bo neduHUIIMjaTa Ha TpareudjaTa Ha ApUCTOTeN, Koja e MoHaTaMy TpudareHa oji
IpaMaTUJapuTe Ha peHecaHcaTa U IMpeTBOpeHa BO CBOeBHIeH KAHOH BO JipamMara Ha
KJTaCUI[A3MOT.

AKTepoT Kako ,,u3BegyBau” (mepdopmep)

bpojHu Teopun U IpaKTUKU Ce 3aHMMAaBaaT CO YMETHOCTa Ha aKTepOT, HO He KaKo
TeXHUKa CO KOja UCTHOT OM MOKeJT IToAo0po [1a I'o IIPEeTCTaBU JIMKOT U HETOBUTE eMO-
LMY, TYKY KaKO MO3ULIMja BO KOja aKTePOT He CcaMo IIITO IIPEeTCTaByBa HEKOj IPVYT, TYKY
U IO TIpeTCTaByBa CBOjOT OJIHOC KOH KOHTEKCTOT KOj ja co3fiasl cuTyalijaTta Bo Koja ce
Haora KakKo YOBeK U aKTep.

EnHa o1 THe Teopuu e oHaa 3a AKulepolll Kako ,Hagmapuoretta“ (ubermarionette)
Ha aHIIUCKUOT peskucep ExBapz 'oppon Kper (1872-1966), KojallTo mpeTcTaByBa ak-
Tep, KOj ycIieBa /la T KOHTPOJIMpa CBOUTe TIPOMEHU Ha PacIioioKeHUeTO U YOBEUKU
,TPEIIKN® 3a CMeTKa Ha eJlHa TorojieMa AUCLUTUIMHUPAHOCT U MPELU3HOCT U CITy-
JKelbe Ha uJlejaTa Ha pesKkucepoT. PyCKUOT aBaHrap/ieH peskucep, EBrennj Baxranros
(1883-1922) ro KOpUCTU TEPMUHOT akKiliep eKCUeHWpUK 3a Jia ro feruHupa akTepoT
KOj O] METOZIOJIONIKA T7IeffHA TOUKA, yCIieBa Jja TU TOO/IVKU CITPOTUBHOCTHUTE HA, O]f
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e[lHa CTpaHa, eKCIIPeCUBHUOT HaABOpeLIeH u3pas, a of Apyra, BHaTpelIHaTa IICU-
XOJIOLIKA OIPaBAaHOCT, BO egHa AujaIeKTUUKa KOHCTPYKIIYja, KOjalllTo Cce ITOTIIIpa
TOKMY Ha Taa CIIPOTUBCTABEHOCT U KOH(MJIUKTHOCT. [€pPMaHCKUOT PesKUCep U JpaM-
cku aBTop Bbepront Bpext (1898-1956) Bo CBOjOT ,eIICKU TeaTap“ BoBeayBa CIIELU-
¢duueH HauMH Ha aKTepcKa Urpa Koj e TO3HAT KaKo ,3auygHa urpa“ uin ,egekT Ha
sauygHocT” (Verfremdungseffekt), 1ipu Koja akTepoT He ce COKMBYBa CO JIMKOT U He
' ,IIPe;KUBYBa“ HETOBUTE UYBCTBA, TYKY Ce CTPEeMHU [a co3fazie TUUeH KOMeHTap Ha
JINKOT LITO 'O TOJIKYBA.

,PekucepoT nukraTtop“

PeskucepoT, criopef] pyCKHMOT aBaHrapzeH peskucep, BceBonon EMubeBuu Mejep-
xorpg, (1874-1940), Tpeba ma 6ume pexxucep gukuuaiiop (criopen TOBCTOHOrOB) MIU
pexxucep opzaHusatiop. PeKucepoT e opraHM3aToOp Ha IIPOCTOPOT M BPeMeTo Ha
IpeTcTaBaTta 1 e (PYHKLMja KOjallTo C/IV;KU 3a OpraHu3ipamke Ha CUTe eJIeMeHTH BO
paMKHTe Ha 11eJIOTO. AKTepUTe U HUBHOTO MPUCYCTBO Ha ClieHaTa ce (MYHKIUMU Ha
pesKrcepcKaTa 3aMKciia U Ha IIPOCTOpHaTa OpraHu3aliyja.

MoHTaxKa Bo TeaTapoT

[losHnatuoT aBaHrapzeH peskucep Eyiienno bBapba, 3a MoHTa)kata BO TeaTapoT
Benu: , MoHuax<a e tepMuH Koj B0 geHeWHo Bpeme 20 3aMeHUl epMUHOW "KoMUO03U-
uuja’. [la ce KomuoHupa, BKJ0UU, UCWIO WAKA 3HAYU U ga ce CKJI0UU, cocluasu, tpetije-
e gejctusottio, ga ce cozgage (HOB) gpamcku wiekcii. Komilozuyujaiia e HoBa cuHile-
3a Ha matdepujanoid U Ha hpazmeHiiuitie Kou ce tpesemaaiti 0g OPUZUHAIHUOU KOH-
wexcud. Toa e cuHule3a Koja e eKkBUBAJIEHWIHA HA CUUBAPHULIIE OGHOCU KOU UCTUATUA ZU
Hasectiysa uau Upeticitiasysd... MOHUWAaia e BCYWHOC co3gasarbe Ha cmucaa‘“™,

doTtorpaduja 4:
Toj u Taa, etm3opa 4:

IoswiopHa cpegba;

Taa: 3opura I1. [TaHumK,

Taa: Cumona /IuMKoBCKa

ABTop Ha oTorpaduja:
®unun KopyHoscku M3Bop:
ApxuB Ha HT ,Jopman Xarim
KoncranTunoB - [luHOT",

Bernec.

4. Bapba, E. u CaBapese, H. (1996) Peutiuk tio3opuwiHe aHuipouoaozuje: Tajna YmewiHocu I'nymua,
Beograd: Publikum.

ANAMKALMIA HA KOHLEENTUTE BP3 KOHKPETHHUOT NPOLIEC
MeTOM0/IONIKY IIPUCTAIT

MeTopor, cdaTeH Kako ,,CUCTeM Off HAUMHU U CPe[CcTBa“ IMpeTcTaByBa CBOEBUIEH
MIPUOJ, KOH OJIpeieH MaTepujasl co IieJI HerOBO CTPYKTYPHO mpeobpasyBambe. Bo ciy-
yajoT Ha TeaTapoT, HErOBUTE OCHOBHU CYIICTaHIIMjaTH KOMIIOHEHTH Ce BPEMEeTO U
MoTuBanmjaTta. b MosKesio [1a ce peue JjeKa OCHOBHATa CYIICTAHIIA HA TeaTapoT e
BpemeTo cdhareHo Kako 1) ¢pusuuka katezopuja - nHOpPMAalija BO eUHULIA Bpe-
Me U 2) BpeMeTo Kako ¢uio30dCcKa KaTeropuja — Uapagokc roMery peajHoTo U Te-
aTpajiHOTO BpeMe. BpeMeTo o cBoja cTpaHa, Mopajyi OrpaHMYeHOCTa Ha HAIIUTe
ceTnIa UMa IoTpeba ol HOCUTEJI, KOjJIITO BO TeaTapoT € HajueCTo aKTePCKOTO TEeJI0
(mCcuxo-MOTOpUKA).

Bropara cyricraHiijaiHa KOMIIOHEHTa Ha TeaTapoT e Mowiusayujaiia. 11Ito ja Mo-
TUBUpa creluduyHaTa TeaTapckara (mepcgopmarusBHa) popma? YCI0BHO, MOTUBA-
yjara ja gejam Ha:

- HapgBoperniHa - oIiITecTBEHO-COLMjajIHATa MoTHBalidja. Bo ciyuajoB Ha
npoekToT ,, Toj u Taa“, HajBopelIHaTa MOTHBalLUja 01 Owie (pU3NUKUTE U CO-
LIMjaJIHUTE OrpaHUYyBamka KOU Cce BOBe[oa KaKo Mocjeitiia Ha aKTyeJIHaTa [aH-
JIeMuja 4 3a KOM Cce HajaByBa [JeKa Ke cTaHaT el of HeKoja ujHa ,,HoBa peajl-
HOCT* Ha CBeTOT.

- BnHaTpemnrHa - TICMXOJIOIIKAaTa MOTHBAalIMja HA CEKOj YUECHUK BO IPOEKTOT
Ila O[IOBOPH, CO CpeficTBaTa Ha U3Beg0arTa, (pU3NUKUTE U COLIMja/THU OrPaHUUY-
Baba BO KOM ce Haora. [la ce Hajze ,HoBaTa U3Be/lyBauKa Cj1000/1a" BO paMKUTe
Ha (PM3UUYKOTO U COLIMjaTHO JUCTaHLIMPabhe.

HOiﬂOBHI/I TOYKH BO ITPAaKTHUYHaTa aHHI/IKaI_II/Iia

[TpobieMOT CO KOjIITO Cce 3aHMMaBaB BO TEKOT Ha PAOOTHUOT TIPOIeC BP3 JIpam-
cKuoT TeKcT , Toj u Taa“ ox coBpemenunoT dppaniycku aBrop Kau-ITjep MapTuHes ro
opmynupaB kako ,,OTKprBame MeTOI/U 3a MpUCTaryBabe KOH ofipelleH JpaMCKu
MaTepujaj Py HeroBa IOJITOTOBKA 3a INpeTCTaByBalbe Ha MeIUYMOT Ha MHTEPHET,
BO paMKHTe Ha HOBOHACTAaHATUOT KOHTEKCT Ha (hU3MUKa U COLUjasiHa u3oaluja’.
[TpakTuuHaTa paboTa e KOHIIEHTpUPaHa BP3 TPU eJIeMEeHTU Of] TeaTapCKUOT CUCTEM
u Toa 1) Bp3 gpamaitiypzujattia  2) Bp3 akitiepcKoulo ogHecysare U 3) pexkujaitia. Yet-
BPTHUOT eJIeMeHT, OgHOCOW co UYybauKalia, 3acera He e TIpeJIMeT Ha UHTepeC Ha OBOj
[TPOEKT.

IMpakTuuHU IIPO6IEMH BO TEKOT Ha IMPOIECOoT.
ITocTaByBame U pelliaBame 3a7adu

A: JIlpamaTypruja

1. M360p Ha gpamMcku TeKkceT. [Ipamckuor TekeT , Toj u Taa“ e n3bpa 1o ciep-
HUTE KPUTEPUYMU: CEPUjaTHOCT, €JUHCTBO Ha BpeMe, MeCTO U JIejcTBUe, [IOTeH-
1yjast 3a ajanTalyja.

2. Aparitrauja Ha JIpamarTa I0 CJIeHUTe KPUTePUyMU: KOHTEKCTOT, Hajo-
CTaIHUOT MEeIUYM, IIPOCTOP/BpeMe, aKTepy U3BeyBaull.
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3. Opn mernoBuTe Jla ce co3fjafie efHa HOBA 1leJIMHA, Koja Ke HOCU oTlpeiesieHa
CMHCIa BO KOHTEKCTOT BO KOj e co3fafieHa. KpaeH pesyrrar ofi oBaa da3za — 12
alalTUpaHu CLieHU 3a 6 JBOjKU aKTepu.

b: AKTepcka urpa

1. Pabora co peskucep u JpamMaTypr ,0H/IajH" (IITO/30IITO IIpaBam?).

2. Pabora co peskucep u Ju3ajHep/MOHTa)Kep ,,0HjIajH": Kako ro mpaBam? I1p-
BUTE JIBe TOUKU Ce OIBUBAAT BO paMKHUTe Ha 2-3 cpeion.

3. Pabora co mapTHep ,,0H/IajH". YTOUHYBalhe Ha KOMIIO3UIIMjaTa Ha JIejcTBUja
U TEKCT Koja CeKoj of] HUB Tpeba MHAMBU/IYaTHO Jia ja U3BeZie U J1a ja CHUMU.

4. V3Bemba v cHUMare Ha MaTepujasioT. MoHTa)Ka Ha U3BeyBayvor. , [Ipemu-
epaTa® Ha aKTepoT e MpeJ; Kamepa.

B: Peskuja

1. AHa/M3a Ha IPAMCKUOT TEKCT ¥ HETOBO ITPUJIarojlyBarke Ha paboTa ,Ha IMCTaHIIa",

2. IIpobu ,onnajH". Haoramwe Ha IpucTanu 3a ,pekKuja Ha JUCTaHLa®.

3. Pabora co MoHTa)KepoT. VI3Haorame Ha cuTe MpoIpaTHU ,MacKu“, epeKkTH,
BU3YeJIHU MaTepujaiu MoTpeOHU 3a KOHKPeTHATa ClleHa.

4. PaboTa Ha MOHTa}KepOT — TTpaBee ,,rpyda“ MoHTaKa Ha TOOUeHUTe MaTe-
puyjanu off akTepure.

5. Pabora Ha pe;KrcepoT CO MOHTaKEPOT U CO JIPaMaTyproT: Co3/iaBarbe 3HaueHha.

6. IlpesenTaruja Ha clieHaTa BO ,peajHO BpeMe“, KaKO U ocTaBame /a buje
JIOCTaITHa 3a Hej3MHO MOHATaMOIIIHO I71elatbe.

Pe3ume

LlenmoT MpoeKT MpeTcTaByBa efeH IIPolleCc Ha MUCIIehe, pacyayBambe, OJIHOC, OTdp-
nambe. CaMMOT IIPOEKT € U IIPOLIeCOT U Pe3Y/ITAaTOT. YMETHUUKUOT eKCIIEPUMEHT € ,,JIOB
BO MaTHO" M ceKorall 3allouHyBa Off ITOYeTOK 1 BO Taa CMUC/IAa CTOM HACITPOTU Hayd-
HHUOT €KCITePHMEHT.

OB0j MPOEKT OIICTOjyBa Ha TepUTOpHjaTa MOMery TeopujaTra U IIpakcaTa, JeuHU-
Pajku ja Ha TOj HAUMH MojaTa ITO3UIIja Ha UCTOBPeMEeH YUeCHUK, HabJbyayBau U OIu-
1IyBau Jia UpakitiuKysaul 3HaUM Ja yueciisysaul BO HACTAHOT CO MH(MaHTUJIEH OJJHOC
Ha JleTe, MPUMUTHUBEL] WX JIyAaK. TeopeTnyapoT Habbygysa, cuciematiu3upa u ouu-
wiysa o II03ULIMjaTa Ha Bo3paceH. AKO 'l CHHTe3HpaMe U JIBeTe HellITa ICTOBPEMEHO,
Toraiul ce Haorame Bo nosuidjaTa Ha IllytoT Ha IlleKcruip, Bo TocTojaHa JMHAMWYHA
TIO3UIIYja WX MOKeOU BO TTOCTOjaHa o-to3uyuja?

PasMuciyBamwara 3a moHaTaMy, HajaBeH! Ha MOYETOKOT Of TEKCTOB, CO OIJiel] Ha
TEXHOJIOLIKATa JTOMUHALIFja CO CBETOT, IIPOEKTUPaaT HacJ0BU off TUIIOT Ha Pobouiu-
Katia, supitiyesHuoll Upociop u tiephopmattiusHuiltie YMewHOCU U CPOIHU UC-
TpasKyBakha KOM Ke ce oJlHecyBaaT Ha MHTePaKLMja Mer'y TpaJuIMOHAIHO chaTeHuTe
IPOU3BO/IM Ha KY/ITypaTa U TEXHOJIOUIKMHAOT Pa3BUTOK Ha YOBEILITBOTO, CO COO/IBETHU
TEOPUCKU Pa3sMUC/IN/3a0eslelllky. 3a IoIMMeIdjaJIHUTe ITPOM3BOIU Ofl OBOj BUJ CU-
T'YPHO OU ce HaIIlJIO MeCTO Mer'y IPOU3BOIUTE Ha YMETHOCTA BO (ITOCT)BUPYCHATA epa.
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AmncrpakrT:

OHEeBO3MOKYBameTo Ha u3Bembara Ha npercrasaTa ,CBetu CaBa“ o CuHMIIA
KoBaueBuK Bo mpojiykuuja Ha HapogHuot Teatap oji 3enulia, buX u Bo pexxkuja
Ha BnaguMup MwuiuuH, BO JyrocIoBeHCKUOT JIpaMCKU Teatap BO benrpap Ha
31.5.1990 rofguHa, e HECOMHEHO KJTyJHa IMTpeCcBPTHHUIIA BO UCTOpUjaTa Ha IleH3ypara
Ha [MOPaHEeLIHUTE jYTOCJIOBEHCKY ITPOCTOPY U CUMOOINYEeH MOYeTOK Ha KpajoT Ha
3a€JHIUKHUOT jYTOCIIOBEHCKU KYITYPeH IpocTop. TeKcToT ce obuayBa fa ja mpert-
CTaBU YCJIOBEHOCTA U HEU36e;KHOTO BJIMjaHUEe Ha OIIITECTBEHUOT U MOJIUTUUKU
KOHTEKCT BP3 TeaTapoT U OHUe KOU I'0 co3/iaBaat, IIpeKy IPUMepOT Ha [IpeTcTaBa-
Ta Mo3HaTa KaKo OUIIMjaTHUOT MOUYETOK Ha PacrajioT Ha 3aeqHUYKATa Igp’KaBa
rpajieHa Ha KOHIIeTITOT Ha 6paTCTBO U effuHCTBO. OJITOBOPOT Ha MMPaIIakbeTo 3a Ia-
PaJIoKCaTHO CITPOTUBCTaBEHUTE BOCIIPUEMalha Ha OBaa ITpeTcTaBa He 1ojipa3oupa
caMO PeKOHCTPYKIIWja Ha BHATPEIIHOYMETHUUKUOT XOPU30HT Ha OUeKyBama Koj
o UMITIMLIMpPa caMaTa IpeTcTaBa T.e. KOU WJleU, KOU Mpaliama caka Jia ' OTBOpU
Y KOM [TIOPaK! Taa MpeTeHupa IJiefjauoT Jja Tu mpuMiu. [loTpebHa e 1 aHanm3a Ha
BOHYMETHUUKUTE OUeKyBarkba, HOPMU U YJIOTH, IIOCPeyBaHU O]f CBETOT BO KOj TOj
ryiefjad yKUBee, Kou MPUMapHO I'M HacouyBaaT HEej3UHUTE/HEroBUTE WHTEPECH 3a
Taa NpeTcraBa. Tue oueKyBama, HODMU U Y/IOTH [IPOM3JIeTryBaaT off NCTOPUCKAaTa

CUTYyaliija BO KOja € CMeCTeH CBETOT Ha Taa I7Ie[JauKa/Toj Iefad.

Kiyanu 360poBu: Teatap, IOJIUTHKA, KOHTEKCT, Pelleniinja, lieH3ypa.

CAYYAJOT:

»GEEIM GARBA* BO JAT
BAMJAHUETO HA [NONAUTAYIKHOT
ROETERGT HA PELUEMUMIATL HA
TEATAPCKATA NMPETCTABA

Kpuctuna JlenoBarig
YKHUM DakynTeT 3a ApaMCcKu yMeTHOCTH - CKoTije

,ductua uepueuuyuja e peuucu HeBO3MOKHaA. “
- Bondpranr Uzep!

Bo npamara ,,.CBetu Caa“, Cunuiia KoBaueBuK (SiniSa Kovacevic)? ce 3aHnmaBa co
HAajrojIeMUOT IIPOCBETUTE/T U HajTpajHUOT U HacuiieH Kyiat Ha Cpourte - CBetu CaBa.
Ho TekcToT He e xaruorpaduja, HUTY pOMaHTU3UpaHa NCTOpUja HaMeHeTa 3a CLieH-
CKO U3BeflyBaibe, TYKY ITOJIMTUUKA JpaMa, Koja o IToCcTaByBa IMpallamkeTo - aKTYeJTHO
BO JyrocjiaByja Ha KpajoT Ha ocymjieceTTUTe roguHu Ha 20-TUOT BEK - 32 apTUKYJIU-
pameTo Ha HallMOHAJIHUTE JP;KaBU U CpefiCTBaTa CO KOU Toa ce OCTBapyBa.

IBomMMeH3MOHATHUOT CBeTel] O] UKOHUTe U BO3BUILIEHUTE BJIafleTe I off Mop-
TPETUTE CO TOo3/IaTeHU paMKu, Bo ,,CBetu CaBa“ ce camo JIyre of KpB U MeCO, CO
CUTE CBOU IIPOTUBPEUYHOCTH KOM TOa I'M UMHAT. KJjIlydHuTE CLIeHU Of] CPeJHOBEKOB-
HaTa CPIICKa MCTOPHja ce HaIMIIAHU KaKo CIIeHW Ha pa3BpaT, OPrUy U IUjaHCTBa,
WHTPUTH, CYPOBO HACWJICTBO U yorcTBa. OCHOBOIMOJIOKHULIMTE Ha CPIICKATA JIpsKaBa
HaBpeJlyBaaT, KJeBeTaT, KOJIHAT U IIyjaT, HO TeKCTOT Ha KoBaueBMK HUKaKO He e
AHTUCPIICKY, HUTY ja OMaJIoBasKyBa ITpaBoc/IaBHATa penuruja. Toj cocema npeu3Ho
U COOJIBETHO HA MUCKIYUUTETHO KPUTUUHHUOT OMIITECTBEHO- MOJIUTUUKA MOMEHT, TO
OTBOpaA TIpallamkeTo HAa OJHOCOT IOMery HallMOHa/JTHUOT MUT, HallMOHA/THATa MCTO-
puja u yriorpebaTa Ha TOj MUT U UCTOPUja BO TIOJINTUUKU LIeJIN.

IpamaTa Bo 1988 romuHa ja mobuia roauilHaTa Harpaja 3a Hajmobap ApaMCKU
TEeKCT Ha 37pysKeHneTo Ha apaMmckuTe rnucarenu Ha Cpbuja (Udruzenje dramskih
pisaca Srbije) — ,, bparucaas Hywuk“ (Branislav Nusi¢) u 6una nyojarMKyBaHa BO CIIU-
canueto ,Ciena“ (Scena). Ho u nokpaj norBppgeHara adpupMUpaHOCT Ha aBTOPOT -
KOj He ce cTerajl jaBHO J]a ce AieKjlapupa Kako MpaBociaBell U HAllMOHAJINCT, U KOj
MoJIolHa U (paKTUUYKY Ke ce aKTUBHUpPA Ha CpIicKaTa MoJINTUUKaTa ClieHa BO JIECHUOT

. Pure perception is quite impossible (Wolfgang Iser, 1980).

2 Cunuiia KoBaueBuK, Cpricku gpamcku rucares, pojfieH Bo 1954 roguna Bo c. [llymam Bo Cpew,
BojBonmuna, Cpbwuja. [lurmomupan Ha oTcekoT JIpamarypruja Ha @aKky/lITeToT 3a JPpaMCKUA YMETHOCTU BO
Benrpap. PemoBeH nmpodecop e Ha AKajieMujaTa 3a YMETHOCT I10 ITpeAMeToT JIpaMaTypruja u aBTop Ha
MHOTYOPOjHU TeaTapCKU U TeJIeBU3KUCKU ApaMU U (DpUIMCKU ClieHapuja.
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010K (popmupajku ro T.H. Cpricku TaTKOBUHCKU (ppoHT (Srpski otadzbinski front),
ceKoja peraTUBM3aLMja Ha MUTOT BO 3rojieMeHaTa TeH3Mja Ha IIpeBoeHaTa aTMOC-
(hepa Koja, BCyIIHOCT, MTHCUCTUPaA Ha BTeMeJIeH MUTOBH, He MOJKeJla Jla TIoMUHe 6e3
ITOBEKEeCJIOjHU MMPOBEPKU U OTICTPYKLIUMA.

PeskucepoTt Bnagumup Mumuun® - viirte Kora npB rnaT Bo 1988 roguHa o Toraii-
HUOT gupeKTop Muoppar Byuenuk (Miodrag Vuceli¢) ja mobun nmoHymaTa ma ro pe-
’KMpa TEeKCTOT BO TeaTapor ,3Be3gapa” Bo benrpay (Zvezdara Teatar Beograd), 6un
3arpuyKeH IITo OM MOyKesla Jia TIpe/IM3BUKa OfIJTyKaTa peykucep MakepoHelr j1a pa-
0OTH TEKCT KOj Ha OBOj HAUMH I'0 TPeTHpPa HajroJIeMMOT CPIICKU KYJIT, BO BpeMe Ha
3acTpallyBauko jaKHelhe Ha HallMoHaIn3aM U KceHodobuja. Bo pa3roBopoT HITO ro
BOZIEBME BO BpPCKa CO IMpeTcTaBaTa, MUIUKH JIeTajIHO ja OIuIlla ITPUKpUeHaTa LieH3Y-
pa Ha TekcToT Bo benrpap: ,,Omam Bo 3Be3mapa. Tamy Me uekaa Jbyba Taguk (Ljuba
Tadic¢), ITepa BoskoBuk (Petar Bozovic¢), Jlasap PucroBcku (Lazar Ristovski), [lanuio
CrojkoBuk-bBata (Danilo Bata Stojkovic). VIM KasKyBaMm ieKa UMaMm auieMa. A Tue He-
MaaT auiema, Ita co Byuenuk Tpeba ga ce moroBopuMe Kora Ke rouHeme. M usje-
ryBame, bata CTojkoBUK BUKa: 'Y jac ojam... MMaM COCTaAHOK. ... Jac ce Bpakam BO
Ckorje motoa. M HeKajie uMTam WX HEKOj MU jaByBa JieKa e MoJHaT CKaHzasl - bara
CTOjKOBHK OTHUILION Ha COCTaHOK BO IlaTpujapiinja 1 TaMy ru rpeayIipeaus IeKa Ke
ce IIpaBU HEIITO LITO € IPOTUB CPIICTBOTO U IIPOTUB MpaBocjiaBueTo." ITpoeKToT BO
,3Be3apa“ rmporiara.

VictaTa HenarofgHOCT TIPOJOJ/KWIA [a TO CJieu W rofguHa TIOfI0IHA Kora cTaca-
Jla BTOpaTa II0KaHa Jla ro pesKupa TeKCTOT BO bocHa u XepileroBruHa Bo HapomHu-
oT Teatap Bo 3enuiia (torair Narodno pozoriste, Zenica, neHec Bosansko narodno
pozoriSte, Zenica), co Koj Bo Toa BpeMe pakoBopes PamoBan Mapyumuk (Radovan
Marusic¢)*. MuIurH, HecCOMHEeHO OUJT CBeceH JieKa Ke paboTu Bo BpeMe BO Koe BpujaT
HALIMOHA/THUTE, HO Y HAIlMOHA/IMCTUYKY TEH3UHU 1 KaKO [a o HaCeTU/I HAaCUJICTBOTO
IITO Jjoara 1 Koe off ITapojii U CKaHAupama, Habp30 Ke ce TpaHcgopMupa Bo TpaHa-
TUpame U BOEHU 3JI0CTOPCTBA.

Kora ja npamaB bopka ITaBuueBuk (Borka Pavicevi¢)®, To MUC/IM 3a TOA LITO TOK-
My MutauH ro peskupai ,CBetu CaBa“ BO TAKBUOT OIIITECTBEH KOHTEKCT, Taa MU OfI-
roBopu: ,,[Ipenm cé MutuuH e rojieM ro3HaBau Ha Taa eroxa, Ha Toa BpeMe, Ha CBeTu

> BrmaguMup MuurH, MaKeJJOHCKM TeaTapCKy peKucep u rejaror, pojieH Bo 1947 roguna Bo CKorije.
Iunmomuparn Bo 1970 rofguHa Ha oTceKoT 3a Peskuja, Bo KitacaTta Ha rmpodecoport fi-p Xyro KiajH Ha
AxagemujaTa 3a Teatap, huaM, paguo u TB Bo Benrpaj. Exen on ocHoBaunTe Ha He/TeatapoT KakTyc
u Teatapot ,Kaj CB. Hukura I'omrapot®. Ox 1982 mo 2013 r. paboTi Kako rmpodecop 1o IpeamMeToT
AKTrepcKa urpa Ha @aky/lITeToT 3a paMCcKu yMeTHocTU Bo CKorje.

4 PagoBaH Mapymiik (Radovan Marusic), mpamaTtuuap, crieHorpad u Koctumorpad, pozeH e Bo 1932
roguHa Bo MeTKOBUK, XpBaTcka. [IBaeceT U neT roJjuHu 6w AupeKTop Ha BocaHCKUOT HapojeH
TeaTtap Bo 3eHutia. YMupa Bo 2008 rogunHa Bo 3eHuiia, buX.

5> Co bopka ITaBuueBuk (Kotop, 1947 - Benrpag, 2019) - gpaMaTypr, KOJIyMHUCTKA U1 MUPOBHa

U KYJITYpHA aKTUBUCTKA, pasroBapas Ha 18.6.2017 Bo CZKD Bo Benrpaj. Ilenta Mu Oeliie mto
TMOABTEHTUYHO [Ia Ce JI0JIOBU OMIIITeCTBeHaTa aTMocdepa Bo Koja ce CITyUnsT CKaHIaJIO3HUOT MPEeKUH
Ha usBenbara Ha ,CBetu CaBa“ Bo JIIII, of mepcrieKTUBa Ha JUPEKTEH YUeCHUK BO HACTAHOT, KAKo U Jla
ce pa3bepar MpUUMHUTE KOU [IOBEJIE 10 TAaKBATa peakiinja Ha MybuKaTa v MOJIMTUYKUTE TTPeBUparba
1IITO cJiefiesie 1O HAcTaHOT. [laBUUeBUK ja Mperno3HaB KaKo COOJIBETEeH COTOBOPHUK 3allITO, TIOKPAj
LUIMPOKUTE IT03HaBaba 3a (MOJIMTUUKUOT) TeaTap U CJIefIelheTo Ha TeaTapCKOTO TBOPELITBO Ha B.
MusTauH oJ1 HeroBUTe IMOUYETOI[M, MMallle ¥ MCTAKHATa y/ioTra BO OIIITEeCTBEHNUTE CydyBama Bo Cpbuja
peJi 1 BO TEKOT Ha BojHaTa BO buX, Kako MMPOBHA aKTHUBUCTKA U KECTOKA KPUTUYAPKA Ha PEKUMOT
Ha CrobogaH MuioileBHK.

CaBa, Ha OpPUTrMHAJIHUOT PUTYaJI, TOj € MOo3HaBau Ha XPUCTUjaHCTBOTO, Ha CTOpUjaTa
Ha LpKBaTa. MuwiunH 6elile MHOTY JOOPO yIIaTeH BO CETO Toa, M MeHe MU e IPBO
Toa (haHTACTUYHO, JeKa Toj pe;kupaiie. Bropo, MHTepecHO e Toa JeKa mpeTcraBaTa
Gelie paboTeHa Tamy... BO 3eHHIla BO Koja ToTalll IIpalliamkaTa U UHTePIpeTalunuTe
Ha pe/irujaTa HaBUCTHHA II0CTOjaT, Kajie IITO HaBUCTUHA MMa OCHOBA 3a e[Ha TaKBa
pacmpana.“®

Ha 15 pgekemBpu 1989 roguHa 011 ogpsKaH COCTAHOK HAa YMETHUUKHOT COBET Ha
TeaTapoT, Ha KOj e yTBpfeHa IofiesibaTa Ha YIOTUTe X COCTAaBOT HA YMETHUUKHOT
tuM. [ToKpaj ABaeceTHaTa aKTepU U YIITe TOJKY CTATUCTU Off TeaTapoT BO 3eHuIIa,
HaC/IOBHATA y/I0ora, KakKo FOCTUH Off JyTOC/IOBEHCKUOT ApaMCKU Teatap Bo Benrpan
(Jugoslovensko dramsko pozoriste), ja urpa Kapko Jlaymesuxk (Zarko Lausevi¢), Bo
TOAa BpeMe efieH Off BOJeUKUTe TeaTapCKU aKTepu BO JyrocjaaBuja U (PUIMCKA SBe3-
Ila Ha BPBOT Ha CBojaTa IOIy/IapHOCT, 0COOEHO MO3HAT 10 CBOUTE Y/IOTY Ha rojieMu
cprcku xepou Kako Musoin Obunuk (Milos Obili¢), Byk Kaparnmk (Vuk Karadzic).

PaboTeHa 1Mo TEKCT Ha ieK/IapyupaH HaI[MOHAJIUCT U JIeCHUYAp, Off pe;KUCep aTeucT
CO JIeBUYApPCKU yOeyBama, BO Koja IJIaBHATa yJiora ja urpa HajIioIy/IapHUOT Hallu-
OHAJIEH aKTep, MHAKY BEPHUK U TTyJieH Ha [IpaBociaBHaTa 1IpKBa, ecTeTCKaTta CIiell-
nUUHOCT U HUJIeNTe KOU T'M 3aroBapa oBaa IpeTCTaBaTa ce AMPeKTeH pe3ylaTaT Ha
UEOJIONIKU TTO3UIIMKU Ha Hej3MHUTe KydyHu aBTopu. ,,CBeTu CaBa“ Ha MUTUUH IO
OTBOpA MpalllakeTo KOU CPeCTBa ce HaBUCTHUHA HEOITXOIHU Bo 6opbara 3a Haluo-
HaJIHaTa [pKaBa U HAlIMOHAJTHUOT UIEHTUTET U KOja e [jeHaTa Ha BOCIIOCTaBYBabheTO
Ha TOj UJIEHTUTET KaKO HEeIIPUKOCHOBeHa 1iejl. Bo TeKCTOT HaMeHeT 3a MporpaMueTo
3a rnpeTtcraBaTa, MuiuuH Ke 3anuiie: ,CBeTu CaBa“ e ClIeHCKO MPEUCIIMTYBambhe Ha
MpO0JIEMOT [ia/I BO cebe ro MMaMe HaJIMUHATO POMAHTU3MOT U TTOTpebaTa 3a Mu-
TOBUTe, Aanu usneroBMe of XIX Bek. /[paMaTa ro penaTuBu3upa MUTOT TaKa IITO ja
OTKpHMBa OOJTHATA CBECT Ha IPOTAroHUCTOT 3a JKPTBaTa Koja ja MpuHecyBa Ha OJITa-
poT Ha ucropujara.“®

Ho ona HermpujaTHO IpeTyyBCTBO Ha MWIUMH, MOJIeKa, HO CUTYPHO ITOYHAJIO [ia
ce OoCTBapyBa VIIITe cO IIpBUTe M3BengoOu. [Ipen camara mmpeMuepa Ha IIpeTCTaBarTa,
3a pas3jiMKa ofj JIoToralrHaTa cocemMa MUpHa aTMocdepa Bo Koja HelmpedeHO TTOMU-
HaJl KpeaTUBHUOT ITPoLieC Ha eTHUYKY MEIaHUOT aHCaMOJ1, cTacasie IPBUTe 3aKaHU:
,OHa IIITO Mpen mpeMuepara Oellle HeKOj 3HaK Ha ayiapM, Oelile geka Bo OM3MHa Ha
3eHulla, UMa eJHO rojieMo cpIicko cejo, IluiieBo. I nMailie HajaBa JgeKa o TaMy

& Pre svega Mil¢in je jako veliki poznavalac epohe, vremena, Svetog Save, rituala u originalu, on
je poznavalac hriscanstva, istorijata crkve... Mil¢in je jako dobro upué¢en bio u to i meni je prvo
to fantasti¢no, da je on to rezirao. A drugo zanimljivo je da je to upravo radeno... tad je Radovan
Marusi¢ bio u Zenici... da je to radeno u Zenici u kojoj tad pitanja i interpretacije religije zapravo
postoje, gde postoje osnove za jednu takvu raspravu (Pavicevi¢, 2017).

7 Kapko JlayiieBuK, CpIICKU U jyTOCTIOBEHCKU TeaTapcKu U (PUIMCKU aKTep, poeH Bo Lletutbe, LipHa
['opa Bo 1960 ropuna. JJuriomupant riyma Ha DakyaTeToT 3a IpaMCKU YMETHOCTU Bo benrpaz. bun
4jIeH Ha JYyrOC/IOBEHCHOT JIPaMCKH TeaTap Kafie IIITO MMa OCTBapeHo rosieM 6poj yioru. Urpan Bo
roBeKe (OUIMOBU U TeJIEBU3UCKU CEPUM U OCBOWJI MHOTY aKTEPCKU Harpagu U rMpusHaHuja.

8 “Sveti Sava” je scensko preispitivanje problema da li smo u sebi prevazisli romantizam i potrebu za
mitovima, da li smo izasli iz devetnaestog stoleca. Drama relativizira mit tako $to otkriva bolnu svest
protagonist o zrtvi koju prinosi na oltar istorije. ijuTupano Bo Milosavljevi¢, 1994.
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Ke JIojoaT Ha IpeMuepaTta Jia HalpaBaT tuusaj3. Y mpeq mpeMuepara casiaTa Oelie
IIPOBepeHa Co JeTeKTOPH 3a eKCIUio3uB. lla, mojmoa ox [pskaBHaTa 0e30emHOCT...
Cpeka, ajlapMOT OWI JIajKeH, a IpeMuepaTa ce oJiurpajyia HeIllpeuyeHo W 3aBpIlIuia
co oBaluu. Ho, oTKako mpeTcTaBaTa 6uia cejeKTupaHa 3a ¢gectuBaaoT CTepUrUHO
ro3opje Bo HoBu Cap (Toram Jugoslovenske pozori$ne igre Sterijino pozorje, getec
Festival nacionalne drame i pozorista Sterijino pozorje), mouHasie ja cracyBaaT
VIIITe TIOCTPAIIHU 3aKaHU. MWIUMH pacKasKyBa JeKa ITOBTOPHO MMaJjIo HajaBU 3a I10-
CTaBeH eKCIUJIO3UB BO IJIeIaJIMILTEeTO, HO U 3aKaHU 3a JIUKBUgauuja: ,, Mcroro ce ciy-
uu U pep npetcraBara Bo HoBu Cajgl. Mimailiie 1 TaMmy HajaBU 3a Hemupu. Brieroa co
IeTeKTOPH, ja IIpoBepuja LeaTta cajaa 1 ¢oajeTo, Ja He MMa eKCIuio3uB. U Bo fBaTa
roprasa, co Iorjief KoH ITy0JIMKa, 3alllTo MMallle HajaBU AeKa Ke IyKaaT Bo sKapko,
yMalile ABajija CIIpeMHH CO MHUIITOJIN... aKO BUAAT HeKoj, ma nykaar.“'® Ho u mokpaj
TeH3MuHaTa aTMocepa, mpeTcraBaTa Ha 30 Maj ce ogurpasa 6e3 MHLIMIEeHTH Ha ClLie-
HaTa Ha HapogHuort Teatap Bo HoBu Cap (Toram Narodno pozoriste - Novi Sad menec
Srpsko narodno pozoriste - Novi Sad). Ha TpKane3sHara Maca Ha KpuTukara, MuJ-
YMH BeJIM JIeKa XPBAaTCKUTE M CJIOBEHEUKHTe KPUTUYApU ITIaBHO MoJTJesie, JIofeKa
KOMIUIMMEHTHUTE 3a IPeTCcTaBarta JIOIUIe Of CPIICKUTE, IIPHOTOPCKUTE 1 OOCAHCKUTE
Kputuyapu. [lo 3aBpiyBameTo Ha TpKajie3HaTa Maca, HeKOU XpBaTCKU KpUTUJapu
IypU 1 JTMYHO MY PeKJie JleKa CMeTaaT OTHU IIPeTCTaBaTa e UpocplcKa.

Ha 31 maj 1990 roguHa, camo eiHa Bedep IO yCIlellHaTa u3Ben0a Ha PecTUuBajIoT
Bo HoBu Caji, 3akaskaHa e u3Bembara Ha ClleHaTa Ha JyroC/IOBeHCKUOT JPaMCKU Te-
atap Bo benrpag. Ilog cuiHO MOMUIMCKO 00e30eayBatbe, Ipe MOJIH CaJioH, HO U CO
IeMOHCTPaHTU HAOPY;KaHU CO LIPKBEHM 3HaMUiba Ha OaJIKOHOT BO IVIeJa/IMIITETO,
TOUHYBa U3BebaTa Ha IpeTcTaBaTa, Koja HUKOralll He e 3aBpliieHa, U Koja, HaCIIPOTU
HEeCOMHEHHOT KBaJIUTET Ha IIpeTCcTaBara, IIOTBPJIEeH CO IVIeJJaHOCTa 1 CO Harpaaure,
ocTaHyBa Jla Ouje mpBaTa acolidjaliFja Kora Ke ce cIloMeHe oBaa ItpeTcraBa. [1o 31
Maj 1990 roguHa, TekcToT Ha KoBaueBUK BeKe HUKOrall He e IocTaByBaH, MuIunH
He I'o KaHaT Jia pe;kupa Bo Cpbuja, a Kapko JlayiieBuK o61Ba mmperopaka oJf ImoJjiu-
LMjaTa Ja HabaBU MUIITOM 32 caMooAOpaHa ropaAy 3aKaHUTe T10 JKUBOT KOU TOYHY-
Ba Jla ' JoOUBa.

Yurre mpen usBembaTa, [IAaCHOMOBOPHULIM Ha MOAMIaZokoT Ha CBeTocaBcKaTa
nmaptuja (Svetosavska partija) u Pagukannara naptuja Ha Cpouja (Radikalna partija
Srbije), mpenBopmenu of pacronot JKapko I'aBputoBuk (Zarko Gavrilovi¢) u pamguka-
not Bojucnas Illemmess (Vojislav Seselj), 6apane mpeTcraBaTa fa He ce ofurpa 3a fa
ce peuu ,,BaJIKaleTO Ha CPIICKUTE CBETLIM Off JIyI'e IIOTOHATU BO IIepBEP3UU U I'peB“!,
3a 10T0a, Ha CaMHUOT JIeH Ha M3BefibaTa Jja ce cobepaT Ha ITPOTECT IIpe]T TeaTapoT
3alITo ,Apamara Ha KoBaueBuk 'CBetu CaBa‘ e IIyeuKo, IIPOCTAuKoO, By/IrapHo, Oa-
peM oj1 ICTOPHCKa I7IeJIHa TOUKa HEBUCTUHUTO U JIasKHO mesto. [la, Toa ru HaBpeyBa
HalllUTe HajOoy1ab0Ky, HAajCBeT/IM U HAajUHTMMHU BEPCKU U HAL[MOHA/IHM UyBCTBa.“!?

9 Mumaus, 2019.
10- MumauH, 2019.

- blac¢enje srpskih svetinja od nekih ljudi koji su u perverzijama i grehu (http://www.elektrobeton.
net/bulevar-zvezda/kovacevic-sinisa/, mpucraneso Ha 10.12.2018).

2. Razlog naseg protesta jeste taj $to je Kovacevi¢ev pozorisni komad ‘Sveti Sava’ psovacko,

[TpoTecToT, 3a KOj MOJI0ITHA Ke ce T0jaBaT OCHOBaHU COMHeHUja JieKa O oA p;KaH
u op Cprickara mpaBOC/IaBHa 1IpKBa (Koja HUKoTalll o(pUIIjaTHO He ce orpaguia o
WCTHOT) U Off TTouLijaTa (Koja eBUIEHTHO He MHTEepBEeHUpasia Jia ce CIIpeur ecKa-
JlalyjaTa) HajIpBUH 3aIlOUHAasT CO IEMOHCTpalldja Ha YYeHUIUTe Ha OOroc/ioBCKaTa
uikona (Bogoslovija Svetog Save) Kou, Ap:KejKu LIPKOBHU 3HAMMIba M MUPHO TeejKu
CBETOCABCKU MeCHH, ja TIpeveKaste mybanKaTa mpe reaTapoT. Hum um ce mpukITydu-
Jie meMoHcTpaHTUTe o7 CBeTocaBcKaTa napTuja, Kou IPeTX0AHO YpeIHO T'o HajaBuJie
cBojoT TipoTecT. Ho 10 BUCTHMHCKO Bpuere Ha aTrMocdepaTa MPUIOHENO TIPUCTHUT-
HYBameTO Ha TMPEeTCTaBHUIIMTEe Ha CPIICKaTa MUJIWTAHTHA MJIafinHa — (yadaicKu
HaBUBauM, M3pacHATU TI0 MACOBHUTE Telauykyd Ha TPUOWHUTE, 3aCTPallyBauyKoTO
obesekje Ha ctaguoHuTe Bo benrpam, 3arpe6, Criiur, Pueka, Ha IIOUETOKOT Ha fe-
BeJleCeTTUTe.

Hmawe MHOZY MOMUUIA BO OHUE KOMeHU, KAKO OJIY30HU, KOXKEeHU jakHU...
Hexkoja tiotueHyujanHo mawka cutuyayuja... Octupa.

Hacekage 6ea ttiue tiapamuautiapuyu, iue boguzapagu,

liue yée HUe MHOZY gobpo Zu 3Haeme, HaBuUBauu, ese ceza Uak Ke zu bapaain.”>

[Tokpaj LIpKOBHUTE 3HAMUIba OCAMHaJIe W TPaHCIIapeHTH CO YeTHUYKY, HallMOHa-
JINCTAYKU U IIOBUHUCTUYKY napoyu: ,Mapui HagBop!®, ,,Cpouja Ha Cpoure!“, ,,CBeTn
CaBa“, ,bnacchemujal“, cBeTocaBCcKUTe NEeCHU I' HaAI/IacusIe MLOCTU 1 3aKkaHu. Tea-
TapoT OMJT OIKOJIEH Off BOEHU OKJIOIHHU BO3MJIA.

IToToa Bo cajiaTa, CO ypegHO KylleH! OWIeTH, HajBepojaTHO 3a IIPB I1aT BO CBOUTE
JKUBOTH, BJIeTJIe TPUECEeTHHA O JeMOHCTPAHTUTE U CO CHJIHU CBUPEKU U HaBpeIu
yraTteHu of 0aJIKOHOT KOH aKTepuTe Ha CIieHaTa M ocTaHaTara ITy0/IMKa, ce obue-
Jle J1a TO OHEeBO3MOKAT MOYEeTOKOT Ha MpeTcTaBarta. JlaylieBUK mobapast 1a UM ce
IIO3BOJIU [ia ja OUrpaar IIpeTcTaBara, a IIoToa 3a Hea Jia goHecar cyn. CekaBajku ce
Ha OBMe MOMeHTH, JIaylieB1K BO CBOjaTa KHUTa MUIIYBa: ,3ayAHa Oellle Taa Hailla
YIIOPHOCT. [leHec MU ce UMHU U Ta)KHO, 3allTO OUMIVIeTHO e JeKa HekoMy MHOry My
3Hauelle Jla ce Cy4u Toj ckaHan. Cpbuja Ha MuloleBUK a UM ITOKa)ke 3a0u 1 Ha
JyrociaBuja 1 Ha MaHTYIIUTE O] COTICTBEHUTe pedoBu. M um ru mokaska.“ *#

Pearupane u Kojerure Kou He Wrpaje BO TpeTcTaBaTa — O] ClieHaTa aKTepuTe
bpanko IBejuk (Branko Cveji¢) u Anexkcangap bepuek (Aleksandar Bercek), Hajmo-
3HaTaTa jyrocJoBeHCKa akTepka MusteHa [paBuk (Milena Dravi¢) gypu ce Kaunsia Ha
0aJIKOHOT BO 00U/ 4a ja Bpa3yMu pasjapeHaTa Tojllla Koja i JoBUKyBasa: , KypBo Ko-
MyHHcTHuKa!“, a Bopka [TaBuueBrK (MpopouKy) BUKHaIa off apTeport ,Ke 6uzete of-
FOBOPHU 3a KOHIIEeHTpalIMOHUTe JIOTOPU BO OBaa 3eMja!l A Bue cTe camo rnocienutial“®

prostacko, vulgarno, neistinito, barem sa istorijske tacke gledista, i lazno ‘sac¢injenje’. Da, ono vreda
nasa najdublja, najsvetija i najintimnija verska i nacionalna osec¢anja (http://www.oslobodjenje.ba/za-
one-koji-znaju-citati/kolumne/braca-po-replici/182748, mpucrarneno Ha 10.12.2018).

