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HEKOAKY BOEENTY
SOPOEY] KOH
ABAHAECETTHOT EPO)J
HA JACADEMICA

3a 3HauemeTO U MecTOoTO Ha criucanueTo Ars Academica, Koewro 3a-

eIHUUKU o MOJIrOTBYBaaT U objaByBaaT MaKy/ITETOT 3a My3UUKa YMET-
HocT U DaKyJITeTOT 3a IpaMCK{A YMETHOCTHU ITpu YHuBepsurteToT ,CB.
Kupun u Metoniuj“ Bo CKorije, locera noBeKernaTy e MUITYBaHO U efia-
6opupano. O KOHCTPYKTUBEH Pa3roBOp [0 peanu3anyja u 12-roguiieH
KoHTUHyUTeT. CIMCaHUEeTO BeKe J00M CBoja MyO/JIMKa W IPeIo3HaT/IN-
BocT. Konuernpjara Ha Ars Academica e BojieHa off ufiejaTa Hay4dHo J1a
ce eabopupa mpobjeMaTHKaTa Ha MaKeJOHCKUTE U3BeNOEeHU ITOTEH-
1jajsiu BO Kopejialidja CO aKTyeJIHUTe CBeTCKU TeKoBU. IIpumapHarta
MUCHja e Jla ce aKTyaJiu3upaar, aupMUpaaT, IUCKYTUpaaT, [IPOMOBHU-
paaT 1 IpoMucIyBaaT QeHOMEHUTE Off HEKOIKY JOMUHAHTHU €CTeTUKHU
Ha COBpeMeHaTa YMeTHOCT, 0CO0eHO OJf HayyHUTEe 00JIaCTU: MY3UKOJIO-
r'vja, TAHI[OBU YMETHOCTH, TEATPOIOTHja, (DUIMOJIOTYja, BU3YVEIHUA YMET-

HOCTH, OTJHOCHO M3BeJyBAUKMTE YMETHOCTH BO LieJINHa.

CoBpeMeHUTe U3BeAyBauKU YMETHOCTU JleHeC ce IBUKAT Mery NBa
CUJIHU BEKTOpa, a Toa ce MYyJATUMEeIUYMCKUTe IpelUleTyBama UITO ja
MPOIIUPYBaaT eCcTeTCKaTa MajieTa U HOBUTE TEXHOJIOTUU CO BelllTauKaTa
WHTEeJTUTeHI[Yja IITO ja MPerucuTyBaar, pefiepuHupaat u BUJOU3MEHY-
BaaT KpeaTHBHaTa MeTomojoruja. Lleara Ha oBoj Opoj Ha Ars Academica
e la ' IOBp3€e OBUe IIPOLeCH U Jia MOHYAY KPUTUUYKU OCBPTU U TeOpU-
CKU UCTpayKyBama KOU ja OTCIUKYBaaT KOMIUIEKCHOCTA Ha YMETHOCTa
Bo XXI Bek. Bo pamkuTe Ha rmpBaTa TemaTCKa LiejinHa, Mapuja ArmueBcKa
[TeTpoBcKa ro pasriefyBa poCTOPOT BO (DMIMOT KaKO aKTUBHA CTPYK-
Typa ILITO CO3/IaBa 3HAUEHE U ja PO yIabouyBa eMOI[MOHATHATA IMMEH-
3uja Ha genoTo. MumMosa Kypiymiuja ja aHanu3upa MysuKaTa Kako Jipa-
MaTYpIIKa CTPYKTYpa IITO TO OOTMKYBa CIIEHCKUOT PUTAM U eCTETCKOTO
IIOKUBYBae Ha MybJMKaTa U MPUIOHECYBA BO KpPeUpPame eUHCTBEH
cLieHCKU TKaexk. Tekcror Ha I'opue CTaBpecku ro aHanmmsupa uIMoT Ha
MuKesnaHIies10 AHTOHMOHU paboTeH Bp3 packa3oT Ha Xynuo Kopracap u
eJTHOBPEMEeHO OTBOpa [Ujasior 3a MOAEePHU3MOT U [IOCTMOJePHU3MOT U