13- Bilo je puno momaka u oni koznim kao bluzonima, one kozne jakne... i pogotovo galerije... Neka
potencijalno muska situacija... Ostra.... Svuda su bili ti paramilitarci, ti bodigardovi, te ljude mi jako
dobro znamo, navijace, evo sad ¢e opet da ih traze (Pavicevic, 2017).

4. 3ajygHa je Ta Halla yriopHocT 6uiia. JlaHac MU U TY/KHO [eflyje, jep je TONMMKO OUUITIeIHO Ja
je Hekom 6us10 jako cTaso ja ce Taj ckangan gorogu. la Munomesuhesa Cp6uja rokaske 3yoe u
JyrocnaBuju ¥ MaHTYIIMMa Y COTICTBEHUM pefioBuMa. Y mokasaria je. (JlayireBuk, 2011)

15 BuheTe ofroBOpHM 3a KOHII-JIOTOpe v 0BOj 3eMbu! A Bu cTe camo nocienutial (https://www.youtube.
com/watch?v=h6UxmXdwpXM)
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Bo Tensnuna aTMocd)epa, aHcaMOJIoT YycCIieas ga ogurpa caMo Tpu CeHHN O[ ITPeT-
CTaBaTa. HOpa,HI/I OOBHKYBaibha, CBUPEeXKM 1 CKaHOWpakba Of 68]’[KOHOT, H3Be,[[6aTa
buia IIpEeKnHarTa. Bo neJjiaTa Taa I'y;KBa 1M BpeBa O ITINOCTU 1M HaBpeau, Ol IrpyiiaTa
IIOKMPaHU 1 pacCIVlIaKaHN aKTepH, ce n3aBONJI HaYUleBI/IK n ycIieaJl ga ce I/1360pI/I 3a
IIpaBOTO da N3TroBOpPU edeH OO MOHOJIO3UTE Ha CBetu CaBa.

Cpbu, bpako u cecuipu, bpaka mou muau, BykaHe, CiuecaHe,
tiogajuie cu zu egeH Ha gpyz pauette u cpuatia. I'octiog zu uysa Cpoutue!
Mopawme u Hue manxky ga my tiomozHeme 8o wioa.'®

HopeKa Toj Ha clieHaTa KOHI[EHTPHUPaHO I'o TOBOPEI MOHOJIOTOT, BO cajlaTa 3aBjia-
nIeasl MOJIK, 3a IITo AjeKcaHzap MumocaB/beBUK BO CBOjOT TeKcT Cayuajoiti Ha Zo-
cuiysaretio Ha Upewictuasauia ,,Csettiu Casa“ 8o benzpag ke Hanuuie: ,Bo Toj Mur,
U TIOKPaj CUTe MeJIMyMCKHU M3BellITau KOU ro TBPAAT CITPOTUBHOTO, Ce UMHellle eKa
IpeTcTaBaTa cerak e ofpskaHa. " I MumuuH Bo TeKcToT CBeltiocascku iYy3HU I'o OIIH-
1IIyBa TOKMY OBOj JipaMaTU4deH MOMEHT: ,Jlasu jac ce HajieBaB JleKa cerlak Ke ja ofu-
rpaMe mpetcraBaTa? [locakyBaB Jla ce CJIyuu Uy[i0 3apajii CUTe OHHEe KOW Ijlauea
3aj clieHaTa, HO 3HaeB JeKa HeMa uyza Bo MuonieBruKeBa CpOuja Koja omryunia ga
11 TOKaske 3a0u Ha JyrocsaBuja Koja cpeme Benrpaz 1 ripupenuia mpeTcraBa Koja e
MYCAUMAHCKO-XPBAUICKO-MAKEGgOHCKU 302080p Upotuus cpucKkuol Hapog u upksa. I1o-
cakyBaB uyzo 3apaau CuHuila, 3apaau Kapko, 3apajii HUBHUTe ceMejcTBa. Tue Tpe-
Oaiire a ocraHat Bo Taa Cpbuja, a jac ce BpakaB Bo MakejoHHja, C€ VIITe OTIOPHA
Ha nyauioto. Cu Muc/IeB (WIK caKaB Jia MUCJIaM) [ieKa Ke ocTaHe TaKBa, Ho 3abopa-
BUB JIeKa HUTY efleH HapoJl, I1a HU MaKeJOHCKUOT, He € UMYH Ha Kiepodalin3Mor.“18
[TpBO M30yBHAaN aruiays, 3a BeJHAIIl [TOTOA ITOBTOPHO Ja MOYHAT BUKOTHULIM CO KOU
MpeTcTaBaTa U Je(UHUTUBHO Ke Oule MpeKuHarta. TpueceTMuHa Off ITIOJIHUOT CajloH
ny06/rKa ja ImpeKuHajsie IpeTcTaBa Koja, BCYLIHOCT, HUKOTAIll He ja riefase, OVHTY-
BajKU Ce MPOTUB JIPAMCKUOT TEKCT IITO HUKOralll He To mpoyuTtasie. Ha HaBOgHOTO
CBeTorpjue, Bo3Bpatuie co aKTUUKO CBETOrpAue.

N upewictuasaiua e upexkuHaiia, He Moxeuwle ga ce uzpa uoHawamy og wiue
BUKOWHUUU, 0g tuue maxku. U ceza wiwio? Hue cutue uomuHasme 3ag cueHala
Ha J/IT, a 7Kapko usnese og osaa cilipaHa Ha cueHala u ce cekasam Ha MOMeH-

ol Bo Koj usycuiu, peue: ,Ese 8u zo CnobogaH Muiowesux!“?

IBa geHa ro uHuMAeHTOT BO JIII, Ha 2.6. ;kupurto Ha CulepuuHo Bo cocTaB: Bo
Bpermian (Ivo Bresan) op [IIubeHuk - mpetcenates, ViBo bau (Ivo Ban) o JbybspaHa,
JTacno Beren (Laszlo Végel) om HoBu Cag, Hejan Mujau (Dejan Mijac) on benrpapg

16. Srbi, braco i sestre, bra¢o moja mila, Vukane, Stefane, podajte jedni drugom ruke i srca. Bog ¢uva
Srbe, moramo mu i mi malo u tome pomoc¢i. (Kovacevi¢, 1989)

7.1 ¢ini se da je u tom ¢asu, i pored svih novinskih izvestaja koji tvrde suprotno, predstava ipak
odrzana.” (Milosavljevic, 1994)

18 Mumunh, 2012.

19T ta je predstava prekinuta, nije se mogla igrati dalje od tih urlika, od tih muskaraca. Sad sta? Mi
smo presli svi iza scene Jugoslovenskog dramskog, a Zarko je iSao s ove strane scene i ja ga se secam
kad je izustio, rekao je ,Evo vama Slobodana Milosevi¢a!”(Pavicevi¢, 2017).

u Pucto CredanoBcku on Ckomje?’, ri COOMIITYBA JOOUTHUIIMTE HA HarpaguTe Ha
dectuBanor. [IpeTcraBara, Koja caMo HEIIOJIH Mecel] IT0I0LIHA Ke ocBou aypu 14 Ha-
rpagu Ha pecTuBasIOT BO Jajue (Republicke pozorisne igre u Jajcu, meHec Pozorisne-
kazalis$ne igre BiH), Ha Citiepuuto ocBojyBa caMo 2 Harpaau - IIpu3HaHUe 3a Hajao-
Opa ysora 3a JlayuieBUK M Harpajia oji TpKajie3HaTa Maca Ha KpUTHUKaTa. MuiuuH
r'o TIOTBPIX MOjOT COMHESK, ieKa BaKBaTa OJIJIyKa e JUpPeKTHa Tocjie/iuiia Ha CITyJy-
BambaTa Bo JIII1, ysKaceH CUMITTOM Ha 30BpUeHaTa HallOHAJIMCTUUKa aTMocdepa Bo
Cpbuja, mjaboko HaB/ie3eHa M BO TeaTapcKuTe KpyroBu. Cemak, mo meHec ,CBeTu
CaBa“ ce cMeTa 3a HajycIlelllHATa ITPOJIVKIiMja BO MCTOPUjaTa Ha TeaTapoT BO 3eHUlla,
BO UMja apXuBa jieHec ce uyBaaT aypu 600 HOBUHCKM HAIMCH MTOBP3aHU CO HACTAHOT
Bo JJII1. IloToa mpeTcTraBara IIPOIO/KYBa PEIOBHO Ja Ce UI'pa Ha MaTUYHATa ClieHa
II0 KpajoT Ha ce30HaTa, 0e3 HUKAKBU MHLUAEHTU. HejsuHOTO MeMHUTUBHO TTPEeKU-
HyBaibe, KaKo 1 Ha MHOT'Y IPYTM TeaTapCKU MPeTCTaBU aKTye/THU BO TOj IepUofI, Ke
Oupe rmopaau cé rous3BecHaTa BojHa Bo bocHa ¥ XeplieroBuHa.

CrmopenyBajku To, Kako IITO T'0 HapeKyBa, (pabpuKysaHuowi cayudj Ha gpamaiia
,Csettiu Casa“ co cnmnuHu adepu Bo Kynrypara Bo Cpbuja Bo 90-Tute, Musocasibe-
BUK 3aK/IydyBa [IeKa e OUMIJIe[IHO OTH OBOj I1aT BjacTa n3berHyBajia jaBHO Ja Ce eK-
CIIOHMpAa U [a U3PeKyBa eKCIUVIMLUTHU 3abpanu. Llenta, ciopen Hero, Outa ga ce
co3pajie aTMocdepa Koja Ke MpoBoLIMpa jaBHa MaHM(ecTallija Ha HOBopa30oyeHara
CpIICKa HaILIMOHAJ/IHA CAaMOCBECT, a eBeHTYaJIHUTe MHLIMAEHTU Ja My Ce IIPUIIMIIIAT
Ha JecHUOT O/I0OK Ha HALMOHA/IHUTE OMO3ULIMCKU MapTUM, TOTAalll MPegBOAeHU Off
CprickoTo ABuKerbe 3a ooHoBa (Srpski pokret obnove, SPO) Ha uue yeso 6une Byk
IpamkoBuk (Vuk Draskovi¢) u Bojucnas Illerniers.

Toramnuor Braguka Amdpunoxue (Mitropolit crnogorsko-primorski Amfilohije
Radovi¢) dppnun anarema Bp3 KoBaueBuk u JlayiieBuk. HacumcrBoto Bo JIIT Bo ro-
IUHUTE 1ITO cjlefiea Ce Pa3BU/IO BO OPraHM3UpPaH BePCKO-MOJIMTUYKY TPOroH Ha Jla-
VIIeBUK, KOj TPAaryHO KyJIMUHUpAIlle CO UCTPENIUTe KOU aKTepOT ' UCTPeJsia BO Of-
OpaHa Ha cBojoT b6paT u cebecu Bo IToaropuiia Hokta Ha 30.7.1993 roauta, u rmopamu
Kowu Oellle MoBeKeNnaTH OCYAyBaH U 3aTBOPaH, 3a Ha Kpaj 3aceKoraill Jja eMUrprupa Bo
CAJl. MunuuH 110 BpakameTo Bo CKollje JoOuJI IToIMIMCKa 3allTuTa, OuIejKku 4o To-
rairHaTa CKOIICKaTa IIo/uiiija cTacajae nHopMalluu Jeka 6enrpagckoTo moasemje
MY [OJIFOTBYBA JIMKBUAIIH]ja.

[TpeKWHOT Ha MpeTcTaBaTa OWI JOKUBeaH KaKO MeIUYMCKU U TTOJIUTUYKU CKaH-
Iasl - LieHTpaHUTe TeJIeBU3UCKU JHEBHUIM MOYHYBaJle CO OBaa BeCT, eYyaToT ITU-
LIVBaJI CO HeesId, ce OpraHu3upase TPKaJAe3Hu Macu U OUCKYCUH, 3Opy:KeHujaTa
Ha OpaMCKUTe YMETHULM U MIOIUTAUYKUTE MapTAM U3JaBajie COOIIIITeHHja, T7IaBHO
ocyayBajku ro OpyTaJIHMOT Haraj Bp3 e[jHa TeaTapcKa IpeTcTaBa. MWIUKMH OUJ IT0-
KaHeT [la y4eCTBYBa Ha cepujaTta aebaTu uynj TPaHCKPUIIT Bo hopMa Ha (PesbTOH I10-
Toa 0611 00jaByBaH BO OeIrpajicCKUOT BeCHUK ,,BeuepHu HoBocTu" (Vecernje novosti),
HO HaOp30 cdaTui meKa ce pabOTH 3a CMUCIIEHO ZacHewe Ha toxapou: ,,OHa LITO
Oelire epBep3HO BO Lej1aTa paboTa, Kora 3aBpilu Taa gedata, Toj Jparad ['ocTyiiku
(Dragan Gostuski) - Koj 6ellie My3MKOJIOT ¥ BU3AHTOJIOT, TOj Oellle BCYITHOCT MO30KOT

20- http://www.pozorje.org.rs/stari-sajt/arhiva/nagrade1990.htm (nmpuctamneno Ha 5.1.2019).
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Ha llejiaTa Taa orepaijyja, o pasroBOPOT, eTe [ja He OCTaHe 371a KPB, Hé MOKaHU Jla
Hé ogHece Bo XpaMmoT Ha CBetu CaBa Ha Bpauap?, Koj Toraiu Oeliie Bo usrpaaoba. Ja
BUJIUMe HIUe Koja BeJIM4uHa cMe ja yupouaciysaie. OTUIIOBMe TaMy, U ce ceKaBaM
JleKa TOj 3arlHa Jla ce HalieMe CpIricKa pakuja.”

Bo ToramHaTa KyJITypHa U ITOIIMPOKA jJaBHOCT Ke ce co3maze 1y1aboKa Ioe/ieHoCT,
KOja Ke ja pa3oTKpue AyjiaboKaTa OIIITeCTBeHa [10/1e/IeHOCT, CBOEBUIHO HajaByBajKu
I TParuyHUTe CJIydyBama ILITO Ke cjemaT. MuiocaB/beBUK 3a OBa IMINYBa: ,,Bo us-
BecHa cMucia, rocryBamero Ha 'CBetu CaBa‘ Bo benrpaj mpeTrcraByBaille IIpoOeH
KaMeH 3a MHTe/IMTeHIjaTa BO ITpecTo/THMHAaTa. MHOTYMUHA O OHMe KOU BO BpEMETO
Ha tutiousmoiil 6ea 3abpaHyBaHU I OHEBO3MOKYBaHU, Cera, Off MO3ULUN OICKU IO
BJIACTa, MCTAIlyBaa co baparba [a ce cIipoBefie pelrpecuja. Bo 3oBpueHaTa aTMocde-
pa Koja BO THe jYHCKU JeHOBU Biiafieelile BO OerpagcKUOT Ky/ITyPeH KUBOT, He T10-
Maraa pa3yMHUTe ITPeJIJIo3U IpeTcTaBaTa IMOBTOPHO Ja Ouze u3BedeHa, Iypy 1 pey
ofbpaHa myb/IMKa, 3a JIa MoToa Oue opraHu3upaHa wpKajiesHa Maca Wiv TpuoOuHa
Ha KoOja 3aHTepecrpaHuTe OU MOyKejie Jla I'o U3pa3at CBOjoT IIoIJIe]l Ha IpeTcTaBaTa
U 3a UeUTe KOU Taa I'M OTBOpa. 3arjyllyBauyky Oea peuncu (paHaTUUHUTE Oaparba
rpeTcTaBaTa Jga oupe 3adbpaHeta. IHTepecHO e leKa BO TMe MOMEHTH, CPeJIHOBEeUHU-
Te UHTeJeKTYaJILH ce Hajgoa BO UCTH PegoBU co MuaguTe GyadarcKu HaBUBauM. .. “??

VHTepripeTaliunTe Ha TpayMmara II0Bp3aHa co nmpertcraBaTta ,,CBetu CaBa“ IIpoj1osn-
JKyBaaT [ia ce oCTBapyBaaT HajiBOp of ClieHaTa, HO 1 Ha Hea U II0 KpBaBUTe [eBe-
necertu. CkanganoT Bo JIIIT cranyBa cBoeBUIeH MOUETOK Ha Apamarta Ha Tamwa Cu-
Muk-Bepipias (Tanja Simi¢-Berclaz) ,,Cprickuot @ayet u gpyru uuratu” (Srpski Faust
i drugi citati) og 2008 roguHa, Koja ce 3aHMMaBa CO CPIICKUOT TeaTap U OIIITECTBO
U I'Yl IIPEUCIUTYBA KUBOTUTE, CTABOBUTE U OJIOBOPHOCTA Ha TeaTapCKUTE JIyI'e BO
KpBaBUTe JieBeJleceTTU rofiuHU Ha basikaHoT. VICK/IyuuTeTHO 3HauaeH e aBTOPCKUOT
IIPOEKT Ha peskucepkaTa Tamwa Munetuk-OpyueBuk (Tanja Mileti¢-Orucevié), (meTa)
npetcraBara CBeto C 1M Kako e ,apxuBupaHa“ rnmpercraBara CBetu Casa (Sveto S
ili kako je “arhivirana” predstava Sveti Sava) Ha BocaHcKUOT HapozeH Teatap, 3e-
HHlla, TpeMuepHo usBedeHa Ha 18.12.2015 roguHa. ,,ApXUBUpameTO” BO CIy4ajoB e
CUHOHMM 3a TIPUCHJTHUOT ITPeKWH Ha mpeTcTaBata. OBOj CIIeHCKU ecej I'd KomasKupa
00eMHMOT IOKYMEeHTapeH MaTepujajl 3a OHeBO3MOKYBaheTo Ha u3BembaTa Ha ,,CBe-
™1 CaBa“ Bo J[II1 1 mMuHKTE ceKaBama U TpayMaTa Ha aHcaMOJ1oT Ha TeatapoT Bo 3e-
HUIIA, U CO CPe/ICTBaTa Ha JJOKYMEHTapHUOT TeaTap ce o0uIyBa Jia TW IMTPOMUCIIN Of
TepCIieKTUBa Ha OTIITeCTBEHUTE U TIOTUTUUKKU aKTYeJTHOCTH, ITOCTAaBYBajKU T'o IIpa-
mameTo: IlIto meHec - mo BykoBap, [IyopoBHuK, CapaeBo, Cpebpenuiia, KocoBo, 3a
Hac 3HauM caKpajiM3alijjaTa Ha HalldjaTa 1 HallMOHa/IHaTa [Ip;KaBa U Kajle ce JIeHec
rpaHuLIMTe Ha cjio0oaTa Ha rOBOPOT U HAa YMeTHUUKaTa coboia?

2. Bpauap (Vracar), Hacenba Bo Benrpap,.

2. U izvesnom smislu, gostovanje ,Svetog Save“ u Beogradu predstavljalo je svojevrsni probni kamen
za ovdas$nju, prestonicku inteligenciju. Mnogi od onih koji su u eposi titoizma bivali zabranjivani i
onemogucavani sada su, sa pozicija bliskih vlastima, istupili sa zahtevom da se sprovede represija.
U usijanoj atmosferi koja je tih junskih dana vladala u beogradskom kulturnom zivotu nisu nista
pomogli razumni predlozi da predstava ipak bude izvedena, makar i pred odabranom publikom, e
da bi nakon toga bio organizovan okrugli sto ili tribina gde bi zainteresovani mogli da iznesu svoja
videnja predstave i ideja koje ona pokrece. Zaglu$ujuci su bili gotovo fanati¢ni zahtevi da predstava
bude zabranjena. Zanimljivo je da su se u istim redovima tako nasli vremesni intelektualci i
mladahni navijaci fudbalskih klubova... (Milosavljevi¢, 1994).

O6upayBajKku ce fa ja MmpeTodyu Bo 300pOBU CBOjaTa Tpayma IoBp3aHa co MPeKUHOT
Ha OenrpajicKkaTta u3Benba Ha ,,CBetu CaBa“, bopka IlaBuueBuKk mu peue: ,,CeKoj pe-
KUH Ha IpeTcTaBa e, BCYIIHOCT, IoOpeMeTyBame Ha CBeTOT. TpaemeTo Ha IMpeTcTaBa-
Ta HU Benu: Ce e BO paMHOTe Ka. HelllTo Tpae off moyeToK 710 Kpaj. Mimame cutyaiiuja
Ha curypHoctT. Tu urpaii, jac Te rjaegam... 3Hauu, ITocTou KoHBeHIIMja. Cé IITO Ke
ce C/Iyud, ce cjydyBa MoMery Tebe U MeHe, TIOMel'y aKTepoT U riiefaunTe. Kora ce
MIpeKWHYBa MMpPeTCcTaBa, ce TIPeKUHyBa eJleH cBeT. 10j myka. I Bo TOj MOMEHT, HUIITO
noBeKe He e Bo pep! Hu TeaTapoT, HU CBETOT OKOJTy Hac, cé ce pacriara!“

Bo opgrosopoTr Ha MWI4YMH Ha IIPalIalkheTo 3a IIOIUTUUKUTE OKOJTHOCTH BO KOM Te-
aTapoT CTaHyBa HEBO3MOKeH, BO KOU TOj He MOKe Jla ce CO3JlaBa 3alliTo, BCYIITHOCT,
He Tpeba HM [Ja IIOCTOH, IIPOHAOraM MOYKHO ObOjacHyBame Ha JujaMeTpaiHO CITPO-
TUBHUOT OJIHOC Ha ITyO/IMKaTa M KpUTUKaTa KOH OBaa IIPeTcTaBa Bo [Ba (3a yKaJjl caMo
IeK/JIapaTUBHO 3aeJHUYKU) KY/ITYPHO-OMNIITEeCTBEHN KOHTEKCTH - CPIICKUOT U OocaH-
CKUOT: ,, TeaTapoT ce pyIlM KOora CTBApPHOCTA, OMIITECTBOTO € MHOTY CIUIecKaHo. EfHa
BUCTHHA, egHa Ooja. Toralll TeaTapoT MMa II0Tpeba J1a HallpaBU HEIITo Pyro, Aa I1o-
CcTaBH Ipaniama. Ho TyKa BeKe HeMa MeCTO 3a Ipalllama, TYKY MMa CaMoO OJITOBOPH,
Te3u, AUpeKTUBU. ViMa repruoAu Bo KOU TeaTapoT MoKe fia Oujie Haf cTBapHocTa. Toj
€ CTBapeH TakKa IIITO e Haj CTBApHOCTA, IITO Taa IUIOUIHOCT, eqHOAUMEH3MOHATHOCT
Ha CTBApHOCTA ja HAJMMHYyBa. AMa TyKa MMa HeKoj radoH BO KOj TOj yaupa U He
MosKe rmotaMmy. He moke ma mma TeaTtap. Vmyu He MosKe [a MMa BUCTUHCKM TeaTap.
U Toa ce roBTOpPYBa HU3 HcTOpUjaTa. IIpocTo cTaHyBa ITpeMHOI'y cyoBep3uBeH. He e
ceKoralll Toa JieKa BjacTa, MOKHULIMTE I'0 OHEBO3MOsKyBaart. [TybimMKaTa rmouHyBa ga
ce IUIAlIN Off Hero u Oera.“?

[ToTriupajku ce Ha OIMIITECTBEHATA WM KOMYHMKAIMCKa (PyHKIMja Ha YMETHOCTa
(eCcTeTUUKOTO MCKYCTBO) K CTaBajKU ro BO (POKYCOT HAUMHOT Ha KOj UMTaTesIOT/I/iea-
YOT, KAKO UMaHEeHTeH UMHUTEeI BO TPUAroJIHUKOT aBTOP-IesI0-11y0sIiKa, o BOCIPU-
eMa YMEeTHUUYKOTO JeJIO, IITO CIIoper Hero e KjayueH pakTop 3a MCTOPUYHOCTA Ha
YMETHOCTa, Jayc Benu: , KHIKeBHOCTa M YMETHOCTa CTaHyBaaT KOHKPETEH UCTOPU-
CKU ITIpoliec, aypu OjiarojapeHue Ha II0CPeJHUUYKOTO UCKYCTBO Ha OHUE KO HUBHUTE
nmena ru mpudakaaT, yyKMBaaT BO HUB WK I'M OCY[yBaaT, ¥ Ha TOj HAUMH ' IPU3Ha-
BaaT uiau oTdpiaaT, Ty ombupaat win 3abopaBaaT, U TaKa co3/iaBaaT TPaguLIMU Ha
OHMe, KOM He Ha TI0C/Ie[THO MeCTO, MOKaT [a IIpe3eMaT M aKTUBHA yJIora, 1 CaMUTe
co37IaBajKu Jesa, Jla OAToBopaT Ha eflHa Tpaguiuja. %

OnroBopoT Ha ITpallakeTo 3a MapajloKCaTHO CITPOTUBCTaBEHUTE BOCIIpreMatha Ha
OBaa ITPeTCcTaBa BO eJleH MCT Mecell, BO TeaTpU OfajiedeHU efleH o OPYr CO CaMo
CTOTHMHA KWJIOMETPH, BO KOU Ce IOBOPHU Ha 3aeJJHUUKU ja3uK U KOU ce HAITMOHAJTHU
WHCTUTYLIMU of o0jlacTa Ha Ky/ITypara BO eHa Torall cojy3Ha Ap;KaBa, Koja Ou Tpe-
6aso ma uMa efiHa, 3aeJHUUYKA Ky/ITYPHAa ITOJINTUKA, Koja, [akK, ce IIOTIIpa Ha CIiofe-
JIeHU BPeIHOCTH, e KoMIUIeKceH. be3 pa3jimka IITo sKuBeaT BO UCTO BpeMe U BO 3a-

25 Mumuns, 2019.

2 Knjizevnost i umetnost postaju konkretan istorijski proces tek zahvaljuju¢i posredujuc¢em iskustvu
onih koji njihova dela prihvataju, u njima uzivaju ili o njima sude, te ih na taj nac¢in priznaju ili
odbacuju, odabiraju ili zaboravljaju, i tako tvore tradicije, onih koji, ne na poslednjem mestu, mogu
da preuzmu i aktivnu ulogu da, i sami stvarajuci dela, odgovore jednoj tradiciji (Jaus, 1978).
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eIHUYKa Ap:;KaBa, riemaunTte Ha ,,CBetu CaBa“ - cpelHOBeUHaTa MyC/IMMaHKa, KeHa
Ha CpOuH - MeTaJICKu pabOTHUK BO pabpuKUTe Ha eTHUUKY MelllaHaTa 3eHulla, Ma-
JIoneTHUOT HaBuBau Ha Sse3ga (Fudbalski klub Crvena Zvezda Beograd) og1 Hekoe Ge-
TOHCKO OeJIrpajIcCKOTO MpeArpaayre Koj cé ViliTe He cTacasl [Jja CTarHe B TeaTap 3allTo
OMJT IPeoKyIUpaH CO TeMauKUTe CO HaBUBAUMTE Ha XPBAaTCKUOT (pyAbdancKu Kiyo
Xajgyx (Hrvatski nogomenti klub Hajduk Split), adbupMmupaHuoT TeaTapcKu KPUTH-
yap of 3arpeb KoMy ceKkoja roJiiHa My CTaHyBaJI e oHeIpujaTeH nmpectojoT Ha Citie-
pPUUHO TIOpaay HALIMOHAIMCTUUKUTE modpiaiba Bo KadeaHute, aubepanHara 6es-
rpajicKa yKeHa JpaMaTypr Koja HeKOJIKY TOJIMHMU IT0JI0LIHA Ke TTIoBe/ie MHULIWjaTHBAa 3a
VKUHYBaibe Ha UCTUOT TOj (pecTUBaI KOj He MOKe Jla ITOCTOU KaKO CejyroC/IOBeHCKU
TeaTapCKu (pecTUBas BO YCJIOBU BO KOU JyrocjiaBija KPBaBO Ce pa3opyBa — JKUBeaT
BO 3aCTpallyBauyKM Pa3jIMyHU CBETOBU, MMAaaT ariCoJlyTHO Pa3/IMUHU OUeKyBarba U
CJIe[ICTBEHO ja BocIipreMaaT Ha pa3/IMYHU HMBOA OBaa mpeTcraBa. HUBOTO Ha KOMy-
HUKATUBHO JOCTUTHYBalbe Ha IPeTcTaBaTa, Kako eCTeTHUKa IIpaKca, 0 CeKOoj o1 HUB
€ pas3/IMyHO — HEKOM Ce BOCXUTEHMU O] Hej3UHaTa eCTeTCKa YHUKAaTHOCT M THOBaTUB-
HOCT, HeKoU He Tpeba HU [1a ja BUJAT 3a [ia ja MoKUBeaT KaKo OTBOpeHa IIpoBOKaluja
11 TIOBOJ], 33 KCTYpaibe Ha CBOjOT FHEB TPeHUPAH CO ITOIMTHUUKA IIporaraHa, HeKou ja
CMeTaar 3a IIPeMHOT'Y MJIaKa KPUTHKa Ha CPIICKUOT HAllOHA/IM3aM, HEKOU 3a orJie-
JlaJIo LITO IO pa300/IMyyBa TOj HallMOHAJIM3aM 1 YeKaH KOj Ke IouHe Jla ro pa3ouBa.

CBeTOT KOj Cce TeMeJTi Ha TlapaHoja — 3alliTo HAI[MOHAJIU3MOT, KaKo IITo Bejiele [la-
uto Kut (Danilo Kis), e mpep cé mapaHoja, KoJIeKTUBHA 1 MHAUBUya/IHA [1apaHoja®,
1 KOj MHCUCTHPa Ha MUTOBU 3a KCTaTa Jia ja Ofps;KyBa U I0 ToTpeba oreparioHau-
3Mpa BO HACUJICTBO, HE TO MPU3HABA 3HAEHETO, TO JIeBAJIBUPa U IO OHEBO3MOKYBa. Bo
TaKBUOT CBET HEMa MeCTO 3a YMETHOCT, KOja ITPeTIoCTaByBa U ITpeTeH/Irupa Ha 3Haekbe,
KOja caMmara caka Jja ro IMpoIMpH, 3allITO 32 TaKBA YMETHOCT BCYIIIHOCT HeMa MyO/rKa.
Bo omiirrecTBaTa Kou 1osieka CTaHyBaaT TOTAJIUTAPHM, BO KOM CITPOTUBCTABYBAETO €
3a0paHeTo U Briafiee TIOTIIOTHA KOHTPOJIa BP3 jaBHUOT U TIPMBATHUOT JKUBOT Ha Ipara-
HUTE, BO ApP/KaBUTe KOM CBOjOT CYBEPEHUTET IO TeMesiaT Ha KceHodoOuja, BUCTHH-
CKHMOT TeaTap CTaHyBa HEBO3MO)KeH. Hero Hema Koj fja To r7iefia, HUTY /ia ro pasoepe.
Hema rpocTop 3a KOMyHHUKaIIHja, BO CBET BO KOj Ce 3aMOJT4yBa 1 MOJTUM.

BepojaTHo Toa e 0AroBOPOT 301LUTO 610 HEBO3MOKHO Za ce ogurpa ,,CBetu CaBa“
Bo benrpap Ha 31.5. 1990 roguHa, MCTO KaKo IUTO Ke IpecTaHe ga Oue MOKHO WU
OapeM Ke ce UMHU JleKa HeMa CMUC/Ia J]a ce Urpa IIITo OWIO caMo IBe TOJIMHU TI0]10-
uHa Bo uena Cpbuja, bocHa u XepuerosuHa, XpBaTcka. CTBapHOCTa, IIOTOHATa BO
HallMOHA/IM3aM U IIOBMHU3aM, Ha MPeTCcTaBaTa U OAroBOpUIia Ha IpallakbeTo — KOU
cpencTBa ce TipudaT/IUBU Bo Obopbara 3a HallMOHa/IHATA /Ip;KaBa M HAIIMOHAJTHUOT
uneHtutet. Ha oHa - Koja e 1leHaTa Ha BOCIIOCTaBYBaWkeTO Ha TOj UIEHTUTET KaKO
HEIIPUKOCHOBEHa 1leJ1, Ke OArOBOPHY BOjHATa Koja Ke IOUHe T10 Helle/IU iBe TOVHU.

% Nacionalizam je, pre svega, paranoja. Kolektivna i pojedina¢na paranoja (Kis, 1974).
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AmncrpakrT:

ITen: OBoj Tpyx Oellle HATUIIIAH CO I1eJT Jla Ce aHAIN3UpPa BINjaHUETO Ha MeJU-
ymuTe Bp3 syreto Bo CeBepHa MaKe/IoHHja 1 KaKBO € BJIMjJaHUETO Ha CJI000HOTO
BpeMe Bp3 M360poT Ha MeIUyMCKU uU3BOpU. MeTox: 3a LiefiuTe Ha OBOj TPyH ro
VICKOPUCTUBME TIOC/IEJHOTO CITPOBEJIEHO MCTPa)KyBarbe Of AP>KaBHUOT 3aBO/[L 3a
cratrcTrka Ha Penyoiuka CeBepHa MakefoHuja. MicTpasKyBameTo € CIIPOBefIeHO
co nipumepok o 2080 momMaKUHCTBA, aHKETUPAHU KOHTUHYUPAHO BO TEKOT Ha 12
MecellH, O]l KoY pe3y/ITaTH, Hue ' aHa/IM31MpaBMe CaMo THUe LITO MMaaT PejieBaHT-
HOCT 3a HaiuoT Tpy/. Pesymraru: [lojioBMe 0 pe3yTaTuTte jeKa MHO3UHCTBOTO
rparaHu 3a crmeme TpouaT 36% of JeHOT, CO aKTUBHOCTUTE BO CJIOOOIHO Bpe-
Me ydecTByBaar co 22%, AOMaIIHUTEe aKTUBHOCTHU TipeTcraByBaaT 10%, paboTHOTO
BpeMe e co 10%, jajiere 1 nuembe rpeTcraByBaaT 9%, BO IpyriaTa - pa3JIMuHu BUJI0-
BU Ha JINYHA Hera, MpOoLeHTOT beliie 4%, rmaTyBamara ce co 4%, a o6pa3oBaHUETO
orpaka 4%. MemuymuTe nMaaT rojieMo BiidjaHue Bp3 jyreto Bo CeBepHa Makeio-
HUja, a Toa ce I7iefja v ojf HABMKUTE ILITO OBaa Hallija ' pa3BuBa 3a aKTUBHOCTH BO
c1o60AHOTO BpeMe. BpeMeTo mocBeTeHo 3a MeIMYMUTE Ce 3rojieMyBa, Toa € caMo
eJleH ofi JIeCHO 3abeJIe;KTMBUTE IUPEKTHU BiavjaHuja. 3akaydok: CuryaiujaTa Bo
CeBepHa MaKejioHUWja, U3pa3eHa BO OpPOjKU, MOKa)KyBa JeKa JIyI'eTo MoCBeTyBaaT
MHOT'Y BpeMe Ha aKTMBHOCTH BO CJI00O[IHO BpeMe, aKTMBHOCTU KOU BKJIydyBaarT,
BO MMOBEKETO Cjlyyau, HEeKaKoB BUJ| HA MeIMYMCKHU U3BOP, TakKa IIITO B/IMjaHujaTa Ha

MequyMuTe ce MpucyTHUu U BUJJIUBU.

KJ’[Y‘{HH 360pOBPII MeauyMm, Mjiagu, akTUBHOCTU 3a CJ'IO60,E[HO BpeMe.

MEAYNMYTE A HUBHOTO
BAMJAHME BP3 AWYT=10 BO
CEBEPHA MAKEAOHMJA

Anu Mypat Kupuk
Mapmapa YHuBep3uTeT, Daky/aTeT 3a KOMyHuKaluu, Kategpa 3a paguo, TB 1 KuHo,
WcTtanb6yn, Typruja

Huxkona Hactocku
Mapmapa YHuBep3ureT, IHCTUTYT 3a COLjMjaTHA HAaYKU, JOKTOPCKU CTYJIUU Ha KaTe-
IpaTa 3a paJuo, TelieBu3uja u KuHo, Vicran6by, Typiuja

YKUM dakynTeT 3a ApaMCcKu yMeTHOCTU - CKoTije

Bosep

Meguymu - I'nasHo cpegcitio 3a macosHa KomyHukauuja (paguogugysuja, usga-
BAWIIBO U UHIEpHelll) Ha KONeKIUBHO HUBO.!

MemuyMuTe ce HEIITO IIITO € CTapO MCTO KOJIKY M YOoBeuKaTa paca, Oupiejku Io-
CTOjaT of parameTo Ha IIpBara norpeba uHpopMaljaTa Ja ce CrodesyBa of eqHa
no npyra juuHoct. Co TeKOT Ha TOAUHUTE, HAUMHOT Ha ITpeHecyBambe Ha nHopMa-
LIUUTe ce ITpoMeHMI. Kako 1ITo ce eBostyrpasie JIyI'eTo, Taka ce pa3BUBaJI U HAUMHOT
Ha rpeHecyBatbe nHpopmanuu. Ho, Hajrosiemara TpaHcdopMalija e oCTUrHaTa co
pa3BojoT Ha TexHosiorujaTa. O MOMEHTOT Kora JIyI'eTO TI0YHaa 1a KOPUCTAT TeXHO-
JIorHja 3a [IpeHecyBakbe Ha MH(OPMAaLIMK, TeXHOJIOrMjaTa CTaHa I7IaBeH MOAapsKyBay
Ha MeguyMuTe. JleHec MeJUyMUTE 1 TeXHOJIOrhjaTa ce HepasaenHu. [IpeHecyBameTo
Ha MH(OpMaIUUTe Of TouKaTa A o TouKaTa b MoKe Jja ce cTydu 3a HeKOJIKY CeKyH-
mu. CBeTOT cTaHa rinobajHa Mpeyka U MHMOPMAaLMKTe ce HaceKaze, MeJUyMUTe TO
3a3e/loa CBOETO MECTO BO JKMBOTOT Ha JIVI'e€TO M CO Toa HUBHOTO BJIMjaHUe 3arloyHa
na pacte. Kora nyreTo ja pazbpaa BUCTUHCKaTa MOK Ha MEJIMYMUTE 1 TOa KAKO MeJIU-
YMUTe BiIMjaaT BP3 JyIeTo, THe MoYHaa Jla ' KOpUCTaT 3a Jla Baujaat Bp3 HUB. Crio-
pen JIyuic AnTycep U HeroBaTa Teopuja 3a ,,iJeOJIOIIKUOT arapaT”, Toj U3jaByBa JieKa
YMa CUCTeMHU LITO B/IMjaaT Ha HaLIUTe repLemniuu 3a csetoT. (Althusser, 2001, cTp.
14) Ho, oBa ro aprymenTtupa Jyctut JIyrc Koj Bequ JeKa UMa U JPYTu CUCTeMU KOU
BJIMjaaT Bp3 JIYI'eTO KaKo IIITO Ce: CeMejCTBOTO, YUM/IUIITETO, MHEBHUOT I1eyaT U CJI.
3Hauu, Mopa a 3eMeMe TpeIBU/] [ieKa MpU aHaJIM3Upakme Ha eJleH O] OBHe CUCTEMU
Tpeba ma He ru 3ab0paBUMe U IPYrUTe CUCTEMU IITO ce MIPUCYTHU BO JKMBOTOT Ha
nyreto (JTyuc, 1990: 159).

O,[[OMHKI/IHYBHH)ETO Ha MeJUYMCKHNTe TeXHOJIOT'MM HallpaBMu rojieMa pasjinKa. Kora
MeaguyMcKaTa TeXHOHOFI/Ija CTaHa OOCTaIlHa 3a CeKOj JOM, HEKOM TeXHOJIOI'MM CTa-

I https://en.oxforddictionaries.com/definition/media.
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Haa TOJIKY rojieM JIeJT O CeKOjIHEBHUOT KUBOT, IITO CTaHAa MHOTY CUTYPHU U [I0-
BepiuBU. He craHyBa 300p caMo 3a MpWiIaroflyBaime Ha TEXHOJIOTUUTE KOH JIYI'eTo,
TYKY U 3a Toa JleKa JIYI'eTO CO3/1a/ioa Cpe/iiHa BO Koja Cé TMoBeKe ce MocpefyBa co
TexHosoruuTe. Bepkep Ke fjoiajie /ieKa, cera e BOOOMUaeHo IITO HOBUTE MPEKU Ha
eJIeKTPOHCKU KOMYHUKALIMK, BO U MPEKY KOU KUBeeMe, ro TpaHcopMupaat Halle-
TO UYBCTBO 3a CPe/IMHa/3aeJHUIA U, BO TONIMPOKa reorpadcka ojipejHUIA, Hallle-
TO UYBCTBO 3a ,,[IPUIMTAIHOCT" HA HAIIMOHAJTHU WIK Ha TPAHCHAIIMOHATHU 3aeTHUIIN.
(Bepxkep, 2006: 22)

ITonaTamy, Xo/IMC BeJid [IeKa JIyIF'eTO KOU KUBeaT BO OIIIITeCTBa Kajie IITO TeXHOJIO-
rujata craHasa gej o CeKOjIHEeBHUOT KUBOT, He ce CBeCHU 3a PaKTOT JeKa TeXHO-
JIoTHjaTa e TeCHO MoBp3aHa CO HUBHUTE JKUBOTU. THe UCTO TaKa He ce CBeCHU KOJIKY
HaIIUTe aKTUBHOCTU BO TEKOT Ha JIEHOT Ce IMOBP3aHMU CO HEKAKOB TEXHOJIOIIKHU IIPO-
M3BOJI IIITO HU ja JaBa MOKHOCTA Jja KOPUCTHME MOOWIHU TereOHU, UHTePHET WU
IPYry OUTUTAIHN NPUIOOMBKU, KaKO ILITO € [VIOOAJIHUOT CUCTEMH 3a ITO3ULIMOHU-
paibe, 1a TaKa HallliTe eJHOCTABHU aKTUBHOCTH Ce IIPe/IyC/IOBEHU Off OBUE CUCTeMU
(Xonmmc, 2005: 2).

IleHec CBETOT CTaHa MECTO Kajie IITO ce KOMOMHUPAAT HOBU U TPaIUIIMOHATHN Me-
IUYMU U THe paboTaT 3aeIHO WIK paMo 0 paMo. Bo MuHaToTo, mpe ga mpucTUrHaT
HOBUTE MeJUYMU, Ce UMHelle JJeKa TPagulMOHa/IHUTE (Torail HapedeH! caMo ,Me-
ouyMu“, OMejKu He IocToesie APyryu MeIuyMu 3a Jla OugaT criopeiyBaHU CO HUB) ce
HEIITO LITO He MOKe [Ia ce CUMHe Of MMefeCTaloT KaKo HajooOpruoT HauuH 3a CITI0-
IenyBambe MH(QOpMALMI, BeCTH, peKIaMu, 3a0aBHU eMucun, ecer uTH. Ho, Kako 1Ito
3HaeMe, CBETOT Ce MeHyBa 1 Toa ITOHeKoralll ce MeHyBa BO HACOKH IIITO He MOKAT fia
ce mpeaBuat. Taka, CBETOT ce IPOMEHH, U 3apajiy [oJo0pyBabe Ha TeXHOJIOTHjaTa,
U 3apaau norpebara Ha JIYI'eTo 3a HOBU (DOPMI.

Ho, Bo HOBHOT CBET HOBUTE MEIUYMU I'0 3a3e[0a CBOETO MECTO, HO He ' YHUILIITHja
TpajguiMoHaIHUTe Memuymu. OBa e MOKeOHu Taka 3aToa IITO JIYI'eTO TW HeryBaaT
TPaJULIMOHAIHUTE BPEOHOCTH, a MOKe [la € TaKa M 3aToa LITO HOBUTE MeIUyMU ce
IIPeTe;KHO BUPTYE/IHH, a Ha JIVI'eTO [IOHEeKOorall UM ce [olaraaT BUCTUHCKUTE/peasl-
HuTe paboru. Ho, Kako u Jja e u THe MpeKuBeasie U JeHeITHUOT CBEeT e MeCTO Kajie
IITO KOEr3suCcTHUpaaT TPaJULMOHAIHATE U HOBUTE MEeIMYMU 1 Ce YMHU [ieKa ce TyKa
3a [ja ocTaHar yiITe gojro. Jla, He MoyKeMe fa ja IpeaBuAuMe UIHUHATA, KaKo [ITO
PEKOBMe IPETXO/IHO, HO He e UCKJTydeH (DaKTOT JieKa HOBUTe reHeparuy 61 Moykesie
1I€JTOCHO JIa Ce OTKayKaT O TPaAULIMOHAIHUTE MeJUYMHU, HO TOa Ce VIITe He e TaKa.

Metopaonoruja

OBa e Tpyy 3a aHasM3aTa Off OfpelleHO UCTPayKyBame CIIPOBeieHO Ha HAllMOHATHO
HUBO Bo Penyoriuka CeBepHa MakejoHHMja off CTpaHa Ha JP;KaBHUOT 3aBOJl 3@ CTATH-
ctrka Bo 2014/2015 roguHa, Kora THe TI0 TPeT T1aT ja CIipoBeJie aHKeTaTa 3a KOPUCTeHhe
Ha BpeMeTO - KaJie IITo KopucTesie mpuMepok o7 2080 foMaKNHCTBa, aHKeTUPaHU KOH-
TUHYUPAHO BO TeKOT Ha 12 Meceliu, ox maj 2014 go ampun 2015 roguna. KopucreBme
KBaHTUTATUBHO UCTPayKyBauKU METO/T ITPU cOOMpameTo Ha rojjarorure. Hue ru aHa-

JU3UpaBMe Pe3y/ITaTUTe Off OBa UCTPayKyBaibe, HO UCTO Taka cobpaBMe MH(MOpMaLIn
3a KOPUCTEHETO Ha MHTEPHETOT O] CBEeTCKATa MHTEPHET CTpaHuila 3a craTucTuka. Co
OBHE CTAaTUCTUUYKKU MH(MOPMAILIMK KOU TU coOpaBMe, He aHaJIM3upaBMe eJleH BOoOuU-
yaeH JieH BO eJTHO IoMaKMHCTBO Bo CeBepHa MaKejoHHja 1 KOJIKY BpeMe ce MOCBeTyBa
3a CJI000IHU aKTMBHOCTH 1 KOJIKY BpeMe ce II0CBeTyBa 3a MeJuyMUTe.

HoBu u TpapAuLMOHAAHM MeAuYyMH
Tpa,I[I/II_II/IOHaHHI/I MeanvMu

Kora 36opyBamMe 3a TpaJUIIMOHATHU MEeIMYMU, MUC/TUME Ha KHUTY, BECHUIU, CITU-
caHuja, pwIM, pagio, 3BYYHU 3arucu u TejieBusuja. Cute oBue opMH ce KOpUCTaT
3a [peHecyBamke Ha MH(GOPMAIUU Of UCITPaKadoT WK IIpeiaBaTesIoT /10 PUMaJoT,
YnTaTesIoT, I7IeflauoT WK CyIIaTenoT. TpaguliuoHaIHUTe MeIMyMU MUMaaT caMo
eJleH HauMH/eJHOHACOUeH MpaBel] Ha KOMyHUKal[1ja, 07 UICITpaKadoT /I0 Iy0JIrKaTa.
Kaj TpaguiimoHasiHuTe MeguyMHu, TTyO/IMKaTa He MOsKe /Ia UCTTpaTH TIoBpaTHa MHQMOP-
Mallyja, TaKka IIITO Taa OCTaHyBa MacUBHA, OU/iejKu MH(pOpPMAIIMUTE CaMo I ce ITpeHe-
cenu. TpaguioHa/THUTE MeIMYMU TO MMajie CBOjOT HajroieM eeKT IMouHyBajKu off
BropaTa cBeTCKa BojHA, 1a cé 10 MOMEHTOT Ha Tl0jaByBarmke Ha HOBUTe MeauyMu. [1o-
3UTUBHATa CTpPaHa Ha TPaIUIIMOHATHUTE MeJIMyMU, OCBEH KOra pajiIuoTo U TeJjleBU-
3MjaTa UMaaT eMUCUHU BO KMBO, € TOA IITO OBHE MeJIMYMU Ce HEIITO IIITO € CHUMEHO 1
MOJKe /la ce KOPUCTHU BO MHOT'Y HaBpaTu. [loToa ru nMamMe nuiiaHuTe MeuyMu KaKko
BECHUIIU, KHUTU U CIIMCAaHWja, KAaKo JIeJT Off TPaJUI[MOHaTHUTEe MeJUYMU, U HUB Tpe-
0a fa ru 1leHuMe HajMHOTY, OufiejK1 HUB He UM e TIOTpeOHO eJIeKTPUUHO HarlojyBamke
3a /ia ru jocraBaT nHgopmanuure. Tre ce HajcUTypHU MeJIMYMH TOKMY TTOpajii oBaa
MPUYMHA, THE UCTO TaKa He Ce 3aCerHaTy off TEXHOJIOMIKUTE TT0I00pyBamma, HUBHUOT
KBaJIUTET Ha ITIPOU3BOJICTBO MOKe [ia ce cMeHHU, HO (popmaTa He. CUTYPHO e Toa JileKa
Ke 710j1aT HOBU TEXHOJIOTHU, Toa He MOKe Jla ce TIopeKHe, HO 300pOoT HamuiliaH Ha
XapTHja e TyKa 3a Jja ocTaHe, OBa UCTO TaKa He MOKe JIa ce TIOPEeKHe.

Ila, kage ogu ogkpyHucaH wamuuoH? TpaguuuoHaniHulie meguymu cé ywie cu
umaail CuzZypHo meculio, Ho Wioa Beke He e Ha tipoHoul. Ceza UM e MHOZY UOCOOGBELUHO
ga bugaiu 8o cliopegHa yjoza. Cé yuiile ce BpegHyBaail Uopagu HUBHala gocuiaii-
HOCW, Ud BuplyesHUwe KOMUaHUU Moxdaw ga zu Kopucuwawl WpaguyuoHaaHuwe
Meguymu 3a ga cu Hacoyaw caywawieauwde, yuiawenuwe u ziegayuule KOH csou-
e guzuitiaiHu cpegciusa 3a MAapkKeliuHz KaKko witio ce Ha upumep baozosuitie uau
ejcobyk-ctuparuyutte ..... Beke tiounysame ga ziegame geka osa ce cay4ysa co pas-
JUYHU KoMUaHUU Kou Kopucuiejku TB unu paguo pexaamu zu Hacouysaaiu ziegavu-
we/caywiatienuitie KOH HUBHaula gpejcoyk-ciipaHuua.’

HoBu Mmeguymu

HoBute menuymu ce co3fiafleHU BpP3 OCHOBa Ha TPAAULIMOHAIHUTE MEIUYMMU.

WnejaTa e ucta - ma ce mpeHecat nHpopMmanuuTe. KUpUK nuinyBa Jeka co BoBeIy-

BakbeTO Ha HOBAaTa €pa Ha MeJUYMUTe, MHTePaKTUBHUTE BeO-TeXHOJIOrNH ToYHaa Ja
ce 3,Z[O6I/IBHHT CO IIOrojieMo 3Haueme M MHTEePHETOT, ITO3HAaT KaKo r7iobasHa MpejiKa,

2 https://ernestbarbaric.com/value-of-traditional-media-in-a-digital-world/
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HaBJIe3e BO CEKOj acIleKT Off HaIlluTe KUBOTU. VIHTepHEeTOT ja 3rojieMu cBojaTa IoITy-
JIAPHOCT CO Pa3BOjOT Ha COLIWjaJITHUTE MPEKU, KO OBO3MOKYBaaT MHOTY IIOBEKe HH-
TepakLuu npeky unrepHert. (Kirik, 2013: 97) Kako 11to TpaguliioHaIHUTE MEIUYMU
rpeHecyBajie WH(OPMaLMU, TaKa 1 HOBUTE MeOUyMU 'O MpaBaT UCTOTO, CAMO ILITO
HMBOTO Ha CIIofie/TyBambe Ha MH(popMaLMUTe e IIOHAIIPeIHO 1 BO OBOj C/Iy4aj ITIOBpaTt-
HUTe WH(pOpPMaLMU Off ITyOIMKaTa MMaaT rojieMa yJiora BO HauMHOT Ha KOj OBHe HOBU
Meauymu pyHKIMoHUpaart. [ToBpaTHUTe MHMoOpMaLy off IybIMKaTa MMaaT KJIydHa
yJiora BO HOBUTE MeIUyMH, 3aTOa ILITO Pa3BOjOT HA HOBUTE MEIUYMU € IIJTAO0KO IO-
BpP3aH CO IMOBpPaTHUTE MH(MOPMALIH.

Hosu meguymu - tipoussogu u ycayzu witio obesbeqgysaati UHGopmauuu uiu

3a6a8a UpeKy Kopuculere Ha KoMijyitiepu uiu uHwepHelld, a He UpeKy Wpagu-

UUOHANHU Melllogu, KaKo W0 ce wieaesusuja u seCHUUu.>
[TosuTuBHaTa cTpaHa Kaj HOBUTe MeJUYMU e Toa IITO MH(popMaLMUTe ce ITIOCTOjaHo
TYKa, BO BUPTYyeJIHATa PeajHOCT, U € OCTaBeHOo Ha ITy0/IMKaTa/KOPUCHULIUTE Kora Ke
peliart ga ru mobapaat Tve uHgopMaiiuy. HoBute Mmeguymu (pyHKLIMOHUpaaT Ha Ha-
UYYH IITO UH(OPMALIUUATE Ce JOCTAIIHU MPeKy CUTe Ypeau LITO ce HaMeHeTH 3a [a ce
KOpPHUCTAT 3a HOBUTE Me[IUYMU, & KOPUCHULIUTE OIIJTydyBaaT Kora Ke ce IMpUuKydaT Ha
MpeskaTa 3a Ja r'u Jobujat undopmaruuTe. bp3uHaTa Ha criofie/iyBameTo Ha HHQOP-

MallMUTe e KJIydHa pa3JiMKa IToMer'y TPaJIulIMOHa/THUTE U HOBUTE MEJIUYMU.

Kora 36opyBame 3a MeiuyMuTe 1 3a HUBHOTO BJIMjaHUe Ha JIyI'eTo, Tpej] ce, Tpeba
na 300pyBaMe 3a COLIMja/THUTe MeIUyMU, TIOpajii HUBHATA 3rojieMeHaTa Momysiap-
HOCT U BiuvjaHue. [leHec, Kako 1 LJeJIMOT CBeT, Taka u CeBepHa MakenoHuja ro cie-
I TEKOBHUOT TPEH]] Ha KOPUCTEHE Ha COLMjaJITHATE MPEKU U TOa € MPUCYTHO BO
CUTe acTieKTu Ha KUBOTOT. Hajronem e o, KOpUCHULIUTE Ha COLIUjaJITHU MPEKU ce
MJIaZIU JIyI'e Ha Bo3pacT Mery 15 u 24 roguHu, a 6pojoT Ha KOPUCHUILIM BO OBaa BO3-
pacHa kKaTteropuja e 90,3%, ciopep; [Ip>kaBHUOT 3aBOJ] 3a CTaTUCTHMKA U HUBHUTE CTa-
Tuctrukyu nHgopmanmu. (Jakyrm, 2019: 6) ITokpaj Toa 1ITO OPOjOT HA MMOCTAPH JIyI'e
KOM MOUHYBAaT Jla T KOPUCTAT COL[Mja/THUTEe MPEeKU ce 3rojiemyBa cekoj neH. Illto
U [a oJIJTyurMe JieHec, CKOPO Cé e TMMOBP3aHOo CO Ccolidja/THUuTe Mpesku. ['u numame co-
LIMjaJTHUTe MPEJKU 3a /la He TIOTCeTaT Ha HallluTe HaCcTaH! BO TEKOT Ha JIEHOT, JIyI'eTO
1rTo Tpeba fja r'u cpeTHeMe, HUBHUTE POJIeH/IeH!, HO MCTO TaKa U HAllTMOT PacIiope.
ColpjaJiTHUTe MpPEKU MHOTY Op30 Bjieroa BO HalUTe >KUBOTU U CTaHA MHOTY TojieM
Tlel OJT HUB M ceTa He MOjKeMe Jla TM 3aMUCJIMe HalluTe KUBOTU 6e3 MHcTarpawm,
®dejcoOyk, TBUTEP, brTOrOBU UTH.

Kako u ma e, CeBepHa MakejoHMja He 3a0CTaHyBa BO OBOj TPeH]I, OUejK € TOJIKY
MaJsia 3eMja, OJf OKOJTy 2 MUJIMOHMU JIyI'e, OM MoKeJjie /la TIOMUCIIUTe JIeKa He Ou Ouia
TI0]T TOJIKY TOJIEMO BJIMjaHHMe, HO peasIHOCTa e rmonHakBa. Bo CeBepHa MakemoHUja
colijaJTHUTEe MPeKU To CMeHMja M HAaUMHOT Ha KUBOT. OBa BMjaHUe MMa HajroieMm
edeKT Bp3 MJIajiuTe JIyre, 3aTOA IITO THE €/IBaj UeKaar /ia ' CjieflaT CBeTCKUTE TPEeH-
IIOBU, BeHAIll ' TIpudaThja COLjaTHUTe MPEFKU, IyPU 1 Oe3 pa3sMuC/yBabe KaKo
TOa Ke B/IMjae BP3 HUBHUTE KUBOTU. [71ef1ajku ro HUBHUOT HAaUMH Ha >KUBeehe, He
MOJKeTe, a Jja He 3a0ejekuTe AeKka OapeM eIHalll JHEBHO THe cIiofesyBaaT (oTo-
rpacduja Ha MHCcTarpam, geka nuiryBaaT bapem efieH KomeHTap Ha dDejcOyK, criofie-
JlyBaaT cratyc U cj1. HabpyayBajku ro HUBHOTO OJIHECYBabe U CIIOpPeyBajKu ro co

5 https://dictionary.cambridge.org/dictionary/english/new-media

HaAuMHOT Ha Koj ce ofHecyBajie maagute nipen WEB 2.0, necHo moskeTe fia 3abeie-
>kuTe ronema pasnuka. [Ipegq WEB 2.0, nyreTo dyectoratv ro KOpucrea UHTEPHETOT,
HO Hjejara Oellle [IOMHAaKBa, Torail bapaa MH(GOPMALIMY U BECTHU, a He TU CIofesTyBaa
HUBHUTE KMBOTU U HUBHUTE CTABOBHU.

Cno60pHM akTHBHOCTH BO CeBepHa Makeaonuja

['o 3emame mpeABuU/I IOCJIEAHOTO UCTPAyKyBakhe CITPOBEAEeHO O, AP/KaBHUOT 3aBO/
3a ctatuctuka Bo 2015 romuna (AHKETA 3A KOPVICTEHKE HA BPEMETO, 2014/2015
- CTATUCTUYKMU IIPEITIE]]: Hacenmenue u couujaaHa ctatuctuka, 2015 ropauma)
3aToa IITO e IMOC/IeHO UCTPa)KyBame HallpaBeHO Ha oBaa TeMa, CO MpeaBul JeKa
BO TIOC/IEJTHUTE HEKOJIKY TOWHM CUTYyalljaTa Mo>Kebu ce rpoMeHusia. [IpoceuHoTo
IHEeBHO KOPUCTEHe Ha BpeMe Kaj auiia Ha Bo3pacT Hag 10 rogunu Bo 2014/2015 ro-
nuHa Bo CeBepHa MakejoHUja e fesl off CJIMKaTa IITO € JajeHa Off HajHOBOTO MCTpa-
>KyBambe Ha [Ip;KaBHUOT 3aBOJ 3a CTATHUCTHKA, CIIope]] Koe MHO3UMHCTBOTO I'paraHu
3a cruele moMuHyBaaT 36% o meHoT ( ogHocHo 8 uaca u 44 munytu). OBoj 6poj
oripaka Cryeme BO TEKOT Ha JIeHOT WM HaBedep, HO U OCTaHYBamke BO KPEBET II0-
pagy HEeMOKHOCT (0oj1ecT, CTApoCT, UHBAJIUAUTET). AKTUBHOCTUTE BO CJIOOOIHO
BpeMe yuecTByBaa co 22% (r.e. 5 yaca u 17 MUHYTU) 1 BKJIydyBaaT JpyKekbe, oce-
Ta U IIpHUMaibe TOCTH, Tere)OHCKU MOBHULIM, 3a0aBa 1 KyJITypa, peKpealiuja, CIIOpT,
rellayeme, rIaHUHApehe, YMEeTHOCT, KOPUCTEeHhe KOMITjyTepu, YuTamhe KHUTU WU
IPYTU CIMcaHUja, IViefame TejleBU3Uja, CiIyllamke MYy3MKa M MHOTy IoBeKe. Tpeba
Ia ce 3eMe ITpeBH]l JIeKa Bo3pacHaTa I'pylla Koja e mpeaMeT Ha OBOj TPV, OCBeH
BO3pacHUTe, ja counHyBaaT fAella Hap 10-roguiiHa Bo3pacT. JloMalllHUTe aKTUBHO-
ctu nipetcraByBaar 10% of cuTe Opyru aKTUBHOCTH BO TEKOT Ha AeHOT (2 yaca u 25
MuHyTH). Tre M BK/IydyBaaT CjieIHUBEe aKTUBHOCTU: MTOATOTOBKA Ha XpaHa, MUEHhe
caJloBY, UUCTeHe Ha JIOMOT, Iepelbe, neriamwe, 3aHaeTUrMCTBO, IpaluHapCTBO, T'PU-
>Ka 3a JoMallHU MWJIEHUIIM, HO BO OBa I'pyra ce MPUKIyYeHU U APYTU aKTUBHOCTU
MIOBP3aHU CO JOMAKMHCTBOTO, KAaKO IITO Ce T'pajielhe U MOITPaBKY, ITa3apemne 1 pas-
HOBUIHU YCJIYTU, KAKO Ha TpUMe]p I'prrkKara 3a JiellaTa, yuermhe, Urpambe U pasroBop
CO fela U Jpyru HaBeJleHu akTuBHOCTU. PaboTHOTO BpeMe yuectByBa co 10% (2 yaca
1 30 MuHYTH). 3eMeHO IIpeIBU]L eKa MOKeOH IMOCTOU ITIaBHa U JIONOJIHUTE/IHA pa-
60THa Mo3ulMja, BKIYUUTETHO 1 KpaTKU I1ay3U 3a Bpeme Ha paboTa, maTyBame 3a
BpeMe Ha paboTa, IIpeKyBpeMeHO paboTeme U IaTyBatba [IOBP3aHU CO BpaOOTyBame,
CyKOeHU TIaTyBamba, CEMUHAPU U JIPYTO. JaJIelheTo U IMUeheTo IpeTcTaByBaaT 9% (2
yaca u 14 munytn). Bo rpynara — pa3imuyHM BUOBY Ha JIMYHA Hera, Kajie IITo Ipo-
LIeHTOT e 4% (56 MMHYTH) ce BKJIy4eHM aKTMBHOCTH IITO JIYI'eTO TW W3BPIIyBaaT 3a
cebe, Ha IpUMeD, JIMUHA XUTMeHa, FPUsKa 3a COIICTBEHOTO 3/ipaBje, MUHTUMHU OJTHOCH,
HO MCTO TaKa U aKTUBHOCTYU KOW OU ' HaIlpaBuIe, a ce OecIUlaTHU 3a YWIeHOBUTE
Ha CeMejCcTBOTO, POOHUHUTE WM IpujaTenuTe utH. [laTyBaibaTa usHecyBaaT 4% (52
muHyTH). OBaa rpylia BK/IydyBa IaTyBaiba [IOBP3aHU CO IVIaBHAaTa Liesl (IiaBHaTa Liejl
ro gecduHupa HaumHOT). TyKa ce BKIYUEHU: MaTyBaibe [0 U off paboTa, maTyBamba
TIOBP3aHu CO efyKallija, raTyBama IMOBP3aHu CO KYIyBake U YCIYTd, TaTyBamba I10-
Bp3aHU CO I'purKa 3a Jella Win Jpyra rpuska 3a JIoMaKMHCTBOTO, 1aTyBamka IMOBP3aHu
CO IpyiKeibe, MaTyBaiba MOBP3aHU CO APYTM 3aJI0BOJICTBA, T.e. 3abaBa, X00U U CII.

4 term devised to differentiate the post-dotcom bubble World Wide Web with its emphasis on social
networking, content generated by users, and cloud computing from that which came before. https://
www.britannica.com/topic/Web-20.
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T-06: MNpoceHo AHEBHO KOPHUCTEHE HA BP! 0 aK Te,

BO3pacHWTE rpynu u nonort, 2014/2015 roguHa
T-06: Average time used per day by activities, age groups and sex, 2014/2015

4acoBN U MUHYTH hours and minutes
BoapacHu rpynu / Age groups
10-14 15-24 25-44 45-64 65+
AKTUBHOCTU MEKM [ KEHM | Maku | KeHu | maxu | KeHu | maxu | keHu | maxu | dxeHu Activities
Males | Females | Males | Females | Males | Females | Males | Females | Males | Females
Cnvetbe 9.50 1022 9.10 8.48 8.19 8.29 8.23 8.18 9.14 9.34 | Sleeping
Cno6ogHu aktuBHocT | 5.30 6.22 539 531 5.05 353 528 426 8.08 6.39 | Free time activities
[JomaluHu akTuBHOCT 0.11 023 0.26 122 1.05 419 1.42 451 1.47 3.27 | Domestic activities
Bpab6oTeHocT 0.09 0.02 0.53 044 441 3.10 3.59 229 0.28 0.23 | Employment
Japerbe n nuerbe 1.42 128 221 214 216 211 211 214 240 2.32 | Eating and drinking
Apyra nuuHa rpuxa 0.53 1.00 0.59 1.10 0.56 0.57 0.52 0.52 0.57 0.52 | Other personal care
MaTysarbe 0.48 0.49 1.15 111 1.07 046 0.59 0.38 0.30 0.20 | Travelling
Wkonysarse 4.42 3.21 248 243 0.10 0.07 0.02 0.00 0.02 - | Study
BonoHTepcka pabota 0.02 0.00 0.13 0.00 o0.01 0.00 O0.11 0.02 0.01 0.02 | Voluntary work and
wn nomMow informal help
Apyro 0.12 0.13 0.16 0.16 0.20 0.09 0.13 0.09 0.12 0.11 | Other

AHKETA 3A KOPUCTEHE HA BPEMETO, 2014/2015 - CTATUCTWUYKMU ITPETJIE/T:
Hacenenue u coujasna cratuctuka, 2015 roguna, crp. 27

CIIOPT, pekpeaiiyja u ap. Obpa3oBaHUETO e TTOKPUeHo co 4% (46 munyTu). OBa BKITy-
yyBa pelloBHU YaCOBU U ITpe/iaBatha, JabopaToprucKa padoTa, IIpaKkca U KpaTKa Iay3a
roMery 4acoBU Ha YYWIUILTE WIM YHUBEP3UTET, JoMalliHa paboTa, CTyupame BO
OubIMoTeKa U KYpCeBU 3a IIOHATAMOIIHO obOpa3oBaHue. [Ip;KaBHUOT 3aBO/, 3a CTaTU-
ctuka Bo 2014/2015 ropyHa 1o TpeT MaT I'o CIIpoBeie NCTPa)KyBAbeTO 38 KOPUCTEHE
Ha BpPeMeTo IMpeKy npuMepok o1 2080 moMaKMHCTBA aHKeTUPaHU KOHTUHYHUPAHO BO
TeKoT Ha 12 Mece1iu, og Maj 2014 mo ampun 2015 roguHa.

OBue CTaTUCTUUKU MOJATOLM HU ITOKa)kaa KaKo U3refa efieH BooOuJaeH fieH BO
CeBepHa MakeioHHja 3a eflHa [TpOCceyHa JIMYHOCT, HO Mopa Jia ce Ma IpeaBu/ JeKa
OBa He e J[ieH BO KMBOTOT Ha ojipejieHa JIMUHOCT, TYKYy e crtaTuctuka of 2080 mo-
MaKWHCTBA, U e TyKa caMo 3a [ia HU JajiaT ujeja 3a BoobndaeHUoT JieH Bo CeBepHa
MakenoHuja, mofioltHa Ke BUUME TI0[IeTa/IHM CTaTUCTUKU KOU Ke HU MOKa)KaT I10]I-
71ab0KO 3a TOa KaKo JIYI'®TO BCYIIHOCT I'0 KOPUCTAT CJIOO0JHOTO BpeMe.

Op1 oHa 1ITO MOKeMe Jla o Buarme, Bo CeBepHa MakeioHUja, JIyI'€TO OCBEH 3a CITU-
embe, IOTOJIEMUOT JIeJT Off CBOETO BpeMe T'o TPOoIlaT 3a c10060gHN akKTUBHOCTH. OBa e
cuTyallyjaTa Kaj geraTa u CTyIeHTUTe.

T-12: Mpoce4Ho AHEBHO KOpUCTeHe Ha BPEMETO Ha Y4eHNLUTe Ha Bo3pacT Hap 15 roguumn cnopeq
CTeneHoT Ha obpaszoBaHue, No akTMBHOCTH, 2014/2015 roguHa
T-12: Average time used per day of students aged 15 and over, by level of education and by activities, 2014/2015

HacoBYM U MUHYTU hours and minutes
OcHoBHO OcHoBHO Cpea+o Buwa wkona, | ®akynter, | Maructparypa
(op1po4 (005808 |obpasosaHue | 1cTeneH Ha | axkagemuja W cneumjani-
ogaenexue) | ogaenexue) (234 thakyntet 3auuja
AKTUBHOCT roAMHM) Activities
Primary Primary Secondary College, 1 Faculty, Master,
school (1-4 school school university academy specialisation
grade) (5-8 grade) | (2,34 years) degree
Cruetbe 9.36 9.08 9.02 8.25 6.44 7.23 | Sleeping
Cno6oatn aKkTMBHOCTH 5.01 537 517 408 544 4.08 | Free time activities
[lomaluHn aKTUBHOCTU 043 022 0.57 0.04 0.20 0.34 | Domestic activities
BpaborexocT - 0.02 0.05 0.38 - - | Employment
Japgerbe v nuerse 1.30 1.50 2.36 202 1.00 3.31 | Eating and drinking
Ipyra nuyHa rpuxa 1.05 1.06 1.06 0.50 0.54 2.20 | Other personal care
MaryBarbe 0.50 1.21 1.14 1.29 047 1.38 | Travelling
LLikonysatse 4.40 418 3.27 6.24 8.28 3.46 | Study
BonoHTepcka paboTa u - 0.00 0.00 - - - | Voluntary work and
nomoL informal help
Npyro 0.35 0.15 0.16 0.01 0.04 0.41 | Other
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AKo ru 3eMeme IIpeaBua HYf‘eTO Kou ce Bpa60TeHI/I, CTaTHUCTHUKaATa € MaJIKy I10n-
HaKBa.

Op oBaa Tabesna MOKe Jja ce BUJIU JleKa YaCOBUTe MOMUHATH 3a paboTa ce 3rojiemy-
BaaT U JieKa JIyreTo 1mITo paborat, BCYIIHOCT, [TIOMUHYBAaT IMoBeKe BpeMe Ha padoTa.
Ho, crankaTta Ha HeBpaboTeHocT Bo CeBepHa MakefioHUja e MHOTY Bucoka. Bo Ce-
BepHa MakejoHMja, Criope] Ap;KaBHUOT 3aBO/I 3a CTaTUCTUKaA uMa 949525 aKTUBHO

T-18: Mpoce4yHO AHEBHO KOPUCTEHE Ha BPeMeTo Ha BpaboTeHUTe NuLa,no akTUBHOCTK, 2014/2015 roauHa

T-18: Average time used per day of employed persons, by activities, 2014/2015

4acoBM U MUHYTH hours and minutes
Bpa6otenwn / Employed
AKTURHOCTH BKYMNHO Madku MKEHU Activities
Total Males Females
Cnuerbe 8.03 8.04 8.01 | Sleeping
CnobogHu akTUBHOCTM 411 435 3.39 | Free time activities
JlomaluHm akTUBHOCTM 2.03 1.10 3.14 | Domestic activities
BpaboTeHocT 5.28 5.48 5.01 | Employment
Japerse n nuerbe 2.02 2.07 1.56 | Eating and drinking
Opyra nuyHa rpvxa 0.56 0.54 0.58 | Other personal care
Narysare 1.02 1.05 0.59 | Travelling
Lkonysatbe 0.03 0.03 0.02 | Study
BonoxTepcka paboTa 1 nomoLu 0.02 0.03 0.00 | Voluntary work and informal help
Apyro 0.11 0.12 0.09 | Other

AHKETA 3A KOPUCTEFE HA BPEMETO, 2014/2015 - CTATUCTUYKU ITPETJIE/:
Hacenenue u conmjanHa cratuctuka, 2015 roguHa, ctp. 32

HacejieHue, ol Kou BpaboTeHu ce 715758 (crarnka Ha BpaboTeHOCT e 42,7%) u 233767
ce HeBpaboTeHHU (cTamKka Ha HeBpaboTeHocT e 24,6%). [Topagu oBaa BUCOKa CTarlka
Ha HeBpabOTeHOCT, BpeMeTO IIOMUHATO BO aKTUBHOCTHU 3a CJI00OIHO BpeMe Bo Tabe-
jlaTa Iorope e MHOTY BHCOKO.

Cera, ako T¥ morjieJlHeMe BO Tabesara, Kajie IITO MOKeMe Jla BUIUME JIeTaJTHO 3a
KaKBU aKTUBHOCTH, BCYIIIHOCT, JIYF'€TO TO KOPUCTAT CBOETO CJI00O/THO BpeMe, MoKe-
Me J1a UMaMe 1oj100pa cJiMKa 3a cJioboiHoTO BpeMe Bo CeBepHa MaKeioHUja.

Kora ru aHajnusupaMe oBUe JiBe Tabesu, Tpeba fa ro UCKIyJrMe BpeMeTo ITOMUHA-
TO 3a OJIMOp, OMJIejKH OBa BpeMe He e JieJT o1 cJIO00oTHOTO BpeMme. JIyreTo 3a oJiMOp
IIOMMHYBAaT OKOJTy 27% o, cJI000JHOTO BpeMe, IITO OCcTaBa OKOJTY 73% 3a C/I000aH!
aKTUBHOCTU. MoskeMe Qla 3abejie;KuMe [eKa MMa Majii pa3IuKu BO ABeTe Tabenu

T-80: CtpyTypa Ha CnoGOAHHTE aKTMBHOCTH Ha NMYATa Ha BO3PacT 0f 20 40 74 FOAMHM, T-79: CTpyKTypa Ha CnoBO/HUTE aKTUBHOCTH Ha NULATA HA BO3PACT Hap, 10 FOMHH,
110 rpyni Ha akTuBHocTH, 201412015 IO FPyNK Ha aKTHBHOCTH, 2014/2015
T:80: Structure offree time activties of persons aged 20 to 74, by groups of activites, 2014/2015 T:79: Structure offree time activit d over 10, by groups of activities, 2014/2015
CTPYKTYPA,% Structure, % CTpyKTYPa.% Structure, %
Biyno Maxi | Kerin Brymo Kot

Maxu
Men

Total Men Women - Total - Women
eneaaua, ange0
Teneawsia, saeo n B} ) £ i, 6o n BN

TV, video and DVD

=

TV video and DVD

[pyetse, NOCETYBaHb H NPHEISE Ha FOCTH 5 7/ Social e, vsits end feasts

8 o

[IpyXerb, NOCETYBaHE W NPHMEHLE Ha FO0TH 6 5 8| Sociallfevisits and feasts
Opmoparse 27 2% 28 | Resting

Oppopare Resting
UTaree KM H CTUCAHHA

Waling, iking Weraree, newaserse

Reading books and magazines
Werar, newaserte Welking, iking
UiTasse KT W CTUCaHAA Reading books and magazines Paguo wuyauka

Radio and music Xo6u u urp
Croprysase

Radio and music

Pagwo 1 Mysika Other hobbies and games

Xobi 1 upu Other hobbies and games Sports

PenUTHOHM AKTHBHOCTH Religious activies

Cropryearse Sports

Kowniyrepcicn n B42e0 wpw Computer and video games

PenurM03HI AKTHBHOCTH

2
7
0
1
1
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Jpyro, Hecneupnupaso 0
9
5
1
0
0

2
6
0
0
1
1
0/ Other, unspecifed
7
4
1
0
1

[loyra pabora co kounjyTep
foyro, HecnewprupaKo
Tenecporckn pasrosopn
Telephone conversations 336288 u kymypa

Other,unspecified
[ipyra padora co kounjyrep Other computing Telephone conversations

Teneqpoxck paxroopH Entertainment and culure

3a6asa n kymypa Enterainment and culture Yuerwocr

2

6

0

1

1

1

1

9| Other computing
4

1

1

1| Ats
00

8l - -~ o
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KoMNlyTepoxi 4 BHAQ0 WrpH Computer and video games BrynHo crobogHo spewe % Free time total %

Arts

YueHocr

BRyHO CI0GOAHO Bpeme % 100 100 100 Free time total %
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3aToOa IITO BO ITpBaTa Ce BKJIYYEHHU [elia, I1a 3aTOa MMa MHANKATOPU 3a Urparmbe BrUe-
OUI'pPU U Tpolleme IIoBeKe BpeMe BO CIIOPTYBalbhe. Ho, BO BTOpaTa Tabesna Kaje IITo
Jelnara ce MCKIIY4E€eHUM MOKeMeE [1a BUJMMe [JeKa HYI"GTO KOpuUcCTar IOBeKe BpeMe 3a
riengame TeHeBPI3I/Ija, ITOo ondbal'(a TIOMaJIKy BpemMe ITOMMHAaTO 3a CITIOPT.

U Bo mBeTe Tabenu Ha BTopo MecTo 1o TB, Bugeo u [IB]I e ymoTpeba Ha KOMITjyTepH,
HO Mopa [ia 3eMeMe TIpeJiBU/ leKa BO OBHe CTaTUCTUKU craraat jyre 0 74 Tofull-
Ha BO3pPAacT, I1a aKko ITpeTIIocTaBuMe JleKa JIyreTo Hajl 55 roguHu He KOPUCTAT KOM-
IjyTepu, Toa MHOT'Y IIOBeKe To HaMaJlyBa OpojoT. AKO ja aHayM3upame rpyrara jayre
noMery 20 u 40 royHu, Ke oTKprUeMe feKa BpemeTo IoMuHaTto 3a TB, Buneo u J1B/]
MOsKe J1a 6upe Iypu U TIOHKUCKO Off BpeMeTO MOMUHATO 3a KOMITjyTepcKa yrorpeba.
Ienec, yriorpebaTa Ha KOMITjyTep He e orpaHMyeHa caMo Ha BUCTUHCKYU KOMITjYTepH,
TYKY 4 Ha ITaMeTHU TeredoHU, O1aejKu maMeTHUTe Tened)OHU T UMaaT CUTe MOK-
HOCTH ILITO ' MMa KOMIIjYTepOT, a Toa IoBeiyBa [0 Toa yroTpebdaTa Ha KOMIIjVTePOT
Ia 6uIe JocTallHa 3a KOPMCHUIIUTE BO CEKOj [IeJl Ofl IeHOT U Toa TU ITpaBy HUB I10-
CTOjaHO aKTUBHH, OBa I'0 3roJieMyBa BPeMeTO 3a yoTpeba Ha KOMITjyTep, MaKo OBaa
yrnoTpeba He e KOHIIEHTpUpaHa BO efIeH JieJ OfT IEHOT, Taa ce pacipenenyBa BO TEKOT
Ha LeauoT JeH. Kora MucauMe Ha TesieBu3uja, Buzeo u J[IBJl Bo gJeHELIHUOT CBET,
MUCJ/IMMe Ha HeIllITO JAPYro 3a pasjiiKa off Toa KaKo CMe pa3MHC/IyBajie BO MUHATOTO.
IleHec, oBOj BU/ Ha 3a0aBHU aKTUBHOCTH Ce TIOBP3aHu co uHTepHeToT. Vimame TB co
nobapysauka (TV on demand), umame TB 110 niperyieq (pay-per-view TV) u umame Bu-
JIe0CTPaHUILIM KOU HM OBO3MOKYBaaT MHOTY MHTEePEeCHU COMP;KUHU, TaKa IITO JYPU U
KJIacJHAaTa TeJleBU3Hja e CMeHeTa, a Toa 3Hauu JieKa Bo TabesiiTe rorope, Hacekajie
Kage mto Benu TB, Bugeo u [IB]l Mmoskeme [1a ro cMeTaMe Toa BpeMe 1 KaKo BpeMe
IMIOMUHATO Ha KoMIIjyTep. I1o cuTe oBue aHaInu3u, MOpa [a KakeMe [ieKa JIyI'eTo ce
MHOTY TIOCBeTEHU Ha MeJJUyMUTe U leKa OBa e efleH TojieM Jiejl Off HUBHUOT >KUBOT,
Taka IlITO CUTYPHO MOpa Jia MMa BJIMjaHue.

CratMcTHMKa

Op HaOJBYAYBAKETO HAIIPABEHO O] CTPaHa Ha HEKOU MHTEPHET-CTPAHMULIM, MOKEeMe
Ila BUIUMe KOJIKY ce IIpOMeHeTH OpOjKUTe Kaj KOPUCHULIUTE Ha MHTEPHET U COLjasl-
HUTE MPEeKU BO ocjefHuTe 15 roguHu.

KopucHuuutue Ha uHttieptetu 8o CesepHa Maxkegoruja, IIpHa I'opa u Anba-
Huja egHocuasHo o cakaait Pejcoyx, co ckopo 90% og HUB umaaiti cCMetKu Ha
Dejcoyk, 3emeHo cliopeq z1obaIHAA ClUAUCIUUYKA 6a3a Ha Uogattioyu Witio

ja ogpysa uHlliepHetu-citipatuyatua Web Stats.

Og 2,1 munruoHu MakegoHuyu, okoay 1,05 muauornu uau 50,9% kopucwatu uH-
wiepHewu. Hesepojattien 6poj og Hus, uau 878 300 umaaiu tipoguru Ha Dejcoyk,
Uoxkaxkysa cluatiuctuuxaiia.’

> http://www.balkaninsight.com/en/article/macedonians-montenegrins-albanians-glued-on-facebook

o H3BOP HA
I'O/IMHA KOpPHUCHHUIIN HACEJIEHHUE HACEJIEHUE BO % HHDOOPMALIHH
2000 30,000 2,016,060 15% ITU
2002 100,000 2,016,060 5.0% ITU
2006 392,671 2,056,894 191 % SSO
2010 1,057,400 2,056,894 51.0 % ITU
. Hacenerue Hutaepret o, | KopucHuuxa Pejcbyx
3emja (2015) KOpUCHUuU, Hacenenue so % diabena %
31.12.2014 ’ 31.12.2014
Cesepra 2,069,172 1,280,132 61.9 % 22% 962,780
MaxegoHuja

Cllatiuctiuka 3a Kopucuiere u HacejeHue Ha MHuiepHeu:°

Criopep TabenuTe LITO I'M I71efiaMe, OpOjoT Ha KOPUCHUILIY Ha MHTepHeT Bo CeBepHa
MaxkegoHUja ITIOCTOjaHO pacTe U MOyKe [a ce 3a0ejie;K1 3HAUMTEe/THO 3roJIeMyBabe BO
2010 rogurHa, IITO Cce JO/IKU Ha TIOUeTOKOT Ha KOPUCTEHETO Ha COLIMja/THUTe MPesKU
BO CEKOjIHEBHUOT KUBOT. ['oj1eM f1eJ1 o1 oBMe OpOjKU IpUIiaraaT Ha MyIagu KOPUCHU-
LI 4 0BOj OpOj cé yIiITe ce 3rojieMyBa, OUiejKy IPUCTAIIOT A0 UHTEePHEeT CTaHyBa Ce
T10jTeceH MPeKy HOBUTE YPEe[IH IIITO Ce M3MUCTyBaaT CKOPO CEeKOj JeH.

[Iepu Typki, mpodecop Bo MHCTUTYTOT 3a TeXHOJIOI'Wja BO MacauyceTc 1 aBTOp Ha
»,CaMU 3aeHO", BeJIM JleKa KaKo IITO TeXHOJIordjaTa CTaHyBa Ce NOMHBa3WBHA, Ha-
111aTa BpCKa CO Hea CTaHyBa IOMHTHMMHA, 1aBajKU U ja MOKTa Jla Biujae Ha OfJIYKUTE,
pacrionoykenujara u emoumure. (Typki, 2011: 1)

Cnopep cratuctukaTa 3a 2018 roguHa IpeKy IogaToluTe Ha Ap;KaBHUOT 3aBO 3a
CTaTUCTHMKA, BO ITPBOTO TpuMeceudje ox 2018 roauHa, 79,3% o joMaKUHCTBaTa MMaaT
IIPUCTAII [JO0 MHTEPHET Of] JIoMa. YUeCTBOTO Ha JOMaKMHCTBaTa cO (pMKCHA ILKPOKO-
rojacHa BpCKa BO BKYITHHOT Opoj momakuHcTtBa e 70,4% Bo 2018 roguna. Bo mpBuoT
kBapTtaa Ha 2018 roguHa, 79,2%% op, BKYITHOTO HacejieHHWe Ha Bo3pacT of, 15-74 ro-
IWHU IO KOPUCTeJIe UHTEPHETOT, a 68,7% KopucTee UHTEPHET CeKOj JieH WU CKOPO
CeKoj leH. MobuiHuTe TestepoOHU WK IaMeTHU Tesie()OHU, ce HajJKOPHUCTEHUOT yper
3a [IpUCTall A0 UHTepHeT, ofi 81% o KOPUCHUILIUTe Ha UHTEePHET BO OBOj Iepuo, a
HajMHOT'y Mer'y uiiaTa Ha Bo3pacT of 15-24 rogunu (91,8%). 74.9% op nyreTo KopucTe-
Jle KOMITjyTepH, JIaIToI!, TTaMeTHU TesiedpOHU, TabIeTH WK APYTY IPeHOCHU ypeou
Ha pabora.’

BAvjaHMeTOo Ha couMjanHuTE MeAuYMU
Bp3 mnapute Bo CeBepHa MakeaoHuja

Criopep, cé o cera, UM TIOCBeTyBaMe 11eJ1 JieJT Ha MyIaJiuTe, OufejKu THhe ce HajIlo-
CBeTeHUTe KOPUCHUIIY Ha collujaTHuTe Mefquymu. ColujaTHuTe Mpesku, KO OBO3MO-
JKyBaar CriojiejlyBarbe, KOMyHUKaIlyja, TofaToly U UH(opMalluu, BiujaaT Ha CeKoj
CEerMeHT Kaj CUTe BO3pacTH, KAKO pe3y/ITaT Ha MPUBJIEUHUTE MOKHOCTH IIITO TH HY-
JlaT; Toa TU TIpaBy MOeJUHITNTE 3aBUCHU O] BUPTYEJIHUOT cBeT. [loeuHIM rocTojaHo

& https://www.internetworldstats.com/euro/mk.htm.

” http://www.stat.gov.mk/PrikaziSoopstenie_en.aspx?rbrtxt=77.
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KopucTtat: ®Dejcoyk, TButep, MajCriejc, I'yrnn +, ITuHTepecT ... UTH., 3aBUCHOCTA Of
COLIMjaJIHUTE MPEKHU Ce M3pa3yBa KaKo 3aBUCHOCT Of COLIMjaJIHU MeauyMu. Kupuk
BeJIU JleKa 3aBUCHOCTA O]l COIMja/THUTe MeIUYMU HajMHOTY T'M TIOrofiyBa MJIajiuTe.
ExoHOMCKUTe MpobsieMH, MCUXOIOUIKUTE IPobaeMu U (PU3NUKUTE HEeIOCTaTOLIU
Mpeau3BUKYBaaT IIOeAUHIIMTE [1a u30eraaTr ol peaIHMOT CBET U Ja Ce 3aCOJIHAT BO
BUpTYeTHUOT cBeT. Cellak, oBaa cocTojoa JIoBeyBa [0 BJIOIIYBake Ha COLIUjaTHUTE
OIHOCH CO POAUTEINTE, a 1 (PaKTOT JIeKa The caMUTe He T Ioce[lyBaaT He MOKaT
CBECHO Jla ' HacoudaT cBouTe Jella. Toa ce IJlaBHUTe IIPUUMHU KOU IIPeI13BUKYBa-
aT 3aBUCHOCT O]l COLIjaJTHUTe MeAuyMU. Mlako collijaiIHuTe MequyMu ce OTUIIaHu
KaKO HEeKOHTPOJIMPAaHO BpeMe U ITopaJi HEMOKHOCTA [Ia ce CITPeuH IPUCTAIIOT, He e
yTBpAEeHa KOHeUHa JIijarHo3a 3a 0Boj IIpobjieM. 3aToa, TelIKO € [a ce HaBede egHO
nuIle JleKa e 3aBUCHUK Of COLMjajIHuTe MeauyMu. MHAUBUyaTa Koja e 3aBUCHA Off
COLIMjaJTHUTe MeJUyMU Joara 710 TOj MOMEHT Ja Ce OfIiajIeur Off COLIja/THUOT JKUBOT
€O TOa IIITO Ke ja U3ryom pasjiukara IoMery BUCTUHCKUOT U BUPTYEIHUOT cBeT. (Ku-
pUK, 2013: 97-98)

Kako 1ITo MokeBMe /ia BUIVME O] CTaTUCTHUKaTa, OPOjKUTE 3a KOPUCHUIIUTE HAa
MHTEePHET Ce MHOTY IroJIEMH, TaKa IIITO OBa € AUPEKTHO MTOBP3aHO CO HAUMHOT Ha KOj
cera I'i JKBeeMe HallluTe KUBOTU. Jla 3eMeMe Ha IIpuMep, HOPMaJIeH JIeH Off JKUBO-
TOT Ha e/IHA MJIaJia JIMYHOCT. JIeHOT 3arouHyBa co Oyfiemhe U BKIydyBambe TejiedoH
3a Jla IpoBepu LITO e HOBO Ha DejcOyK u TBUTEP, KOj Kaze OuI, KOj LITO HAIIUIIaI U
IITO Ce CYYM/I0 HOBO BO cBeTOT. [loToa, Toj/Taa mpomo/kyBa Ha MHcTarpam camo
3a J1a BUIU KOj ce obesieskan cebecu 1 Ha Koja dotorpaduja, 1a KOMEHTHpa 3a Ce U
Jla IIPUTHCKAa ,,MHU ce JoIara“ Ha ob6jaBuTe, cé oBa e CKOPO 3aJ0/bKUTeNHO. [loToa, 3a
BpeMe Ha YUWIMIITETO, Ce 3rojJieMyBa BO3HEMHPEHOCTa JeKa MOKeOU ce MCITYLITa
HeirTo. IToctou cunpgpom HapeueH @OMO (cTpaB of ucnyuramwe — FOMO - fear of
missing out), Toj cTaHyBa ce MONPUCYTEH BO JKUBOTOT Ha MytaguTe. OBOj cTpasB e Ipe-
IUM3BUKAH U O]I COLIjaJTHUTE MPEKU.

Iosnawu e kako @OMO uau ,,cauipas 0og ucuywiarse“ u ce ogHecysa Ha me-
WAaBuHAWA HA BO3HEMUPEHOCTU, HECOOGBEWHOCIU U UPUTLAUUJA WUTUO MOKe
ga ce pacuaamHe gogeka zu Upeaucilysame coyujaiHuitle mequymu Kako:
Dejcoyk, Tsutliep, Pycksaep u UHcwiazpam. MuauoHuile tiopaku Ha Tsuttep,
aKypupara Ha cidatiycu u ¢ottiozpaghuu 0Bo3MOxKYysaaiti 8030Yygaus tipeziieq
Ha ceKkojgHeBHULUE KUBOWIU U AKWUBHOCIIU Ha Upujatleautue,
,Helpujattieautue“, copabotiHUUU U BpCHUYU.®

I[To yunsuiiite, Toj/Taa MPUCYCTBYBa Ha HACTaH, KOj, ce pa3dupa, ro MpeiosKui
®dejcOYK 1 ru criofiennyBa ororpaduunTe Off TOj HacTaH Ha MHcTarpam, JiofileKa CIio-
ZleslyBa KMBOTHU TBUTOBU Ha TButep. Co cekoe MeHyBame Ha HeroBaTa/Hej3uHaTa
Mo3MIIMja BO IPajioT, KCTO TaKa, MOpa Jja ce HallpaBu CIIOjIe/TyBame Ha JIOKallfjaTa.
JleHOT 3aBpIITyBa CO OfjaByBakbe O]l KPEBET U CIIIeHhe.

Miajiite TIOCTOjaHO TM CIefjaT TPEH/IOBUTE U IypU He 3abesie;KyBaaT KOJIKY MHO-
I'y ce MPOMEeHyBaaT HUBHUTE KUBOTHU. Tre cTaHaa 3aBUCHU O] COLIUja/THUTE MPEKU,
nypu u 6e3 [a ro 3abeseskat Toa. JleHec poAuTe/nTe T Ka3HyBaaT CBOUTE Jella COo

8 https://www.nytimes.com/2011/04/10/business/10ping.html

TOA LITO MM 3a0paHyBaaT IIPUCTAIl JO MHTEPHEeT, TaKa IITO JlellaTa Ce UyBCTByBaaT
HMCK/IYYEeHU OfI OHJIajH 3ae[IHMIIaTa U HAaBUCTHHA CMeTaarT JeKa OBa e HajocTpa Ka3Ha.
Jla He ce mer o7 Taa 3aegHMUIIA TU Tepa Jla Ce UyBCTBYBAaT KAKO OTITaHHUIIU, IIITO UCTO
Taka e gesn og @OMO-curapomot. Mnagure Bo CeBepHa MakeoHUja I'd UMaaT CUTe
OBUME CHUMIITOMU, 8 HUBHUOT >KMBOT € 3acerHaT Of COLIMja/IHUTe MPEKH, KaKo U Kaj
ceKoe JIPYTo JieTe BO CBETOT.