'l UICTpa’KyBa KpeaTHMBHUTE ITOCTAallK1 1 €eCTEeTUKMU.
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Bropara TemaTtcKa HennHa ce (poKycupa Ha yjorata Ha HOBUTE TeX-
HOJIOTMH U BelITauKaTa MHTenureHiuja. OBoj 0JIOK ro 0TBOpPa TEKCTOT
Ha aBTOpoT Hukoma HacTocKu Kajie HITO TOj IOTBPAyBa AeKa aBTeH-
TUYHOCTA Ha aKTepoT 1 HErOBUOT IJIaC OCTaHyBaaT He3aMeHJIUBU U TI0-
Kpaj MOKHOCTA 3a co3aBame BUPTyesHU JTMKoBU. CTaTujaTa Ha Mumdo
Y3yHOB I'i pa3rjiefiyBa aJilfOPUTMUTE U HUBHATa MpUMeHa BO clieHcKaTa
MpoAyKIiivja co KOHKPeTeH IpuMep o] IpeTcTaBaTa ,,OBa e caMo KpajoT
Ha cBeToT“. Komnosutopot AHren CIIMpoCcKU ja aHaU3Wpa yiaoraTa Ha
KOMMjYTEPOT KaKO KOKpPeaTUBEH areHT BO COBPEMEHOTO KOMIIOHUPakbe
1 OTBOpa IIpalllaihba 3a aBTOPCTBOTO U ITpaBaTa Ha u3BeayBauuTe. Unuja
LlupuBMpH ja UCTpa)KyBa KOHBepreHiyjata Ha QUIMCKUTE (DOPMHU IT07
B/IMjaHUe Ha JUTUTAIHUATe TexHonoruu u BY, maBajku nmpumMepu of husi-
moBuTe ,MaTpuua“, ,,1917“ u ,,Bojua Ha sBesgure*. IIpuroa aBTOpPOT HC-
TaKHyBa /leKa HOBUTEe TeXHOJIOTMM Hy[AaT HOBU MOKHOCTH, HO KaKO THe
Ke ce MCKOPUCTAT U Jlajid Toa Ke BiIMjae Ha KpeaTUBHOCTA Ha aBTOpUTE
e IIpallamkeTo IITO TOj To aKTyanu3upa. bumana TaHypoBcKa-KynaBKoB-
CKM TO aHa/IM3Upa JUTUTAJIHAOT MPECBPT BO U3BelyBAUKUTE YMETHOCTHU
CO aKIEHT Ha apXMBUPamkeTo, HoBUTE (DOPMU Ha TPV HPUKayKAHO IIpe-
KY ITIPAaKTUKUTE U UICKYCTBaTa AoOMeH! MPeKy MeryHapoiHUTe rraTdop-
mu Kako HAJTA u Under 600.

OBoj 6poj ja rTocTaByBa YMETHOCTA KAaKO IMHAMUUYEH IPOCTOP Ha Auja-
Jior Mer'y TpajuliydjaTa U WHOBAalldjaTa, Kajle IITO MYITUMeIUuyMCKU-
Te MPaKTUKU U TEeXHOJIOUIKUTE AOCTUTarma He ce caMO TeXHMYKa II0I-
IIpIIKa, TYKY (paKTOPH IITO aKTUBHO YUeCTBYBaaT BO pefedUHUPambeTo
Ha MEeTOIOJIOTUNTE, (POPMUTE U IIOUMUTE Ha TPYI U KpeaTUBHOCT. V3ma-
BambeTO Ha OBA CITMCAHKe e 0BO3MOKEeHO ofi (DOHIOBUTE 3a U3[aBalITBO
Ha YHuBep3urteToT ,,CB. Kupun u MeTonuj“ 3a 1ITo U BO oBaa IpUroia
UM u3pasyBaMe ocobeHa OGnaromapHocT. McTo Taka, of IMUHO, HO U BO
MMe Ha VPeOHMIITBOTO yHaTyBaM MCKpeHa 0j1arofapHOCT [0 AeKaHOT
Ha Daky/ITeToT 3a My3UuKa yMeTHOCT Ipod. M-p Japuja AHOOBCKa U
o meKaHOT Ha @aKy/ITeTOT 3a JAPaMCKM YMeTHOCTHU mpod. M-p Braau-
mup IlaB/IOBCKU 3a MepMaHeHTHaTa U KOHCTPYKTUBHA MOAJPIIKA Koja
ja maBaaT BO OJIHOC Ha MOJTIOTOBKATa, ITpOMoIjaTa U BUAJIMUBOCTA Ha
criicanreTo. OBoj 12. 6poj e MaJIKy IOMHAKOB O] [TPETXOJHUTE BO OTHOC
Ha popmaToT Ha criricaHueTto. Co 3aj10k0a Ha IpojeKaHKaTa Ha DaKyii-
TETOT 3a IPaMCKU YMEeTHOCTH T1pod. f-p BanentuHa Bo;KMHOBCKa, 0BOj
Opoj IOKpaj eeKTPOHCKO, Ke MMa U MeyaTeHo M3[aHue 3a IITO, UCTO
TaKa, UCKaykKyBaMe OyarogapHoct. CeKako, oBaa IyO/iMKalidja Hemaiie
Ila MOKe J1a ja mobue oBaa hopMa JOKOJIKY OBEeKe aBTOPU He ce of3Baa
Ha NoBUKOT. ITo raT Ha cestekiyja OpojoT ja mobu cogpsKUHATa Koja ciie-