HacKkoBa Bo CBOjOT ecej Ke Hamullle geKa MeJUyMUTe UMaaT IojieMO BJIMjaHue BO
OOJIMKYBamkeTO Ha CTABOBUTE BO JKMBOTOT Ha JellaTa M MJIJIUTe U Toa € elleH of
dhaKkTOpUTe MpeKy KoM MJIafuTe Ce 3amo3HaBaaT CO MOPAIHOTO IOCTAIlyBaimhe BO
OITLITEeCTBOTO. MeouyMuTe 3HauyaT I10jaBa Ha Hepel, Hen30e;KHU, IIPUMaM/IMBU, THE
I'd OKyIIMpaaT MJIaJIuTe JIyI'e U Toa 0COOEHO ro MpaBU TejleBU3UjaTa U UHTEPHETOT.
[Ipeky MeguymurTe, MJIaJIUTE Ce 3all03HaBaaT CO OMINTECTBOTO, THE Ce 3allo3HaBaaT
eIHU CO APYTU U ydaT 3a caMuTte cebe, r'd yyaT OCHOBHUTE IIPUHLIUIIM U IIpaBUIa
Ha coLMjanu3alyja. MeguymMuTe co3gaBaaT efleH roceOeH, IrapasiejieH CBeT, IUTrnTa-
JieH, eJIeKTPOHCKU, BUPTYeJieH, MeJIMYMCKU CBeT WM MeJIMYMCKO OITILITECTBO BO KOe
JKMBeaT Mitagute. MemuymuTe TTOKayKyBaar, ITpeHecyBaaT U MPOM3BelyBaaT MHOTY
HeMOpaJIHU KOHTEKCTH, Aejla, MOPaIoT U eTUKaTa BO MeIMYMHUTEe YeCTOMaTHU Ce OT-
CYTHU U TOA MMa rojieMO B/IMjaHUe BP3 ICUXUUYKaTa 1 COLMja/IHaTa COCTojOa Ha Miia-
nute. (HackoBa, 2012: 20)

Kako 1rro crioMmeHaBMe TipeTxoiHo, CeBepHa Make/ioHUja e Majia 3eMja, Taka IIITo,
C€ IITO Ce CIy4yBa Ce CJIydyBa BO MaJli pa3MepH, 3aToa He MoyKeMe ja UMaMe rojieMu
OPOjKU, HO TIPOIIEHTOT Ha THe OPOjKU e MHOT'Y TojieM, Ha TipuMep (haKToT JieKa I10-
BeKe Of] MIOJIOBMHA O] HacejieHneTo Kopuctu dejcOyk, 3Hauu ieka DejcOYK craHyBa
Hajrosiema 3aefHuila Bo CeBepHa MakeqioHuja. Miiasiute ro KOpucTaT OBa KaKo 3a I10-
3SUTUBHM, TaKa U 3a HeraTuBHU paboTu. [lo3uTuBHaTA yIIoTpeba Ha oBaa ajaTKa e Toa
JleKa ceKorarll Kora UMaaT HeKOU Ipo0JieMu UM ce oOpaKkaaT Ha CUTe CBOU ITpUjaTesiu
CO 11eJ1 [la HajIaT pellieHre U BO HajrosieM fiefl O]l BpeMeTO HaBUCTHUHA IO U3HajayBaaT
Toa perneHue. [Topaau momurudkara coctojoa Bo CeBepHa MakeioHWja ¥ TPOMEHUTE
BO 00PA30BHUOT CUCTEM YUEHUIIUTE Off CPeAHUTE YIWIMIITA U YHUBEP3UTETUTEe Oea
MHOT'Y He3aJI0BOJIHH, T1a pelllvja Jla co34aiaT CBOe ABUKEHe IITO Ke UM MOMOTHe Jia
ro pemiat oBoj IMpobyieM U Jia TO U3HecaT 0O0pa30BaHUETO Ha BUCTUHCKUOT raT. Tue
co37lajfioa IBe pas3/IMyHU 3aefHUIIM Ha colldjasiHuTe Mefnuymu Hapeuenu: 1. Cpef-
HOIIKOJICKU TieHyM U 2. CTyZleHTCKU 1ieHyM. Llenra Ha oBUe JiBe 3aeHULIU Oelie
Jla ce co3/a/iaT MPOTECTU IMPOTUB HOBUOT CHUCTEM U Jla ce OOUAT /ia TO IMMpOoMeHar.
U nBeTe 3aegHUIIM UMaaT cTpaHUl Ha DejcOyK U criope]l HUBHUTe cTpaHuiy Cpep-
HOIIIKOJICKUOT TyTleHyM uma 14.634 nuija Kou ja cjiefiaT cBojaTa CTpaHUIlA U TTOBEKETO
Ce aKTMBHM KOPHUCHUIIU M YUYEeCHUIM Ha nporectute, a CTYJI€HTCKUOT IJIEHYM MMa
23.769 crmembeHuIy, Kaje IITO UCTO TaKa MOBEKEeTO Ce aKTUBHU KOPUCHUILIA U ydec-
Hutu. OBUe 3aeJHUIU yCIeaa Jla co3/iajlaT MAaCOBHM MUPHU MPOTECTHU UITO Tpaeja
MoBeKe of] efleH Mecel] 1 ycIlejaa Jia ja TIoCTUTHAT CBojaTa I1e/1 U Jja o BparaT obpa-
30BHMOT CUCTEM KaKoO IITO Oellle IMpeTXoJIHO.

3a HeraTMBHaTa yroTpeba Ha COLMjaITHUTEe MPEeKU U KaKo Taa HeraTMBHa yIioTpeba
B/IMjae QUPEKTHO BP3 MJIa[iUTe, MOKeMe Jia BUIMMe O]l CUTe HeIlpujIaroleHu cojip-
JKMHM CITOpe[; BO3pacTa Ha THe CTPaHUIM U KaKo MJIaJUTe Cce M3JI0KeHU Ha oBaa
conpskrHa 6e3 HUKaKoB (puITep IITO MOKe [ja ro CIIpeuur Toa Jia ce cyJdysa. JleraTta
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ydaT arpeCMBHU CTaBOBU U OJIHeCyBaiba, 3aT0a ILITO I7IeflaaT eMUCUH U (pUJIMOBU KOU
IIPUKa)KyBaaT TAaKBO OIHeCyBame. Tue pasBMBaaT CTpaB O] TOa Aa AeKa MOyKe Ia
OumaT >KpPTBU Ha HACUJICTBO. [ToBEKeTo MporpaMu IITO TH TJIe[laaT v CJTyliaaT UM HC-
MpaKaar MorpelHua rnepleriyja geKka Bo ceKoj KOH(IMKT Mopa ia UMa TTO0eTHUK U
I'YOMTHUK, CO IITO Ce TepaarT Ja BepyBaaT [ieKa HaCUJICTBOTO e YCIeIIHO CPeiCTBO 3a
pelllaBatbe Ha KOH(IUKTUTE. [leriaTa ce U3J/I0;KEHU Ha CETO OBa U Ce UMHU JIeKa HUTY
€JIHO TeJIO He ce IPYKU JIOBOJIHO 3a [a Hajae TpajHo pelleHure 3a 0BOj mpobiem.’

Kupuk ucTto Taka fojiaBa fieka, ieHeC YOBEIITBOTO € IMTOTHO CO CIIPOTHUBHOCT; 3aToa
IITO CTAaHYBa HECOOABETHO 3a XereMOHMjaTa Ha I7I00aIHUTE CHJIM CO TOA ILITO OCTa-
HyBa He3aIl03HaeHO CO COLIMjaJTHUTE eJIeMEeHTH IIITO IO BpeIHyBaaT , a Ce UyBCTBYBa
€/1060/IHO 1 CO HeorpaHudeHa yroTpeba Ha MOKHOCTUTE KOU I'M HY[IM HOBaTa TeXHO-
sioruja. KoHTpaguKTOpHOCTA ITOMeI'y oBaa ¢jio00/1ia 1 3apoOEeHUIITBO 'O IPUJIaroIiuiI
YOBEKOT BO JIMYHOCT 1ITO 3ab0paBa, 6e3 MemMopwuja 3a ugHuHaTa. HeyHuBep3iHaTa,
ryiobasn3rpadyka MHIUBUIYA; ja co3ajie peakldjaTa Ha I710b6amHuTe cepu 10 oBaa
TOUKa; HO, He ycIea Jja ro fobue ro0ayHuoT IIPOU3BO/, Of MHBa3ujaTa Ha ry1obajiHa-
Ta MoK. CoLljaJIHUTe MeIUyMU ITPUIIOHeCoa BO peajn3alyjaTa U Taka ja rpedpiuja
UHIUBUAYATa BO IIOMHAKBA CUTYallija OTKOJIKY IITO peasHo e. (Kupuk, 2015: 156)

MHory op meujata M MIafuTe JIyI'e ITIOMUHYBaaT TojieM Jejl Of CBOETO Bpeme Ha
COLIMja/IHUTE MPEKU KOPUCTEJKU TU JIAIITOIIUTE WA HUBHUTE TeleOHU U THe TaKa
ce ofjasieuyBaar ofi cBeToT. Tre cTaHyBaaT 3aTBOPEHU BO cebe 1 He caKkaaT Jja KOMY-
HULMpaar co apyrute. On Hab/byayBambe MOKe [ia ce KayKke CO CUT'YPHOCT JieKa BO Jie-
HEIIHO BpeMe JeliaTa ce 3all03HaeH! CO CUTe HAjHOBU YPeau IIITOM Ke U3Jie3aT U THe
BegHall r'v Kopucrar. HeOpeskHocTa off cTpaHa Ha POAUTEe/IUTe He co3/iaBa HUKAKBU
Oapuepu 3a JerjaTa [a MOKaT Ja MOMUHYBaaT IITO MOBEeKe BpeMe Ha COLIjaTHUTe
MpE’KH, OHOJIKY KOJIKY IIITO CcakaaT, a Toa BOOU KOH OTylyBame. Ha Kpajor numame
Ielja KoM He caKaaT [ia U3jie3aT U Jja Urpaart, He e fJeKa MoykeOu He TTI0CcaKyBaaT, TYKY
THe eJHOCTABHO He 3HaaT KaKo Jja Ir'o CTopaT Toa, HUBHOTO UYBCTBO 3a MHTEpaKIyja
e TIOBP3aHo CO COLIMjaTHATe MPEKH, a He CO YOBeUKOTO Outne. Tre co 3a70BO/ICTBO
6u octaHasie JjomMa 1 6u objaByBasie UM O O3HaUyBaje WIK OU CIomesyBajie LITO
rpaBaT, IypY U [1a He TIpaBaT HUIITO, OTKOJIKY Ja U3j1e3aT U BCYIIHOCT [a T'U [IpaBaT
paboTuTe 1ITO BeIaT AeKa I'M IIpaBaT. 31paBKOBCKa Ke HaIuIlle JeKa MHTepaKijaTa
Ha MJIa[UTe MPeKy COLja/ITHUTe MPEKU CTaHa HeOoCIIOpPeH [IeJT Off HUBHOTO CeKOjM-
HeBue. Bo mpollec Ha KOMyHMKaLija ¥ pasMeHa Ha MHMOpPMAaLMU IIPEKY COLUjall-
HUTEe MPEKU MJIafuTe JIyle, BO UCTO BpeMe, ce KOPUCHULIM U HajBepHaTa myo/InKa.
Kaxko pesysirar Ha oBa, TaKaHapeueHaTa IIPeCMeTKa IITO T UCK/IYUyBa OUPEKTHUTE
KOHTaKTH, Pa3srOBOPU U COCTAHOLIM BO PEaJIHUOT JKUBOT Ce CBeJeHU Ha MUHUMYM.
(3mpaBKOBCKa, 2012: 1)

OnwTo BAMjaHHe Ha MeAHYMUTEe BpP3 AyFeTo Bo Cesepna MakeaoHuja

M CcTOpUCKUOT IIPOLeC Ha MPeHeCcyBambe Of MUHATOTO [0 JeHec, medpUMHUpPaH Of
CUTe eJIeMeHTH Ha ja3sMKOT, MUCJIaTa, BepbaTa, YMETHOCTa, eMoLjjaTa U MucsaaTa
KOU Ce BaJIMIHU BO €HO OIIITeCTBO W CTAHYBaaT IMOTCETHULM 3a TOA; € CoLMjaiHa
IMHaAMUKa IITO Tpeba [a ce IpeHecyBa o MUHATOTO Ha cyiefHuTe reHepauuu. He e

% http://www.med.umich.edu/yourchild/topics/tv.

MOKHO [Ia ce 3aKJTy4M KOHILIeIITOT Ha KyJITypa, He3aBHUCHO Of eJIeMeHTUTe Ha ja3uKOT
U ucropujaTa. JlereHepaiijaTa LITO Ke ce I0jaBU BO Koja OM/IO OJf OBUE eJIeMEeHTU
HOCH OTYI'VBalbe Ha KyJ/ITypara off Toa onuTecTBo. JleHec riiobanu3aiyijaTa ce ciIydy-
Ba IPeKy TeKOT Ha Ky/AaTypara KoH omuTrectBara. Co 1eJ1 MoJeTaTHO Jla ce OCBpHEeMe
Ha KOHLIEIITOT Ha KY/ITypaTa; BayKHO € J1a ce pa3bepe KaKo Ky/ITypaTa ce neplenmpa
IleHec ¥ KaKo Taa Bjidjae Ha HajMajiaTa eJUHUIIA Ha omiurectBoTo. (Kupuk, 2015: 137)

MenuyMuTe MMaaT rojieMo BiivjaHue Bp3 jyreTo Bo CeBepHa MakeoHuja U
TOAa ce riefa of HABUKUTE Kaj aKTUBHOCTUTE BO CJIOOOITHOTO BpeMe IITO I'M pa3BUBa
oBaa Hallvja. BpeMeTo mocBeTeHO Ha MeIMYMUTE Ce 3rojIeMyBa, TOa € caMO eJIHO Off
JIeCHO 3a0eJIe;K/IMBUTE NUPEKTHU BinjaHuja. M oBa e caMo eHO ofI BjIMjaHUjaTa Ha
MeIUyMUTe, BO PelOT Ha MHOTY APYIHM, KaKo LITO Ce jasMUYHU MPOMEHHU - yIioTpeba
Ha MHOTY oZlaMHa 3a00paBeHU TYPCKU 300pOBU U yIIOTpeba Ha MeryHapoIHU 300po-
B, HAMECTO MaKeJOHCKU 300poBU 3a pabOTU Of CEKOjgHeBUETO; MOJHU BiMjaHUja
- c/lefiejKy ' CBETCKUTE TPEHOBU BO MoOjlaTa U MOKPaj TPaJUuLIMOHaTHUOT MOJIEH
CTWJI; afialiTalivja Ha HOBU oOM4Yay 1 HUBHO CIIPOBEyBaihe BO HalllaTa Tpajuliyja -
Ha OpuMep, cBag0eHu obuuau, HeTpaJulMOHA/IHU 3a HallaTa 3eMja npudaTeHu of
HapoJOT U HUBHO YIIOTpebyBame Kora ce IpaBaT CBajiOM, KaKo CBaJOEHUOT Mapiil,
IleBepulInTe, MpaBelhe epreHy U JeBOjUMHCKY 3a0aBU Mpej caMaTa cBag0a, OgMo-
POT HapeueH MeJieH Mecel] WTH; MY3WUKU BjiMjaHuja — Tipedpepupare Ha CTpaHCKa
My3H1Ka HaJl MaKeJIOHCKa My3UKa U Cjieflelhe Ha HOBUTE TPEHAOBU IIPU CO3[IaBaihe
HOBOKOMITOHHpPaHa MaKeJOHCKa My3uKka; OBre, HO 1 MHOTY APYr'y BidjaHUja ce Ou-
PEKTHU BJIMjaHUja Off CTPaHA Ha MeIMYMOT BO CUTe CBOU (hOPMU U THE Ce He3allup-
JIUBY 3aTOA IITO MEJUYMUTE CTaHaa MOKeOU HajroJIeMUOT Ael Of JKUBOTOT Ha ceKoja
nuuHocT Bo CeBepHa MakenoHuja.

3aKknyuok

Kako 3aKk/Iy4doK, MoykeMe [a KaykeMe JeKa ayreto Bo CeBepHa MakemoHMja ce He-
PACKUH/IMBO BP3aHU CO COIUjaJTHUTE MEJINYMU U JIeKa COLUjaJTHUTEe MPEKU ce Ae
o[l HUBHUOT >KUBOT. KOJIKy 1 Ja He cakame Ja IIpU3HaeMe [ieKa COLIjaITHUTe Mpe-
JKM Cce HauMH Ha JKUBOT, THe HaBUCTHUHA ce. [la, The MMaaT HeraTUBHO BlIMjaHUe BpP3
MJIAJIMTe, HO MCTO TaKa e BajKHO U IMO3UTUBHOTO BiujaHue. Kako 1mTo MHOTY paboTu
BO ;KMBOTOT MMAaaT JBe CTPaHU, U HeraTUBHU U MO3UTUBHU, TaKa U TYKa, HO 3a >KaJl
He MO)KeMe Jla ja MCKJIyulMe HeraTHMBHATa CTpaHa, Oapem He ceé yiite. Mopame fa
paboTHMe Ha TPOMOBHpare Ha MO3UTUBHUTE BJIMjaHWja, KAaKO IITO Ce JleCHAaTa KOMY-
HUMKaLIYja, JIECHUOT MPUCTaMN g0 MH(MOPMAaLIMUTE U CIIOAeIyBakbeTo Ha UCTUTE, KaKo
U CHOJIe/TyBakeTo Ha HaIIUTe CTABOBU U JOMUPAHETO [0 MHOTY APV KOPUCHULIN.
Ho, Hre vicTo Taka Mopa Jla paboTrMMe Ha HamaJlyBarke Ha B/IMjaHUETO Ha HeraTuB-
HUTE acIeKTH WIK AYPU U Jla ce obueMe Ja I'd UCK/IyJrMe 1IeJIOCHO, aKO e MOJKHO.
Hajromem gen o 3aliTuTaTa Ha MIafuTe Off HeTaTUBHUTE acIIeKTU Ha COLIUjaTHUATE
MPEKU JIE;KU Kaj POJIUTENTUTE, THE Ce OHMEe KOM MOpaar Jla ce MOTPYKaT HUBHUTE
Iela Ja He OMIAT U3/I0KeHU Ha HeraTUBHOTO BJIMjaHMe U [1a HajaaT HauMHU KaKo Jia
ro HaIipaBarT Toa Jja O1jie BO3MOKHO.
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ColyjaTHUTe MPESKU I'O OJIeCHYBaaT >KMBOTOT, TOA € CUTYPHO, T1a U CIIOJIe/TyBakheTo
MHMOPMALIMK CO OCTATOKOT Off CBETOT CTaHa TOJIKY JIECHO [eHOBUBe OrarojapeHre
Ha HUB. CBETOT e 11eJIOCHO TpaHCcOpMUPaH, VIITe OJT U3MUCITYBaheTo Ha COLUjaTHU-
Te MPEeKHU U Toa He MOyKeMe Jia I'o Hernupame, HOBUTe reHepalliy ce fella Ha epaTa Ha
COLIMja/THOTO BMpPEsKyBakhe 1 HUBHUTE JKMBOTU Ke OMaaT Ij1ab0Ko MOBP3aHU CO CO-
LIjaJTHATe MPeKH, KaKo HeKoraill BO BpeMeTo Kora Oeliie U3Muc/ieHa TeJieBU3ujaTa u
II0TOa HUKOj He MOKellle J]a IO 3aMUCITA CBOjOT JKUBOT Oe3 TeJIeBU30p, TaKka e U [IeHeC
CO COILIMjaJTHUTE MPEKU U HUBHOTO BJIMjaHUe BP3 }KUBOTUTE Ha JIYI'eTO.

Bo CeBepHa MakenoHMja, KaKo 1 BO OCTAaTOKOT Ojf CBETOT, TPEHJIOBUTEe AoaraarT u
CU OfaT, HeKorall Toa Oea CIIOPTOBH, ITIOTOA TeJeBU3Uja, Cera COLMjaITHU MPEKU U
KOj3Hae Koj Ke bue ciemHuoT TpeHsa. Ho, oHa IIITO e TyKa U cera, € OHa IITO MOKeMe
7la To aHa/IM3MpaMe M Toa 1 ro HarpaBuBMe. O HallleTO NUCTpayKyBare MoKe Jla ce
BU/IU JIeKa JIYI'eTO, 3aBHCHO OJ1 HUBHATA CTAPOCT WM CTAaTyCOT Ha BpaboTyBamhe, MMa-
aT IPOCTOP 3a aKTUBHOCTU BO CJIOOO/THOTO BpeMe U [ieKa IOroJIeMUOT JIeJT Of BpeMeTO
MMaaT UCTU HAaBUKU U CITOJIe/TyBaaT CJIMUHN aKTUBHOCTU. AKO OfIMe CIIope[ MaTeMa-
TUUKaTa Itofe0a Ha JeHOT UMaMe 8 Jaca cliierbe, 8 yaca pabota 1 8 yaca cj1o0004HO
BpeMe, Mo)KeMe [1a KaskeMe Jieka Bo CeBepHa MakejoHMja OIIIITaTa CJIMKa e IIOMaJIKy
WM TIOBEeKe C/IMYHA Ha oBaa paBeHKa. MaKTOT JleKa cTanKaTa Ha HeBpabOTeHOCT e
BHCOKa T'0 HamMajlyBa paboTHOTO BpeMe, HO 3a JIyI'eTO IITO paboTaT - C/IydajoT e TaKoB.
Op Tue 8 yacoBM c1000HO BpeMe JIYI'eTO KOPUCTAT 5 yaca 3a cJIOOOJHU aKTUBHOCTH,
IIITO T'O TIpaBU MaKeJJOHCKOTO HacejieHre [ja UMa MHOTY BpeMe 3a 3a/J0BOJICTBO. Kako
LITO CIIOMEHaBMe U ITpeTXonHo, buaejku CeBepHa MaKkefoHHja e TOIKY Majia 3eMja,
TIOHEKoralll He JlaBa MCTU MOKHOCTH KaKo rojieMUTe 3eMja. 3HauH, JIYI'eTO HaJBOpP Off
[JIABHUOT I'paji HeMaaT MOKHOCT 3a KMHO WJIM BO MHOT'Y C/Tydard HUTY 3a TeaTap, oriepa
WM OaJieT, Taka IIITO OBa JIofjaBa U BO MEJJUYMCKUOT CETMEHT.

Jlyreto Bo CeBepHa MaKejoHHja MOKeOU He ce MHOTY 110 Opoj, HO MPOIEHTOT €
rojieM, a yriorpebara Ha COLIja/ITHUTEe MPEKU, U MeJUYMUTE BOOIIIITO, € ckopo 100%
U TIPEKY ITPOTECTUTE IITO MJIAJUTE ' CO3[ajioa U ycIieaja /ia r'd ITOCTUTHAT CBOUTE
LIeJId, TME CaMO ja JoKakaa MOKTa Ha COLIUja/THUTEe MPEKU U [IeKa JOKOJIKY Ce CTaBaT
BO J100pa yrioTpeba e(peKTOT MOKe [a Oujie OrpoMeH.

Op cé o BUsIoBMe, cocTojoaTta Bo CeBepHa MakeioHHja, KoTa ce n3pasyBa ITPeKy
OpojKM, TMOKaKyBa /ieKa JIYI'eTo IMOCBeTyBaaT MHOTY BpeMe 3a aKTUBHOCTH BO CJIO-
00JTHO BpeMe, KOM aKTUBHOCTU TIOT0JIEM JIeJT O] BpEMETO BK/TyUyBaaT HEKAKOB MeJIu-
YMCKU U3BOp, TaKa IIITO BJIMjaHujaTa Ha MeJJUyMUTe ce MMPUCYTHU U BUJJTUBMU.
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TOWARDS THE EIGHTH
ISSUE OF
MRS AKADENMIIKA

The eighth issue of the Ars Akademika performing arts
international scientific journal is published in the time of the
global pandemic and the general crisis in culture worldwide. The
social context additionally motivated us to be persistent in order
to be able to contribute significantly to the improvement of the
scientific and the cultural thought, especially in the field of the
performing arts. The performing arts, at this specific time, belong
to the most endangered groups — due to the recommendations of
the health experts, there is no possibility of a direct contact -
and this is the main ground from which a performing work of
art is born. Naturally, the topic of the issue was set long before
the health crisis, vet its applicability has proven to be focused
on changing the medium of play and the manner in which the
contemporary performing arts, as well as the theorists and the
educators in the field, can contribute to improving the working
conditions. Media in contemporary culture have a huge impact
on arts, especially on performing arts. This very issue of the Ars
Akademika magazine is dedicated to the relationship between
media and performing arts from several key positions: influence
of media on emergence and on development of performing
arts; new media and performing arts; performing arts and the
approach to the media in the presentation process. Due to
the fact that the journal focuses on the teaching staff and the
academic staff in the field of the performing arts, what, as an
editor, makes me happy about the issue particularly is the great
interest of the younger fellow doctoral researchers to contribute
their papers to the journal. The magazine opens with Aleksandra
Pavlova’s exceptional study: “Theatre in the Age of Digital Media”,
a research that shows how the world practice deals with the
digital media and the Internet space and the possibilities offered
by the new media in relation to the theater. About the manner
in which the spectator (the second most important factor in the
theatrical art, besides the actor) behaves in the new digital space,
writes Hristina Cvetanoska in her study “The Spectator in the
Digital Performing Space”. In this way, the complete image of
the new media, the actors and the viewers can be set, and, at
the same time, a new research can be motivated through the

92 93



analytical study of Bojan Lazarov on “Role of Data Analytics and
Visualization in Development of Actors’ Body Articulation.” Since
every scientific paper should be able to be applied to the specific
paradigm, about this very issue, I think it is especially important
that there are two studies for two specific performances: “Longing
for Realism: “He and She, A Study Draft” by Sasho Dimoski and Dean
Damjanovski and “The ‘Saint Sava’ Case in the Yugoslav Drama
Theatre in Belgrade - The Impact of the Political Context on the
Reception of a Theater Play” by Kristina Lelovac. The former is
important because it was produced online during the pandemic,
regarding all recommendations, and the latter, because it is one of
the most important plays in our wider cultural and social context.
The issue (in Macedonian) is ends in the exhaustive study of Ali
Murat Kirik and Nikola Nastoski on “Media and Its Influences on
People in North Macedonia”, a slightly broader topic, which may
help every reader and researcher to gain insight into the media
space situation. A novelty of the issue is the “Other Voices” section,
published only in English, which includes two studies of our
colleagues from abroad - the study of “Karagoz” by Mirsada Sulji¢
and “Cultural Paradox: Bulgaria-Europe” by Miroslava Kortenska.
We wanted, in a single place, to be able to present papers that can
help in both the educational and the research process.

Like the previous issue, this issue, too, is published bilingually
(in both Macedonian and English). It should be noted that all
papers are reviewed anonymously by reputable experts in
the field. Thus, on this occasion, I thank the reviewers and all
collaborators, the Faculty of Dramatic Arts - Skopje for the
support it gives us permanently, as well as the “St. Cyril and
Methodius” University for the financial support.

The idea of the authors of the magazine is for it to become
one of the most important magazines related to the scientific
verification of the performing arts and for it always to be
contemporary and up-to-date.

I wish you a pleasant reading; may it motivate you for further
research and may it always be on your reading list.

Ana Stojanoska
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Abstract

The evolution of the new technologies and media in the digital age has had a
profound impact on the theatre as a specific area of art and culture. The new
technologies and media have enabled the creation of completely new forms
of art, mainly within the digital culture. The rapid and widespread expansion
of the Internet, the development of new personal communication devices and
the emergence of social media have caused radical changes in the distribution

channels of cultural products based on their digitization and dematerialization.

The purpose of the essay is to examine the aspects of the technological
advances in the digital age and their impact on the performing arts, namely the
theatre. We will look into the evolution of the new complex theatre arts starting
from the first multimedia experiments in the late 1950s to the digital interactive
virtual theatre platforms today. In doing so, we will start with the awareness
that the use of virtual technology not only allows to change the space of the
play in the theatre building, but also creates a new form of communication with
the audience inside or outside the theatre. The first theatre to become a leading
concept as a combination of a play and cinema, i.e. live actors and film, appeared
in Prague, the Czech Republic in 1958, and was presented for the first time at

Expo 58 in Brussels. It, essentially, still exists and is called LaternaMagika.

Using examples of specific theatre productions worldwide, we are going to try
to answer the question to what extent digital technologies and media, directly
or indirectly, will affect the concept of theatrical production and what their
impact is on the audience watching a particular theatrical performance. That
is, whether and to what extent the theatre will remain preserved in its classical
appearance or will it become a ,virtual game” in which its basic characteristic -

the direct contact with the audience - will be lost?

Keywords: Theatre, digital media, hypertext, virtual reality, digital culture.

TRIEATRE IN THE AGE OF THE
DIG@ITAL MEDIA

Aleksandra Pavlova
UKiM Faculty of Dramatic Arts - Skopje

Introduction

Historically speaking, one of the key roles of theatrical and performing arts, is to
challenge the audience to look beyond the visible. Relying on their own skills and
techniques, performing artists present to the audience a certain reality which the
viewers can somehow relate to. Being aware of the invention of the situation (Luzina,
1998: 174), the audience enters a dimension created by the performers and together
with them looks at the world from a different angle. In this sense, we would say that
a theatrical performance is an intervention in reality and is itself a parallel reality or
aclipin the direct reality. Hence, the use of electronic and digital technology within
the theatre, in fact, is an artistic intervention in the theatrical performance as
a parallel reality, i.e. a kind of hypertext! in the play itself.

In recent years, digital art has imposed this concept to unprecedented limits.
Through various instruments of interactive video and audio technology, it is now
possible to “deceive” the viewer’s senses that lead them into the fictional world, i.e.
by changing the audience’s perceptions, a “different” convincing reality is created.
What the theatre once accomplish by accepting the invention of the situation by the
audience is now achieved by technical means.

New media often show their best aesthetic potential through the works of
performing arts. It often happens that they “occupy” the central stage and turn the
performance into something more than a display of technical virtuosity. Therefore,
questions inevitably arise, such as: Can the new media open new horizons for the
theatre or do they reduce its scope? Are the new media changing the relationship
between the performer and the viewer by pushing the audience back to the position
of a passive recipient?

The evolution of new technologies and media in the age of electronicshas had a huge
impact on the theatre as a specific area of art and culture. In particular, their work
should be emphasized in two segments: first, the way in which theatre is created
and, second, the way theatre art is delivered to the audience. In the first case, new

I A hypertext is a text that contains links to other texts. The term was coined by Ted Nelson around
1965. HyperMedia is a term used for a hypertext that is not limited to a text: it may include graphics,
video, or sound, for example. A hypertext refers to a word, phrase, or piece of text that can be linked
to another document or text. The basic idea of a hypertext system is that it allows for non-sequential
or nonlinear reading. The result is a multidimensional document that can be “read” by tracking
different paths through it.
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technologies and media have enabled the creation of completely new forms of art,
mainly within the framework of the digital culture. In the latter case, the rapid and
extensive spread of the Internet, the development of new personal communication
devices and the emergence of social media have caused radical changes in the
distribution channels of the cultural products based on their digitalization and
dematerialization. This technological advancement not only inspires the creation
of new art forms, but it also affects the presentation of the other traditional arts,
especially by providing multimedia experiences and interactivity.

Hence, with the advent of the new technologies, the theatre has gained
unprecedented opportunities. The duration of the play has been expanded, allowing
it to be strengthened by the use of the technical devices. The scene lost its specific
address by entering a new field of involvement of the audience - the virtual.

Using examples of specific theatrical productions, we will try to answer the
question to what extent digital technologies and media, directly or indirectly,
will affect the concept of theatrical production and what their impact is on the
audience that watches sees a particular theatrical performance. That is, whether
and to what extent the theatre will remain preserved in its classical appearance
or will it turn into a “virtual game” in which its basic feature will be lost, and that
is the direct contact with the audience.

These dilemmas about the fate of the modern theatre under the influence of the
digital media are a challenge for many researchers and theatre and media theorists,
so some of their insights are the starting point for our analysis.

Thus, the aim of this paper is to consider the aspects of the technological progress
in the digital age and their impact on the performing arts, focusing solely on the
theatre. I will try to explain to what extent the use of the virtual technology allows
changes of the space of the performance in the theatre buildings and what new
form of communication virtual technology creates with the audience in or outside
the theatre. To that end, we will look at the evolution of the new theatrical complex
art from the first multimedia experiments in the late 1950s to the digital virtual
interactive theatre platforms today.

Theatre Space and Virtual Technology

The main feature of the theatre, as an art form, is its direct contact with the
spectator. Part of this contact is the special atmosphere of the stage space, which
conveys the main idea of the play to the viewer. The use of virtual technology not
only does it allow to change the space of the performance in theatrical buildings,
but also creates a new form of communication with the audience in the theatre or
outside of it. “The basic theatrical spatial and expressive means are modernized and,
in that way, both the acting and the director’s concept change.” (Stojanoska, 2018:
188). The viewers are themselves involved in the game world, which means there are
new opportunities for a direct contact within the play and its performers. “In the
post-director theatre, the idea of the director as the author of the play is destroyed

and the collective authorship is set as dominant.” (Stojanoska, 2018: 189).

Contemporary directors and set designers are trying to discover new possibilities
of technology to enrich the verbal idea. For example, video mapping technology is
used to create illusions of a three-dimensional virtual space in which one scene can
be easily created and replaced with another one, without the use of complex and
expensive decorations. This performance on the edge between theatre and cinema
sets a precedent for a new genre phenomenon.

Actors are required to have a specific approach to role-playing in such a defin
ed scenographic environment. If, traditionally, scenography allows us to feel the
theatrical space as the initial environment of existence, then video mapping, which
immediately changes one space into another, creates clear associations in the “clip
consciousness” of the modern person. The media content on the Internet, which
users are accustomed to and which force them to jump from one topic to another
to see many illustrations, to react to countless parallel information, and to do
something in that space themselves, also contributes to this. This kind of media
“training” is being formed by this new audience, ready to see the new experiments
in the theatre.

At the same time, electronic technology makes it possible to create a “democratic”
theatrical language, understandable to most PC users. The most common form of
representation of the modern theatre in society is its presentation on the Internet.
The better the theatre’s website, the easier it is for the viewers to find their way into
its space and engage in the interactive connection it offers. And in that space, the
user moves in the realm of fantasies; virtual technologies not only entertain, but
also create a field to experiment and actualize social problems.

In this sense, every theatre is interested in expanding the circle of its sympathizers,
so it is important to create a vivid interactive image of its activity, to which, thanks
to the technologies, it would be easy for everyone to get involved. Organizing various
festivals and competitions for those who might be interested in working with a
camera, stage design, sound, light and short video recordings for performances and
repertoire, the theatre offers huge opportunities for professionals, amateurs and
volunteers. This creates a feeling of deeper participation in the theatre environment.
This experience allows you to see the work of the theatre from the inside, which
gives the person a certain “package” of knowledge and understanding of theatrical
art through the prism of its own experience on the Internet.

Lately, the term virtual theatre has been increasingly used. Many theatres
supplement their web pages with virtual guest appearances in the hallways of their
theatres, and offer to view excerpts from their plays. Many sites today have the
opportunity to view performances online. The authors of such projects assure us
that this is a social program aimed at the general availability of theatre for different
kinds of audiences.

Introduction of New Technologies in Modern Theatre
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The observation of the historical process of introducing new technologies in
modern theatre and the resulting transformations in the theatre space illuminate
the transformation of the theatre from its earliest form as a ritual theatre to today’s
mediated theatre.

At the end of the 19t century, when the cinema appeared, many were convinced
that the theatre as a genre would soon be extinct. However, as painting did not
disappear with the advent of photography, theatre, faced with the intense
development of digital media, managed to find new ways to engage with viewers.

In the middle of the 20™ century, there was a powerful development of electronic
technology. At first, it was used for military purposes and science, but quickly
became the interest of artists who had the opportunity to expand their field of
creative arsenal, blurring the boundaries of genres, thanks to the technical means
previously unaddressed in art. Unlimited technical possibilities allow modern
art to engage in the most diverse problems of our time, creating new areas of
experimentation, connecting different genres of art into a single product.

The introduction of the electronic technology in the theatrical practice is not a
recent invention. Three-dimensional models and three-dimensional photographs
have long been used in the history of theatrical architecture. The first multimedia
experiments date back to the 1890s. Their evolution had gone through similar
stages wherever carried out. In the first phase, a narrator of is added, to the silent
film; in the second phase, a projection in the background of the theatre scene is
combined with live actors; in the third phase an alternate screening of films and
events on the stage are introduced; and in the fourth phase interactions between
live actors on stage and figures on the movie screen take place.

The first theatre to become a leading concept as a combination of performance
and cinema, i.e. live actors and film, appeared in Prague, the Czech Republic, in
1958, and was first performed at Expo 58 in Brussels. Basically, it still exists and
is called Laterna Magika. Following the idea of the directors Joseph Svoboda and
Alfred Radok, sound, light, pantomime, shadow theatre, circus, puppet theatre and
more came together in the theatre space. The sound and the video, projected from
the operator’s cabin as in a cinema, as a tangible performance, do not burden the
actors’ speech, but fill it with a special meaning whose essence exists on the edge
of abstraction. This was a new way of influencing the audience, by the performance
united not only with music, but also with media technologies that enrich and
enhance the audio-visual action.

Authors Josef Svoboda and Alfred Radock fully implemented the principle of
interactivity between theatre and film and solved a number of specific technical
problems in order to achieve a synthetic form of art. From a technical point of view,
to achieve the ideal interaction between a live actor on stage (dancer, musician,
etc.) and an action shown on screen, perfect synchronization is required. The two
components (theatre and film) are neither merged into mechanical rotation, nor do
they serve only to complement or illustrate each other, but they are equal partners

that generate diverse connections and a new organic whole.

The huge success of Laterna Magika as a form of experimental theatre inspired
a wide-ranging discussion of the further possibilities of the new innovative genre.
The expectations have been met that this has led to a comprehensive development
of events in the stage structures, and in the end even to the emergence of new
playwrights. (Tajtakova, 2014: 3)

Hence, this research process reveals the changes that have taken place in the
theatre and the theatrical art under the influence of the modern media technologies.

Theatre and Digital Media

We will observe the theatrical practice, the creativity in the theatres and the
changes that occur under the influence of the technical development of the media
through several specific examples.

In the three-month specialized publication, “New Theatre Quarterly Essay”,
published in August, 2001, by Cambridge University Press, British Professor Baz
Kershaw expressed concern about the decline in the status of the British theatre,
a condition he describes as “theatre at the end of its tether”, already in the title of
his article (Kershaw, 2001: 203). In his analysis of Kershaw’s essay, Leslie A. Wade
claims: “For Kershaw, the British theatre is in jeopardy, with a diminished role in
the cultural conversation, stagnation in the artistic experimentation, and a self-
awareness that many see its current form and practice as unrealistic and unusual.
His essay highlights the disappointment of many theatre directors and producers,
who have expressed concern about the disappearance of theatre trust and its sense
of adventure, its inability to address and respond to current social needs. Assessing
growing suspicions that the British theatre is losing its relevance and power of
engagement, Kershaw identifies the cultural shift from analog to digital as the
primary cause of the crisis - and the fear of many theatre actors.” (Curry, 2001: 54).

If Kershaw’s essay points to the explosion of the digital performances in the 1990s
and the fear of their “intrusion” into the theatre, Leslie A. Wade believes that “2009
is a historic year when new media technology confirms its legitimacy and fully wins
over British theatre performances.” (Curry, 2001: 55).

Today, there is no doubt that the British theatre is mediated (mediatisation here
includes satellite simulations, digital recordings, online downloads, as well as
effects of digital media used in stage performances). Despite warnings and previous
panic in the theatre community, the theatre “embraced” them and collaborated
with digital media in ways that only a few years earlier it could not have been
imaginable. The year 2009 was a period of a huge number of new investments
that brought British theatre in the global digital networks; investments that
have caused not only a different conception for the audience and the delivery of
“products”, but also for the definition of theatre itself. “In the summer of that year,
the first part of the live project of the National Theatre appeared, a simulation of
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the highly acclaimed production of Fedra, starring Helen Mirren and Dominique
Cooper. The performance was broadcast live in the UK and in more than sixteen
other countries, including the United States, Australia, New Zealand and Malta.
Announcing it as a big hit, the show aired in over 270 theatres in front of about
50,000 viewers. That year also saw the launch of Greenwich Theatre’s ‘Stage on
Screen” with Dr. Faustus and The School for Scandal.” (Curry, 2001: 55).

The live broadcast of theatrical performances in remote locations can be
considered a simple example of a digital theatre. Thus, the premiere of the London
production of Hamlet, for example, can be seen in a cinema in a regional city
hundreds of kilometres away. However, such live screening events are not without
limitations. Such an experience can be “dangerous” for live performances, as the
participant in the regional audience is actually exposed to film thinking, with their
eye focused on certain aspects that have already been chosen by a qualified director
and technician. In addition, there is a tendency for unintentional alienation, as the
actors, performing live, follow the audience reacting to them in London, but not in
a remote theatre. In such a case, there is a certain disparity of sensation and many
people consider such an experience as a traditional screen barrier, through which
the theatre, as we experience it, tries to break through.

The most modern art technology enters the concept of theatre production,
through 3D images, replacing stage and theatre techniques. The Moscow
production of Shakespeare’s Hamlet entitled Hamlet | A collage performed by
Robert Lepage at the Theatre of Nationsin 2013 serves as a good example. A
single actor framed in an empty softly coated cube plays all eleven characters
in the play. This “one-man show” is enhanced by changing the ambience
through the technological magic of coloured lights, images and rotations

of the cube. The play features technologically sophisticated handling of

the hypercube in which the producers do all sorts of magic with the space
and even create a weightless state. Through several openings in the cube,
the actor can move in and out of the weightlessness of “his cosmic space”,
changing the masks, language and gestures that are transformed depending
on the appearance of the era in which they are. The director portrays
Hamlet as a patient of “painful times” - of the past, when he was justified in
killing Polonius, and modern “painful times” when human action becomes
increasingly dependent on new technology that takes control of his behaviour
and decision making.

Perfect sound, music and video take your breath away until the actor ends

up in a crazy shirt again. This technologically challenging performance
involves the synchronized action of several “hidden actors.” The Moscow
performance as the work of an eminent and internationally renowned
director is a mirror of the world we live in, it is a play within a play, regardless
of the country in which the play is established (Podmakova, 2015: 78).

Modern media also have a strong influence on Shakespeare’s Hamlet, produced by
the renowned European Hungarian director Rébert Alfoldi.

His story of Hamlet performed on the Slovak stage in 2001 is the story

of a young man in an alienated and emotionally drained environment

in which natural communication is gradually being replaced by smart
technology. Hamlet comes on stage on wheel skates and sees the spirit

of his late father on the computer screen and communicates with him

via the computer. Using the information from this source, Hamlet takes
action that is not only tragic for the royal family, but also for the country.
He has no idea he was a victim of hacking as part of a political game and
power struggle. In this regard, Alféldi’sproduction is not only a portrayal
of a young man fighting for justice and the punishment of evil, but also an
exceptional display of the abuse of technology for personal gain and in the
interest of a larger group. The director uses a large screen for the audience
to read the messages of the dead king to his son. The final scene of Hamlet
and Laertes scuffling, while dangling from the ropes, was reminiscent of an
old historical film and the audiences watched the duel on small monitors
suspended from walls. (Podmakova, 2015: 79).

Theatre as a Virtual Reality

This analysis should be in function of the knowledge and understanding of the
impact of the digital media on the theatrical art in order to resolve the dilemma
of whether it promotes theatre or it contributes to the loss of its original artistic
manifestation as a kind of “ritual theatre”. At the same time, it should be borne in
mind that Western theatrologists boldly define theatre as the first virtual reality in
history. For theatre artists of the East, however, theatre is first and foremost “life”
and still a kind of a “ritual theatre”.

The debate on “theatre in the 21% century” is largely divided. Gabriel Janaki’s
“Virtual Theatres” monography (2004) is characteristic of this topic, which has
become a serious academic scientific debate. The Russian theatrologist Dmitry V1
adimirovich Trubochkin states: “Some American theatrologists believe that three-
dimensional models in the theatre help the viewer to better imagine the theatrical
space. Opponents of this thesis from the Russian school, on the other hand, argue
that the three-dimensional image cannot even remotely reproduce the dynamics
of reality, and the model itself only suffocates the imagination, thus losing both
theatrical art and the audience.” (Trubochkin, 2006: 3).

As already mentioned, for theatre artists of the East, theatre is primarily “life”
and the connection between theatre and reality is great, so it is difficult for them
to define theatre as the first virtual reality. This probably stems from the different
notion of the term “virtual”.

The terms virtuality, virtual reality, virtual realism date back to the second media
era of the late twentieth century and are directly linked to the new computer
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technology. The virtual reality syntagm is a coinage of Jeron Lanier, president of
the California-based VPL. Lanier invented special gloves, a suit and a helmet with
a built-in “dive” monitor in the simulated reality, i.e. a physical stay in “graphic
and audio worlds that are mutually expressive”. The term virtual reality describes
a direct experience of simulated reality, an encounter with computer-generated
bodies, and the interaction of humans with beings and worlds produced by computer
technology.

“The problem of virtuality is not only a technological but also a profoundly
philosophical and cultural question of the transition from the twentieth to the
twenty-first century. New virtual concepts are not only fashionable, they are

a new perspective at things. The internal tautology, evident in the connection
of the adjective “virtual” with the noun “reality” and “realism”, even with the
first touch produces a strong effect of amazement - announces a meeting with
a new type of possible reality, equally real or more real than we are used to.
Very interesting is the etymology of the term itself, which is unusual in the
ambivalent meaning of the adjective “virtual” (lat. Virtus - courage, strength,
virtue): 1. strong, powerful, capable, but also 2. unreal, imagined, conceived or
hidden, possible, potential.” (Oraic-Tolic, 2013).

The extremely opposite meaning of the term “virtual” from strong and powerful,
to hidden or unreal is at the core of the different conception when it comes to
theatre and new media. Hence, the educator of the young heir to the throne could
be called a “virtual king” or a “real king”, because, according to his qualities, he
is exactly the king, although according to his position, he is not. Yet, the same
word means the opposite in different languages: the Russian “virtual king” is not
a boss at all, he just doesn’t seem to exist, while the English “virtual king”, on the
contrary, remains a bigger king than even the king himself!

The different semiotic notions of the same term “virtual” tell us about the
profound changes that modern culture undergoes and the role that those changes
play in theatre and art as a whole. The subtle boundary between modern and
traditional theatre, as a degree of modification of the essence of theatrical art,
will depend precisely on the greater or lesser use of new digital technologies in
theatrical practice.

Conclusion - From a Ritual to a Mediated Theatre

Theatrical space, as a place for intellectual research, in the era of the new
technologies opens several important positions of the theatre.

Firstly, theatre, as an important urban cultural “object”, transcends its concept
of existence and becomes part of the overall cultural and social life. The spectators
themselves, “armed” with technical means and a great desire to be involved in the
experiment, play an active role in this progress.

Secondly, the audience’s position in the new theatre space is changing. If in
a traditional theatre the spectator is a passive observer, today they are a direct

participant in the experiment, actively involved in the action. They not only
participates in theatre events, but also analyzes and improves the process with the
help of their devices, creates new topics for discussion with friends and those thy
do not know on the Internet, in fact, they act as a kind of an advertising manager.

Thirdly, in the modern theatre, old plays are adapted to modern life. The point of
this adaptation is to “weave” some important social problems in the “canvas” of the
play, which is facilitated by the application of “smart” technologies and electronic
means. Thanks to that, the theatre opens new opportunities for the inclusion of
the individual in the cultural life of their surroundings.

Such mediatization of the modern theatre imposes the impression of its complete
transformation and of a theatre as far away from its original appearance. Yet,
regardless of the digitization of the theatrical space, the changing role of the
theatrical spectator with the help of the Internet and the overcoming of the basic
theatrical concept in which the theatre becomes the main sociological and cultural
phenomenon, the ritual of acting still remains the essence of theatre as a “sacred
ancient rite” between the actor and the supersensible world.
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Abstract

The emergence of the Internet implies and activates a new relationship
between theatre and technology, in which the technical inventions are not used
only as an instrument for shaping the performance, but, also, as a basic platform
enabling performance. This refers to the so called phenomenon of the internet/
digital/online theatre also known as cyber-performance. The focal question
posed in the research is the position of the spectator in such a digital/virtual
theatre experience. In order to answer the question, the study shall primarily
aim to define and analyse the digital performative space. The new 20" century
theatre tendencies have broadened the theatre field insisting on immediacy
between the performer and the audience, as well as erasing the border between
the auditorium and the scene. What happens to the performance-performer-
spectator relation when the performance itself is screen mediated? Where does
the performance actually happen? Where is the powerful here of the theatre
within the mass communication network? How much of the energy interchange
between the performer and spectator - the driving force due to which the theatre
has for so long had the power to remain a medium par excellence in the cultural

sense - is lost (or, if not lost, then, how is it transformed)?

Based on the contemporary theatrical literature, the research analyses the
position of the spectator in the digital theatre, using the traditional receptive
theory parameters as a reference basis and experimenting with their (in-)
applicability to the new theatrical model. Thus, entirely unobtrusively, the paper
aims at creating a new aesthetic perspective relevant to the digital theatrical

practice.

Keywords: internet theatre, contemporaty theatre, cyberperformance, digital

space, media, spectator.

THE SPECUATOR IN THE DIGIUAL
[PERFORMATIVE SPACE

Hristina Cvetanoska
UKIM Faculty of Dramatic Arts — Skopje

Instead of an Introduction:
Dear audience, please turn on your electronic devices, the play begins!

Penetrating in all spheres of human existence and action, information revolution
did not bypass the theatre as a medium, which has always been realised and defined
through the basic maxim here and now. If we are to create a short historical review
of the relation between theatre and technology, we shall conclude that, starting
form V BC, the theatre was able to recognize the advantages of technology, creatively
implementing the technological innovations as part of its theatrical language.
However, with reference to the application of the new 20™ century electronic
information systems as basic platform where the performance takes place, thereis a
certain resistance by the theatre (with the exception of a few individual experiences)
formulated in the sceptical statement that such a theatre is, in fact, not a theatre
at all. Taking into consideration the fact that the relation between theatre and
technology dates way back and has always produced fruitful outcomes stimulating
new aesthetic standards in the theatrical practice, the emerging question is what
this technophobia can be assigned to? Why is it so difficult to accept the Internet as
a creative potential in discovering new theatrical spaces?

In this sense, it would be interesting to ask ourselves what the theatre would be
like today if the antic theatre artists resisted the use of scene machinery in theatre
production, if, in the late 19* century, electrical lightening was not used in the
theatre; if, at the beginning of the 20" century, with the emergence of the motion
picture, Piscator! and Brecht? negated the potential of the video projection as a part
of the performing articulation, etc. The theatre ought to breathe in accordance
with the pulse of the time of its creating. This is well known since Brecht, who
arguing about the theatre of his own time, calls upon the necessity to always create,
bearing in mind the fact that we are the children of the scientific age’, i.e. age moved

I Erwin Piscator (1893-1966), a German director, founder of political theatre. Creating his poetics in a
conflict with the conformism and the civil theatre, in 1920 he establishes the Proletarian Theatre in
Berlin.

2 Bertolt Brecht (1898-1956), a German director, a playwright, a poet, a founder of the Berliner
Ensemble Theatre. Establishes new aesthetic standards in the theatre practice, basing his director’s
and author’s poetics on the effect of astonishment (Verfremdungseffekt).

3 “(...) we have to think of ourselves as children of a scientific age. Our life as human beings in
society— i.e. our life—is determined by the sciences to a quite new extent.” (http://tenstakonsthall.se/
uploads/139-Brecht_A_Short_Organum_for_the_Theatre.pdf. Accessed on 15.04.2020)
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forward by technicaland industrial advancement. The theatre, which in Brecht’s
time was faced with the industrial revolution challenges, today, is faced with a new
revolution- the information and digital revolution.

In this context, today, more than ever before, the question of the existence of
the theatre is pressing - will the digital aesthetics overcome the human need
for immediacy and physical presence and, thus, ultimately, destroy the theatre?
However, formulated as such, the question reminds of the one posed by the theatre
artists at the beginning of the 20™ century, whose time and experience proved to
be based on an unfounded fear - whether the film shall overtake the primacy of the
theatre? The questions should undoubtedly be posed from another, less apocalyptic
perspective, since, as Schechner points out, it is not essential to “answer whether
the new theatre is good or not, but how it is built and what exactly lies in its base,
which is its function and how it is related with the new way of life individually and
collectively?” (Schechner, 1988:40)

The main subject of interest of the research is the audience in the Internet theatre.
The audience is the essential component of the play and defines the theatre as such.
Without a spectator - there is no theatre. The research shall try to answer what
the profile of the cyber-audience is, what its position regarding the performance is,
what its role is and what the relationship between the performance/performer and
the spectator is. In order to address the issue more precisely, a working hypothesis
based on which the research shall be carried out needs to be posed: the internet
theatre disables the immediate energy exchange between the performer and
the spectator, but, instead of that senile energy exchange, it offers different
experiences which define this new aesthetics as theatrical. In doing so, in some
of its forms, internet theatre maintains the concept of exchange in the new
aesthetic standards it posts. Actually, in certain models of the internet theatre
concept, the spectator’s participation is placed in the foreground.

Due tothelackof relevant theatrical literature dealing with the theory of reception
in the internet theatre, the research analyses the position of the spectator in the
digital theatre, having the traditional receptive theory parameters as a reference
basis and experimenting with their (in-)applicability to the new theatrical model.
The concept of the article is such that it reflects the spectator’s position. In other
words: it analyses the phases through which the spectator goes when following the
performance, commenting on the new conventions and aesthetic standards set by
the internet theatre as opposed to the traditional ones.

The first convention being broken is the one included in the title of the first part
of the research. The title is taken from this year’s fifteenth Festival of International
Student Theatre (FIST) announcement peak. At the beginning of each play the
spectators were told to sit comfortably in front of the light screen. This motto is
neither a parodic response to the well-known and usual theatre bon ton, nor is it
a common provocation. This announcement is a serious step towards redefining
a determined theatre convention; a step in the process of creating new theatre
aesthetics. In his monumental work, Environmental Theatre, Richard Schechner

poses the initial question which was a starting point of the research - what
happens to the performance when the common rules/conventions between the
performer and the spectator are displaced?

What is going to be displaced in the context of the performer - spectator
relation by the condition contained in this motto (turning the electronic device
on)? Primarily, it will disable the immediacy of the mutual, physical co-presence
of the audience and the performers in a concrete, tangible space. And the power
of the theatre can “be observed exactly in the immediate touch with the audience
as well as in the possibility to achieve mutual communication with the audience”
(Stojanoska 2018:185). If we refer back to the basic, brief historical review of the
relation between theatre and technology, we shall notice that all prior innovations
connected to the application of the technological gains at the theatre occurred on
the theatre scene itselfand inside the theatre itself, without a physical separation
between the auditorium and the scene. The emergence of the Internet lead to the
following: the theatre was enabled to leave the theatre building, to leave the stage
area defined by the three parameters of length, widthand height and move to the
light screen in the cyberspace!

The Play Begins!

Even the utmost avant-gardework shall be framed in space, and one day, that
space will literally be universal, interstellar space.

(Schechner 1988:15)

Starting from the very etymology of the term theatre, indicating a place where one
watches something, it can be concluded that space is the first element of the theatre
act facing the audience. Therefore, in order to define the spectator’s position in
the internet theatre, the key question that needs to be asked is - where is the
performance taking place? This part of the article will try to explain the digital
performative space’s specifics and norms.

The digital performative space is best defined if compared to what we know about
the manner of organization of the theatrical space/stage, i.e. to everything we have
considered as a theatrical space/stage. The theatrical space can be limited by the
architectural landmarks of the theatre building, or it can be freed from such a
constructionand be alternative. In the theatre building, there is a space intended
for the stage play (the stage) and a space intended for the audience (auditorium).
The conventional theatrical practice places the performance on the theatre stage,
so called Italian, respecting above all, the fourth wall convention, whereas the
alternative one is in a constant search of new spaces in which the clear border
between the stage and the auditorium (between theatre and life) becomes fluid,
blurred or completely vanishes. The very organization of the space changes the
spectator’s role: form a voyeur to a participant.

110 m



The Croatian theatrologist Nikola Batusi¢ defines the theatrical space as a
“place which integrates the simultaneous interactionbetween the performers and
spectators”. (Batusi¢ 1991:227). In accordance with it, he concludes that the space
which does not contain this relation between the auditorium and the stage, this
unity, cannot be theatrically effective. If the theatrical space is defined as a spatial
structure regulating the relationship between the performers and the audience,
the emerging questions is how this essential relationship is being established in
circumstances of physical distancing resulting from the digitally coded space.
Where is the performer and where is the spectator, and where, in fact, should the
performance happen? In order to answer these questions, we should start from the
basic characteristics of the digital and the internet technology.

The digital performative space is configured in the cyberspace* and simulated on
the screen. According to it, the conventions of such space will depend on the norms
determining the functioning of a cyberspace, but, also, the screen as a means of
expression typical for another artistic expression, the film. Due to the fact that
the spectator experiences the performance through a screen, many question the
theatrical nature of the internet theatre. At this point, it is worth mentioning that
the power of the theatre is observed in the spatio-temporal unity of the performers
and the audience contained in the syntagm “here and now”. In this context, the
term internet theatre refers to the digital theatrical practice enabled through the
“inclusion of several platforms in order to create a play completely live and present
it at that very moment through the entire network!” (Stojanoska 2018:193). Internet
theatre are not the plays whose recording made during one of the performances
is uploaded on the Internet and available for all. The recorded material is not the
play itself; it is just a document of it. Internet theatre maintains the temporal
dimension of the formulation defining the theatre as such - here and now! The
inability to stop the performance, to rewind forward or backward distances such
an experience form the aesthetics of the film. The feeling that we are watching
something happening at the very moment which shall never again be repeated
continues to exist in the digital spatial frameworks. Before we start analysing what
happens to the spatial dimension “here”, we should refer to a couple of aspects of
the digital medium. The screen picture simulating the performative space enables
the internet audience to follow the performance form the same angle. Unlike the
different course for the audience in the auditorium, the screen provides same
perception for all spectators. This leads to democratisation of the stage area. The
spectators can enjoy the most meticulous details of the actors’ facial expression
without being blackmailed into paying more expensive tickets for the front row
seats.

As was already mentioned, the digital performative space in created in the
cyberspace. What is, in fact, cyberspace? It is an artificially generated space in a
computer program. It is created through the “feedback between the user’s sensory
system and the cyberspace domain, using the real-time interaction between the

4 The term was first used by one of the most influential science fiction authors, William Gibson in
his novel Neuromancer (1984).

physical and virtual bodies”. (Suvakovi¢ 2001:415). In the internet theatre, the stage
and the auditorium are physically distanced separate spaces which meet in a third
space — the cyberspace. Depending on the theatrical concept, this space is more
or less burdened with the interactive narrative which, during the performance,
enables the relation between the performers and the audience, thus making
their unity felt. The performative space can be within the social media frame
(Facebook, Twitter, etc.) or on a separately created platform on which, through
videoconferencing technology, the performer will be able to transfer the real
physical space in which they are situated in the cyperspace. The performers can,
in fact, coexist in a certain space simulated live on the user device screen placed in
any part of the world, but they can, also, be at different locations which, thanks to
the Internet, will “meet” in the cyberspace and will create a mutual performative
space. The performative space can be a combination of more places simulated
as one, which, in fact, creates a cumulative stage.> Furthermore, thanks to the
internet technology, the performative space is x-times multiplied. This implies that
the performance has a global audience. In this context, let’s discuss the relation
created between the space in which the audience is placed and the space reserved
for the performers. In order to access the performative space, the spectator needs
to “communicate” with the interface through an input device (keyboard, mouse,
etc.) and activate the space i.e. “bring” that space in their intimate, everyday
surroundings. Such approach, as Schechner concludes, excludes the ceremonial
feelings, typical for organising sports, theatrical and religious events; primarily due
to the special purpose of the space intended for performing these events, as well as
due to the feeling of togetherness of a mass of people present in one place. Unlike
these performative spaces, the computer and the telephone are devices used on
daily basis. According to this, the cyberspace is a space which people access daily.
It is not intended specifically for a theatrical performance; however, during the
performance, it gains the characteristics of a performative space. Even though
the shared physical presence of the performers and the audience is definitely
disabled, the digital performative space is a mutual creation of the performers
and the audience. Without the spectator’s click on a certain link, without their
involvement on the platform intended for performance; in fact, without turning the
light screen on, that space would not even exist.® Taking the space in their intimate
surroundings, the cyberaudience actually broadens the performative space. The
cyberspace enables compression of the global space and its deterritorialisation!
The digital performative space is abroadened space. The powerful “here” becomes
“everywhere”. This very aspect causes the digital performative space parody - it
is as intimate as it is massive. In this sense, it could be concluded that the internet
theatre performance, based on the dynamics of the digital perfomative space where
it happens, loses the social event aspect - the spectator cannot feel the collective

> The Internet theatre enables the performers from different parts of the world to meet in a single
place and create in the most economical way. This makes the performance important from an
intercultural aspect.

6 This involvement is the most basic form of spectator’s inclusion in the internet theatre. The third
part of the research deals with this issue in greater detail.
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ecstasy caused by the power of the masses, yet they are aware of being a part of a
community. This awareness is caused primarily by the temporal dimension which
was previously discussed, but, also, by the organization of the performative space
itself, in which the audience’s activity can be noticed. In fact, it could be concluded
that the auditorium and the stage coexist in the digital performative space through
several tools (the part intended for conversation i.e. live chat, a part which enables
for a video or audio material upload) which trace the audience presence in the
performance. Actually, it depends on the theatrical concept itself.

The Spectator and their Role

The basic theatrical material is not the actor, not the space, nor the text, but
attention, noticing, watching, listening, sense of the spectator.

(Barba 1995:37)

Within the 20%" century, the theatrical practices have successfully destroyed
many conventions of the theatrical playelements, and consequently the aesthetic
concepts of the traditional European theatre. The avant-garde theatrical tendencies
revolutionary changed the manner in which the audience watches the theatre,
destroying the myth of a voyeur passive spectator. At the centre of the theatre act,
also in the centre of the theatrical research is the issue of the spectator’s position
and the manner in which the spectator experiences the performance arises. The
20% century theatre is under the sign of a participative, active spectator. Certain
directingpracticesshallactivate the spectatorinsistingonincludingtheirawareness,
sense and critical potential regarding the performance and practices which add to
Brecht’s aesthetics; others shall insist on the spectator’s emotional participation in
the performance in such a way as to erase the border between the performers and
the audience, stimulating the senses from all possible sides (Schechner, Grotowski,
Barba, The Living Theatre, etc.). The great 20" century directors shall recognize
the study of the manner in which the audience reacts during the performance as
an important factor in the further contemplation of their own theatrical practice.
Actually, Barba, the father of the theatrical anthropology, defines the theatre as
the “art of the spectator”.

This raises the issue in what way and to what degree the internet theatre enables
what Barba calls - “the dance between the spectator’s senses and sense?”

As was concluded earlier, the organization of the space itself dictates the
spectator’s role. Depending on the model of the Internet theatre, the spectator is
more or less participative due to the participative nature of the Internet and the
digital technology. This part of the research should answer the question what the
digitally configured space has to offer in exchange for the energy swap between
the performers and the audience taking into consideration the fact that it does not
enable actual presence in a shared physical, tangible space. The research conducted
showed that the internet theatre distinguishes between two types of spectators: a
spectator who does not participate in the performance and a spectator - co-author/

spectactor’. The first type of audience is, in fact, the audience that questions the
theatrical nature of the internet theatre. In this case, the time dimension is the
only component which gives the digital experience the attribute - theatrical.
The idea of being a part of a cybercommunity/cyberaudience is present in the
spectator’s awareness; however the awareness remains only on psychological level.
The temporal dimension is insufficient for the concept of exchange which is crucial
for the theatrical experience to take place. The exchange is realised only through
the space in which it is being acted. The internet theatre model whose interface is
not burdened with a set of elements which enable the spectator to participate in
the performance is a mono-communication system. However, can such a spectator
really be categorised as a passive or so-called spectator/voyeur? The attitude
towards the theatre performance as a motion picture broadcasted live, on screen,
needs to be analysed from a perspective different from the attitude towards a
theatre performance followed form the auditorium in the theatre building. The
screen, perceived as a barrier, enables the distance on which Brechtinsists in the
reception of the theatrical act. It activates the spectator’s critical attitude. In fact,
even the emotional, cathartic experience is not excluded. It primarily depends on
the spectator’s individual, emotional potential. In that direction, the research of
the Catalonian theatre group La Fura dels Baus, one of the pioneers in the internet
theatre, is extremely important for the reception theory of this new theatrical form.
In the creation of their latest internet theatre project, the Curse of the Crown?®, apart
from the acting crew and the director, a group of scientists from various fields
are also included: the Department of Philosophy at the University of Barcelona,
the group studying the brain cognitive functions and plasticity as a part of the
Biomedical Research Institute and the Computer Vision Centre. In this way, the
theatrical act is a result of a complex process which should address several crucial
issues defining the digital theatre aesthetics, among which the issue regarding the
influence of the virtual environment on the cognitive system.’ Undoubtedly, this is
a proof that the key words related to this new theatre form are cooperation and
interdisciplinarity.®®

At the very beginning of the 20" century the industrial revolution caused the
feeling of alienation, whereas the information revolution, according to Baudrillard
leads to a communication ecstasy! In this context, with the appearance of the
new communication technologies, i.e. the Internet, the idea for an audience that

 Coinage formulated based on the analogy of Boal’s term spectactor.

8 This is an adaptation of Shakespeare’s Macbeth. In the original title, Maldicion de la Corona, there is
a wordplay referring to the current corona virus. It is a complex network of scenes on the platform
jitsi.org. Some of them are live, some are pre-recorded video materials or computer designed scenes.
The play can be seen on the following link: https://www.youtube.com/watch?v=4t6opJPRbD8.

9 https://spainsnews.com/la-fura-dels-baus-pioneers-of-digital-theater-without-knowing-it-babelia.
Accessed on 16.05.2020

10-The conclusion is also a direction which suggests that in the definition of the Internet theatre
poetics, theatrologists should pay attention to the dynamics being created through the participation
of various disciplines in the shared aim - creation of a theatrical act. This research framework does
not allow such an approach, so this study is directed only towards profiling the basic characteristics
of the internet theatre reception.
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actively participates in the performance culminates. Even before the so-called live
streaming of a play being performed on a classical stage in front of an auditorium
became contemporary and modern, there are records of several experiments that
use the participative potential of the Internet to stimulate a synchronous spectator-
performer interaction, more precisely, to find an authentic way to continue the
existence of the actor-spectator relation in digital and physical distanceconditions.
If the role of the set designer in the Internet theatre is transformed into a web
designer; if the actor needs to possess the skill of multitasking (to comment, to
say the text and simultaneously control their avatar in the virtual reality, to play
their role and read/follow the audience comments); if the director needs to be
knowledgeable about the information technology and video games, the question
which is being imposed is how the role of the spectator is being transformed?
Owing to the interaction enabled by the Internet, the spectator can be the play’s
co-creator. They can intervene in the dramatic text, i.e. the text spoken or written,
through online messages or other forms enabling interactive feedback information,
and they can also intervene in the text of the play attaching audio or visual contents.
According to this, the spectator can have the role of a co-author, a choreographer,
a set designer, even a director’s assistant.

The first form of internet theatre where the audience has the function of play’s
co-author is recorded in 1993. It was the chat theatre play Hamnet", happening
through the Internet Relay Chat (IRC)software. The process of creating the play
went through the following phases: having selected the actors, the lines which
have been numerated are distributed through electronic mail, without allowing
any rehearsal.”” Therefore, up to the day of the performance, no one except for the
director and the producer has an insight into the complete text (based on eighty
selected lines form Shakespeare’s tragedy). In fact, even the director themself is not
entirely sure which direction in which the action is going to develop is. Basically, the
director’s idea is only one of the many variations. In such a concept, the audience is
needed for the text to be completely written, for the action to be contextualised. It
can be concluded that a new text is created with each performance. The spectators
join with a username and can freely comment during the performance. The actor’s
text is written in one colour and the spectators’ text in another. The actors are at
liberty to adapt their lines according to the comments from the audience. Several
important aspects can be singled out form this experience. Primarily, this is an
example of a new form of dramaturgy, which can also be called anonymous (the
spectators’ usernames do not necessarily have to be their real names). Moreover,
anonymity is an excellent stimulus for the spectator’s greater involvement in the
performance. Relieved form facing the consequences of the instructions regarding
the play suggested, the spectator gets involved in the performance more boldly and
expresses their personal opinion more easily. Hamnet Players, the troupe which
created this first internet play, offers many such projects among which the better

- Shortened and adapted version of Shakespeare’s Hamlet.

2 Tt is an international crew of actors from Slovenia, Norway, England, Israel and America. The data
about the paly has been taken from the following link: https://www.marmot.org.uk/hamnet/about.
htm.

known are: “PCbeth: an IBM clone of Macbeth” and “An irc channel named #Desire”.

In 2010, The Royal Shakespeare Company experimented with this form of
spectator’s inclusion, through comments, thus adapting Romeo and Juliet and
posting it on Twitter. The play was performed in the course of five weeks. Julia,
Romeo, Mercutio, Tybalt and other characters from the play have their Twitter
profiles, their followers and fans who can freely comment on their tweets. In this
way, apart from the main storyline created by the actors, a periphery story was
created by the recipients, too.

Almost simultaneously with the first chat theatre experiences, other experiments
in the field of performative arts which include the spectator in a slightly different
way emerge. In 1995, Stelarc, one of the most significant artists in the sphere
of technology and visual arts, performed Ping Body. Using specific electronic
devices, his body is connected to a computer installed system, through which the
recipients, using the internet connection, can stimulate his muscles. In this case,
the body movements are not a product of his inner nervous system, but a result
of an externally caused impulse, a result of data inflow. In this way, the spectator
becomes the performance’s choreographer. Furthermore, an interesting example is
the Open Online Theatre, whose idea begins with the need to create online theatre
building. Their performances are always a result of the audience activity. The
actors are present on stageand the performance is followed by the audience which
physically shares the space with the actors; however, only the audience present
online can intervene in the performance. The comments of the online audience are
projected on a video beam in the background and the actors respond relatively fast
to the directions provided by the cyberaudience. What is interesting in this case
is the manner in which the impulses from the distant places are materialised on
the specific theatre stage. Another aspect worth mentioning is the intercultural
aspect. Ideas and sensibilities from various cultures cooperate, fuse and create new
cultural forms, new potentials and new meanings.

Equally provocative are the examples of the audience being able to attach
audiovisual contents which enrich the performance, as well as examples when the
audience can click on a certain option offered and see how the action shall develop
according to the choice made. As supplement, I point out this example: http://www.
liveart.org/motherboard/MLB/index.html.

At the Macedonian theatre stage, the model of the internet theatre was first
recorded in 2013. It was a live broadcast of the theatre play Illusion produced by
Teatra. This example is related to the first model of an internet audience.

The following conclusion can be drawn from the examples discussed: the internet
theatre aesthetics is an aesthetics of play, simultaneous interaction, constant
dialogue, and participation. The absence of an immediate energy between the
performer and the spectator is compensated by the inventive madness which
encourages the spectator to take an active attitude towards the performance.

U+1F44F or emoticon applause
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Abstract

One of the main tasks of the actor is to be a great communicator with the
audience, clearly expressing themself. To be one, they have to train every day
exercising their imagination, voice and body. The actor has to have an articulated
body. This term refers to a body that is ready to react in different circumstances
on stage, to have awareness, plasticity, responsiveness, presence, readiness
for action, flexibility, good body posture and clearness in transferring the idea.
At the Faculty of Dramatic Arts in Skopje, the acting students train their body
articulation by learning stage movements and dances as part of their education

towards their degree of BA in Acting.

Data analytics and data visualization in general are used for discovery and
interpretation of meaningful data patterns for an effective data modeling and
decision-making. In order to examine the development of the actor’s body
articulation, the exercises were divided in three disciplines: ballet exercises,
stage movements and dances. The development in the articulation of the actor’s
body was measured with the help of a computer software, statistics and videos
from the exams in Stage movements and dances from the archives of the Faculty.
The research was conducted with subjects from two different groups: a group
of experienced actors graduated at the FDA and employed at the theatres in
Macedonia, and a group of students being part of the ongoing training at the FDA.
Unique techniques were used to get the resultswhich, visually presented, gave a

clear picture of the development of the actor’s body articulation.

Keywords: Data analytics; visualization; stage movements; dance; ballet

exercises; video.

ROLE OF DAUA ANALTICS
AND VISUALIZATON IN
DEVELOPMENT OF ACTORS’
BORY ARTICULATIORN]

Bojan Lazarov
UKIM Faculty of Dramatic Arts - Skopje

Introduction

Nowadays, the impact and the potential of the new media is undoubtedly
huge in every area including art. The new media create the ways of how we
connect, communicate, collaborate and express ourselves. The usage of digital
technologies and computers is huge in creating multimedia, digital performances,
cyberformances, computer generated figures and avatars for different kind of
performances etc... (Dixon, 2007) Beside using the new media for discovering new
styles, forms and ways of artistic expressions, they can also be used for scientific
researches in the performing arts.

The usefulness of the new media in the performing arts can be seen through a
research presented in a paper called Data Science in Service of Performing Arts:
Applying Machine Learning to Predicting Audience Preferences. This paper presents
data analysis in order to understand the type of events that the audience prefer,
so the results gathered from the analysis can be used to improve the marketing
strategy and to make better event program decisions in order to grow the audience
numbers (Abernethy et al., 2016).

What about the usage of new media in the performing arts education, especially
in the actors training? In this area, the use of the new media is still at the very
beginning. We can pinpoint two examples for using the new media and the digital
technologies in the actors’ training. The first one is MOOC (Massive Open Online
Courses). In 2014, Jonathan Pitches from the University of Leeds taught an online
course called Physical Theatre: Meyerhold and Biomechanics' using the web as
a platform for a new way of learning different aspects from the actors training
(Camilleri, 2015). The second example is the creation and production of the Physical
Actor Training - an online A-Z or PATAZ? in which Paul Allain and Franck Camilleri
together with their team, in 2018, created a digital actors training exploring the
possibilities of the new media and digital technologies (Allain, 2019).

I https://www.futurelearn.com/courses/physical-theatre(Accessed on: 01.06.2020)
2 https://www.dramaonlinelibrary.com/pages/physical-actor-training-an-online-a-z (Accessed on:
01.06.2020)
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Nevertheless, can we use new media and digital technologies as a tool for a
quantitative research method in exploring the significance of the exercises in the
actors training? How can those methods help us receive concrete results and how
can the results help us improve the actors’ training? Researchers in this area often
use the qualitative research methods, but this paper presents a new approach of
using the quantitative research methods through implication of the new media -
computers and data analytics in the actors training. In this paper, a research will
be presented, made in 2016 for the master thesis titled “The Role of the Subject of
Stage Movements and Dances on the Way towards Bodily Articulation of the Future
Actors” as a part of the postgraduate studies at the Department of Ballet Pedagogy
at the Faculty of Music Arts, Ss. Cyril and Methodius University in Skopje. The
purpose of the research was to explore the impact of the exercises from the subject
of Stage movements and Dances, studied for eight semesters by the students at the
Department of Drama Actors, examining whether and how the exercises from the
disciplines of this subject help them improve their body articulation.

Subject of Study

The main task of the actors is to create and communicate with the audience,
transferring their ideas, emotions and characters. To be successful at doing that,
it is very important for them to be able to express clearly with the speech, but also
with the body. The actors have to get rid of their personal manners and physical
limitations. They have to know their body possibilities so they can successfully
control their own body (Dennis, 1995). In order to have an articulated body, they
have to go through an appropriate training. Depending on the tradition, school,
teaching staff and their preparedness, the actors’ training is different; they
study different systems, techniques and practices that help them accomplish the
articulation of their body. One of the key questions the researchers in this area
often ask is which the right practices and techniques for the actors are and what
their right proportion in the actors’ training is.

The Stage Movements and Dances subject is one of the subjects that help the
students from the Faculty of Dramatic Arts, University of Ss. Cyril and Methodius
in Skopje improve their body articulation. The goal of the subject is developing a
body control, coordination, awareness, good body posture and proper breathing,
creating clear physical actions and improving the psychophysical, body-mind
relation. The subject has three disciplines: stage movements, rhythmic and dance,
and every discipline has their own tasks and goals. Neutral body, slow motion,
walking, running, exercises for design, intensity and rhythm of movement, etudes,
actions without objects, song as inspiration for movement, improvisation on
given circumstances, quality of space, quality of movement, animals and plants
as inspiration for body movements, “The four temperaments”, “Masks”, “Types of
people”, “Metamorphosis” are the exercises from the stage movements discipline.
These exercises aim is to improve the elements of movement, awareness of the
space, and physical awareness in the space, as well as to develop and improve the
body posture, also, work on the body blockades, the contact with the partners,
creativity, fantasy, attention, focus, clearly express emotions and creation of
characters. The rhythmic discipline has exercises for improving the rhythm, yet
not only musicality, but also as a rhythm of the body culture - culture of movement.

This discipline, students also improve through the exercises of the third discipline
- dance, in which there are the classical ballet and character dance exercises and
historical and character dances. The exercises from this discipline aim to improve
the coordination, to develop proper body development and breathing, to work on
deformity corrections, improve the fluency, specific aesthetic, strength the muscles,
work on the mental processes - concentration and memory and also learning the
style, behavior, bowing and body posture typical for a period or a dance.

Research Material

In order to receive concrete results and facts, two groups of subjects were
involved. The first group - the control group, composed of nine graduated actors
from the Department of Drama; actors from different generations (classes) who
have an evident development in the body articulation and showed great results in
achieving the subject tasks. The second group - the experimental one, composed
of twenty students from different generations (classes) from the Department of
Drama; actors, who at the moment of the research were students at the Faculty of
Dramatic Arts.

Individual videos of the subjects from both groups were made with the aim to
examine the development in three disciplines - ballet exercises, dance and stage
movements. The videos of the control group, made from video materials from the
archive of the Faculty of Dramatic Arts consist materials from ballet exercises
(second and forth semester), dance (first to sixth semester) and stage movements (first
to sixth semester) and each video ends with the actor performing a choreography
from a professional theatre show. The videos of the experimental group consist of
the same disciplines, starting from the first semester to the semester which the
student at the time of the research attended.

Because of the wideness of the material, two groups of evaluators observed and
evaluated the research material, all of them professionals qualified in the area
of the performing arts; MA degree holders and a PhD holder; the three of them
university lecturers. The first group of evaluators consisted of three members who
evaluated the development of the control group only, and the second group of
evaluators consisted of two members who evaluated the development of both the
control and experimental group. The evaluators had the opportunity to evaluate
the level of development through three grades/criteria: minimal development,
noticeable development and significant development.

These criteria indicate that every evaluated subject individually in every discipline
has a minimal, noticeable or significant development in its proper body development
and physical abilities, good body posture, technique of exercises performance,
coordination, strength, fluidity, power of hands expression, plasticity of the body
and awareness.

The sample of grades for the control group is composed of 45 individual grades
- nine actors evaluated by five evaluators in every discipline individually and for
the experimental group the sample of grades is composed of 40 individual grades -
twenty students evaluated by two evaluators in every discipline individually.

As a part of the research, with the intention to gather more and concrete
information and opinions, a survey was conducted among all the participants -
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actors and students, asking them nine questions. Seven were rating scale questions,
given the opportunity to rate from 1 to 5, and two were closed-ended questions,
offering YES and NO answers.

Research Methodology

The material is analyzed with a few statistical methods such as frequency,
percentage, contingency tables, chi-squared test, fisher’s exact test (FET), p-value,
median and standard deviation. The analysis was made with the open source
program for statistical analysis JASP developed and supported by the University
of Amsterdam. The frequencies in the Contingency tables are shown in absolute
values and percentage. The significance of the difference between two proportions
was determined with the Chi-square test. In the data analysis, if the p-value is below
or equal to 0.05, it means that there is a statistical significance detected between
the two groups - control and experimental; and if the p-value is above or equal to
0.05, it means that no statistical significance was detected.

Results and Data Visualization

The results pointed us clear and evident difference in the level of body articulation
between the control and the experimental group and they are presented in the
tables. For better understanding and clear perception of the development in both
groups, the results are also shown through graphic presentation. The visualization
of the resultsis defined as “The representation and presentation of data to facilitate
understanding” (Kirk, 2016: 31).

From the statistical analysis carried out from the data of the first discipline - the
ballet exercises, the results show us a significant difference in the development of
the level p=0,021 (X =7,82; d.f.2). As we can notice from the results shown in Table
1 and Figure 1, in this discipline, the significant development is vizible in a small
number of students - 3,53% (3), in contrast to the actors - 16,47% (14).

35 1 31
(36.47%)
30 A
25
20 /
14 Grades derived from
(16.47%) ™ the control group (n=45)
15 - = m Grades derived from
the experimental group (n=40)
~ 7

10 17 (8.25%

S

o]

Minimal Noticeable Significant
development development development

Figure 1. Graphic presentation of the distribution of the level of development
in the ballet exercises of the control and experimental group

Grou Minimal Noticeable Significant 2P
p development development development (X ;d.f)
Control group
(n=45) 7 (8,25%) 24 (28,23%) 14 (16,47%) 0,021
Experimental group )
(n=40) 6 (7,05%) 31(36,47%) 3(3,53%) (7.82; 2)

Table 1. Distribution of the level of development in the ballet exercises
of the control and the experimental group

The results that we got from the analysis of the data in the next discipline - dance,
show us a significant difference in the development of the groups on the level
p=0,049 (=6,07; d.f.2). Lower than the first discipline, in this discipline, too, the
analysis detected a difference in the significant level, 10,58% (9) from the students
graded with significant development, in contrast to 24,70% (21) from the actors. The
distribution of the level of development in this discipline is shown in Table 2 and
Figure 2.
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g the control group (n=45)
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10 {9.41%} the experimental group (n-40)
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s 1273
o} T x :
Minimal Noticeable Significant
development development development
Figure 2. Graphic presentation of the distribution of the level
of development in discipline dance of the control and experimental group;
Grou Minimal Noticeable Significant 2p
p development development development (X ;d.f)
Control group
(n=45) 4 (4,73%) 20 (23,53%) 21(24,70%)
0,049
Experimental
sroup 8(9,41%) 23 (27,05%) 9.(10,58%) (6,07;2)
(n=40)
Table 2. Distribution of the level of development
in the discipline dance of the control and experimental group;
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The results from the third discipline - stage movements shown in Table 3 and
Figure 3, pointed out the significant difference of level p<0.001. In the discipline
stage movements, a large difference in the third level of development was detected,
where it is 40% (34) for the control group graded with a significant development,
and for the experimental group -9.41% (8).
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0
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Figure 3. Graphic presentation of the distribution of the level of development in the stage
movements of the control and experimental group

Grou Minimal Noticeable Significant p
p development development development FET
Control group
(n=45) 2(2,37%) 9 (10,58%) 34 (40,00%)
Experimental <0,001
group o o o
(n=40) 5 (5,88%) 27 (31,76%) 8(9,41%)

Table 3. Distribution of the level of development
in the stage movements of the control and experimental group;

With an aim to detect the development in the body articulation of the students
through the years, we conducted another data analysis, dividing the experimental
group on two groups — beginner students (students in their first year of studies)
and advanced students (students in their second and third year of studies). The
gradual progress in the development in the disciplines of ballet exercises and dance
is evident.

In the discipline of ballet exercises a significant difference was detected in the
development between the actors’ group and the group of the beginner students on
level p=0,053, in contrast to the actors’ group and the group of advanced students,

where a significant difference was not detected (p=0,110). The distribution of the
level of development in this discipline of the actors’ group and the first group of
students is shown in Table 4 and Figure 4; and of the actors’ group and of the second
group of students is shown in Table 5 and Figure 5.

24
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25 - (37.00%)
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14 14
ig 21.53%) (21.53%)
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the control group (n=45)
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(10.72%) 5 the experimental group (n=20)
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2 4] 1
1.53%)
0 T T
Minimal Noticeable Significant
development development development

Figure 4. Graphic presentation of the distribution of the level of development in the ballet exercises
of the control group - actors and experimental group - beginner students

Minimal Noticeable Significant p
Group
development development development FET

Control group

(n=45) 7 (10,72%) 24 (37,00%) 14 (21,53%)
Experimental

group (first year 0,053
students) 5 (7,69%) 14 (21,53%) 1(1,53%)
(n=20)

Table 4. Distribution of the level of development in the ballet exercises
of the control group - actors and experimental group - beginner students
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Table 5. Distribution of the level of development in the ballet exercises
of the control group - actors and experimental group - advanced students

Minimal Noticeable Significant P
Group development development development FET
Control group
(n=45) 7(10,72%) 24 (37,00%) 14 (21,53%)
Experimental
group (second 0,110
+ third year o o o '
students) 2 (3,07%) 16 (24,61%) 2 (3,07%) n.s.
(n=20)

Figure 5. Graphic presentation of the distribution of the level of development in the ballet exercises
of the control group - actors and experimental group - advanced students

The data analysis of the development in the discipline dance shows that a
significant difference between the group of actors and students beginners on
level p=0,005 was detected, and that a difference between the group of actors and
the advanced students was not detected (p=0,622).The distribution of the level
of development of the actors’ group and the first group of students is shown in
Table 6 and Figure 6; and of the actors’ group and the second group of students is
shown in Table 7 and Figure 7.
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Figure 6. Graphic presentation of the distribution of the level of development in the discipline dance
of the control group - actors and experimental group - beginner students

Grou Minimal Noticeable Significant P
p development development development FET
Control group
(n=45) 4(6,18%) 20 (30,76%) 21(32,30%)
Experimental
group (first year 0,005
students) 6 (9,23%) 12 (18,46%) 2 (3,07%)
(n=20)

Table 6. Distribution of the level of development in the discipline dance
of the control group - actors and experimental group - beginner students;
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Figure 7. Graphic presentation of the distribution of the level of development in the discipline dance
of the control group - actors and experimental group - advanced students;
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Grou Minimal Noticeable Significant
p development development development FET

Control group

(n=45) 4 (6,18%) 20 (30,76%) 21(32,30%)
Experimental
group (second 0.622

+ third year o o o ’
students) 2 (3,08%) 11 (16,92%) 7 (10,76%) n.s.
(n=20)

Table 7. Distribution of the level of development in the discipline dance
of the control group - actors and experimental group - advanced students

The results from the discipline stage movements pointed out the significant
difference in both of the groups on level p<0,001. The big difference is evident in
the significant level of development in both groups, where from the actors’ group
with significant development were graded 52,30% (34) in contrast to the beginner
students’ group where with the same level of development were graded only 4,61%
(3) and from the advanced students only 7,69% (5). In the advanced students’ group,
the results show a smaller difference at the noticeable development and no student
from this group graded with minimal development. In the minimal development,
there are 3,10% (2) from the actors’ group, in contrast to 0% (0) from the advanced
students’ group. The results from this discipline shown in Table 8, Figure 8, Table
9 and Figure 9, pointed out that the students haven’t achieved the development we
strive for yet. However, an affirmation that the exercises from this discipline do
have an impact on the development and the improvement of the body articulation
is but the decrease in the difference from the beginner students to the advanced
ones and, also, the fact that there is not even a single student from the advanced
group graded with minimal development.
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Figure 8. Graphic presentation of the distribution of the level of development in the stage
movements of the control group - actors and experimental group - beginner students

Minimal Noticeable Significant P
Group
development development development FET

Control group

(n=45) 2(3,10%) 9 (13,84%) 34 (52.30%)
Experimental < 0,001

group (first year
students) 5(7,69%) 12 (18,46%) 3 (4,61%)
(n=20)

Table 8. Distribution of the level of development in the stage movements of the control group -
actors and experimental group - beginner students
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Figure 9. Graphic presentation of the distribution of the level of development in the stage
movements of the control group - actors and experimental group - advanced students

Minimal Noticeable Significant P
Group
development development development FET

Control group

(n=45) 2(3,10%) 9 (13,84%) 34 (52,30%)
Experimental <0.001
group (I + III
year students) 0 (0,00%) 15 (23,07%) 5(7,69%)

(n=20)

Table 9. Distribution of the level of development in the stage movements
of the control group - actors and experimental group - advanced students
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Survey

In the survey, the results from the seven questions the participants answered
with rating from 1 to 5, gave us an average rate in an interval from 3 to 4, which
indicates that they gave positive answers to the hypothesis and the main questions
for the research.

The results from the survey are presented in Table 10.

Average rate in interval
from 1to 5 + standard
Question deviation
(n= 29, 9 actors + 20
students))

1. Please rate the level of your psychophysical
preparedness on the beginning of the 321 = 1,17
studies.

2. How much did the exercises help
you improve the fluidity, plasticity,
strengthening the muscles, as well as your
body posture?

4,83 £ 0,46

3. How much did the exercises from the
rhythmic discipline help you learn about
tempo, rhythm, accents and phrase and
what is their utility in the body movements?

4,72 + 0,70

4. How much did the historical and character
dance help you learn the style, expressions,
body movements and characteristics of the
dances?

4,34 + 0,61

5. How much did the work on etudes help you 483 + 038
improve your imagination and creativity? T

6. How much did the exercises from this
subject help you discover and create the
characters that were a task for the main
subject of Playacting?

4,03 = 0,86

7. Please rate the leve‘l of your psychophysical 448 + 0,63
preparedness at this moment.

Table 10. Distribution of the average rate of the answers from
the survey conducted on the control and experimental group

Conclusion

This study shows the usage of the digital media and computer technologies for
a quantitative method of research in the area of performing arts. This method
undoubtedly helped us to get positive answers on the questions about the application
and the potential of the digital media in performing arts. With the help of the
computer and the statistical methods, through data analytics and visualization of
the results, we got concrete answers and facts, which can be used for improvement
of the educational process.

The large difference detected in the stage movements discipline has guided us
to notice and question the number of lectures and time planned for working on
the exercises from this discipline. For positive and significantly better results and
decreasing the difference, we suggest a separation of the subject of Stage Movements
and Dances into two related subjects, the subject of Stage Movements and the
subject of Dance. With this separation, we can dedicate more attention, time and
classes solely on the exercises from the discipline of Stage Movements. The stage
movement exercises are crucial in the actor’s training and in the development of
the body articulation, so they need their own proper place, attention and time. The
time provided for doing the exercises of the three disciplines of the single subject is
not enough for the results that we want and we should achieve.

The new media are improving on daily basis and they are crucial for the life of
the 21t century. They open possibilities for creating new methods and techniques
in the experiments in the field of performing arts. With the help of digital
technologies and computers, people create software programs for movement
detecting and dance learning. Therefore, there is a question posed: can we use
the human - computer interaction in the actor training, too? Currently there is
a pandemic caused by the virus of COVID-19. Teaching is conducted through the
platforms of ZOOM and Microsoft Office 365, which are a short-term solution and
are used so the traditional face-to-face teaching can continue online. The future
inevitably brings us the necessity of creating a long-term solution for distance
learning and improving in every discipline, including performing arts. That means
creation, update and sophistication of interactive software programs for physical
actor training with the help of the digital technologies, artificial intelligence and
machine learning. This field is at the beginning of exploration, but, certainly, it has
the potential for a digital revolution in the actor’s training.

132 133



References:

Abernethy, J., Anderson, C., Chojnacki, A., Dai, C., Dryden, J., Schwartz, E., Shen, W., Stroud, J.,
Wendlandyt, L., Yang, S. and Zhang, D. (2016). Data Science in Service of Performing Arts: Applying
Machine Learning to Predicting Audience Preferences.Bloomberg Data for Good Exchange
Conference. New York City

Allain, P.(2019). Physical actor training 2.0: New digital horizons. Theatre, Dance and Performance
Training, 10:2, pp. 169-186

Camilleri, F. (2015). Towards the study of actors training in an age of globalized digital technology.
Theatre, Dance and Performance Training, 6:1, pp. 16-29

Dennis,A. (1995). ARTICULATED BODY-The physical training of the actor.New York: Drama Book
Publishers

Dixon, S. (2007). Digital performance: a history of new media in theater, dance, performance art,
and installation. Cambridge, Massachusetts: The MIT Press

Kirk, A. (2016). Data VisualisationA Handbook for Data Driven Design. London: Sage Publications

134 135



Abstract

The text displays the dramaturgical and directorial procedures used in the
creation of the internet project “Him and Her”, a new product of the culture
in times of physical isolation, created through the networking of the internet

platforms and performance.

It is an artistic reflection of the crisis, a product of a culture in a viral state,
which aims to make maximum use of the communication provided by the
internet platforms in order to create a unifying framework between performance
and multimedia, a new type of an empty space. The dramatic material, signed by
Jean-Pierre Matrinez for the project’s requirements, has been adapted into the

quarantine context and shaped by a multi-media directorial procedure.

The director of the play is Dean Damjanovski, the dramaturgy and the
translation is by Sasho Dimoski, and the adaptation is by both Dimoski and
Damjanovski. The participants are: Blagojcho Stojanov, Talija Nastova, Vasil
Zafirchev, Slavica Manaskova, Samoil Stojanovski, Maja Ljutkov, Zorica P.
Panchikj, Simona Dimkovska, Slobodanka Chichevska, Zharko Spasovski, Isidor

Jovanoski and Keti Borisovska.

The designer of the project and the technical realization is by Filip Korunovski.

The production is by the “Jordan Hadzi Konstantinov Dzhinot” Theater.

Keywords: Performance, internet culture, Him and Her, Jean-Pierre Martinez,

product of culture in times of isolation.

LONGING FOR REALISM:
RN AND [RER, A STUDY DRAFT

Sasho Dimoski
Dean Damjanovski
UKIM Faculty of Dramatic Arts — Skopje

From a Diary to This Study Draft

Internet, a system architecture that has revolutionized communications

and methods of commerce by allowing various computer networks around the
world to interconnect. Sometimes referred to as a “network of networks,” the
Internet emerged in the United States in the 1970s but did not become visible
to the general public until the early 1990s. By 2020, approximately 4.5 billion
people, or more than half of the world’s population, were estimated to have
access to the Internet.

Encyclopedia Britannica

“I can take any empty space and call it a bare stage. A man walks across
an empty space whilst someone else is watching him, and this is all that is
needed for an act of theatre to be engaged.”

Peter Brook

The notes of the dramatist and the director, written in the process of creating
Him and Her, a product of the internet culture at the time of isolation, written
by Dean Damjanovski (directed and adapted) and Sasho Dimoski (translation,
dramaturgy and adaptation), in this text are reworked into a thesis sketch that can
be further developed. The further development pertains to the potential/capacity
of multimedia narratives and Internet culture products. The diary is summarized
in a title that announces interest in the Internet space and performance under the
same framework and refers to the recording of the procedures through which Him
and her were created, as a product of the Internet culture created in a viral context
that insists on physical isolation/distance.
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VIRAL CONTECTS, DRAMA TEXT AND THE INTERNET.
Leitmotif: The Lovers Il by Rene Magritte

In the The Lovers II picture from R. Magritte portrays a man and a woman kissing
through white veils, a metaphor for the inability to love, an obstacle to the basic
interpersonal communication, an obstacle to freedom, and an expression of
free will. In this type of relationship, we are stuck and we no longer know each
other because of the white veils, the masks we bought ourselves and, by unifying
ourselves, we fear to take them off of our heads, to reveal our faces and finally - to
kiss. In the absence of the white veil the kiss is fatal.

Starting Points: Context as an Obstacle to the Possibility of Text

The dramatic quality of the viral context is so strong that it exceeds the
amplitude/strength/capacity of the dramatic tension that is possible through stage
representation: the context does not allow immediacy; it insists on an intermediary.
The context dominates (physically) the possibility of a text.! Finding intermediaries
in communication and their networking becomes a challenge to space, the
opportunity for empty space, the frame of pixels, spaces in the virtual space and
creating a viewer predominantly trained on pixels; moreover, to the creation of
frames for the current, viral era, and the participation in building its paradigm.

The intermediaries in communication, the architectural system determined
medially, make the network woven from the possibilities of the digital art, as well
as the presentation of art, once again determined medially, i.e. digitally. In this
regard, the final product (with a non-live sign!) becomes a video installation, a
collage of digital, virtual, internet spaces/narratives.

Performing the Procedure: Forms of Internet Culture

The trend? of using the Internet space to bring performing arts closer to the viewer
(to cultivate them in times of crisis and physical isolation from the viral context)
has been intensified by the theatres, entrusting their archival footages from their
performances to some of the televisions or placing them on their YouTube channels
or official websites, often and paradoxically announced as an exclusive event.
Contrary to this electronic imagery?, certain domestic and internationally acclaimed
artists find innovative ways to use the Internet space and video communications to
design and develop Internet products of culture based on performance. Platforms
for testing/placing performance and perforators are also created.