1 U KOja VIIITe efHalll T'o MMOTBPIyBa MY/ITUIUCIIUTUIMHAPHUOT TPUOJ, U




BHMCOKHMOT KBaJIUTET. ﬂBOiaBH‘IHaTa OpHeHTaLlI/Ija (MaKe,I[OHCKI/I M aHITIN-
CKU iaBHK) I'o IMpaBU CIICAHMETO OOCTaIlHO, BUJIMBO M ITPEIIO3HaT/INBO

3a IMOIIMPOKaTa myoJnKa.

Cekoj 6poj Bo oBaa HM3a o, ABaHaeceT Opoja Ha Ars Academica Hocu
HOBUM HCTpayKyBaiba, INPOBOKALIMA W TH ITPOMUCIIYBa H3BeIyBAUKUTE
YMETHOCTH, IIITO HOCU CBE)KMHA HA MAKeJJOHCKUOT UCTPa)KYBaUKU ITPO-
ctop. Bo Toj nyx mpopomKyBaMe.

IIpod x-p Coma 3apaBroBa-Ilenapocka,
IJIaBEH U OJITOBOPEH YPEeIHUK
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Mapuja AmueBcka IleTpoBcKa

nPOCTOPOT BO ®PUAMOT:

ONSTER

3

SRAY]

UDC: 114:791

Ehb)

E

NEAYA

[TpocTopoT BO (pUIMOT, KAKO HEM30€eKEeH eJIeMEeHT Ha
dunMcKaTa cirKa, He e caMo (PU3MUKa PeaiHoCT, Clie-
Horpadwuja WK JIoKalyja, KaKo IITO TPaIUIIUOHATHO
ce MOMMa, TYKY € CTPYKTYpHA KOMITOHEHTA IIITO aKTUB-
HO Y4eCTBYBa BO PaCKa)KyBaleTO, PUTaMOT U BO €MO-
LIMOHa/IHaTa ytabouynHa Ha jfenoro. Bo Taa cmucra,
MPOCTOPOT BO QUIMOT He e cCaMO eCTeTCKa KaTeropuja,
TYKY CTPYKTYpa LITO ja peryiupa peiaiujata nomery
aBTOPOT U CBETOT, OBO3MOKYBajku creluduyuHa dop-
Ma Ha (PUJIMCKO 3Haewe U MPOU3BEJyBalbe 3HAUEHE
Koe He e UJAeHTUYHO HUTY CO JIUTEePaATYPHOTO HUTY
CO TeaTapCKOTO MCKYCTBO. Bo (UIMCKHOT MpoCTOp,
TpeKy cBeceH M300p Ha aBTOPOT, MOBeKe ejIeMeHTU
MOCTOjaT BO UCTO BpeMe, OBO3MOKYBajKu 11 Ha Iy0u-
KaTa 1IeJIOCHO Jla ce BHece BO (pUIMCKaTa PeaTHOCT U
aKTUBHO [la Y4eCTBYBA BO OTKPUBAKETO HA 3HAUEHATa

IITO ' HOCH CeKOj Kagap.