The concept of internet performance and internet culture is nothing new. The
Bulgarian performer with an international career, Ivo Dimchev, stands out in

I The term “text” is used here in its breadth and synthesizes the types of speech that articulates the
type of text.

2 The trend is in the breadth of performing arts; examples are common when pop singers hold online
concepts or museums that organize virtual tours of the museum, and have not had the practice
before.

3 Electronic imagery is not used here in the sense that Lehmann speaks of, theorizing the use of the
screen in stage speech-by-speech (2005: 321) but in a pejorative sense.

the region. He often uses internet platforms and performs on them, allowing the
viewer to follow them on his screened everyday life, live, and then watch them
on specialized internet platforms. As for the videos that have their own archives,
such as YouTube and Vimeo, where they are also most often premiered, as well as
on the social networks of Facebook and Instagram through the live video option.
His performances (costumed, performed in a scenic space), in addition to the
intermediality?, include the audience in two ways. On the one hand, there is an
audience with a paid ticket that watches the premiere in the most non-standard
space; and non-standard is, indeed, so often so that some performances are
performed in a toilet. On the other hand, the performance is recorded with several
live cameras (Dimchev himself devises the direction of the transmission) and is
transferred to the YouTube, Vimeo, or Facebook platform, where digitalization
for performance takes place. In this case, especially in his solo performances, the
position of the performer is reduced to the position of the artist alone, showing a
kind of public loneliness in which the electronic image allows and insists on seeing
even the impossible (Lehmann, 2004: 325).

Photo 1:
Him and Her, episode 1:
The First Wedding Night;
Him: Blagojcho Stojanov
Her: Talija Nastova
Author of the photo:

% Filip Korunovski

Source:
Archive of NT “Jordan Hadzi

Konstantinov - Dzhinot”, Veles.

About the Production

The dramatic text Him and Her by the contemporary French author Jean-Pierre
Martinez was scheduled to be staged at the “Jodran Hadzikonstantinov - Dzhinot”
National Theater in the second part of the 2020 theatrical season. Conceived, not as
a standard stage product, but in a new type of a product of a culture that can only be
developed through an intermediary, because the immediacy of theatricalexperience

4 Patrice Pavis derives intermedia through the pattern of intertextuality and defines it as a
relationship between different media, especially in terms of their specific properties and their
performance in performance (Pavis, 2004: 140).

5> The channels of communication from the linguistic Sosirian sense are transcribed here in the
synthesis of the digital channels that carry the message/performance to the recipient of the
message/internet user/screen.
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in everyday life is impossible as such; empty space is prohibited.® To this end, by
exploring new ways of implementing performance, Martinez’s text has been adapted
into a product proposal for a culture of isolation, understood as separation from
the environment, preventing contact with a particular environment’. The goal is to
find a new type of empty space, i.e. to adapt the frames in which the internet space
is shaped and to create a different type of performance in it, that is a hypertext.?

Beside the authors of the text, the artistic team behind the project is as follows: the
video design and editing are by Filip Korunovski, and the participants are: Blagojcho
Stojanov, Talija Nastova, Vasil Zafirchev, Slavica Manaskova, Samoil Stojanovski,
Maja Ljutkov, Zorica P. Panchikj, Simona Dimkovska, Slobodanka Chichevska,
Zharko Spasovski, Isidor Jovanoski and Keti Borisovska. The production is by the
“Jordan Hadzikonstantinov - Dzhinot” National Theater.

Organization of the Work Process

The rehearsals were scheduled and held via video calls on the social network of
Facebook, via the Facebook Messenger application. All participants met in a group
chat, followed by six groups that included the director, the playwright, the designer,
and the actor. Each of the groups/collective chats used as a folder for the process in
which the video materials were stored, as well as the notes for each of the episodes.
The purpose of the rehearsals was to make the text more accurate and to organize
and fix the minimal mise-en-scéne that the actors would then have recorded on
their own with their mobile phones and internet cameras. Once the actors were
filmed on their own, according to the precisely agreed guidelines (which the actors
got as ramifications in the final text) and everyone sended their files to the designer
who assembled them in the unity of the episode, building the aesthetics of the
serial production.’

In one of his weekly columns published on the platform www.nezavisen.mk
entitled Journal from the quarantine of an actor, talking about the virus and the
artistic reaction to it, Vasil Zafirchev sublimates the project Him and Her in the
following way:

In an attempt to give an artistic answer to the crisis, quarantine and physical
isolation, but also to explore the performance of the Internet, together with
the colleagues from the theater where I am based, we created the pioneering
internet project “Him and Her”. The purpose of this viral cultural product is
to maximize the use of communication that allows the Internet to explore
performance in non-standard forms. The technological performance of the
project itself is virtual, the rehearsals are performed online, then the actors
record themselves with their mobile phones, and finally, in the process of

% Here Brooke’s reference to the theory of empty space refers to the resemanticization of space
in the Internet space/void that is filled with a performance charge of a different kind, which is
explained in detail in the part of the text that refers to the directorial procedure.

7 Digital dictionary of the Macedonian language
8 Hypertext - a text that contains links to other texts and functions as a multi-dimensional whole.

% The eco-aesthetics of the series is explained in detail in the text.

editing, the video dialogue from the quarantine story is shaped. And it, the
intermedia, unites the six couples, divided into 12 episodes that the theater
publishes every Saturday at 8 pm on its website.

As the website of the theater becomes a stage where the product of the viral
culture is performed, and, in order to place it among the audience, a photo of each
of the two performers was made for each of the episodes. The photo was shared
with the appropriate text on the official Facebook page of the theater, and then
shared by the project participants as an announcement.

Photo 2: Him and Her, episode 2:
The Time of the Cherry;

Him: Vasil Zafirchev
Her: Slavica Manaskova

Author of the photo:

Filip Korunouvski

Source:

Archive of NT “Jordan Hadzi

Konstantinov - Dzhinot”, Veles.

The play by the contemporary French, predominantly comedy writer, Jean-Pierre
Martinez “Him and Her” is organized into thirteen scenes, framed in a prologue
and an epilogue. The text is metatheatrical; it takes place in a theater, i.e. in the
auditorium where two foreigners meet for the first time. The following thirteen
scenes are episodes from their life together, dramaturgically organized among
trivialities and, in essence, almost philosophical (and dialogic) debates.

The dramaturgical procedure was performed by the tools on which the viral
context insists, i.e. on the adaptation of the drama scene by the source in the text
for internet performance in the context of isolation. The final performance text has
far more features in the film script than in the dramatic text, which can be noted
in the textual allegations of the interior/exterior/frame. The adaptation of the text
follows the context and uses its dramatic tension' in order to transcribe it into a
text whose conductor is the internet space (and its tension as such). The thirteen
scenes from the text have been reorganized into two sets of six scenes each, or the
plastic-dramatic text has been reformatted into twelve scenes through which two
episodes of quarantine relationship of six couples are shown. It is important to note
that the quarantine had lasted a long time and between the first six and the second
six scenes there is a time interval calculated in years. In this regard, an intervention
was made in each of the scenes in order to obtain physical isolation between those
who make the couple (a couple who usually sits on the couch in Martinez’s text),

10-Tt alludes to Schwatzov’s determination that dramatic tension differs from any other kind of
tension in that that it touches on survival.
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and somewhere the value in the physics/metaphysical binary has changed. Detailed
illustration of the operationalization with the text for the first scene, entitled The
First Marriage Night, will be helpful in determining how the new, adapted text was
created.

Practical Application: Transcription of Dramatic Text into Text for Internet
Performance

In the first scene, transcribed in the first internet episode, immediately after
the metatheater prologue from the original, Martinez places his couple on a sofa
and describes their first wedding night in the introductory didascals. The fable on
stage is intertwined in a static conversation between the bride and groom. The
composition of the events in the adaptation is the same, with the intervention in
the plot, by writing the peripetia just before the end of the original Martinez scene.
Peripetia, whose function is to contextualize the stage for viral everyday life, unfolds
the scene at the end of the first episode, announcing the quarantine in/from which
the next episodes will be created. The final text includes new didactics, indications
for the actors of their positions regarding the lens from which they themselves, as
well as new ramps for the atmospher, interior and exterior, both imposed by the
context in which the product is created.

Unsolicited Journal Transcript: His Majesty, the Screen

In the critical, viral context, the screen dominates. The content of all kinds of
the screens we are surrounded by, is pixels with simulations from our everyday
life that organize our lives. The arts are also simulated, under the force of the
context." Simulations, due to physical distance, become the only possibility for the
original; technology becomes a mirror, a double, an alter ego (Dixon, 2007: 250).
New practices are explored, from their philosophical propositions to aspects of
materializing ideas.

DIRECTING THE DISTANCE
PHILOSOPHY OF THE PROJECT
(A New Reality - A New “Realism”)

The project “Him & Her” is not a typical performance project. It contextualizes the
relationship between the drama and it's chosen media of presentation the specific
situation the civilization is in - physical and social distance due to the Covid-19
pandemics. The project’s starting points are:

1. To overcome the division between theory and practice in performing arts
by 1) transforming theoretical concepts into specific (performance) actionsand,;
2) formulating theoretical concept as a follow-up of the practical results and
experiences. Learning by doing or “Practice-based learning”.

- In Simulacrums and Simulation, Baudrillard distinguishes between simulation and simulacrum

as follows: simulation is an illustration of a reality that is basically a real objec /process, while a
simulacrum is a simulation of the object/process itself, a simulation that takes the place of reality,
which, as such, is not recognized. The real object/process, the theater as an object/process, i.e. the
act of creating and watching a theatrical performance, in the context of isolation, is possible only as
a simulation.

2. To practice verbal/written describing of creative processes and experience
for their structuring and further analysis. ,Artistic* experiment differs from
the “scientific” one because it's results are the experiences of individuals and
groups, here and now (Schehner).

AIMS OF THE PROJECT

The “Him and Her” project represents a continuation of my research on the
relationship between drama and it's representation in different media. Departing
from this position, it's aims are:

- By analyzing different media concepts, to describe the position of the
theater and drama in the context of physical/social isolation;

- To systematize approaches and methods for generating different performative
forms by ways of applying concepts derived from theoretical research,;

- To practically apply the theoretical research onto a specific working process
- the creation of the performative project “Him & Her”.

- To describe the problems, questions and conclusions that will appear in the
process;

- To generate (a) follow up theory/theories and give directions for further
research in the relationship between performing arts, context and the media,
as well as directions for further practical application of the results.

MEDIA CONCEPTS

The project “Him & Her” departs from several theoretical concepts that concern
contemporary media.

,Mediatization“? and ,,Re-mediatization“’?

The theorist of performing arts Philip Auslander has challenged the notion about
the “metiatized” as secondary to the “live”. In his study “Liveness: Performance
in a Mediatized Culture” Philip Auslander approaches the live and the mediatized
performance as “parallel forms that participate in the common cultural economy”.
According to the author, “the new technologies of presentation are reforming or
remedate the previous ones.”*

The Media as an “Extension of Man”

McLuhan uses the terms “media” and “technology” as interchangeable, since
e considers the media to be “any extension of self”?, or, to put it plainly, every

2. The term “mediatized” is introduced by Jean Baudrilard to signify a certain cultural product of
mass media or media technologies. “A mediatized performance” is a performance that circulates on
TV, as an audio or video recording or any other form based on reproductive technologies.

5. “Remediate” is a word play, which can either represent 1) re-mediatization (representation of one
media through another one) or 2) “remediation” from “remedy” = cure. Both of the meanings refer
to the “traditional” media - the live performance.

14- Auslander, P. (2007) Liveness: Performance in a Mediatized Culture, London: Routledge Taylor &
Francis e-Library, p. 6

5-McLuhan, M. (1964) Understanding Media: The Extensions of Man; 2™ edition, New York: New
American Library, p. 10
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new technology. In his definition of “media”, besides newspapers, radio or TV,
McLuhan includes the electrical light, cars, speech and language. All these
technologies mediate our communication and their forms and structures influence
our perception and understanding of the world that surrounds us. In that sense,
theater can be seen as a “paradox”, since it is a media by itself, but, also, a form that
relies on other media, since the day of its conception.

The Aesthetics of the “Serial Production”

In his broad definition of the aesthetics as a philosophical discipline, Umberto
Eco recognizes two principles on which the arts and the aesthetic theory are based
- the principle of innovation and the principle of repetitiveness. In his analysis of
the current global cultural context! he arrives at a conclusion that repetitiveness
(iteration, repetition) dominates the world of the artistic creation in which is
quite often very hard to make a distinction between repetition in the media and
repetition in the, so called, “high-brow arts”. For Eco, the question of repetition
in the arts becomes a question of the “new aesthetics of seriality”. The concept of
“seriality” is, then, analyzed in the context of the mass media where repetition and
“seriality” are treated as a difference and “originality”.

The Work of Art as a “Reproduction”

In his essay, “The Work of Art in the Age of its Technological Reproducibility”, which
is probably the most influential text of the 20" century regarding the media and
their interpretation, Walter Benjamin, talking about the reproductive media of his
age, disproves the whole concept of the authenticity of the art work. Benjamin
analyzes photography and cinema, not only for their actuality, but, also, because
they opened a whole range of possibilities for narrowing the distance between art
and society.

Today, the “dominant media”, around which, not just our society, but the
civilization as a whole, is slowly organizing in this situation of global threat, is the
Internet. It too, can be used as a tool to bridge the gap between art and society.

PERFORMATIVE CONCEPTS

The project “Him & Her”, residing in the area between “performativity” and the
Internet space is also based on several theatrical (performative) concepts.

The ,, Three Unities

The rule of the “unities” of time, space and action is funded in Aristotle's theory
of tragedy that requires the dramatic action to be “complete” and “finished”. This
rule is further accepted and developed by the playwrights of the Renaissance and,
especially, by the drama of the Classicism, where this rule gains canonic status.

The Actor as a “Performer”

Numerous theories and practices deal with the art of the actor, not as a technique
which will enable them to better represent the character and its emotions, but,

16. The essay “Innovation and Repetition: Between Modern and Post-Modern Aesthetics” is written in
1985.

rather, as a position from which they demonstrate their relationship towards the
character they represent and the context that surrounds them.

One of such earliest modern theories is the one of the actor as an “Ubermarionette”
devised and developed by the British theater director Edward Gordon Craig (1872
-1966). This concept represents an actor who manages to control their mood
changes and human errors on account of higher discipline and precision in the
service of the greater idea of the performance conveyed to them by the director.
The Russian avant-garde director Evgeny Vachtangov (1883 -1922) introduces the
term “the eccentric actor” to defines an actor who, from the point of method
and technique, manages to blend the opposites of, on the one hand, the outer
expression, and, on the other, the internal psychological motivation, in a dialectical
unity that is funded in that contradiction and conflict. The German director and
playwright Bertolt Brecht (1898 - 1956), in his “epic theater”, introduces a specific
acting approach, which he calls “the alienation effect” (Verfremdungseffekt). By
using this approach, the actor neither “merges” with the character, nor they relive
their emotions, but rather they make personal (and political) “comment” on the
character and their actions.

,,The Director-Dictator*

The theater director, according to the Russian avant-garde director Vsevolod
Emilyevich Meyerhold (1874-1940), ought to be a “director-dictator” (or “director-
organizer”). The director organizes (dictates) the space and the time of the
performance and their function is to structure all the other elements in the whole
performance. The actors and their presence on stage are functions of the director's
vision and the spatial and temporal organization.

THEATER MONTAGE

The famous avant-garde director and founder of the World renowned Odin
Theater, Eugenio Barba, speaking about the montage in theater says:

“Montage is a term which, nowadays, has replaced the term

“composition”. To compose also means to put together, assemble, intertwine
with the action, create a new (dramatic) text. The composition is a new
synthesis of the material and the fragments taken out from the original
context. It is a synthesis that is equivalent to the real relationships, which
are hinted by it... In other words, montage is creating meaning* ".

PRACTICAL APPLICATION OF THE CONCEPTS
Methodological Approach

We can say that in Lessing's division of arts as temporal and spatial, the theater
is more inclined towards the former. In theater time unravels twofoldly: once as a

. bap6a E. u CaBapese H. (1996) PeuHuk tio3opuwite aHuipouoaozuje: TajHa Ymewirocwi Inymua,
Beograd: Publikum,
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physical time (events in real time) and, secondly, as fictional time (the time of the
events described in the play/performance). The collision of both times creates a
paradox between “here and now” and “there and then”. Because of the limitations
of our senses, time is in need of a carrier, which, in theater, most often is the actor's
body (psycho-motoric).

The second substantial theater component would be motivation. What motivates
the specific performative form? What motivates the performer? Motivation can be
divided into two categories:

- External - social motivation. In the case of the project “Him & Her”, the
external motivation would be the physical and social limitations imposed in
the context of the actual pandemics, soon to become the “new reality” of the
World;

- Internal - psychological motivation of each of the participants in the
project to respond, by means of theater and performance, to the physical and
social limitations that they have been imposed on. The goal is to find the new
“performative reality” inside the limitations of the physical and social distance.

Starting Points

I formulated the problem that I dealt with during the working process on the
play “Him & Her” by the contemporary French playwright Jean-Pierre Martinez as
“Defining the approach/es toward a certain dramatic material in the process of its
presentation on the Internet in the actual context of physical and social isolation”.

The practical work is concentrated on three elements of the theatrical system
and those are: 1) dramaturgy, 2) acting and 3) directing. The fourth element, the
audience is not our priority at present.

Practical Problems in the Process
A: Dramaturgy

1. Selection of a play. The play “Him & Her” is selected based on the following
criteria: potential for seriality, unity of time, place and action and potential for
adaptation for different media;

2. Adaptation of the play based on the following criteria: context, dominant
media, spatial/temporal characteristics, and performers;

3. Create anew whole from its fragments (scenes), which will generate a new
meaning in the context it's created in. Final result of this phase - 12 adapted
scenes for 6 couples of performers.

B: Acting
1. Online rehearsal with the director and the dramaturg. Scene analysis.
Answering the questions “What am I doing? Why am I doing it?”;

2. Online rehearsal with the director and the designer/editor: “How am I
doing it?” These rehears last for 2 - 3 days.

3. Online rehearsal only with the partner in the scene. Creating individual
compositions of text and actions; each of them should individually perform at
home and film their performances with a phone camera;

4. Performing and recording the individual compositions from different
angles and framing. Performers “montage” their performance by focusing on
actions they find to be of importance. The “premiere” is in front of a camera.

C: Directing
1. Analysis of the play text and its adaptation to the work on distance;

2. Online rehearsals. Finding different approaches to “directing the
distance”;

3. Working with the designer/editor. Research for all the additional visuals
(masks, effects, other visual materials) for the specific scene;

4. Working with the designer/editor - “rough cut” of the received video
materials of the performers;

5. Working on the “fine cut” with the designer/editor and the dramaturg -
creating meanings;

6. Presentation of the scene in real time on the Internet and uploading it so
it is available for further viewing;

CONCLUSION

The project “Him & Her” represents an artistic experiment, a process of thinking,
reasoning, analyzing and rejecting. Both the result and the process are equal parts
of it. The artistic experiment is a sort of a “blind chase” that always starts from
the beginning and it's outcomes are not “truths”, but rather “experiences” and
“insights” of individuals and groups of artists. In that sense, the artistic experiment
stands in opposition to the scientific experiment.

This project resides on the space between theory and practice, thus defining my
position as simultaneous participant, observer and describer. To practice means
to participate with the naivety of a child, primitive or lunatic. The theoretician
observes, systematizes and describes from the safe position of a rational adult. If both
approaches exist simultaneously, then we are in the position of the Shakespeare's
Fool, in constant dynamical position, or, maybe, in constant o-position.

The thoughts for the future, announced at the beginning of the text, are
giving the technological dominance of the world, through project titles such as
Robotics, Virtual Space and Performing Arts or related researches that will address
the interaction between traditionally understood products of culture and the
technological development of mankind, with appropriate theoretical considerations
/remarks. Polymeric products of this type would certainly find a place among the
products of art in the (post) viral era.
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Abstract

The suspension of the “St. Sava” performance written by Sinisa Kovacevi¢ and
directed by Vladimir Mil¢in, on May 31, 1990 at the Yugoslav Drama Theatre in
Belgrade is, undoubtedly, a key milestone in the history of censorship in former

Yugoslavia and a symbolic beginning of the decay of its shared cultural space.

This text attempts to shed light on the conditionality and inevitable influence
of the social and political context on theatre and theatre-makers through the
example of this theatre production, known as the official beginning of the

disintegration of the state built on the concept of fraternity and unity.

The answer to the question of the paradoxically opposing receptions of this
performance does not only require reconstruction of the inner-artistic horizon
of expectations implied by the performance itself - what ideas and questions it
raises and what messages it aspires for the spectator to receive. What is much
needed is an analysis of the non-artistic expectations, norms, and roles, mediated
by the world in which the spectator lives, so it primarily targets their interests for
that performance. Those expectations, norms and roles stem from the historical

context in which the world of that spectator is located.

Key words: Theatre, politics, context, reception, censorship.

THE “Si. SAVA” CASE IN YDT -
THE IMPACT OF THE POLMNTGALL
CONUEXT ON THE RECERPUION OF
A THEATRE PLAY

Kristina Lelovac
UKIM Faculty of Dramatic Arts -Skopje

”Pure perception is impossible.”
Wolfgang Iser!

In the “St. Sava” play, SiniSa Kovacevic¢? focuses on the greatest educator and the
most persistent and violent cult of the Serbs - Saint Sava. However, the dramatic text
is not a hagiography or a romanticized history envisioned for stage performance,
but a political drama that raises an ongoing question in Yugoslavia at the end of the
1980s regarding the articulation of the nation-states and the necessary means for
its realization.

In “St. Sava”, the two-dimensional saint on the icons and the reverent rulers
portrayed and framed in gold are presented as common people, with all their
inexorable oppositions. The focal scenes from the Medieval Serbian history are
written as scenes of blasphemy, orgies, excessive drinking, liaisons, crude violence,
and murders. The founders of the Serbian state swear, curse, insult and slander,
but the text of Kovacevi¢ most certainly cannot be labeled as anti-Serbian nor as
one that degrades the Orthodox religion. With a clear-cut, and adequately to the
exceptionally critical sociopolitical occurrences, he raises the question about the
relationship between the national myth, national history, and the use of that myth
and history for political purposes.

In 1988, the play won the annual award for the best play by the Branislav Nusi¢
Association of Serbian Playwrights (Udruzenje dramskih pisaca Srbije Branislav
Nusi¢) and was published in the Scena magazine. Despite the affirmed recognition
of the author, who didn’t refrain to publicly declare himself as an Orthodox and a
nationalist and who, later would, in fact, actively participate in the right block of
the Serbian political scene forming the so-called Serbian Fatherland Front (Srpski
otadzbinski front), any relativization of the myth during the amplified pre-war

1 Iser, 1980

2.98.A Serbian author and playwright, born in the village Suljam in Srem, Serbia in 1954. He
graduated dramaturgy at the Faculty of Dramatic Arts in Belgrade. He writes for theater, film and
TV, and teaches dramaturgy at the Academy of Arts in Belgrade.
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tension, which actually insists on embedded myths, couldn’t go further without
being subjected to multiple obstructions and scrutinization.

The director Vladimir Mil¢in® - ever since he was offered to direct the play in 1988
by Miodrag Vuceli¢, the thenhead of the Zvezdara Theatre in Belgrade (Zvezdara
Teatar, Beograd), was worried about the possible reactions that might emerge as a
result of the decision to have a Macedonian director working on a play that treats
the greatest Serbian cult in such a way, in a time of horrifying reinforcement of
xenophobia and nationalism. In our interview about the play, Mil¢in has described
the concealed censorship of the text in Belgrade in detail: “I went to Zvezdara.
There, Ljuba Tadi¢, Petar Bozovi¢, Lazar Ristovski, and Danilo Bata Stojkovi¢ were
waiting for me. I told them that I have a dilemma. But they didn’t. So, Vuceli¢ and
I were supposed to agree upon a date to start working. As we were leaving, Bata
Stojkovic¢ said: “I have to go... I have a meeting.?”” Then, I went back to Skopije.
And I read somewhere, or someone told me, that a scandal has emerged - Bata
Stojkovi¢ went to a meeting in the Patriarchate and, there, he gave a warning that
something against the Orthodoxy and Serbia is about to happen.” The project in
Zvezdara failed.

The same uneasiness kept on creeping on him even a year later, when he received
the second invitation to direct the play in Bosnia and Herzegovina at the National
Theatre in Zenica (back then - People’s Theatre, Zenica, today - Bosnian National
Theatre, Zenica), then ran by Radovan Marusic¢*. Mil¢in was undoubtedly aware that
he would have worked in a time swarmed by national and, nonetheless, nationalistic
tensions, and, in a way, he could have foreseen the violence that initially surged
on paroles and chants before being rapidly turned into war crimes and grenade
explosions.

When I asked Borka Pavicevi¢® for her opinion about the fact that Mil¢in was the
one who directed “St. Sava” in such a social context, she replied: “First of all, Mil¢in
is a great pundit of that specific epoch, that period of time, as well as of Saint Sava,
and the ritual in its original form. He is also a pundit of Christianity, the history
of the church. Mil¢in had a great knowledge of all those matters and, above all, I
find it fantastic, as well as the fact that he directed the play. Furthermore, it’s quite

3 A Macedonian theatre director and pedagogue, born in Skopje in 1947. He graduated theatre
directing in the class of Hugo Klajn, Ph.D. at the Academy of Theatre, Film, Radio and TV in
Belgrade. He is one of the founders of the experimental theatres of Non-Theater Cactus (He-teatap
kakTyc) and Kaj St. Nikita Goltarot Theatre (Teatap kaj CB. Hukuta I'onrapor). He was a professor of
acting at the Faculty of Dramatic Arts in Skopje from 1982 to 2013.

4 A playwright, set designer and cosmographer, born in Metkovi¢, Croatia in 1932. For 25 years, he
was a director of the People’s Theatre in Zenica, Bosnia and Hercegovina. He died in 2008 in Zenica.

5> A Female playwright, columnist and a peace and cultural activist, born in Kotor, Montenegro in
1947. 1 interviewed Borka on June 18, 2017, in the Centre for Cultural Decontamination in Belgrade
(Centar za kulturnu dekontaminaciju CZKD - Beograd) which she had been managing before she
passed away in 2019. The idea was to get more profound look at the social atmosphere in which

the suspension of the “St. Sava” performance was set, from the point of view of someone who was
present at the event, and to understand the reasons for the audience’s reactions as such, as well as
the political turmoil that followed it. She was more than a suitable interlocutor on the subject since,
in addition to her extensive knowledge of (political) theatre and close following of Mil¢in’s work since
his beginnings, she played a prominent role in social developments in Serbia before and during the
war in Bosnia and Herzegovina, as a peace activist and fierce critic of Slobodan Milosevi¢’s regime.

intriguing that the play itself was created there... in Zenica, where the questions
and interpretations of the religion at the time were really present; a place that
holds the pillars of such a debate.”®

On December 15, 1989, the Art Council of the Theatre held a meeting where the
roles and the members of the artistic team were established. Apart from the 20
actors, together with the same number of extras from the Zenica theatre, the
main role, as a guest from the Yugoslav Drama Theatre (Jugoslovensko dramsko
pozoriste), was played by Zarko Lausevi¢’ who, at the time, was one of the leading
theatre actors in Yugoslavia and a film star in his heyday, mainly famous for his
roles of great the Serbian heroes like Milo$ Obili¢ and Vuk Karadzi¢.

Created from a text by a self-proclaimed nationalist and rightist, by an atheist
director with left-wing beliefs, holding a main role played by the most popular
national actor, a religious follower and a protégé of the Orthodox Church, the
aesthetic identity and the ideas conceived by this play are an unambiguous result
of the ideological positions of its crucial authors. “St. Sava” by Mil¢in poses the
question what means are necessary in the fight for a nation-state and national
identity and what the price of establishing that identity as an indisputable objective
is. In the text written for the performance’s brochure, Mil¢in has written

‘St. Sava’ is a stage re-examination of the problem of whether we have
internally overcome the romanticism, the need for myths, and whether we
have finally stepped out of the 19. century. The play reevaluates the myth by
revealing the foul mind of the protagonist regarding the sacrifice he brings
to the altar of history.?

However, after the initial performances, Mil¢in’s premonition slowly, but surely,
became true. Prior to the play’s premiere, in contrast to the usual peaceful ambient
which provided a clear creative process for the ethnicallydiverse ensemble, arrived
the first threats:

One of the first alarming signs before the premiere was the notion that
there was a big Serbian village near Zenicacalled Sisevo. So, we were told
that people from that village will show up at the premiere to cause chaos.
And prior to the premiere, they made an explosive trace detection in the
auditorium. Yes, those were the authorities from the National Security...°

b Pre svega Mil¢in je jako veliki poznavalac epohe, vremena, Svetog Save, rituala u originalu, on
je poznavalac hris¢anstva, istorijata crkve. Mil¢in je jako dobro upucen bio u to imeni je prvo to
fantasti¢no, da je on to rezirao. A drugo zanimljivo je da je to upravo radeno... tad je Radovan
Marusi¢ bio u Zenici... da je to radeno u Zenici u kojoj tad pitanja i interpretacijere ligije zapravo
postoje, gde postoje osnove za jednu takvu raspravu. (Pavicevic, 2017)

” A Serbian and Yugoslav theater and film actor, born in Cetinje, Montenegro in 1960. He graduated
in Acting at the Faculty of Dramatic Arts in Belgrade. He was a member of the Yugoslav Drama
Theater where he frequently performed main roles. He has starred in several films and television
series and won many acting awards.

8 “Sveti Sava” je scensko preispitivanje problema da li smo u sebi prevazisli romantizam i potrebu za
mitovima, da li smo izasli iz devetnaestog stoleca. Drama relativizira mit tako $to otkriva bolnu svest
protagonist o zrtvi koju prinosi na oltar istorije. quoted in Milosavljevi¢, 1994

% Mil¢in, 2019
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Fortunately, it was a false alarm and the premiere went undisturbed, ending with
ovations. However, after the performance was selected for the Sterija’s Theatre
Festival in Novi Sad (then: Yugoslav Theatre Festival, today: Festival of National
Drama and Theatre, Sterijino), more drastic threats took place. Mil¢in explains
that, once again, those were threats for explosives in the auditorium, but, also,
threats for liquidation:

The same thing happened before the performance in Novi Sad, too. They
announced possible disturbances. They entered the venue with detectors,
examined the entire auditorium and the lobby, in case there were any
explosives. And, since we've been warned that someone might shoot Zarko,
in both of the portals, two of the authorities were hidden... ready to shoot if
they spy anyone."®

Yet, despite the distressing ambient, the play was performed on May 30 with no
incidents occurring, on the stage of the National Theatre of Novi Sad (then: National
Theatre - Novi Sad, today: National Theatre of Serbia - Novi Sad). According to
Mili¢in, at the round table of critics at the time, most of the Croatian and the
Slovenian critics refrained, while the compliments for the show were addressed by
the Serbian, the Montenegrin and the Bosnian critics. When the round table was
closed, a few of the Croatian critics personally told Mil¢in that, in their opinion, the
performance was pro-Serbian.

On May 31, 1990, right after the successful performance at the festival in
Novi Sad, a stage performance at the Yugoslav Drama Theatre in Belgrade was
scheduled. Monitored by high-security police, in front of a full auditorium, but,
also, with protesters “armed” with religious flags, standing on the auditorium’s
balcony, commenced the performance of the playand was never completed, so
in addition, despite its indisputable quality affirmed by the awards received and
the audience’s appreciation, it remained to be the primary association whenever
this play is mentioned. After May 31, 1990, Kovacevi¢’s text was never produced or
staged again, Mil¢in was not invited to direct in Serbia and Zarko Lausevi¢ received
a recommendation by the police to obtain a revolver for the purpose of self-defense
due to the life threats that began to emerge.

Even before the performance, loudspeakers from the youth wings of the
Svetosavska Party (Svetosavska partija) and the Radical Party of Serbia (Radikalna
partija Srbije), led by the laicized priest Zarko Gavrilovi¢ and the radical Vojislav
Seselj, required hindrance of the play’s performance in order to prevent the
“blackening of the Serbian saints by individuals immersed in perversion and sin”",
and then, on the day of the performance, these people gathered to protest in front
of the theatre because “the play ‘St. Sava’ by Kovacevic is a blasphemous, insulting,
disrespectful and, from a historical point of view, fictitious and fake work. Yes,
that offends our deepest, most luminous and most intimate religious and national

10-Mil¢in, 2019

. Blac¢enje srpskih svetinja od nekih ljudi koji su u perverzijama i grehu http://www.elektrobeton.
net/bulevar-zvezda/kovacevic-sinisa/ (10.12.2018)

sentiments.”? The protest, which was later related to reasonable suspicions to
be supported by the Serbian Orthodox Church (which never officially revoked its
involvement) and by the police (which evidently didn’t intervene to prevent the
escalation of the protest), initially started with a demonstration of the students
from the school of theology (Bogoslovija Svetog Save) who, while holding church
flags and while calmly chanting songs of Saint Sava, welcomed the audience in
front of the theatre. They were joined by the protesters from the Svetosavska Party
who had had regularly announced their protest earlier. However, the pinnacle in
the atmosphere arose with the arrival of the young representatives of the Serbian
militants - football fans, raised midst massive fights on stadiums, a horrifying
symbol of the sports stadiums in Belgrade, Zagreb, Split, Rijeka at the beginning of
the 1990s.

There were many young men in those, kind of leather sweaters and
leather jackets... It seemed like a potentially male situation... A sore one.
Those paramilitary men, those bodyguards, those are people that we are

really familiar with, they’re sports fans, and now they’ll call them again.”

Along with the church flags, the demonstrators were holding banners inscribed
with nationalistic, chauvinistic and Cetnik paroles, like “Beat it!”, “Serbia belongs to
the Serbs!”, “Saint Sava!”, “Blasphemy!”, and, moreover, they outroared the chants
of “Saint Sava” with curses and threats. The theatre was surrounded by armored
military vehicles.

Then, in the theatre auditorium, with regularly purchased tickets, about thirty
demonstrators entered on their, probably, very first theatre visit and with loud
whistles and insults addressed from the balcony to the actors on stage and the
entire audience, trying to prevent the beginning of the performance. Lausevi¢
asked to let them do the play and then give their judgment about it. Recalling these
moments, Lausevi¢ has written the following in his book: “Our insisting was in
vain. Today, I even see it as sad because, obviously, there was Someone who was
very fond of the scandal taking place. Milo$evi¢’s Serbia had to show its teeth not
only to Yugoslavia but also to the jokers in the first rows. And so it did.”*

The theatre colleagues who didn't participate in the performance also reacted,
getting on the stage - the actors Branko Cveji¢, Aleksandar Bercek and the most
popular Yugoslav actresses, Milena Dravi¢, who even climbed up the balcony, trying
to bring reason to the raged crowd who shouted at her: “Communist whore!”, while

12-“Razlog naseg protesta jeste taj sto je Kovacevicev pozorisni komad ‘Sveti Sava’ psovacko,
prostacko, vulgarno, neistinito, barem sa istorijske tacke gledista, ilazno ‘sa¢injenje’. Da, ono vreda
nasa najdublja, najsvetija I najintimnija verska i nacionalna osecanja” http://www.oslobodjenje.ba/
za-one-koji-znaju-citati/kolumne/braca-po-replici/182748 (10.12.2018)

13- Bilo je puno momaka u oni koznim kao bluzonima, one kozne jakne... i pogotovo galerije... Neka
potencijalno muska situacija... Ostra... Svuda su bili ti paramilitarci, ti bodigardovi, teljude mi jako
dobro znamo, navijace, evo sad ¢eopet da ihtraze. (Pavicevi¢, 2017)

4. 3anyaHa je Ta Hala yriopHocT 6uia. JlaHac MU 1 TY/KHO Jiefyje, jep je TOMKO OYUTIeiHo fia
je Hekom 6110 jako cTaso ja ce Taj ckangan gorogu. Jla Munomesuhesa Cp6uja rokaske 3yoe u
JyrocnaBuju U MaHTYIIMMa Y COTICTBEHUM peioBuMa. U mokasaria je. (JlayireBuk, 2011)
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Borka Pavicevi¢ (prophesying) cried from the ground floor: “You'll be the ones
responsible for the concentration camps in this country! And you're nothing more
than a consequence!”®

The anxious ambient made the theatre ensemble perform only three scenes
from the play. The shouting, whistling, and chanting from the balcony suspended
the ongoing performance. Amid the chaos and noise full of swearing and insults,
Lausevi¢ was the only one who stepped out of the group of shocked, crying actors
and managed to get the right to recite one of the monologues of Saint Sava.

Serbs, my brothers and sisters, my dear brothers, Vukan, Stefan, lend your
hands, as well as your hearts, to each other. God guards the Serbs! But we
need to help him, too.

While he recited the monologue with concentration on stage, the auditorium was
in utter silence and this is accounted in the text “The Case of the Guest Performance
of the Play ‘St. Sava’ in Belgrade” by Aleksandar Milosavljevi¢: “At that moment,
despite all the media reports that claim the opposite, it seemed like the play was,
nevertheless, fully performed.”"In addition, Mil¢in describes this dramatic moment
in the text “Scars of St. Sava”:

Was I hoping that we would do the play, after all? I wished for a miracle

to happen for all those people who were crying behind the stage, but I was
aware that there are no miracles in MiloSevi¢ 's Serbia which had decided to
show its teeth to Yugoslavia because in the middle of Belgrade a play that

is a Muslim/Croatian/Macedonian conspiracy against the Serbian people and
the Church is performing. I wished for a miracle because of Sinisa, Zarko,
and their families. They were the ones who had to stay in that Serbia, while
I would return to Macedonia that was still resistant to that madness. I
thought (or I wanted to think) that wouldn’t change, but I forgot that there
are no people, not even Macedonians, who are immune to clero-fascism.®

Firstly, there was an applause, but it quickly turned into shouting which finally
sealed the performance. About thirty people from the full auditorium have stopped
the performance they had never seen before, opposing the play they had never read
before. Their response to the plausible blasphemy was a factual blasphemy.

So, the play was interrupted, they couldn’t carry on performing because

of all the shouting and all those men. And then, what? All of us went to the
backstage of the Yugoslav Drama Theatre, while Zarko came out from this
side of the stage and I remember the words he uttered.

15 BuheTe OArOBOPHMU 3a KOHII-JIOrope y 0Boj 3eM/bu! A BU cTe camo nocieguial https://www.youtube.
com/watch?v=h6UxmXdwpXM (20.05.2017)

16-Srbi, braco i sestre, bra¢o moja mila, Vukane, Stefane, podajte jedni drugom ruke i srca. Bog ¢uva
Srbe, moramo mu i mi malo u tome pomoc¢i. (Kovacevi¢, 1989)

-1 ¢ini se da je u tom c¢asu, i pored svih novinskih izvestaja koji tvrde suprotno, predstava ipak
odrzana.” (Milosavljevi¢, 1994)

18 Mil¢in, 2019

He said: “This is your Slobodan Milosevic¢ , folks!" J
ers

Two days later, on June 2, the jury from the Theatre of Sterijino whose mem
were Ivo Bresan from Shibenik, president, Ivo Ban from Ljubljana, Laszlo Végel
from Novi Sad, Dejan Mija¢ from Belgrade and Risto Stefanovski from Skopje?
announced the winners of the awards at the festival. The play, which less than a
month later would win 14 awards at the Theater Games in Jajce festival (then known
as Republicke pozorisne igre u Jajcu, today as Pozori$ne - kazali$ne igre BiH), won
only 2 awards in Sterijino - the award for Actor’s Outstanding Performance for
Lausevi¢ and the Critics Roundtable award. Mil¢in has confirmed what I suspected
- that this decision was a consequential result of the events in the Yugoslav Drama
Theatre, a horrifying symptom of the raging nationalistic ambient in Serbia, deeply
engraved in the theatre sphere. However, even today, “St. Sava” is considered as
one of the most successful productions in the history of the theatre in Zenica
whose archive keeps an impressive number of 600 media headlines related to the
event in the Yugoslav Drama Theatre. Moreover, the play continued to be regularly
performed at the theatre in Zenica until the end of the respective season with
no further incidents. The final suspension of the play, as well as of many other
recognized plays at the time, would happen as a result of the looming war in Bosnia
and Herzegovina.

According to Milosavljevi¢, when comparing what he calls the counterfeited case
of the play “St Sava” with affairs of a similar sort in the cultural realm in Serbia, he
may conclude that it was evident how, at the time, the government avoided public
exposure and enunciation of restrictions. The objective, in his opinion, was to create
an ambient that would provoke public manifestation of the newly-risen Serbian
national self-awareness and to prescribe the possible incidents to the right-wing of
the national opposition parties, then governed by the Serbian Renewal Movement
(Srpski pokret obnove, SPO) ran by Vuk Draskovi¢ and Vojislav Seshelj.

The then Archbishop Amfilohije (Mitropolit crnogorsko-primorski Amfilohije
Radovi¢) excommunicated Kovacevi¢ and Lau$evi¢. The violence in the Yugoslav
Drama Theatre in the following years developed in an organized religious and
political persecution of Lausevi¢ that tragically culminated with the shots fired
by the actor as an act of defense of his brother and himself in Podgorica, the night
on July 30, 1993 after which he was convicted and jailed multiple times before
he finally migrated in the USA for good. After he had returned to Skopje, Mil¢in
received police protection because the police in Skopje was reportedly informed
that the Belgrade underground is preparing his liquidation.

The suspension of the play was established as a media and a political scandal -
the central TV journals opened their broadcasting with this news, the press wrote
about it for weeks, roundtables and discussions were organized, while the associations

9T ta je predstava prekinuta, nije se mogla igrati dalje od tih urlika, od tih muskaraca. Sad $ta? Mi
smo presli svi iza scene Jugoslovenskog dramskog, a Zarko je iSao s ove strane scene i ja ga se secam
kad je izustio, rekao je ,,Evo vama Slobodana Milosevi¢a!” (Pavi¢evi¢, 2017)

20- http://www.pozorje.org.rs/stari-sajt/arhiva/nagrade1990.htm (05.01.2019)
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of the drama artists and the political parties established announcements that were
generally focused on the condemnation of the brutal attack on the theatre play. Mil¢in
was invited to participate in the series of debates whose transcript was later published
in the Belgrade newspaper “Vecernje novosti” as a feuilleton, though it didn’t take long
before he realized that this action was, in fact, a plotted smoothing out:

What was really perverse regarding this matter was that when the

debate was over, Dragan Gostuski who was a musicologist and a Byzantine
specialist and who turned out to be the brains of the respected operation,
after the debate, in order to avoid future hostility, invited us to the Temple
of Saint Sava at Vracar?, which was in an ongoing construction process, so
that we would face the momentousness which we were destroying. We went
there and I remember that he insisted on us having a sip of (brandy).

The public in the sphere of culture, as well as the general public, would eventually
take sides, and thus, reveal the stark social division which would announce the
arrival of the tragic events. Milosavljevi¢ comments this in his writings:

In a sense, the guest performance of “St. Sava” in Belgrade was a
touchstone for the intelligence in the capital. A great number of those who
were banned and censored in the time of Titoism, now raised their voice
while standing next to the state authorities, demanding repression. In the
hot, turbulent atmosphere that overshadowed the cultural life in Belgrade
during those summer days, the reasonable suggestions of having another
performance of the play were fruitless even when suggested to be performed
in front of a selected audience who would later, if interested, express its
views and ideas about the play at an organized roundtable or during a Q&A
session. The fanatic requests for prohibition of the play suppressed the

rest and prevailed. What was quite amusing, though, was that in those
moments, the middle-aged intellectuals stood shoulder to shoulder with the
young football fans...??

The traumas associated with “St. Sava” continued to be interpreted off, as well as
on the theatre stages even after the bloody 1990s. With the scandal in the Yugoslav
Drama Theatre begins Tanja Simic¢ - Berclaz’s 2008 play “Serbian Faust and Other
Quotes” (Srpski Faust I drugi citati, 2008), in which the playwright examines the
theater in the Serbian society and the lives, attitudes and responsibilities of the

2. A part of the city of Belgrade.

22U izvesnom smislu, gostovanje “Svetog Save” u Beogradu predstavljalo je svojevrsni probni kamen
za ovdasnju, prestonicku inteligenciju. Mnogi od onih koji su u epositito izmabivali zabranjivani i
onemogucavani sada su, sa pozicija bliskih vlastima, istupili sa zahtevom da se sprovede represija.
U usijanoj atmosferi koja je tih junskih dana vladala u beogradskom kulturnom Zivotu nisu nista
pomogli razumni predlozi da predstava ipak bude izvedena, makar i pred odabranom publikom, e
da bi nakon toga bio organizovano krugli sto ili tribina gde bi zainteresovani mogli da iznesu svoja
videnja predstave i ideja koje ona pokrece. Zaglusujuci su bili gotovo fanati¢ni zahtevi da predstava
bude zabranjena. Zanimljivo je da su se u istim redovima tako nasli vremesni intelektualci i
mladahni navijac¢i fudbalskih klubova... (Milosavljevi¢, 1994)

theater people during the Balkan’s bloody 1990s. Extremely significant is the author’s
project of theatre director Tanja Mileti¢ — Orucevic¢, the (meta)performance “Saint S
or How Was The Performance “St. Sava” Archived” (Sveto S ili kako je “arhivirana”
predstava Sveti Sava) which premiered on December 18, 2015 at the Bosnian
National Theatre in Zenica. “Archiving” here is a synonym of the forced suspension
of a performance. This theatre essay collages the extensive documentary material
on suspension of the performance “St. Sava” at the Yugoslav Drama Theatre with
the personal memories and traumas of the ensemble of the Theater in Zenica and
attempts to illuminate it with the means of documentary theater in perspective
of the current social and political reality. This performance ultimately poses the
questions: How do we now perceive sacralization of a nation and a nation state,
and where are the limits of freedom of speech and artistic freedom today - after
Vukovar, Dubrovnik, Sarajevo, Srebrenica, Kosovo?

Trying to distill in words the outcome of the trauma caused by the suspension
of the performance “St Sava” in Belgrade, Borka Pavic¢evi¢ stated in the interview:

Any suspension of a theatre performance is actually a distortion of the
world. The timeline of a performance tells us: “Everything’s balanced. A
certain thing lasts from the very beginning to the end. We have an event
of certainty. You play, I watch you... So, there’s a convention. Anything that
might happen will happen between you and me, between the actors and
the spectators. When one suspends a performance, they suspend an entire
world. It is shattered. And, at that moment, nothing is right anymore!
Neither the theatre nor the world around us, everything just falls apart!

Mil¢in’s answer to the question about the political circumstances that make the
theatre impossible and prevent it from happening because it actually shouldn’t even
exist, leads me to a plausible explanation of the diametricallyopposite viewpoints
of the audience and the critics, articulated through the two culturaland social
contexts — the Serbian and the Bosnian (whose commonality is, unfortunately,
exclusively nominal):

The theatre begins to fall apart when the reality, the society is quite
diminished. A single truth paints a single color. In that case, the theatre
feels the urge to do something different, to raise questions. Yet, here, there
is no room for questions as there are only answers, thesis, and directions.
There are times when the theatre may rise above reality. It becomes real
by surpassing the reality and its one-dimensional flatness. However, in this
case, the theatre hit a ceiling and couldn’t go further. There was no chance
for theatre, nor a chance for real theatre. And this repeats over time in
history. The theatre becomes just overly subversive. We can’t say that the
authorities and the powerholders are always those who suspend it. The
audience becomes afraid of it and flees.”