Knyunu 360poBu: (puaMcku mpocTtop, (UIMCKa
dopma, mnepuennuja, TPOCTOPHA OpraHu3anuja,
dunmcka ecTreTuka
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ITpocTopoT Bo hUIMOT: 07 MepIieliiija 10 3Hauemhe

Bo cekojmHeBHOTO pa3buparbe, MOUMOT ITPOCTOP HajuecTo ce pa3bupa KaKo (pU3MUKU [a-
JleHa cpelliHa BO Koja ce OJIBUBa HeKoe JiejcTBo. Bo duimorT, MeryToa, BAaKBOTO pa3bupare
e OrpaHUYeHo U TEOPUCKKU HefoBOIHO. [TpOCTOPOT IIITO T/IeflauoT TO JOKUBYBA Ha €KPaHOT
He e e[JHOCTaBHO IpeHeceHa PeasTHOCT, TYKY pe3y/iTaT Ha HU3a eCTeTCKU, TEXHUYKU U Ha-
paTuBHU OITyKU. DUIMCKHUOT IIPOCTOP He My HPETXOAM Ha (PUIMOT KaKo cTabuieH o0jeKT,
TYKY Ce co37]JaBa BO CAaMUOT Mpoliec Ha (GUIMCKOTO 00JMKyBame. Bo Taa cMmuciia, moTpe6Ho
e jacHO Ia ce pasrpaHuuy MPOoGUIMCKUOT o7 (PUIMCKUOT HPOCTOp. IIpoduIMCKIOT IIpo-
CTOp € MaTepUjaJIHUOT CBET Ipe]l KaMepara: eHTepuep, eKCTepuep, Teso, IpeiMeT, Mmej3ak,
u apxutekTtypa. Of apyra ctpaHa, (PUIMCKUOT ITPOCTOP, MaK, € CBETOT IITO Ce M0jaByBa BO
(bUIMCKOTO [Ie/10 KaKO pe3ysITaT Ha KaJ[pupame, n300p Ha MepCIlieKTuBa, CBET/IO, ABUKEHhe
Ha KaMmeparTa, BpeMeTpaere, 3BYK U MoHTayka. Kako 1rro 3abemneskyBaat sKak OMoH [Jacques
Aumont] u Mumen Mapu [Michel Marie], ¢puimoT He ja permpoayumpa cTBapHOCTa KaKo 1ie-
JIMHA, TYKY ja IpeypeayBa BO HOB pPesKUM Ha BUmIMBOCT (Aumont & Marie 2005). O6pabot-
KaTa M aHaJIn3aTa Ha OBOj CTaB ce Ba)KHU, O] aCIeKT Ha Toa IITO ja HaJIMUHYyBaaT ujejara
3a KaMepaTa KaKo TlaciBeH MHCTPYMEHT Ha peructpanuja. Mako pumMoT nma creiudpuydHa
BPCKa CO CTBApPHOCTA, OJHOCHO CHUMaA HEIIITO IITO HABUCTUHA OWIIO Mpeji 00jeKTUBOT, Toa He

3HAuU J]eKa MMPOCTOPOT aBTOMATCKU Ce TpeHecyBa KaKo HeyTpasiHa BUCTUHA.
ITocTaByBame Ha IIPOCTOPOT KAaKO Pe3y/ITAT Ha MpoIiec, a He KaKo JajieH 00jeKT

Anpgpe Basen [André Bazin] e kiydeH 3a pa3buparbe Ha IIpallakeTo ITOBP3aHO CO QUIM-
CKUOT IpocTop. Mako uecTo ce TOJNIKYBa KaKO TeopeTUYap Ha peajn3aMoT, HeropaTa Io3u-
1uja e nocynTuiaHa. 3a baseH, BpegHocTa Ha QUIMOT JIE;KU BO MOYKHOCTa CTBapHOCTA fia ce
10jaBU BO CBOjaTa CJI0KEHOCT, a He BO HACUJTHOTO pacujieHyBalkhe HU3 IPeKyMepHa MOHTa-
>ka. Of1 TocoueHuTe MPUUUHUI, BCYIITHOCT, TOj TO OpaHu [OJITMOT Kajiap U 1aboKUoT hoKyc,
OUIejKM TOKMY THE MY OBO3MOKYBaaT Ha ITPOCTOPOT J1a 3aAPsKU IMOBEKECI0jJHOCT U UCTOBPE-
MEHOCT Ha 3Hauema (Bazin 1967). Criopen oBa pa3bupatbe, IIpy 0BOj KOHTEKCT, IIPOCTOPOT He
ce JIO;KMBYBa KaKo JAeKOP, TYKY KaKo I1ojie Ha cJio0o iHa nepliemniiyja. Bo mo3HaTuTe aHaau3u
Ha Opcon Besc [Orson Welles] u Bunujam Bajinep [William Wyler], Basen mokaskyBa geka
TaboKUOT (POKYC OBO3MOKYBa ITOBEKe IIJIaHOBU Ha [IejCTBO A ITOCTOjaT BO e/IeH HCT Kajap.
HamecTo 3HauemeTo fja Oujie ofiHaIIpe] ofipefIeHO MPeKy MOHTa)KeH pe3, I71eflauoT caM U3-
Oupa Ha IITO Ke To Hacouu BHUMaHueTo. OBaa ujeja uecTo ce 03HauyBa KaKo geMOKpalicKu
lipociiop, bunejku meplieriyjaTa He e 1[eJIOCHO IUPUTrrpaHa oji aBTOPOT, TYKY OTBOpEHa KOH
aKTHUBHOCTA Ha riegadoT. OuiMcKuoT Teopetudap Jepsku IlnakeBcku [Jerzy PlaRewski] uc-
TaKHyBa JieKa (QWIMCKUOT POCTOP He HAacTaHyBa KaKo IMPOCTa PEeIrpojyKiidja Ha peajHaTa
cpeduvHa, TYKY KaKo pes3y/TaT Ha u30op, cejieKlidja U OpraHM3aliija Ha BU3YEJIHUOT MaTe-
pujasi. Kamepara oji peaJJHUOT CBeT M3/IBOjyBa OrpaHMUYEH HCEUOK, KOj MPeKy MojokbaTa
Ha arapaTroT, U300POoT Ha IUIaH, arojioT Ha CHUMake U MOHTaKHOTO ITOBP3YBakbe CO JIPYrU
KaJipu [o0uBa HOBO 3Hauewme. OTTYKa, MPOCTOPOT LITO TJIefJauoT T'O JI0KUBYBa Ha €KPAHOT
He e UAeHTHUYeH co (pU3NUKUOT MTPOCTOP Ha CHUMAETO, TYKY MpeTcTaByBa (pUIMCKa KOH-

CTPYKIMja co3/lajieHa MPeKy u3pasHuTe cpefcTBa Ha Meguymot. Ha Toj HauuH, huwiMoT He