Relying on the social and communication function of art (the aesthetic experience)

- Mil¢in, 2019
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and focusing on the way the reader/spectator, as an immanent agent in the author-
work-audience triangle, perceives the artwork, which, according to him, is a key
factorin the historicity of art, Jaus says: “Literature and art become actual historical
processes owing to the mediatory experience of those who accept the artworks,
enjoy or condemn them, and, therefore, recognize or reject, select or forget, and,
lastly, create traditions for those who are not the least and may take an active part,
create works themselves and respond to a specific tradition.”*

The answer to the question about the paradoxically opposite reception of the
play in a single month, in theatres at a distance of a few hundred kilometers, where
there are speakers of a single communal language and which, at the time, were
the national cultural institutions of a federative state that ought to have had a
single, shared cultural politics that would have relied on communal values, is a
complex one. Regardless of the fact that they live in the same period of time and
in the same country, the spectators of “St. Sava” - a middle-aged Muslim woman
married to a Serbian - a metallurgy worker in the factories of the ethnicallydiverse
town of Zenica; the minor football fan of Zvezda (Fudbalski klub Crvena Zvezda
Beograd) originating from the concrete suburbs of Belgrade who still haven’t got
the chance to enter the theatre because he was preoccupied with fights against
the fans of the Hajduk Croatian football club (Hrvatski nogomenti klub Hajduk,
Split); the renowned theatre critic from Zagreb who, vear after year, found his
stay in Sterijno to become rather uncomfortable due to the nationalistic remarks
in the pubs; the liberal female dramaturg from Belgrade who, a few years later,
would initiate abolishment of the festival which could no longer be established
as a Yugoslav theatre festival in the midst of Yugoslavia’s bloody disintegration -
all these people live in horrendously different worlds, have absolutely different
expectations and consequently perceive the performance on a different level. The
level of communication reached by the performance, as an aesthetic practice, is
individually different - some of them are astonished by its aesthetic authenticity
and innovation, while others didn’t even have to see it in order to feel openly
provoked and triggered to pour out their wrath trained by political propaganda.
There are some who consider it to be only a mild critique of the Serbian nationalism
and others who see it as a mirror that unmasks the nationalism or as a hammer
that would start breaking it.

A world based on paranoia - because, as Danilo Ki$ has said, nationalism is a
collective and individual paranoia® and a world that insists on myths that would
sustain that paranoia and, if needed, actualize it in the forms of violence - does
not recognize knowledge, but devaluates and suspends it. In that kind of world,
art is redundant as it suggests and appeals for knowledge and strives toward its
dissemination. In fact, that kind of world has no audience for art. In the societies
that slowly become totalitarian, where objecting is prohibited and there is a total
control over the public and the private lives of the citizens, in the nations that base

2. Knjizevnost i umetnost postaju konkretan istorijski proces tek zahvaljuju¢i posredujuc¢em iskustvu
onih koji njihova dela prihvataju, u njima uzivaju ili o njima sude, teihna taj nacin priznaju ili
odbacuju, odabiraju ili zaboravljaju, i tako tvore tradicije, onih koji, ne na poslednjem mestu, mogu
da preuzmu i aktivnu ulogu da, i sami stvarajuci dela, odgovore jednoj tradiciji. (Jaus, 1978)

% Nacionalizam je, pre svega, paranoja. Kolektivna i pojedinac¢na paranoja. (Kis, 1974)

their sovereignty on xenophobia, the real theatre becomes impossible. There is no
audience who would understand it. There is no room for communication in a world
where words are censored, and silence prevails.

That is, presumably, the answer to why it was impossible to perform “St. Sava”
in Belgrade on May 31, 1990, just as, two years later, it would stop being possible
or at least it would seem absurd to have anything performed over the territories
of Serbia, Bosnia and Herzegovina, and Croatia. Reality, drenched in nationalism
and chauvinism, gave answer to the question raised by the play - what means are
considered acceptable in the fight for nation state and national identity. The question
regarding the price of establishing that identity as an indisputable objective will be
answered with the war that would begin in less than two years later.
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Abstract

Aim: This article was written in order to analyze the media influence on the
people in North Macedonia and how the leisure time influences on choosing
media sources. Method: For the purposes of the article, we have taken the last
conducted research by the North Macedonian State Statistical Office and have
conducted a survey using a sample of 2080 households surveyed continuously
for 12 months, and we have analyzed the results in the relevance to our article.
Results: We came to the results that the majority of citizens spend 36% of the day
on sleeping; the leisure activities accounted for 22%; domestic activities represent
10%; employment accounted for 10%; eating and drinking represent 9%; different
kinds of personal care - 4%; traveling accounted for 4%; and education is covered
by 4%. Media has had a big influence on the people of North Macedonia which can
be seen from the leisure time activity habits the nation has developed. Since the
time devoted to media has increased, it is just one of the easily noticeable direct
influences. Conclusion: The situation in North Macedonia, when put in numbers,
states that people devote a lot of time to leisure activities, especially activities
that include some kind of a media source in the most cases, so the influences of

media are present and visible.

Key words: Media, youth, Leisure activities.
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Introduction

Media - The main means of mass communication (broadcasting,
publishing, and the Internet) regarded collectively.!

Media is something that is as old as the human race; The media exists since the first
need of information to be shared from a person to another person. During the years,
the way of transferring information has changed. As people were evolving, the way
of transferring information also evolved. However, the biggest transformation was
achieved with the development of technology. Since the moment people started to
use technology for transferring information, the technology has became the main
supporter of media. Nowadays, media and technology are undividable. The transfer
of information from point A to point B can happen in a matter of seconds. The
world has become a global network and information is everywhere, the media has
taken part in people’s lives and, by this, its influence has started to grow. When
people understood the real power of media and how media influences people, they
started to use them in order to influence people. According to Louis Althusser and
his theory about the ‘ideological apparatus’, he declares that there are systems
which influence our perceptions of the world. (Althusser, 2001, p. 14) This has
been argued by Justin Lewis who says that there are other systems which influence
people, such as: family, school, press, etc. So, we have to take into consideration
that when analyzing one of these systems, we have to think of the others that are
present in people’s life (Lewis, 1990, p. 159).

Domestication of media technologies made a big difference. When media
technology became available for each home, some technologies became such a bhig
part of everyday life that they have become very reliable and trustworthy. It is not
just about adapting technologies to the people, but, also, about people creating an
environment that is increasingly mediated by the technologies. Berker will add that
it is now a commonplace that the new networks of electronic communications,

I https://en.oxforddictionaries.com/definition/media Accessed on 05.10.2018
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in and through which we live, are transforming our sense of locality/community
and, on a wider geographical scale, our sense of “belonging” to either national or
transnational communities. (Thomas Berker, 2006, p. 22)

Further on, Holmes states that people living in societies where technology has
become part of everyday life are not aware of the fact that technology is entangled
with their lives. They, too, are not aware of how much our activities throughout
the day are connected to some kind of a technological product that gives us
the opportunity to use telephones, internet or some digital benefits, as global
positioning systems and how our simple activities are preconditioned by these
systems (Holmes, 2005, p. 2).

Nowadays, the world have become a place where the new and the traditional
media are combined and where they work together or side by side. In the past,
before the new media arrived, it seemed like the traditional media (then called
only “media” since there was no other media to compare it to) is something that
cannot be knocked off the pedestal of being the best way to share information,
news, advertisement, entertainment shows, essays, etc. However, as we know, the
world changes and, sometimes, it changes in directions that cannot be foreseen.
Thus, the world has changed due to the improvement of the technology and due to
the human need for new forms.

In the new world, the new media took their own place, but it did not ruin the
traditional media. This is so, maybe because humans cherish traditional values, or
it can be because the new media is mostly virtual and people sometimes like real
things, but, anyhow, they both survived, and today’s world is a place where the
traditional media and the new media coexist and it seems they are here to stay.
Yes, we cannot foresee the future, as said earlier, and new generations may give up
traditional media completely, but, up until then, this is the case.

Methodology

This is an article about the analyzes of a particular research undertaken on
national level in North Macedonia by the State Statistical Office in 2014/2015 when,
for the third time, the Time Use Survey was conducted - where a sample of 2080
households surveyed continuously for 12 months, from May 2014 to April 2015 was
used. The quantitative research approach was used in gathering the data. We have
compared the results from this research and, also, gathered information from the
internet usage of the internet world stats site. With this statistical information in
our possession, we analyzed the normal day in a household in North Macedonia,
and the amount of time devoted to leisure activities or the amount of time devoted
to media.

New and Traditional Media
Traditional Media

When we speak of traditional media, we think of books, newspapers, magazines,
film, radio, sound recordings and television. All of these forms are used for

transferring information from the sender or transmitter to the receiver or reader,
viewer or listener. Traditional media has only one way of communication, from the
sender to the audience. In traditional media the audience cannot send a feedback;
they stay passive as the information is transmitted to them. Traditional media has
had its biggest effect starting from the Second World War up until the moment
of showing up of the new media. The positive side of traditional media, except
radio and television in case of live shows, is something that has been recorded
and can be used on many occasions. Then, there are the written media, such as
newspapers, books and magazines, as a part of the traditional media, and they
are to be cherished the most, since they do not need any power supply in order to
deliver the information. They are the most trusted media because of this reason,
and they are, also, not much affected by the technological improvements; their
quality of production may have changed, but their form has not. New technologies
will come, that is not negotiable, but the word written on paper is here to stay, and
this is also not negotiable.

So where does a de-crowned champion go? There is still certainly a place
for traditional media, but no longer at the helm. It’s now much more
suitable in a supporting role. Still valuable because of its reach, brands can
use traditional media to direct listeners, readers and viewers to their digital
marketing assets like a blog or a Facebook page for example.....We’re already
starting to see this happen with brands using TV or radio ads to drive traffic
to their Facebook page.?

New Media

New media has been created on the basis of the traditional media. The idea is
the same - to transfer the information. Kirik writes that with the introduction of
the new era of media, interactive web technologies have begun to gain, and the
Internet, known as the global network, has entered every aspect of life. Internet
has become more popular with the development of social networking, networks
that allow many online transactions (Kirik, 2013, p. 97). As traditional media was
transferring information, new media is doing the same, just the level of sharing the
information is more advanced and, in this case, the feedback from the audience has
a big role in the way this new media functions. The audience feedback has the key
role in new media, because the new media’s development is deeply connected to the
feedback from the audience.

New media - productsand servicesthat provideinformationor entertainmentusing
computers or the internet, and not by traditional methods such as television and
newspapers.>

The positive side of the new media is that the information is constantly there,
in the virtual reality, it is up to the audience/receivers when they decide to look
up for the information. The new media functions in a way that the information is

2 https://ernestbarbaric.com/value-of-traditional-media-in-a-digital-world/ Accessed on 07.01.2019

3 https://dictionary.cambridge.org/dictionary/english/new-media Accessed on 05.12.2018
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available through all the gadgets (that are created to be used for new media) and
the users decide when to join the network and receive the information. The speed
of shearing the information is a crucial difference between the traditional and the
new media.

When talking of media and its influence on people, first of all, we have to talk
about social media due to its growing popularity and influence. Nowadays, like
the rest of the world, North Macedonia, too, is following the ongoing trend of
using the social media in all aspects of life. The most numerous of social media
users are young people between the age of 15 to 24, and the number of users in
this age category in percentage is 90,3%, according to the State Statistical Office
and their statistical information (Jakupi, 2019, p. 6), even though the number of
older people starting to use social media is rising every day. Whatever we decide
to do today, almost everything is connected to the social media. There is the social
media to remind us of our events of the day, the people that we have to meet, their
birthdays, and our schedule as well. Social media entered our lives very quickly and
they became a very big part of them, and, now, we cannot even imagine our lives
without Instagram, Facebook, Twitter, Blogs, etc.

Nonetheless, North Macedonia is not far behind in this trend; being such a small
country of around 2 million people you might think that it would not be affected as
much, but the reality is different. In North Macedonia the social media networks
changed the way of life as well. This influence had the biggest impact on young
people; they, being so eager to follow the world trends, immediately accepted the
social media networks without even thinking how that would influence their lives.
Monitoring their way of living one cannot but notice that, at least once a day, they
tag a photo on Instagram, write at least one comment on Facebook, share a status,
etc. Observing their behavior and comparing it to the way the youth behaved before
WEB 2.0%, one may easily notice the big difference between the two. Before WEB 2.0,
people were using the internet often as well, but the idea was different; then, they
were browsing for information and news, not sharing their life and their attitudes.

Leisure Time in North Macedonia

We are taking into consideration the last research conducted by the State
Statistical Office in 2015 (TIME USE SURVEY, 2014/2015 - STATISTICAL REVIEW:
Population and Social Statistics, 2015) because it is the last one done on this subject
with a consideration that, in the last few years, the situation may have changed
a bit. The average daily time use of people aged over 10 in 2014/2015 in North
Macedonia is part of the image that provides the latest research from The State
Statistical Office, according to which the majority of citizens spend 36% of the day
for sleeping (i.e. 8 hours and 44 minutes). This number covers sleeping during the
day or at night, but, also, lying in bed because of inability (illness, old age, disability,

4 A term devised to differentiate the post-dotcom bubble World Wide Web with its emphasis on
social networking, content generated by users, and cloud computing from that which came before.
https://www.britannica.com/topic/Web-20 Accessed on 02.04.2019

etc.). The leisure activities accounted for 22% (i.e. 5 hours and 17 minutes), and
include socializing, visiting and receiving guests, phone calls, entertainment and
culture, recreation, sports, walking, hiking, art, using computers, reading books
or magazines, watching TV, listening to music and more. One should take into
consideration that the age group that is the subject of this investigation, other than
adults, consists of children over 10. Domestic activities represent 10% of all other
activities during the day (2 hours and 25 minutes). These include the following
activities: preparing food, washing the dishes, cleaning the apartment, washing,
ironing, crafts, gardening, care for pets, but, also, in this group, there are other
activities related to the household, such as building and repairs, shopping, and a
variety of services, such as child care, for example, physical care and supervision,
learning, playing with children and talking to them and other specified activities.
Employment accounted for 10% (2 hours and 30 minutes). Considering the main
and additional working position, including short breaks during work, trip during
work, overtime and travel related to employment, business trips, seminars, and
more. Eating and drinking represent 9% (2 hours and 14 minutes). In the group
“different kinds of personal care” where the percentage was 4% (56 minutes), are
included activities that people perform for themselves, for example, personal
hygiene, care for their own health, intimate relationships, and, also, activities that
are free of charge for family members, relatives or friends, etc. Traveling accounted
for 4% (52 minutes). This group includes travel related to the main purpose (the
main objective defines the way). These include: the commute to and back from
work, travel related to education, travel associated with purchase and services,
travel related to childcare or other care of the household, travel associated with
socializing, travel related to other pleasures, i.e. entertainment, hobbies, sports,
leisure, etc. Education is covered by 4% (46 minutes). This includes regular classes

T-06: Average time used per day by activities, age groups and sex, 2014/2015
hours and minutes

BospacHu rpynu / Age groups
10-14 15-24 25-44 45-64 65+

MEXWA | SKEHW | MEKW | SKeHWA | MKW | KEHW | MaKW | KEeHW | MaxW | KeHu Activities
Males |Females | Males | Females| Males [Females | Males | Females | Males | Females

9.50 1022 9.10 848 8.19 829 823 8.18 9.14 9.34 | Sleeping

530 6.22 539 531 5.05 353 528 426 8.08 6.39 | Free time activities
0.1 023 026 122 1.05 419 1.42 451 147 3.27 | Domestic activities
0.09 002 053 044 441 3.10 3.59 229 0.28 0.23 | Employment

1.42 128 221 214 216 211 21 214 240 2.32 | Eating and drinking
0.53 1.00 059 1.10 056 0.57 052 052 0.57 0.52 | Other personal care
0.48 049 1.15 111 1.07 046 0.59 038 0.30 0.20 | Travelling

4.42 3.21 248 243 0.10 0.07 0.02 0.00 0.02 - | Study
0.02 0.00 0.3 0.00 0.01 0.00 0.M 002 001 0.02 | Voluntary work and
informal help

0.12 0.13 0.16 0.16 0.20 0.09 013 0.09 o0.12 0.11 | Other

(2015, p. 27)
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and lectures, laboratory work, practice, and the short break between classes at
school or university, homework, studying in the library, and further education
courses. The State Statistical Office in 2014/2015, for the third time, conducted the
survey on time, using a sample of 2080 households surveyed continuously for 12
months, from May 2014 to April 2015.

These statistics show us how a normal day in North Macedonia looks like for
the average person, but we have to take in consideration that this is not a day of a

Average time used per day of students aged 15 and over, by level of
education and bv activities. 2014/2015

hours and minutes

OcHORHO OCHORHO CpeaHo Buiua wkona, DakynTeT, MarvcTpaTtypa
(og1go4 (foaSpgo8 obpasusarne | 1 cTened Ha daKafgemMuja W cneynjann-
044eneHne) | oaneneHne) 2.3.4 dakynrteT saumja
rofjaHL) Activities
Primary Primary Secondary College, 1 Faculty, Master,
school (1- 4 school school university academy specialisation
grade) (5-8grade) | (2,3.4 years) degree
936 9.08 9.02 8.25 6.44 7.23 | Sleeping
5.01 5.37 517 4.08 5.44 4.08 | Free time activities
0.43 0.22 0.57 0.04 0.20 0.34 | Domestic activities
- 0.02 0.05 0.38 - - | Employment
1.30 1.50 2.36 2.02 1.00 3.31 | Eating and drinking
1.05 1.06 1.06 0.50 0.54 2.20 | Other personal care
Q.50 121 1.14 1.29 047 1.38 | Travelling
4.40 418 327 6.24 B.28 3.46 | Study
- 0.00 0.00 - - - | Veluntary work and
informal help
0.35 015 0.16 0.0 004 041 | Other
(2015, p. 29)

particular person's life, yet it is a statistic from 2080 households, and it just gives us
the idea of a normal day in North Macedonia; further on we will see more detailed
statistics that will show us in depth how people actually use their leisure time.

From what we can tell, in North Macedonia, people, after sleeping, spend most
of their time for leisure activities. This is the case for children, as well as students.

If we take into consideration the employed, the statistic is a little bit different.

Average time used per day of employed persons, by activities, 2014/2015
hours and minutes

Bpab6oTenu / Employed
BKYMHO MaDKIK HKEHW Activities
Total Males Females
8.03 8.04 8.01 | Sleeping
4.11 4.35 3.39 | Free lime aclivilies
2.03 1.10 3.14 | Domestic activities
5.28 5.48 5.01 | Employment
2.02 2.07 1.56 | Eating and drinking
0.56 0.54 0.58 | Other personal care
1.02 1.05 0.59 | Travelling
0.03 0.03 0.02 | Study
0.02 0.03 0.00 | Voluntary work and informal help
0.11 0.12 0.09 | Other
(2015, p. 32)

Structure of free time activities of persons aged 20 to 74, by groups of activities, 2014/2015

From this table, we can see that the hours spent for work are increasing and that
people that work, actually spend more time working. Also, it should be noted that
the rate of unemployment in North Macedonia is very high. In North Macedonia,
according to The State Statistic Offices, there is active population of 949,525, from
which 715,758 are employed (the employment rate is 42.7%) and 233,767 are unemployed
(the unemployment rate is 24.6%). Because of the high unemployment rate, the time
spend per leisure activities in the table above is very high.

Structure of free time activities of persons aged over 10, by groups of activities, 2014/2015

Structure, % Structure, %
Brynro | Mazwm | Hawmm BrynHo | Mankmn | p A CTT]
Total Men Wiarnen Total Men Women
40 39 41 | TV.video and DVD 37 36 38| TV, video and DVD
1 5 8 | Social life,visits and feasts 6 5 7 | Social life, visits and feasts
27 26 28 | Resting 26 25 27 | Resling
2 2 2 | walking, hiking 2 2 2 | Reading books and magazines
7 8 & | Reading books and magazines 6 7 & | walking, hiking
o o 0 | Radic and music 1 1 0 | Radio and music
1 1 0 | Other hobbies and games 1 1 1 | Other ncbbies and games
1 2 1| Sports 2 3 1| Sports
1 1 1 | Religious activities 1 1 1 | Religious activities
a o 0| Other, unspecified 1 1 1 | computer and video games
a 10 7 | Other computing 10 " 9 | Other computing
5 8 4 | Tolephene conversations 5 5 4 | Other, unspecified
1 o 1 | Entertainment and cutture 1 1 1 [ Telephone conversations
o o 0| Computer and video games 1 1 1 | Entertainment and culture
] ] 1| Ans 0 o ! [Ans
100 100 100 | Free time total % 100 100 100 | Free time total %
(2015, p. 115)

Now, if we take a look at the table where we can see in details for what kind
of activities people do actually use their leisure time, we can have a better image
about the leisure time in North Macedonia.

When we analyze these two tables, we have to exclude the time spend for resting,
because this time is not a part of the leisure time. For resting, people spend round
27% of their free time, which leaves round 73% for leisure activities. We can notice
that there are small differences in the two tables, because, in the first one, children
are involved and, because of this, there are indicators about playing video games
and spending more time doing sports. However, in the second table, where children
are excluded, we can see that people are using more time for watching television,
which covers for the less time spent on doing sports.

In the two tables, on the second place, after TV, Video and DVD, is the use of the
computer, but we have to take into consideration that these statistics include people
up till the age of 74, so, if we presume that people above 55 do not use computers
that much, this reduces the number. If we analyze the group of people between 20
and 40, we will find out that the time spent on watching TV, Video and DVD might
be even lower than the time spent on the use of the computer. Nowadays, the use of
the computer is not only restricted to actual computers, but, also, to smart phones,
since smart phones have all the possibilities that a computer has, and this makes
the use of the computer be available to the users in every part of the day, and it
makes them constantly on line, which increases the time for computer usage even
though this usage is not concentrated in one part of the day, but spread throughout
the whole day. When we think of Television, Video and DVD in today's world, we
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think of something else than what we used to think in the past. Today, this kind
of leisure activities are connected to the internet as well. There is TV on demand,
pay-per-view TV and video sites that provide us with a lot of interesting contents,
and even the classical television has been changed; this means that, from the tables
above, everywhere where it says TV, Video and DVD, we can consider that time as
time spent on the computer, too. After all of these analyzes, we have to say that
people are very much devoted to the media and that this is a big part of their life,
so, there has to be an influence for sure.

Statistics

From the observation made on the web sites, we are able to see how much the
numbers of internet and social media users have changed in the last 15 years.

Internet users in North Macedonia, Montenegro and

Albania simply love Facebook, with almost 90 per cent of them having
Facebook accounts, according to a global statistical database maintained by
the International Web Stats web page.

Out of 2.1 million Macedonians, some 1.05 million or
50.9 percent use the internet. A staggering number of them,
878 300 have Facebook profiles, the statistics show. 5

Internet Usage and Population Statistics:®

YEAR Users Population % Pop. Usage Source
2000 30,000 2,016,060 15% ITu
2002 100,000 2,016,060 5.0% ITU
2006 392,671 2,056,894 19.1% SSO
2010 1,057,400 2,056,894 51.0 % ITU
covtay | Paton | Ineret s | preration | U | T
) 31-Dec-2012
North Macedonia 2,069,172 1,280,132 61.9 % 2.2% 962,780

According to the tables above, the number of internet users in North Macedonia
is constantly growing and, is with a big increase in 2010, which is due to the start of
the usage social media networks in everyday life. Big chunk of those numbers are
young users and this number is still rising, since the internet access has become
easier by the new devices invented almost every day. Sherry Turkle, a professor at
the Massachusetts Institute of Technology and the author of Alone Together, states
that, as technology becomes ever more pervasive, our relationship to it becomes
more intimate, granting it the power to influence decisions, moods and emotions.
(Turkle, 2011, p. 1)

> http://www.balkaninsight.com/en/article/macedonians-montenegrins-albanians-glued-on-facebook
Accessed on 05.02.2019

b https://www.internetworldstats.com/euro/mk.htm Accessed on 25.12.2018

According to the 2018 statistics of the State Statistical Office, in the first quarter of
2018, 79.3% of the households had access to the Internet at home. The participation
of households with a fixed broadband connection in the total number of households
was 70.4% in 2018. In the first quarter of 2018, 79.2% of the total population aged
15 - 74 used the Internet, and 68.7% used the Internet every day or almost every day.
The mobile phone or the smart phone was the most used device for access to the
Internet, used by 81% of Internet users in the period, and mostly among persons
aged 15 - 24 (91.8%). 74.9% of the people used computers, laptops, smartphones,
tablets or other portable devices at work.”

The Influence of Social Media on Young People in North Macedonia

We are dedicating a whole part to the youth because they are the most devoted
users of social media. Social networks, which allow communication, data and
information to be shared, affect every segment of all ages due to the attractive
opportunities they offer; it makes individuals dependent on the virtual world.
Individuals constantly use Facebook, Twitter, MySpace, Google+, Pinterest, etc.,
social media usage is expressed as social media addiction. Kirik says that social
media addiction mostly affects young people. Economic problems, psychological
problems and physical deficiencies cause individuals to escape from the real world
and take shelter in the virtual world. However, this situation leads to deterioration
of social relations and the fact that they do not have any social relations and cannot
direct their children consciously are among the main reasons triggering social
media addiction. Although social media has been described as an uncontrolled
time in social networking networks and inability to prevent access, no definitive
diagnosis has been made for this problem. Therefore, it is difficult to enumerate
a person as a social media addict. The individual who is addicted to social media
comes to the point of breaking away from the social life by losing the real and
virtual distinction. (Kirik, 2013, pp. 97-98)

According to the statistics, the numbers of the internet users are very big, so this
is directly connects to the way we live our lives nowadays. To take as an example
a normal day of a young person's life. The day begins with waking up and turning
on the phone to check what is new on Facebook and Twitter, who was where,
who wrote what, and what happened new in the world. Then, they continue to
Instagram just to see who has tagged themselves and in which photo; commenting
on everything and liking the posts is almost a must. Afterwards, during school, the
anxiety of missing something out is increasing. There is a syndrome called FOMO
(Fear Of Missing Out) and it becomes more and more present in young people’s
lives. This type of fear is also induced by the social networks as well.

It’'s known as FOMO, or “fear of missing out,” and refers to the blend of
anxiety, inadequacy and irritation that can flare up while skimming social media
like Facebook, Twitter, Foursquare and Instagram. Billions of Twitter messages,

” http://www.stat.gov.mk/PrikaziSoopstenie_en.aspx?rbrtxt=77 Accessed on 22.10.2018
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status updates and photographs provide thrilling glimpses of the daily lives and
activities of friends, “frenemies,” co-workers and peers.?

After school they attend an event which was suggested by Facebook and share the
photos of the event on Instagram while doing live twitting on Twitter. With every
changing of position in the town checking-in is a must, as well. The day ends with
checking-in in bed and going to sleep.

Young people follow the trends constantly and they do not even notice how much
their lives have been changed. They have become addicted to social networks
without even knowing that. Nowadays, parents punish their children by forbidding
them access to the internet, so the kids feel excluded from the online community
and they really consider this to be the harshest punishment of all. Not being part of
that community makes them feel as outsiders, which is, also, a part of the FOMO
syndrome. Young people in North Macedonia have all of these symptoms as well
and their lives are affected by social networks as much any other child in the world.

Naskova in her essay writes that the media have a big influence on shaping the
attitudes in children's and young people's lives and they are one of the factors
through which the young are introduced to the moral behavior in society. Media
are a mass outbreak; they are unavoidable and tempting; they occupy young
people’s attention and that is especially done by the television and the internet.
Through media, young people are introduced to the society, they are introduced
to each other and they learn about themselves, learn the basic principles and rules
of socialization. Mess media create a special parallel world, digital, electronic,
virtual, medium world, or media society which young people live in. Media shows,
transmits, and produces many unmoral contexts, deeds and doings; the moral and
ethics in media most often are absent and that has a big influence on the young
people’s psychological and social state. (Naskova, 2012, p. 20)

As we have already mentioned, North Macedonia is a small country, so everything
that happens, happens in small proportions, thus there are no big numbers, but
the percentage of the numbers is very big; for instance, the fact that more than a
half of the population uses Facebook means that Facebook becomes the bhiggest
community in North Macedonia. The usage of Facebook by the young people has
both its positive and negative sides. The positive side is that whenever they have
some problems, they address them to all of their friends in order to find a solution
and, most of the time, they do find a solution. Due to the political situation in North
Macedonia and the changes in the educational system, high school and university
students were very unsatisfied so they decided to create a sort of a movement
which will help them solve the problem and take education on the right track.
They created two different social media communities called: 1. High school student’s
pressure (CpemHouikoncku rienyM) and 2. Student’s pressure (CTyIeHTCKU TVIEHYM).
The goal of these two communities was to lodge protests against the new system
and try to change it. They both have Facebook pages and according to their pages
High School student’s pressure has 14,634 people following it most of which active

8 https://www.nytimes.com/2011/04/10/business/10ping.html Accessed on 09.04.2019

users and participants in the protests; Student’s pressure has 23,769 followers, also
most of them active users and participants. These communities managed to create
massive peaceful protests that lasted for more than a month and they managed to
reach their goal and return the educational system as it was previously.

As far as the negative usage of the social networks is concerned, and that it
influences the youth directly, there is a lot of age inappropriate contents on
those pages and the youth is exposed to this contents without any possible filter
that might prevent this from happening. Children learn aggressive attitudes and
behavior because of watching shows and movies that depict such a behavior. They
develop a fear of being victimized by violence. Most of the programs they see and
hear send the false notion that, in every conflict, there has to be a winner and a
loser, thus making them believe that violence is a successful means of resolving
conflicts. Children are exposed to all of this and nobody seem to care enough to find
a permanent solution for this problem. °

Kirik also adds that today, humanity is contradictory because they became unfit
to the hegemony of the global powers by becoming unfamiliar with the social
elements that made them valuable, and they felt free with the unlimited use of
the possibilities of the new technology. The contradiction between freedom and
captivity has confined humans to a forgetful personality, without the memory of
the future; to a non-universalized, globalizing individual; it has made the reaction
of the global spheres to the point, but it has not been able to get a global product
from the invasion of global power. Social media has contributed to the realization
and has shifted the individual to a different situation than it is. (Ali Murat Kirik,
2015, p. 156)

Many of the children and young people spend a lot of time on the social networks
using laptops or their phones and they estrange from the world. They become
closed in themselves and do not want to interact with others. Out of observation
I can say for sure that, nowadays, children become familiar with all of the newest
gadgets as soon as they step outside and they are using them, as well. The negligence
by the parents creates no barriers for their children to spend as much time on
social networks as they want, and this leads to estrangement. In the end, there
are children who do not want to go out and play, and it’s not that they might not
want to, but they simply do not know how to do that - their sense for interaction is
connected to the social networks and not to a human being. They would gladly stay
at home and post, or tag, or share what they are doing at the present moment, even
they might not be doing anything, then rather go out and actually do the things
they say they do. Zdravkovska writes that the interaction of the youth through the
social networks became an undeniable part of their everyday lives. In the process of
communication and exchange of information through the social networks, young
people are, at the same time, users and the most faithful audience. As a result, to
this so called compute hanging out, direct contacts, conversations and meetings in
real life are down to minimum. (Zdravkovska, 2012, p. 1)

% http://www.med.umich.edu/yourchild/topics/tv Accessed on 03.03.2019
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General Influence of Media on People in North Macedonia

A historical process of transferring from the past to the present, defined by all
elements of language, belief, art, emotion and thought that are valid in a society
and become reminders of it, is the social dynamic that needs to be passed on
from the past to the next generations. It is not possible to deduce the concept of
culture independently of the elements of language and history. The degeneration
that will occur in any of these elements brings the alienation of the culture from
that society. Nowadays, globalization has occurred in a flow of culture towards
societies. In order to address the concept of culture in more detail, it is important
to understand how culture is perceived today and how it affects the smallest unit
of society. (Ali Murat Kirik, 2015, p. 137)

Media has had a big influence on the people in North Macedonia, which can be
seen from the leisure time activity habits that this nation has developed. Since the
time devoted to media has increased, it is just one of the easily noticeable direct
influences. And this is just one of the influences from the media in the line of many
other like:

- Language changes - the usage of many long forgotten Turkish words and the
usage of international words instead of the Macedonian words for things from
everyday life;

- Fashion influences - by following the world trends in fashion despite the
traditional fashion style;

- Adapting new customs and implementing them in our tradition - for example,
wedding customs not traditional for our country accepted by the people and
practicing them on weddings, like the wedding march music, having bridesmaids,
making bachelor and bachelorette parties before the weeding, honeymoon vacation
etc.;

-Music influences - preferring foreign music over Macedonian music and following
the new beats when creating newly composed Macedonian music;

These and many more influences are a direct impact from the media in all of its
forms and they are unstoppable because media have become probably the biggest
part of every person in North Macedonia.

Conclusion

In conclusion, we may say that people in North Macedonia are unbreakably
bonded to the social networks and the social networks are part of their lives. As
much we do not want to admit to the fact that social networks are a way of life, they
are. Yes, they do have negative influence on the youth, but, also, the positive impact
is important as well. As many things in life, media have two sides, both negative
and positive, and, unfortunately, we cannot exclude one form another, at least not
yet. We have to work on promoting the positive effects, like easy communication,

easy access to information and sharing of the same, place for sharing our attitudes
and reaching to many other users with them. However, we also must work on
reducing the influence of the negative aspects or even try to exclude them totally,
if possible. The biggest part of protecting the youth from the negative aspects of
the social networks lies in the parents; they are the ones who have to make sure
that their children are not exposed to the negative influence and find ways to make
that possible.

Social networks make life easier for sure, and sharing information with the
rest of the world became so easy nowadays thanks to them. The world has been
completely transformed since the social networks were invented, and we cannot
deny that; the new generations are children of the social networking era and their
lives will be deeply connected with the social networks, as once upon a time, when
the television was invented, and after that, nobody could have imagined their lives
without the TV; that is how today social networks influence lives of people.

In North Macedonia, like in the rest of the world, the trends come and go, once it
was sports, then television, now social networks and who knows what will be the
next trend. Still, what is here and now is what we can analyze and what we did.
From our research we could see that people, depending on their age or employment
status, have time for leisure activities and most of the time they have the same
habits and choose the same activities. If we go by the mathematical division of the
day, 8 hours of sleep, 8 hours of work and 8 hours of free time, we can say that in
North Macedonia the general picture is more or less similar to this equation. The
fact that the rate of unemployment is high brings down the working hours, but
for the people that work, this is the case. From those 8 hours of free time, people
use 5 hours for leisure activities, which makes the Macedonian population to have
a lot of time for pleasure. As we mentioned previously, since North Macedonia is
such a small country, sometimes it does not provide the same opportunities as a
big country. So, people outside of the capital do not have the opportunity to go to
the cinema or, in many cases, theater as well, they do not have an opera or a ballet
house, so this also adds to the media segment.

People in North Macedonia may not be much in numbers, but the percentage is
big, and the usage of social networks and media in general is almost 100%, and with
the protests that they created and succeeded in accomplishing their goals, they just
proved the power of the social networks and that if they are put in good use, the
effect can be enormous.

From all we have seen, the situation in North Macedonia, when put in numbers,
states that people devote a lot of time to leisure activities which include some kind
of a media source most of the time, so the influences of the media are present and
visible.
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Abstract

Exploring the Shadow Theater - Karagoz is an interesting and unusual
scientific journey where we come across many and varied definitions of the term
Karagoz. An attempt was made, on the basis of the available relevant reference
books for the paper, to decipher the origin, history, and interesting, (unjwritten
script, as well as the specific language of Karagoz. Special emphasis was placed
on the characters, puppet making, costume design, stage set, and music (song)

in Karagoz.

For centuries, Karagoz has been widespread in Central Asia, North Africa and
the Balkans. In Bosnia, it existed for some time after the World War I, Hasib

Ramic¢ in Sarajevo is mentioned as its last representative.

Karagoz represents the “little man”, and as such, it travels through time,
leaving deep and distinct marks. In Turkey, its cradle, Karagoz acquired its
authentic form and meaning. When it comes to Karagoz, it is impossible to have
the final say. Karagoz is a lasting essence, the essence of the primordial, in the
“ritual”, and, in that sense, the thread of Karagtz in the future is inevitable and

truly indispensable.

Keywords: Karagoz, shadow theater, Turkish shadow theater, puppet, moving

characters, puppet theater.

KARAGOZ

Mirsada Sulji¢
Tuzla, Bosna and Hercegovina

INTRODUCTION

Neither in ritual, nor in theater, does the identification ‘with life’ or real
transformation ‘into another’ occur, that is, the ritual as well as the theater
rests on the principle of ‘as if” and not on the principle ‘ves’, it is.”* The

fact of the matter is that the presentation or the staging is essentially only
a real imitation of reality, unlike life that is being alive. If we do not have

a ritual or a game before us, then it must be the truth. If there is no real
transformation into another, then there is real deception. Perhaps all this,
as it is, is more like a circle that is constantly rotating, returning to its own
source, in the precisely set rhythm of the music of the universe. “...The
rhythm of music hides a secret;” Rumi says “if I had discovered it, it would
have shaken the world.”? If rhythm is so important and mystical, then could
the foundation of rhythm be hidden in the following words: “Beware! There
is a piece of flesh in the body that, if it remains healthy, the whole body
becomes healthy, and if it is diseased, corrupted, the whole body becomes
diseased. That piece of flesh is the heart.’

A healthy or a diseased human being is the witness of the times gone by, as well
as the witness of here and now, the modern and contemporary. Another heart
reveals nothing new in the paper. It merely tries to dive into the depths of the sea
and collect the pearls of the mystical, untouched, given to us long time ago. And
in this modern moment, following in the footsteps of Karagdz, it is impossible to
shake the impression of returning drama to its source. The ritually primordial, at
times weaving not so finely or theatrical, has, once again, become the most modern
expression of dramatic representation. The binder thread noticeable in this piece
is striking. Ortaoyunu, the first form of traditional theater in Turkey, similar and
close to Karagéz, is quite special in nature and the relationship with the audience.

I Kulenovi¢, Tvrtko: Pozoristei ritual in Rezime, Medunarodnicentar za mir, Sarajevo, 1995, p.142.

2 Eliade, Mircea: Od Muhameda do Reformacije 3 in Historija verovanja i religijskih ideja, Bard-fin
and Romanov, Belgrade and Banja Luka, 2003, p.127.

3 Izbor Poslanikovih hadisa, selected and translated by Jakub Memi¢, SIZ BiH, Hi S, Sarajevo, 1984, p.
99.
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It is representative and non-delusional. It is reminiscent of Artaud’s actor, a passive
and neutral element, as he is barred from any initiative. The audience does not
view him as someone who acts. The audience, in Ortaoyunu, sees him as an actor.

The performance space in Ortaoyunu is not separate from the audience; there is
no border or a transparent fourth wall between them. The play is performed with
almost no set design in a circle where the main actors are surrounded by audience.

We will abolish the stage and the auditorium and replace them with some
kind of unique space, without walls and any partitions, the space that will
become the theater of action. There will be direct communication between
the actor and the spectator, since the spectator will be in the middle of the
action, surrounded by and intersected by it.*

”

This is Artaud’s vision or “imagination”, “the rebel who questions not only the
French theatrical tradition but also the entire western theatrical concept of theater,
which in his view, was wrong from the very beginning,”> and which is consciously
or unconsciously based on sacred, ritual forms of theater.

Furthermore, it should be noted that the backbone of this research paper, on the
topic of Karagoz, was the book Karagéz Turkish Shadow Theatre by Metin And®, then
the books, Pozoriste Azije i Teorijske osnove modernog evropskog i klasicnog azijskog
pozorista by Tvrtko Kulenovi¢, PhD, as well as the work of art Karagéz Sanative
Sanatcilir by Mustafa Mutlu’. While researching this, still rather intriguing shadow
play, I employed the didactic method from the general to the individual, and in that
capacity, I continue to print page after page.

There are four major theater traditions in Turkey. These are the tradition of the
folk theater, the tradition of popular theater, the tradition of court theater and the
tradition of western theater. When it comes to the tradition of the folk theater,
it should be borne in mind that Turkish peasants, about three quarters of the
entire population, represent the most eloquent element of the entire nation. For
centuries, they have managed to retain their distinctive character. They express
their personality at festivals through song, dance and imitation, which already

4 Antonin, Artaud: Pozoriste surovosti u djelu Pozoriste i njegov dvojnik, translation with a foreword
by Mirjana Mio¢inovic, Prosveta, Belgrade, 1971, p. 111.

5> Ibid, Predgovor by Mirjana Mioc¢inovi¢, p. 7.

6 Metin And, a professor at the Theater Department of Ankara University, is one of the leading
contemporary Turkish theater experts and researchers in the field of the theater in general. He
published 35 books and several thousand articles in the area of drama, miniature painting, spells
and ritual dance, both in Turkish and in English, and coauthored many books, encyclopedias, and
professional journals. He is an art critic; he lectured and researched the theater worldwide. For
many years, he was one of the three members of the theater council Turkish State Theaters. He
received many awards for his work. (See: Biographical notes in Karagtz Turkish Shadow Theater by
MetinAnd).

7 Mustafa Mutlu, born in 1942, in Ankara, where he also graduated at the Theater Department of

the College of Language, History and Geography, which occupies a prominent place in Turkish
culture in the field of scientific research of Turkish traditional theater and the promotion of Turkish
culture in general. Having worked at the Ministry of Culture, the State Theater, and the TV and radio
production, he is credited with promoting the art of Karagéz in numerous European countries and
across the Asian and American continents, and was awarded the Turkish Science Center Award in
1995 and the ‘Unima Kukla’ Shadow Games Award in 1997.

takes the form of an undeveloped drama. And, if seasonal ceremonies have already
been worked out, then we see three main courses of action: combat or competition,
procession or quest and drama performed through imitation and imitation of
animals. This form of folk drama most likely has its roots in the old religious rites.
These are ordinary parties today. Then, there is the traditional popular theater
designed for the urban middle class. It is represented by professional performers:
live actors, storytellers and puppeteers of shadow and puppets. They imitated and
emulated dialectal features, imitated animals. They were permanent characters
and were called takliti. They could always be recognized by the same costumes,
music, announcements and dance. All this happened with no set or with very few
props. It is interesting to note that in this theater, as well as in ancient drama, the
female roles were played by men.

The popular drama was played in public squares, national or religious festivals,
weddings, fairs and in private homes, which means that there was no dedicated
building for the purpose. The drama took place with almost no action whatsoever
with music, song and dance. In monologues and dialogues, there was a word play,
the replies were always prepared in advance, and there was no shortage of the rude
and unsophisticated jokes, ambiguities and witty remarks.

Over time, these farces, whether they belong to koloyunu (group plays), or
meydanoyunu (play series), or taklitoyunu (imitation plays) begin to be associated
with ortaoyunu, a Turkish commedia dell’arte, which later declined, improvised and
developed into the theater called taluat. Ortaoyunu is the first form of traditional
popular theater where the performers did not use the stage, a raised platform, until
the influence of the western theater.

Another form of traditional popular theater is the dramatic story told by one
speaker named Meddah who imitatied many characters. The third form of popular
theater is puppetry to which Karagéz belongs, the shadow theater - the subject
matter of this seminar paper.

In addition to the afore-mentioned traditional theaters, there was also the third,
the court theater, which simply imitates the popular theater. It lived in the courts
of the medieval rulers throughout Anatolia. Then, there is the fourth traditional
Western theater which takes place over three periods, between 1839 and 1923: the
Tanzimat and the Istibdat periods, i.e. the “reorganization” and “despotism” period,
the period of revolution, and the third, the period of the Republic.

This brief introduction is followed by the answer to the question ‘What is
Karagoz?'.

WHAT IS KARAGO0Z?

When one starts exploring the shadow theater in general, one finds many and
varied definitions of the term karagdz. An interesting one to this seminar paper
was the definition in Opca enciklopedija of the Yugoslav Institute of Lexicography
(Zagreb, 1978) which states that KARAGOZ or KARAGOS is the main character in the
Turkish Shadow Theater; in addition, the name for this type of theater originates
in East Asia, and had been developed by the Islamic nations because they find it
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disgraceful to have a live human being on stage. In the play, flat silhouettes of
grotesque and standard shapes appear, moving behind an illuminated screen; their
play is accompanied by a text manipulator in the vernacular. The main character
is a witty jester, an incarnation of folk humor and irony, while his partner is the
dumb and thoughtful effendi Haji-Evad, who, in the play, comes off as second
best. As in commedia dell’arte, the contents are pre-determined, but the spoken
text is improvised and complemented by allusions to current and local events. The
plays were performed in the house during Ramadan and during family ceremonies
(weddings, circumcisions, etc.), or in public places, taverns and fairs. Karagéz was
widespread throughout the Islamic world in Central Asia, North Africa and the
Balkans for centuries. In Bosnia, it existed even after the WWI; its last representative
was Hasib Rami¢ in Sarajevo. Another interesting definition of KARAGOZ was given
by Abdulah Skalji¢ in Turcizmi u srpskohrvatskom jeziku(“Svjetlost*, Sarajevo, 1989).
When he was asked what Karagéz was, Skalji¢ briefly replied that Karagéz was a
performance or a play with colored figures made of thin hide, which appear on
the screen and are manipulated by an actor using a thread. The movement of the
figures is accompanied by the voice of the actor behind the screen. It had been a
favorite Turkish game for a long time. Karagéz also denotes a comic magician, a
jester and a puppet. Karagdéz is a Turkish word, literally meaning ‘black-eyed’. It is
derived from the Turkish words kara ‘black’ and géz ‘eye’.

The shadow theater (Arabic Hayalaz-zill; Turkish Karagoz, ‘black-eyed’,

after the main character of the Turkish Shadow Theater), is played with
airy, flat characters that are pressed against the illuminated screen while
the player stands in the back and presses the 30 centimeters tall, airy, often
colorful, mobile figures made of dried hide against the screen with a guide
stick the width of a finger. Apart from humans, there were also animals and
some objects. The oldest preserved Islamic shadow characters date from the
14™ Egypt. Artistically, they are at a very high level .

From each of these listed definitions (and there are many more), one learns
something new about Karagoz. The existence of Karagdéz in Bosnia in the very recent
past is an intriguing fact, given the long-term viability of the play, the shadow play.
No less noteworthy is the fact that the word Karogéz originates from the original
Turkish words. One cannot ignore the fact that Karadoz is a “play with colored
figures, which are moved across the screen by an actor using a thread”, while the
same play in another source is described as “a player stands in the back and presses
30 centimeter tall, mobile figures made of dried hide using a guide stick the width
of a finger against the screen.” There it is, KARAGOZ.

ORIGIN AND HISTORY OF KARAGOZ

“Given the well-researched origins of Turkish Karagéz, which as a distinctly comic
art, originated from the sacred, ritualistic forms of shadow theater from East Asia,

8 Smailagi¢, Nerkez: Leksikon Islama, ,Svjetlost“, Sarajevo, 1990, p. 319.

it can be argued that, in the Islamic world, there is comedy but there is no drama,
and especially no tragedy.” In Turkey, as well, much attention has been paid to
the study of shadow theater and puppet theater, especially in recent times when it
has been discovered that there was not only one yet several types of shadows and
more than four different types of puppets: “the first is the iskemlekuklasi (jumping
puppet) used by street entertainers; el-kuklasi (hand or glove puppet) and iplikukla
(marionette, manipulated by means of a thread) are two other types. It is believed
that they came to Turkey in the late 19 century and were brought by an English
puppeteer, Thomas Holden. As this type of puppet is often associated with Holden,
puppet show programs still bear his name today. The fourth type are the giant
puppets. Those were huge figures, carried in street processions, and manipulated
by people inside the puppets. Numerous illustrations of giant puppets can be found
in old miniature collections in old festive books.”® Metin And states that there is no
type of a puppet show that has not been tried in Turkey and that the Turks, even
before they were introduced with the shadow theater, in the 16" century, had a
long-standing puppetry tradition.