ro rmpes3emMa IMPOCTOPOT KaKO rOTOBA PeajHOCT, TYKY aKTUBHO ro o0JIMKyBa U KOHCTpyHpa
(ITna>keBcku, 1968: 13-20; 37-39). Oxm mpyra cTpaHa, COBETCKaTa MOHTayKHa IIIKOJIa, 0ocobe-
Ho Kaj Ceprej Ajseniurtaju [Sergei Eisenstein], Hynu cripotuBHa mo3uiiyja. Criope/; oBa Te-
OPETCKO IJIeUIITE, IIPOCTOPOT HEe Ce 3auyByBa KaKO KOHTUHYUTET, TYKY Ce CO3[laBa IIPEeKy
cyoup Ha pparmeHTH. MOHTa)KaTa ro IIpon3BeflyBa 3HAUeHeTo, a IIPOCTOPOT e pe3yITaT Ha
MHTeJIeKTyaJIHa KOHCTPYKIUja. TOKMy 0BOj criop Mery BaseH M MOHTa)KHaTa Tpajuiidja e
CYUITUHCKY 3aTOa ILITO MOKa)KyBa [IBe ToJIeMHU MapafgurmMu Ha (pUIMCKHUOT ITPOCTOP: MIPOCTOP
KaKO OTKpUBaibe M MPOCTOP KaKo rpagerme. CoBpeMeHaTa KOTHUTHBHa (BUJIMCKa TeopHja
JIOTIOJTHUTEJTHO T'O VCJIO}KHYBA IpaiiameTo. Bo Taa Hacoka, Jlejsug Bopasen [David Bordwell]
MOKa)KyBa [leKa I7IeflauoT He BOCIIpHeMa I'OTOB ITPOCTOP, TYKY KOHCTPYMpa MeHTajleH MO-
Jles1 ofi, orpaHndeHy BusyenHu nHgopmanuu (Bordwell 1985). @unmMoT peTKo maBa LieocHa
KapTa Ha MeCTOTO Ha [fejcTBo. HaMecTo Toa, IpeKy Iapliuja/HU KaJpu IBUKeha U MOH-
TayKHU BPCKH, I71eJIaU0T CO3/laBa ITpeTCcTaBa 3a IieJInHaTa. [ 71aBHaTa KOHCTaTallfja KojallTo
MIpoM3JIeryBa of OBaa aHajii3a e JeKa IIPOCTOPOT He e caMO Ha eKPaHOT, TOj IOCTOU U BO
KOrHUTMBHATa aKTUBHOCT Ha peljeniigjaTa. BakBoTo pa3bupare 0TBOpa U MOKHOCT 3a MPU-
Ka3s Ha IIOLIMPOKa eCcTeTCKa MepcrekTrBa. OUIMCKUOT ITPOCTOP He e cTabuiHa reorpadcka
ofpenuila, TYKY IWHAMWUYHA pesialiija Mery BUIJIMBOTO, HEBUJIJIMBOTO M OUEeKyBaHOTO. [la-
Huen JakaBoH [Daniel Yacavone] Bo cBojaTa ¢puno3ogdcka ecreTruka Ha (pUIMOT TO IIpefjiara
rnmoumoT ¢uamcku csewiosu [film worlds], mputoa Bo cBoeTo objacHyBame HarjacyBa Aeka
¢duaMoBHUTE CO3JaBaaT aBTOHOMHM CBETOBH ILTO He ce CBeAyBaaT HUTY Ha MPUKa3Ha, HUTY
Ha MHU3aHCIIeHa HUTY, T1aK, OfIfe/THO Ha BU3yeJieH CTU/I. Tre CBeTOBU ITPOU3JIeryBaaT off CUH-
TETUUYKOTO [ejCTBO Ha cuTe puaMcKu efiemeHTH (Yacavone 2015). ITpocTopoT e TOKMY TeMeJI-
HaTa KOMITOHEHTa Ha Taa CBETOTBOPHOCT. Bo KOHTEKCT Ha (DUIIMCKHOT ITPOCTOP KaKo MpoLec
Ha co3/laBaibe, 0COOEeHO 3HAauUajHO e COITIeyBamheTo IeKa BU3yejHaTa CTPYKTypa Ha (hHUIMOT
He ce CBeJlyBa caMO HAa OHa IITO ce Haora Mpejl KaMepara, TYKY ITPOU3JIeTyBa Off CJIOKeHa
opraHmM3aliija Ha IIOBeKe eJIEeMEeHTHU IITO PEeKUCEepPOT ' KOOPAMHUPA BO eIHA eIUHCTBEeHa
tesiHa. [TpocTopoT BO KagapoT ce OOJIMKYBa IPeKy pacliopefoT Ha aKTepuTe, ClieHOrpa-
dwujaTa, U300POT Ha JIOKalldja, PEKBU3UTUTE, O0jaTa 1 OCBETIYBaheTO, KAKO U MIPEKY aroioT
ofi Koj e mpukaykaH. OTTyKa, GWIMCKHOT IIPOCTOP He e ofHampe JafeHa pPeaHOCT, TYKY
pes3y/TaT Ha CBeCHA KpeaTHMBHA MOCTAIKa ITPeKy Koja BHU3YeJIHUTEe KOMIIOHEHTU AoOuBaaT
IpaMaTypliKa 1 3HaueHcKa (pyHKUMja. Kako 1ito 3abeseskyBa AHTOHMO MUTpUKECKU, HAUU-
HOT Ha KOj e II0CTaBeH MPOCTOPOT HEIIoCPegHO Biivjae Bp3 IeplelliyjaTa Ha I7IeJadoT, Bp3
aTrmocdepara U Bp3 LIeJIOKYIIHOTO 3Hadele Ha (puiIMcKoTo mesno (Murpukecku, 2023: 5-6).
Kako Hafjomo/IHyBatbe Ha HaBeJIeHOTO, Kora ce 300pyBa 3a (PpMUIMCKHU IIPOCTOP KaKo pe3yyTaT