The Shadow Theater has been explored by many. Thus, in the 17" century, an
Italian traveler, Cornelio Magni, was the first to describe the puppet theater and
then the shadow theater in his book on Turkey, and when giving details describing
it, he said: “with a source of illumination behind the screen they depict people,
trees, horses, camels and other animals, accompanied by shadows where they are
portrayed in battle.”"

Yet, another word about the shadow theater is, thus, sealed in ink forever.

Although the shadow theater spread from the Far East, and its existence is first
recorded in Java, China and India, one can notice that, up to this day, it has attracted
a great deal of the attention of the theater experts, as well as other scholars all
over the world. In Java, the general term for theater emerged from “the Javanese
word wayang, shadow”. Considering the abundance and diversity of forms, it
is, nevertheless, possible to single out, as a representative form of this theater,
wayangkulit, the Javanese shadow theater”? which Metin And associates, through
indirect influence through Egypt, with the Turkish shadow play. Metin offers for
and against evidence for such an indirect influence. Considering the fact that there
are no figures from the early Turkish puppet shows, in his opinion, the cahnces for
both is equal.

1. Javanese shadow play is presented by Dalang, the playwright, who changes
his voice for each character. The Turkish hayalci or hayali, the playwright in a
Karagézplay, has the same role as the Dalang.

% Kulenovi¢, Tvrtko: Svetazijskog teatra - Islam in Pozoriste Azije, Centar za kulturnu djelatnost,
Zagreb, 1983, p. 92.

10-And, Metin: The Origins and the Development of Turkish Shadow Theatre in Karag6z Turkish
Shadow Theatre, Dost Yayinlari, 1987, pp. 24-25.

- Thid, p. 27.

2. Kulenovi¢, Tvrtko: Jugoistocna Azija in Pozoriste Azije, Zagreb, 1983, p. 113.
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2. In the Javanese shadow play, the Dalang, before the beginning of the play
and during the overture, puts a certain figure, called kayon or gunungan, in the
center of the stage. It is usually the tree of life. It is all very similar to gdstermelik,
complex figures that can represent a camel made of different animals or a gin
made up entirely of human faces. There is another gdstermelik, vak-vakagaci, a
type of Tree of Life, whose fruits are human heads or human bodies.

3. Turkish puppets are manipulated using horizontal sticks, while Javanese
puppets are manipulated and mounted on vertical sticks.

4. Turkish figures are made of translucent hide while the Javanese are
opaque. The Javanese shadow figures are strangely distorted and grotesque.
For example, the nose is unnaturally presented and gives a bird’s profile.
According to some scholars, it is deliberately distorted due to the Islamic
influence, although, according to some, it existed in this form even before the
introduction of Islam. On the other hand, the faces of Turkish puppets are
human, natural and real.

5. Early Turkish Shadow Theater began with dances and animal struggles,
which are, perhaps, reminiscent of the Javanese “fantastic vines” with birds
and monkeys.

6. Each new character in the Turkish Shadow Theater is introduced with a
characteristic announcement, and in Javanese practice, the orchestra would
play a special song, identifying a new figure that appeared on stage.

Despite the facts presented in detail, one seems to remain incomplete: the sacral
quality of the theater.

This sacred theater allows for an almost unbelievable amount of comedy,
irony, grotesque, etiquette, mockery: perhaps this dimension was fueled
by the introduction of Islam when the things discussed and done in that

theater ceased to be sacred, perhaps one should look for the distant echo of
that moment of the development in the Turkish Karagdz, but it should be
borne in mind that such comical, ironic and grotesque elements also exist in
classical Sanskrit drama, and in Kathkali, in Japanese Noh."

As one goes back to the distant past of Karagéz, one encounters many legends
about it, the most popular of which is the legend according to which a mosque in
Bursa was being built during the rule of Sultan Orhan (1326 - 1359). Hacivat was a
bricklayer and Karagoz was a blacksmith. They talked a lot. Since their conversation
was always humorous, they stopped the works on the mosque. However, the sultan
had them executed and later, due to the sultan’s guilty conscience, one of the
vassals made a curtain and manipulated puppets representing the two dead men.
This legend has several other versions.

Alsonoteworthyis Metin’s statement that there is a close connection and similarity
between Karagéz and Ortaouyunu. “It all evolved from a group of puppeteers,

5. Tbid, p. 114

magicians, storytellers, wandering actors, imitators, musicians and dancers, or by
merging all these types of entertainers. One can assume that there was an exchange
of styles and techniques between puppetry, shadow theater and live actors.”*

However, regardless of that, no matter how hard we tried to dive into the past in
an attempt to search for and determine the origin of Karagéz, “we can only dream
about it, because to this day we have no reliable evidence of its origin.”

KARAGOZ SCREENPLAYS

Despite the fact that in the past, Karagéz plays did not have classic written
screenplays, they certainly had clear action and defined topic. Each shadow play,
Metin states, consists of three parts: Mukaddema (prologue or introduction),
Muhavere (dialogue) and Ara Muhaveresi (interplay) and Fasil (main plot).
The prologue is always preceded by an introductory image on the screen called
gostermelik. At the beginning of the play, with the penetrating sound of the whistle,
the image disappears from the stage. In the introductory part of the play, Hacivat
sings a song. He usually prays to God in this way and he prays in the name of the
sultan as well. At the very beginning, he introduces the audience with the events
that follow; nothing on stage happens accidentally; it is but the reality of the
moment that one shares. There are lessons in all of this. He calls for his peasant
friend, knowledgeable and skillful, who, by no means, lacks humor and jokes.
Karag6z appears on the right and everything that Hacivat tells him he confuses
and understands differently. They argue on stage.

When they calm down, Muhavere, that is, dialogue and interplay, follow. In an
instant, they devise a dialogue, inspired by the audience and their present situation.
This is followed by a word play that seems to have no end. The length of the play
depends on the skill and imagination of the puppeteer.

In Fasil, i.e. main action, in addition to Karagéz and Hacivat, rather different
people appear. Women, Celebi, Beberuhi, Turk or Baba Himmet, Laz, Kurd,
Persian, dancers, musicians and other performers appear on stage to show their
costumes, mannerisms and dialects and, thus, evoke the integrity of the action on
stage. Despite this overall ambience, visual and sensual experience, every instance
of action in Karagéz is independent i.e. they are independent of each other. Each
episode stands on its own. The episodes can be tied up, omitted without disturbing
the composition of the play.

There are several key elements to this kind of screenplay and action. One of them
is repetition; e.g. two identical figures of Karagoz coming from opposite sides each
claiming they are the right one. Disguise and concealment are also very common
in Karagéz. There is the known case of dressing up as an old woman to spy on one’s
friends or dressing up to enter the forbidden garden. In The Wrong Bride, Karagoz

4- And, Metin: The Originis and the Development of Turkish Shadow Theatre in Karag6z Turkish
Shadow Theatre, Dost Yayinlari, Istanbul, 1987, p. 36.

5. Thid, p. 34.
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appears as a woman. Both the supernatural and the surreal creatures in Karagoz
are quite real, as it is “real” that “a donkey carrying Hacivat and Karago6z splits in
two in Coffee Grinders. They take the donkey to a man who is supposedly an expert
in repairing split donkeys, and he puts the parts wrongly so that the donkey’s hind
legs are in the air.”® Contrasts, absurdity, exaggeration, crude jokes, verbal cues,
comic chatter and meaningless conversations are means of wit, but, also, part of a
rich oral folk tradition from which the main topics of Karagéz's scripts are drawn.

“Most of the existing plays of Karagéz were dictated or written by a

Karagéz puppeteer. In other words, they fall into the category of ‘dead plays’,
that is, plays that are recorded without the audience. Most printed texts

are usually different from the original. Even the copies directly recorded

by the shadow puppeteer are unreliable because of the large number of
improvisations that appear in the performances. The best collections of
screenplays were collected and published in three parts, in Turkish and

in German, by Professor Helmut Ritter. The first part (Hannover, 1924)
contains three screenplays. The second part (Leipzig/Istanbul, 1941) contains
six, while the third part (Wiesbaden, 1963) contains a total of nineteen
screenplays, written by Nazif Efendi, a court puppeteer. One Turkish

author republished Ritter’s work in Turkey in three parts and added several
screenplays. Several other screenplays have been published in Turkish and
German. There are virtually no English texts.”?

The information that Metin comes across while exploring the shadow theater
is rather impressive. He discovers evidence that can be found in three existing
medieval Arab texts on shadows. Muhammad ibn Daniyal (1311), an Egyptian
physician, between 1260 and 1277, wrote three shadow theater plays in a prose
dialogue which only occasionally has instances of verse and which is interspersed
with poems and rhyming prose. They all begin with a prologue where the master
of ceremonies thanks the audience and praises God and Muhammad. Then he says
a prayer for the sultan’s well-being in the manner of the Turkish Shadow Theater.
The first play is titled Taif al Hayal (The Spirit of Imagination). In it, the hero wants
to get married and the matchmaker finds him a bride. After the wedding ceremony,
the groom lifts the veil that obscures the bride’s face and reveals with horror that
she is the ugliest person he has ever seen. This detail is reminiscent of the Karagtz’s
well-known play Sahte Gelin (The Wrong Bride). The second play is Acib and Garib
(Fantastic and Bizarre), while the third one is titled Al-Mutayya (In Love).

Sahte Gelin (The Wrong Bride): In The Wrong Bride, Karagoz was forced to disguise
himself as Matiz’s bride-to-be to make him swear that he would no longer drink.
And, in fact, on the first wedding night, when Matiz lifts the veil of his bride and
sees a bearded Karagoz instead of a beautiful bride, he learns the lesson.

16 Thid, Technique and Structure of Karagoz, p. 48.

7. Tbid, Some Representative Karagtz Scenarios, p. 77.

Bahce (Garden): Celebi has a garden. He entrusts it to Hacivat to manage it and
tend to it. Hacivat proposes to make the garden a pleasure garden. Karagoz wants
to get a job as a piper and Hacivat, as manager, rejects him. Few people come to the
garden. When Matiz sees it, he says that in a fair neighborhood, and, as dancing and
fun are not allowed, he closes the garden until they get a permit.

Kayik (Boat): Karagtz and Hacivat, both unemployed and left by their wives,
decide to work as boatmen. They rent boats to those who want to cross from one
side of the Bosporus to the other. They encounter all sorts of difficulties and funny
episodes with their customers.

LANGUAGE AND DIALECTS IN KARAGOZ

In Karagoz, rational language does not seem to exist. Characters are often
“victims” because of their dialect. Dialects, on the other hand, offer incredible
opportunities for quips and word play in general. Letters, emphasis are replaced
and the meaning of words and sentences is automatically changed.

Turkish is specific, so the jokes are, clearly, understood only in Turkish. However,
this paper will be accompanied by a Karagéz play: Karagéz and Traffic by Mustafa
Mutlu, which abounds in word play, free associations, vagueness of words, empty
phrases, exaggeration, wittiness, rhyme, misuse of words..., e.g.: sag (right) - sag
(healthy, alive); ornek (example) — 6rdek (duck); issiz (idle) - dissiz (toothless), etc.
These are examples of words that, in Turkish, sound similar and are used to achieve
absurd contrast in meaning. The use of words that sound similar is very common
in Karagoz. The ultimate goal of all it is to provoke laughter. Karagéz is basically a
theater of laughter.

CHARACTERS IN KARAGOZ (PERMANENT AND TEMPORARY)

The shadow theater, under the name Karagéz, experiences its biggest flourishing
in Turkey, and was named after the main character, Karagtz, who cannot be said
to have ever existed in reality. Legends about Karagoz, as well as Hacivat, have
been spread for centuries. Karagoz has a round face and an eye with a black pupil.
He has a snub nose and a rounded thick curly beard. He is bald. He has a turban
on his head. He is witty, stiff and simple. He thinks only of himself and his family.
He is selfish, unemployed, stupid and pliableyet resourceful, and, therefore, he can
mislead Hacivat as well as others. Hacivat is a character with a pointed raised beard,
shrewd and restrained by moral principles of a higher class. He is talkative, credible
and offers advice. Most of the supporting characters depend on Hacivat and his
willingness to help them financially, whether they need it for home or work. He is
not as impulsive as Karagoz. Karagoz is more dynamic and energetic than Hacivat.
He is completely free. His freedom, as it seems, was best described by the French
poet Gerard de Nerval in Metin’s book Karagéz Turkish Shadow Theater:
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Karag6z always belongs to the opposition. He either scoffs at the middle
class or he is a common person whose common sense finds reasons to
criticize the actions of lower level authorities. When, for the first time,
police regulations mandated that after dark, no one should go outside
without a lantern, Karagtz went out with a lantern that was hanged in an
unusual way, and mocked the authorities in a deliberate way because the
regulations did not state that there should be a candle in the lantern. After
being arrested and released by the police, and after they determined he was
right, he showed up again with a lantern with a candle in it that he forgot to
light... Karagoz has freedom of speech; he always defies the cane, the saber
and the rope.’

Unlike Karag6z, women in Karagdz, young, middle-aged and old, are fickle and
mysterious, especially the main type which cause scandal in almost every play. The
wife of Karagoz is no better. She attacks and makes noise. Female characters in
Karagéz are played by men. In Karagoz, there is another gallant character, Celebi.
He is not ridiculed. He is endowed with charm, sleekness, wealthyet wastefulness.
He loves women. He is skilled at and yet shifty. Celebi is an educated man from
Istanbul who is dressed in clothes of the European style.

In addition to the main characters, the naive Karagoz and his friend Hacivat, an
advocate of the Ottoman educational background, there are also the “pathological
types”® such as: Tiryaki, the opium addict. One can recognize him by his pipe
and audacity. He has the habit of falling asleep and snoring in the middle of a
conversation. Then, there is Beberuhi, who is sometimes a dwarf and sometimes
a hunchback. He does odd jobs in the neighborhood. He is impatient, boastful and
talkative. Karagoz often beats him in order to get rid of him. In addition to Tiryaki
and Beberuhi, there are also the Drunkard and the Bragger. The Drunkard is
harmless and a coward. He makes threats with no intention of following up with
consequences. The Bragger has good intentions. He appears at the end and briefly
describes the actions of Karagoz and others.

Thanks to the large influx of foreigners to Istanbuland in addition to the main
and “pathological types”, there are also the “dialect types”? in Karagéz. Thus,
there is the invincible Anatolian logger. His name is Turk or Baba Himmet. He is
kindhearted, and is the tallest of all shadow figures. Laz comes from the Black Sea
coast. He is a boatman, a wool maker or a tinsmith. He speaks with a strong accent.
It takes him at least fifteen minutes to say a simple “hello” and he is always nervous.
On stage, he often “performs a dance from the Black Sea called choron, whose basic
features are agile and tense trembling movements, shaking of the whole body from
head to toe, a sudden fall to his knees and then a jump.”? In addition to Turk or

18- Thid, The Stock Characters in Karagoz, p. 69.
9 Smailagi¢, Nerkez: Leksikon Islama, ,Svjetlost®, Sarajevo, 1990, p. 319
2. Tbid, p. 319.

2 And, Metin: The Stock Characters in Karagoz in Karagtz Turkish Shadow Theatre, Dost Yayinlari,
Istanbul, 1987, p. 73.

Baba Himmet and Laz, there are also Rumelili or Muhacir, a blacksmith or a driver,
an immigrant from the Balkans. Then, there is the Kurd, a local night watchman.
Acem or the Persian is a dealer in carpets and women’s dresses. He sometimes
comes on stage on a horse or recites poetry constantly. Hacivat also calls him the
‘Rose of Iran’. He usually comes from Azerbaijan, the Turkish part of Persia. There
are also the Arab, a merchant or a traveler, the Albanian (Arnavut) who tries to
speak politely, but, due to his accent, the impression he makes is comical. He sells
a drink called boza. Sometimes, he is a gardener, a game warden or a cattle dealer.
The Greek or Frank, a physician, is portrayed as a European or a Levantine and
is a rather unlikeable character. Of all the types mentioned, his pronunciation of
Turkish is the worst. In the theater, there is also the Armenian who is a waiter or
a butler and sometimes a jeweler or an imaginative cloth merchant. This type is
subtle. He sometimes plays the Turkish lute. Karagoz, gladly, teases him constantly.
The Jew is the Jew, a merchant who likes to bargain. He is a well-known character.
He is a scrooge and a coward.

The figures presented are permanent characters in Karagéz in addition to which,
depending on the story, some temporary characters appear. Those are: a Jewish
child, a Jewish woman, a Jewish rabbi, a Jewish magician, a Gypsy called Bok Ana,
a midwife, male dancers, female dancers, a manager of a dance company, a priest,
musicians, Hacivat’s three brothers, troubadours, Hacivat’s and Karagtz's sons and
daughters and other characters. All of them are permanent as the situation, at a
given point, allows them to be.

THE MAKING OF PUPPETS AND COSTUMES

It is alleged that the Turkish Shadow Theater, in addition to the movements and
poses, took over costumes from the Ottoman Puppet Theater, too. It is unknown
what the early Karagéz figures looked like because the oldest puppets existing today
are no more than hundred years old. However, there is an “abundant source of
allusions to Ottoman miniatures from the 16, 17" and 18" centuries. They portray
crazy and grotesque dancers, who fit the style of Karagézfigures, not only when it
comes to costumes and hats but also in their characteristic poses.”?> Metin further
describes, clearly and accurately, the making of puppets in his book. The figures
are straight, sharp silhouettes in color. Animal hide, most commonly camel hide,
is used to make the puppets. The hide is well scraped and soaked in a solution
containing bran to make it softer. The hide dries in the sun in July and August. It is
smoothed and subjected to the process until it is almost transparent. It is scraped
with a piece of shattered glass to remove hair and make the hide smooth. Finally,
it is smoothed and polished. The contours are made using a mold, and then the
parts are cut, which are then treated using a rounded knife called a nevrakan. The
cut is then sprayed with translucent vegetable colors, which include pale blue, dark
purple, light green, olive green, deep red, brown and yellow. The parts are joined
by means of a piece of bandage that runs through both parts at the points of the

22 Tbid, The Origins and the Development of Turkish Shadow Theatre, p. 34.
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overlap and then connected with knots on both sides. The movement of the figures
determines their shape. Each has a hole in the upper body that is reinforced by
double hide sections that resemble a socket where a guiding stick can be safely
inserted on either side. The second stick is what makes Karagtz different from
others. A large number of Turkish puppets have a joint between the head and the
body, which represents the only joint on the body because the rest of the body is in
one piece. The hole where the stick used to manipulate the puppet is inserted on
these puppets is on the neck. In this way, the puppet can make a somersault with
one turn of the stick. In contrast to them, Karagtz’s arm is made up of two joints,
and the head cover is fastened by a loose joint on the nape of his neck, so that if
the puppeteer jerked his wrist fast, the head cover would fall off and Karag6z’s bald
head would be uncovered.

Women in Karagéz are dressed in comfortable long-sleeved clothes. They have a
thin veil over their faces which makes the facial features clearly visible. They have
leather or velvet slippers on their feet while their head is covered with a hat and
they always have an umbrella with them. Courtesans are dressed more scarcely,
their breasts half of fully revealed.

STAGE SET

Karagéz is performed on a stage separated from the audience by a frame where a
white translucent canvas is clamped and the finest Egyptian cotton best suited for
this purpose.

Today, the screen is 1m x 0,60 m in size and it used to be 2m x 2,5m in size.

In Karagoz, the stage set and the technique are almost inseparable. The playwright
is behind the screen. He holds the puppets propped against it. The source of the
light is an olive oil lamp as it alone casts a good shadow and, thus, makes the
characters flicker. The entire play during the performance seems as if it is alive all
the time. The puppets are between the light and the curtain where their shadows
are displayed.

In addition to gdstermelik, the complex figures already mentioned in the Origin
and History of Karagoz, props, such as umbrellas, also appear in the stage set.

MUSIC

Although there is no “flood” of material, due to the importance of music and songs
in Karagdz, which is an intimate and inseparable part of it, it deserves a special
place. In the play, there are samai, gazelle and other types of song. Hacivat always
starts singing before appearing and ends before reaching the middle of the stage.
The type of music present in Karagéz is Turkish fine art music and folk music.
Mustafa Mutly, in his book on Karagdéz, states that music announces every single
character and, thus, the audience knows in advance, who is to appear on stage. The

players mostly play folk music using some of the following instruments: a drum, a
tambourine, a clarinet, and others. In addition, the whistle, in Karagdéz, takes a very
special place.

THE FATE OF KARAGOZ

Today, due to global development of technology, Karagéz does not have its
well-deserved market. Shadow Theater, in this form, is slowly disappearing. Its
disappearance is greatly aided by the overt social and political satire of Karagoz,
which spares no one. Karagoz represents “the little man”, and, as such, travels
through time leaving a very deep and indelible impression. It has a clear goal. In
Turkey, its birthplace, Karagoz has its authentic form and meaning.

As far as Karagoz and its fate are concerned, Metin And states that Karagdz,
although the Egyptian Shadow Theater might have influenced the production
of Turkish shadows, later left its mark on the Egyptian Shadow Theater as well.
Even though the Egyptian performances were limited to the contents of their
time, some of them were, nevertheless, performed in Turkish. The Syrian Shadow
Theater also has almost all the features of the Turkish play. Its popularity did not
wither in Damascus, Beirut, Jaffa, and Jerusalem. There is also abundant evidence
that Karagoz found its place in the Balkans during the Ottoman rule: Yugoslavia,
Bulgaria, Romania, and Greece. Within a short period of time, it gained popularity
in those countries as well. The Shadow Theater in Greece, according to Metin And,
is basically Turkish. The Greeks changed the name Karagdéz into Karaghozis. The
Greek Shadow Theater not only took over the ideas from Karagéz when it comes
to permanent characters, but, also, when it comes to plot, formulaic scenes, visual
sequences and technical verbal means.

In Metin And’s book, we find that in the 19t century, there were two attempts
to rebuild Karagéz and Ortaoyunu, primarily by borrowing new screenplays,
introducing new characters, introducing a stage consisting of a colored platform,
left and right, with scenery, and ramps. It was an attempt to merge the traditional
theater with the Western theater. All these efforts and attempts were unsuccessful.
This “negative answer” did not, however, surrender the virtuous Karagodz to
oblivion. Attempts to rebuild Karagoz continue to this day.

One of them is the plan to preserve as a museum exhibit all that remains
of the shadow theater to this day. The next attempt is to use the stories and
characters of Karagoz in the performances of live actors. The first attempts

in this field were made in the early 20" century, when some musical
comedies were being created, where the actors, dressed as Karagoz figures,
mimicked the speech and posture of the shadow theater figures. A well-
known Turkish comedian, NasitOzcan, disguised as Karagdz, appeared on
stage. A famous choreographer, Dame Ninette de Valois, tried to give her
insight into the Turkish folklore by adding short sequences about Karagoz
and Hacivat, where the two characters tried to adapt the ancient posture
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and movements of the shadow figures to the rhythm of the music, thus
displaying the very essence of its style in terms of movement. The leading
Turkish newspaper, Milliyet, did something similar when they published

a competition for new Karagéztexts in 1968, where each competitor was
expected to submit three screenplays. In Hungary, the artistic director of
the Thalia theater in Budapest, Karoly Kazimir, after visiting Turkey in 1973,
adapted a screenplay titled Karagéz. The production was staged in 1973, and
has since been occasionally performed and has had remarkable success.”

Based on the facts presented so far about the fate of Karagéz, Karagéz’s lasting
essence is inevitable and truly needed in the future.

CONCLUSION

Given the above, based on the available relevant sources at a given moment, it
seems that it is rather impossible to say the final word about Karagdz. Sometimes it
seems quite possible to accept a certain conclusion of some authority, a researcher
of the shadow theater, that is, Karagdz, but as soon as the next moment comes,
the reading of the new text, the possibility literally turns into a ‘maybe’. In the
paper, where the conclusions are based on the recognized names to whom this
topic has been rather important, has produced a number of interesting and
serious conclusions regarding the origin, screenplays, characters, as well as other
elaborated subtopics and titles.

Although everything stated here is but a drop in the ocean, I believe that it will,
at the very least, tickle the imagination of those who search for those true values
that exist in everything and only need to be discovered.

The essence is in the primordial, in the “ritual”. The development of today’s
contemporary theater lies in the ritual theater, i.e. the beginning of the theater,
that is, its basic elements that have survived and existed to this very day. Today,
as it could be noted in the Introduction, Artaud and the like have recognized it as
possible contemporary forms of theater. It is obvious that the “universal theater”,
the avant-garde, the modern, erases borders, establishes a universal language, all
for the sake of deepening and discovering the true values that need to be revived
in contemporary theater and embodied in contemporary theatrical form, thus
returning to the inseparable, eternally spiritual segment of life.

%.1bid, Aftermath: The Decline and Later Influence of Karagoz, pp. 93-94.
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Abstract

This study examines the cultural markers of Bulgaria and the Balkans during
the 20" century, more specifically those established as a public profile of the
21t century. The benchmark analysis applied in the study is the instrument
for making a parallel between the already established cultural identities of the
20™ century that have become characteristic images and emblematic events
serving to transfer community values and experience between the generations
and the dynamic and controversial portrait forming the profile of the survival
of the Bulgarians in the first two decades of the 215 century. Along this parallel,
there are, also, some other common typologies in the national fate of the
Bulgarians and different forms of identity. The hypothesis outlines precisely the
civilization paradox which has significant impacts upon the Bulgarian identity.
The aspiration for making it up, for catching up with Europe, for civilizational
belonging of Bulgaria to the Old Continent so characteristic for the 20" century
is transformed in the 215 century, when Bulgaria is, actually, a member of the EU,
in a plight for survival through Europe - by student and economic emigration.
The paradox is irrefutable - in the 21% century, Bulgaria is in the EU, however,
it is at the bottom of its rank lists - the poorest and least reformed country. The
analysis of the qualitative differences in the Bulgarian manifestations denote that
the Bulgarian identity in the different periods will outline the profiles of cultural
memory, community bond, as well as the dialogue between the generations. It
will also reveal the qualitative changes in the Europeanization project and its

meaning during the 20" and the first decades of the 21t century.

Keywords: Identity, Europeanization, civilization paradoxes.

CIVILIZATION PARADOX:
BULGARIA = EUROPE

Miroslava Kortenska,
South-West University N. Rilski, Blagoevgrad

Parallel Identities: Cultural profile Since the Beginning of the 20"
Century and Social Processes in the 215 century in Bulgaria

The issue of the collective identity is among the most discussed since it is related
to the collective awareness of one’s own national destiny comprised of the past, the
present and the uture, as well as of the realization of the cultural identification
characterizing a specific region such as the Balkans, for example. The element of
sustainability is vital for the cultural identity as it becomes a reference point and a
cultural landmark for a given period and region. The cultural markers for Bulgaria
and the Balkans in the 20" century and those established as a public profile in the
first two decades of the 21 century make the subject of this text.

Benchmark analysis is the tool for making a parallel between the already
established cultural identities of the 20" century that have transformed themselves
into characteristic images and emblematic events enabling the transfer of
community values and experience between the generations, as well as the dynamic
and controversial portrait forming the survival profile of the Bulgarians during
the first two decades of the 215 century. This is about a benchmark analysis having
tradition as its grounds; the already formed identity of the Bulgarians in the 20"
century compared to the realities forming into trends during the first 20 years
of the 21t century. Along this risky parallel, at first sight, we search for common
typologies in our national destiny, as well as for different forms of identity,
qualitative outstanding changes in typologies, including the graphics of identity.
The signs of the 20" century are outlined in the research based on the cultural
profiles, already created and formed as attitudes in the Bulgarian society, while for
the 21t century what is used are the social processes and studies in the direction
poverty-economic immigration-values in the background of our EU membership.
It is clear that the comparison intends to review and analyze the identity adopted
by the Bulgarians after the Liberation while building the new Bulgaria - until the
1920s - and the modern Bulgarian trying to build a democratic Bulgaria within the
EU. And, of course, the aim is to outline the realities of the cultural memory to the
extent that it serves as a corrective for the modern Bulgarian, as well as to show the
most outstanding typologies formed currently.

My assumption is that problematizing the typologies characteristic for the
beginning of the 20" and the 215 century will point out the dynamics of the identity
of the Bulgarians and their different profiles. I expect to outline what is lasting
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in the Bulgarian identity, including the metamorphoses imposed by the new
challenges of the 21t century. The established maxim that, from civilizational point
of view, Bulgaria had been in Europe long before the accession to the European
Union, having in mind values and development strategies common with those in
the Old Continent, will be confronted with the realities of eight years of the 21
century when our country is a real member of the Community and when, as a
result of its membership, Bulgaria is at the bottom of all rank lists - the poorest,
lagging behind and unreformed country. The value aspiration for catching
up, making up to reach Europe, which is characteristic for the social climate,
focused on the building of a new Bulgaria in the beginning of the 20™ century has
transformed in the 20" century into an attempt for survival in Europe through
education and economic emigration. Actually, this exsanguination of Bulgaria
of the most educated, active and entrepreneurial Bulgarians as of today dooms
the development and the modernization of our country. It is, namely, that very
paradox in the interrelation Bulgaria-Europe (in the beginning of the 20 century
- as a spiritual Europeanization of Bulgaria, and in the 215t century - Europe as the
shelter for survival of the Bulgarians) that is the leading one in the comparison. It
is exactly this parallel that outlines the qualitative distinctions in the actions of the
Bulgarians, denoting our identity during the different periods, that is the focus of
the text.

Stepping upon key problems for support of analysis which are concentrated in
several major units - as a cultural memory or identity of the group, communicative
memory-memory of the generations, narrative memory - dialogue between parents
and children, including community mythographically characteristic images, events
and ideas with the help of which the delivery of the community values between
generations takes place!. This parallel uncovers the qualitative changes in the
Europeanization project and its meaning in the beginning of the 20" century and
the realities in the first two decades of the 215 century.

The Europeanization project has been on the agenda in Bulgaria as early as
the first two decades of the 20" century; in liberated Bulgaria that aspiration is
extraordinarily strong. The spiritual inclusion of the values of the Old Continent,
opening, dialogue, synchronization of our searches and objectives with that
cultural community, while preserving the parameters of originality and uniqueness
of the Bulgarian - all these are the processes, the results which we today point
out as an important part of our cultural heritage. The native and the foreign, the
Bulgarian and the universal - these are not only reference points of an opposition;
our movement is not only the results of influences and dominations, but rather
the inevitable typology of our historic existence, of our lot as a crossroads nation,
with unevenly going fate - great upswings and agonizing standstills, with powerful
protectors but with mighty conquerors too.

- Yankova, V., Migrations, migrants and construction of community mythography, Year-book 2013,
book 2, Institute for ethnology and folklore studies with Ethnographic museum, Bulgarian Academy
of Sciences.

In fact, Bulgaria acts as the salvation buffer between the Ottoman invasion, the
Islam and Europe with its Christianity. Nevertheless, after our liberation from the
Ottoman yoke, the Great European powers repeatedly reshaped the boundaries on
the Balkans. Right after the liberation, Bulgaria was torn into the Principality of
Bulgaria, Eastern Rumelia and Macedonia, which remained in servitude. This is
probably the reason why our instinct for self-preservation as a nation and identity,
our survival dominates before the realization of the Bulgarian as an individual, a
citizen of the world. In the beginning of the 20" century, the active period of the
building of New Bulgaria was the start of the hectic catching up, opening to the
world and tackling universal problems. Our national fate reflected in the compound
meters of our folklore songs and dances and has apparently encoded the originality
of our character and the typically Bulgarian road to Europe. The open-mindedness
of the crossroads person from the Balkansand their constant readiness for dialogue
adds to the profile of objective historic circumstances. The specific Bulgarian way
to Europeanization is one of an uneven dynamic - leaps, catching-up, stagnation -
this is a way that outlines our originality. What was born, develops and dies on the
Old Continent, as a way of thinking and a method of recreation in arts as artistic
schools and directions, as visions for development. is taken on in Bulgaria at an
accelerated rate, at a pace of catching up and adaptation to our local environment.
The schools and searches of Europe get mixed up here and exist within an original
artistic collage. Furthermore, what stands as basics of the Bulgarian expression
of modernity or school is primarily the mission work, the catching up. This is a
sustainable specific feature, both of our culture and the profile of our artists, even
of the most talented and requested ones: they are missionaries and innovators at
the same time.

Within the 20%" century, this regularity stands out with its mirror-like relation to its
beginning and end, the synchrony between the Post-Liberation Epoch and the Post-
communist times is evident. Those two significant periods during the 20 century
are characterized by the categorical walking out of the situation of reticence and
isolation; in the explicit strive towards new partnerships and communities. After
the Liberation, Bulgaria appears on the map of Europe, having won its Union and
Independence. The strong revival ideal, the collective conscience of the Bulgarians
motivated by the wars for national liberation is replaced by the individualism of the
modern human, the universal hardships of the free Bulgarian. Thus, in the fields
of spirituality the Young (Pencho Slaveykov, Yavorov, Petko Todorov, Dr Krastev)
replace the Old (Vazov and his circle) in the beginning of the 20" century.

Mirror-like processes run in Post-communist Bulgaria, too - the collective
conscience of socialism was destructed; egoism, which was considered a negative
of human behavior, became a fundamental value for the new Bulgarians in the end
of 20" century. Educated abroad and pursuing their own realization beyond the
Bulgarian borders, they are still inextricably bound to the Bulgarian way to Europe;
however rather different from that of the spiritual missionaries from the Misal
(,Thought”) circle. That is because they return from the European universities
and capitals to build the new spirituality of Bulgaria carried away by the Post-
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Liberation upswing in our newly established country. This section of spiritual
union with the European and the universal during the 20" century is referred to by
Petar Uvaliev, our great intellectual as “the parallel Europe”. In his public lecture
at the Sofia University ,,St. Kliment Ohridsky” (1985), Uvaliev, as a real European
having realized himself in the Old Continent, outlines the personalities, processes
and values characterizing Bulgaria as a parallel Europe, as a partner of the Old
Continent in spiritual leadership.

The beginning and the end of the 20™ century have one more characteristic
in common - the unleashing of the furious initial accumulation of capital - the
expressive Bulgarian character of Bay Ganyo from the beginning of the century
and later, in the end of the 20™ century - the imposition of the thugs, the mafia
who became the principal characters of the wild capitalism entering for the second
time the Bulgarian reality. The low-culture public, “the louts” as they are called by
Slaveykov in the beginning of the century, as well as the pop folk (chalga) culture
of the Post-communism are their synchronically accompanying phenomena.
This barbarian and primitive environment also creates its antipodes. After the
Liberation, the foursome Misal (Thought) was formed by Slaveykov, Yavorov,
Todorov and Dr Krastev as cultural missionaries, as the Bulgarian emissaries of
our Europeanization in the entire spiritual field - from literature, through theatre,
to the press, art criticism and translation. In the end of the 20™ century, the hopes
for cultivation of the public environment and the rules for democratic development
are, once again, associated with Europe. Especially in the era of communications
and globalization the Balkanization, isolation, stagnation are no longer possible.
Europeanization, openness and dialogue are on the agenda. Europeanization
reached the peak in its fulfillment with our membership in the European Union
which creates the framework and actual opportunities for changes in the beginning
of the 21% century.

If we look upon the 20" century through that wider blend of our cultural and
historic development, important processes and typologies of our identity will
be outlined and considered on the way to Europe. And if these are surveyed by
the fields of spirituality, culture and publicity, the focus will inevitably fall upon
the vivid characters associated with the epoch of Liberation - the Exiles? and the
Uncles’: the vehement rebels and the unstoppable chatter in Ganko’s coffee shop
and the rather funny, indecisive, idle characters. They are followed by the Place-
hunters, also created by Vazov in the beginning of the 20 century to confirm the
fixation in the model of Misinterpreted civilization. It is confirmed by the possibility
in such a deformed society to impose Golemanov, a personage created by St. Kostov
- the always greedy for power, mediocre politician. Bulgarians express their identity
through the prism of the satirical; these characters precisely show how the way
to Europe deviates into our specific deformed idea of civilization. In our way to
Europe, for us, Bulgarians, what is characteristic is not only the compound meter,

2 In Bulgarian: ,XbioBe”, a drama by Ivan Vazov about the hard life of Bulgarian emigrant
revolutionaries in Romania.

5 The title of a short story by Ivan Vazov, in Bulgarian: ,YuuoBiu”.

but also the absurd of the fixation upon deformed phenomena, such as Bay Ganyo,
for example. Through satire - of the literary characters, the stage, the public - this
comes to show that we are conscious of this fixation and that it is difficult for us to
move along from a civilizational point of view towards the searches and directions
of the first half of the 20" century. These characters are still the emblems of our
own way to Europe; they are markers, warning signs in our development.

The entirely Bulgarian identities of the first half of the 20 century are focused
upon the works of art and characters such as “Mother-in-Law” by Strashimirov as
proverbial for the cruel family dictate; “At the Foot of Vitosha Mountain” by Yavorov
and “Albena” by highlighting the way cruelty of customs and the prejudice kill love.
These are rather painful, however typical conditions of our national identity. We
could also add the tragedy of the emigrant workers - in the play “Masters” by Racho
Stoyanov, also the type of the Brick-layers who are trying to build a new Bulgaria at
the cost of great sacrifice according to the play of P. Y. Todorov. The latter are not
so much popular with the public, remaining as an addition to the primary satirical
characteristic types of the first half of the 20 century.

In its second half, if we put in front of the brackets the socialistic realism and
the pathos embedded in the particularly skeptical and realistic Bulgarian realism,
more sustainable typologies come to the surface: the turmoil and its heroes created
by Radichkov, the lack of direction for the those travelling on Stratiev’s “Bus”
going nowhere; the self-destruction in the “Female Maneater” of Ivan Radoev to
the , Titanic Orchestra” by Hristo Boychev - sinking vet not hopelessness... There
is always one point of view in satire - from that viewpoint both the authors and
the public understand deformations; they want to deny their involvement in them,
especially if loudly voiced by the publicity of the theatre, cinema and television.

Actually, thisis the most important typology outstanding in the cultural landscape
of the 20 century - the values and liveliness of the Bulgarian who understands
their own faults. We still keep on laughing at Bay Ganyo and Golemanov. Through
them we also cast a look at the new turmoils. From characters and works of art,
these discoveries of the 20" century in the Bulgarian literature, dramaturgy and
theatre have become public attitudes, proverbial in our public space. In the same
way as Tartuffe, Don Juan or Misanthrope from Moliere’s works in Europe. In the
same way as European identity is studied through these characters, the Bulgarian
identity could be discovered absolutely successfully through the aforementioned
national types.

The rule that time says farewell to its heroes by laughing is characteristic for the
end of the 20%" century. Exactly this period reports the peak of the types formed
throughout the 20™ century.

Statistics shows that cultural exchange and mutual familiarization go just along
the line of the types emanated by a nation or a region. Very interesting in that
respect is the fact that until 1989 only two films had been exchanged between
Bulgaria and Macedonia - the comedy Itar Pejo (Witty Peter) by the Bulgarian side
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against the tragedy Makedonska krvava svadba (Macedonian Bloody Wedding). The
last years of the 20" century, our National Theatre paid a visit to Skopje with the
Hshove (Exiles) by Vazov and Parite se otepuvachka (Money Kills) by Risto Krle of the
Bitola Theatre and had a guest performance in Sofia. An exchange of types - the
typology of exiles against the typology of the emigrant workers - equally topical in
present days.

During the last decade of the 20" century, until present, in the beginning of
the 20™ century, changes have been definitely observed in these vivid Bulgarian
types, especially concerning people making a living abroad, the emigrants.
What is common with the past 20 century is the poverty forcing the young and
enterprising Bulgarians to leave their homeland even in present days, too. The
thesis for ,emigration as a family fate” has its roots in the objective fact that the
Bulgarians are forced to survive through economic emigration both in the first half
of the 20™ century and in the beginning of the 21t century. Today, going abroad to
make a living, which was characteristic for the first half of the 20 century, is not
only a matter of making money, but, rather, an immediate act of survival. And the
question here is for a lasting process of emigration that started on a mass scale
in the end of the 20" century and is continuously maintained until present. This
already concerns more than 2 million Bulgarians, the most active population. Even
as a member of the EU, even in the 21% century, Bulgaria is the poorest and most
problematic region of Europe with respect to development, modernization and
standard of living. The present-day problem is paradoxical: democracy, poverty,
social isolation; and it becomes more and more expressed, although Bulgaria has
been a member of the EU for eight years so far. It turned out that neither the post-
totalitarian changes, nor the transition, including our participation in the EU
structures could change that scenery of a backyard, poverty and lagging behind
in Bulgaria. It is evident that the old problems are transferred to the new century.
However, new types appear here, socially rather tangible ones. For example, the
profile of the famous Bulgarian gardeners in Hungary (first half of the 20 century)
where they transferred new technologies and skills and became renowned is
obviously different from the profile of the Bulgarian economic emigrants of today.
They are ready to do any kind of non-specialized work; a very small percentage of
them succeed to find jobs on the European market with their occupations. They
are mainly led by the ,fear from poverty”, the survival at any cost - ,here and now”.
,Quick” money quenches another great fear - to secure the family and children.
However, this is how exactly in the beginning of the 21 century education and
professionalism in Bulgaria was devaluated. And this is a process that became a
dangerous social phenomenon, still valid in Bulgaria today, which gave a severe
blow to the values, the relations between the generations. It appears that in the
century of technology and innovations, the Bulgarians, as a part of the EU, do not
realize the spirit of the fundamental principle of the community - free movement
of people, in the sense of supply of better workforce and not as low qualified workers
looking for the “quick money” and survival.

The main issue forming my culturological studies over the last decade definitely
stands out the commercialization of education, culture and media. The deformation
of these three important pillars in the modern civilizational profile of Bulgaria
is an encroachment upon the values and the national Bulgarian identity which
was preserved for centuries thanks to literacy and culture. Our transition to
democracy in the last 25 years gave severe blows to the traditional values, such
as the replacement of the Cyrillic alphabet with Latin to make it easier to use
the Internet and the mobile phones, the attempts to ruin our historic memory as
insignificant compared to learning new technologies (the students are learning
how to use a computer, it is useless for them to read Vazov), the attempts to turn
the community centers - cultural gathering points for the Bulgarians for over a
century - into commercial areas, such as cafeterias, gambling halls, etc. All those
local attempts at a misinterpreted civilization already gone past were improved by
the EU membership. Language diversity, cultural practices and national values are
highly respected there. The Cyrillic alphabet is already an official alphabet of the
EU alike the Bulgarian language, our community centers are particularly respected
in Europe as unique cultural centers with traditions all over the country - in the
big, as well as in the small cities. Unfortunately, in our public practice, attempts
still exist to make education equal to commodity, as well as to determine the
value of a stage performance or a film only based on the tickets sold. Such extreme
commercialization, treatment as a commodity and not as value with respect to
traditional cultural spheres which are an important part of the Bulgarian identity,
definitely result in an uncertain civilization landscape in modern Bulgaria. The
same fills our media space with entertainment programs, lack of the necessary
percentage of the Bulgarian works related to our history and culture. This entire
controversial process of the last 25 years has its consequences and is especially
indicative for the civilization paradox of Bulgaria -Europe in the beginning of the
215t century.

There is one very important fact regarding the preservation and formation of
the Bulgarian identity, especially in the beginning of the 215 century. After 1989,
following the start of the Bulgarian transition to democracy, a new generation was
formed, which grew up in this period of changes, with values and in an environment
that again forced the Bulgarians to survive and not to develop - a main defect of
our misinterpreted civilization of the past 20™ century. Apart from all the pros,
democracy left the young in particular to get to know the problems with poverty and
the lack of perspective, which resulted in the mass emigration. This process has not
stopped since 1989. Statistics shows that* 22% of the population of our country is
abroad. Moreover, this is the most active, working, educated and enterprising group
of the Bulgarians. Statistics points out that a small percentage of the economic
emigrants has an occupation corresponding to their education; most of them are
economically forced to accept a low qualified job to make a living for themselves
and their families. The new generation is brought up in abnormal conditions,
with separated parents and children taken care of mainly by their grandparents

4 EUROSTAT, 2014, the source of statistical data in the article.
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while the parents work abroad (according to the latest statistics there are about
300 000 adolescents). For them, Skype and Internet are the communication with
their relatives. This may appear as one of the paradoxes of our modernization -
when grandmothers in the village chat on Skype or the Internet in order not to
lose the connection with their relatives. With that model imposing itself, under the
present-day conditions in Bulgaria, it is difficult to create a bond with the tradition
and to form a feeling of community. The Europeanization of Bulgaria at present is
characterized with its falling to the bottom of all rank lists of standard of living in
the 215t century. The society does not have the civil energy to overcome its problems,
to progress.

Characteristic is the strong family bond instinct and not the civil responsibility.
The reason is in the collapse of our transition to democracy because it rules out
corruption, poverty ang lagging behind. Bulgaria has been governed by politicians
who alienated their people from public priorities for 25 years. The Europeanization,
the modernization of the country was left behind; survival is on the list, with all
its consequences. Reality shows that Bulgarian families proved to be extraordinary
sustainable in all the chaos and difficulties of our 25 years of transition. It is this
patriarchal spirit that made it so that Bulgaria relies on the money our emigrants
earn and, afterwards, send to their relatives in the homeland. This form of family
life and solidarity established itself as particularly characteristic for the Bulgarians
in the first half of the 21** century. This really passes beyond borders and clearly
shows that it is not only a form of a survival, but, also, of preservation of the bond
with the Bulgarian roots. Data show that from January 2014 to October 2014, EUR
800 thousand million have come from Bulgarian emigrants to their families in
Bulgaria, double the amount of the direct investments in our country for that period.
These data show the emigrants are the biggest investors in Bulgaria; however,
they invest in the survival of their own families creating the so-called cross-border
households. Thus, they build the , Europe family”, live and bring up their children
with a higher living standard than the Bulgarians who remained to work in the
country in the period of the economic crisis; they preserve the generic line vet
not the Motherland and the national identity. And they. namely - the educated,
enterprising Bulgarians - do not participate in the most important strategy for
Bulgaria: the change and development of the social environment in our country.
For the sake of keeping their families, the latest generation of Bulgarian emigrants
works in Europe, but stays away of the civil priorities of our Europeanization of
values. This specific feature of the Bulgarians is to become a cultural sign and
proverbial in the whole course of the 21t century.

The civilization knot Bulgaria - Europe also led our country to the most
threatening demographic catastrophe. Data show that, in 2014, 2000 people left
the country and 500 returned. Poverty definitely restricts the possibility for upsurge
of the national identity and development of the Bulgarians. The Bulgarians in
Bulgaria are disappearing. The question is how, without the motherland and its
revival and economic stabilization, will the Bulgarian identity be preserved? How
will the bonds with tradition, with the Bulgarian identity continue to exist?

The civilization paradox characteristic for the Europeanization of Bulgaria, its
strategic objective during the entire 20" and 21% century, is possible to overturn,
to be normalized, once the need for civil contribution for a change of the critical
situation in Bulgaria is realized, as well as the need to turn our country into a
better place for living. The escape from economic hardships and turning a back on
their solution with democratic means is not the way to Europe. These are, too, the
obstacles for the preservation of Bulgarian identity, the reasons for complication
of the dialogue between the generations and thinning the threads of the traditions
and values. Especially indicative is, for example, that the new generations do not
have basic civil culture; they know nothing about the important dates such as the
year of 1989, the fall of the Berlin Wall, the beginning of the transition in Eastern
Europe and in Bulgaria. This is, actually, the newest history of democratic Bulgaria,
its values and causes, its leaders and processes. The momentary profile of today
indicates broken links between the generations and, in particular, the civilization
objective - the Europeanization of Bulgaria, its real democratization and civil
activity with preservation and development of its identity, undergoes serious crises.
This is the development of my thesis for the civilization paradox: Bulgaria-Europe:
with its own features and own profile. The possibility for a new visionary outlook of
the next decade of Bulgaria for its modern identity and new traditions is hidden in
the analysis of these difficult processes.
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