Ha eJleH MpoIiec, ce MUCJIM Ha HEKOJIKY UCTOBPeMeHU AUMeH3UN:
- TIPOCTOPOT e TIPOM3BO]] HAa aBTOPCKA CeJIeKIuja;
- Ha TeXHUYKa Me[irjaliuja;
- Ha BpEMEHCKO pa3BUBahE;

- U HA I7Ie[lauka PEKOHCTPYKIIWja.
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I'papese pUIMCKY MPOCTOP TIPEKY KaJipupaibe, Tpaekhe, AU3ajH Ha 3BYK U MOHTa)Ka

Bo ycioBu Kora (UIMCKHMOT IIPOCTOP HE € ofHaIllpe 3adajieH 00jeKT, Torail HeroBOTO
IIOCTOEHE MOpa a ce pa3bepe Kako pe3y/ITaT Ha KOHKpeTHU (hopMaIHU rocTarnku. GuiMor
He I'0 HAoéa MPOCTOPOT, TYKY T'O MPOU3BEIyBa IIPEKY COICTBEHUOT ja3suK U peTopuKaTa. Bo
Taa CMHCJIa, IPAlIakeTo 3a IMPOCTOPOT € Hepas e THO OfI ITPallakeTo 3a KaJpupameTo, Bpe-
MeTpaelmeTo Ha KaJapoT, 3BydHaTa OpraHu3aliija U MOHTaKHUTE OOHOCU. TOKMY IIpEeKy
OBUe CpedCcTBa IJIeJadoT J0KMBYyBa cTabuieH, (hparMeHTUpaH, MHTUMEH, 3aKaHyBauKy WUJIH
MmeTacdusnuky rmpoctop. O ocobeHa BayKHOCT € [1a Ce [IOCOUM JIeKa OBHe eJIeMeHTHU He (PYHK-
LIMOHUpaaT He3aBUCHO efleH ol apyr. Kagpupamero 6e3 Tpaemwe 01 OMIO caMO cTaTUUHA
KOMIIO3H1IFja; MOHTasKaTa 0e3 IMpoCTOpHA JIOTHKa 01 Oua XaoTUUHa Ccepuja CJIMKU; 3BYKOT
6e3 BU3yeJjieH KOHTEKCT OU MMaJjl orpaHndeHa rmpoctopHa ¢yHKIuja. IIpoctopoTt Bo huiMoT
CceKoralll € CMHTEeTUUKU pe3y/ITaT Ha MoBeKe KOOPAUMHUPaHU cpefcTBa. KagpupameTo Kako
UYUMH Ha IIPOCTOPHO OOJIMKYBarbe e IPBUOT W MOKeO0M HajoOCHOBHMOT YMH Ha CO37aBaibe
dunmcku mpoctop. Co MocTaByBamheTo Ha paMKaTa, KaMepaTa He caMo ILITO HelITO IIPUKa-
’KyBa, TYKY MCTOBPEMEHO HeIlITO MCKIyJdyBa. MIMeHo, ceKoj Kajlap BOCITIOCTaBYyBa I'paHUIIa
Mer'y BUIJIMBOTO Y HEBUIJIMBOTO. Bo Taa cMuc/ia, paMKaTa He e IIpo30pell KOH CBETOT, TYKY
cenexkTuBeH MexaHu3aM. bopasern u Kpuctus Tomrcon [Kristin Thompson] ykaskyBaar gexa
KajlapoT o OpraHu3ypa BHUMaHHUETO IIPEeKY rojieMUHaTa Ha IJIaHOT, aroJior, AjabounHaTta u
Kommno3utijata (Bordwell & Thompson 2010). ToTanoT HajuecTo ja BOCIIOCTaByBa CpeiuHaTa
1 oflHOCUTe Mer'y purypure u nmpoctopoT. CpemHuoT iaH ro npedpia GOKyCcoT KOH UHTe-
pakuujaTa, JofgeKa KpYITHUOT IJIaH ja MHTeH3MBUPa IICUXOJIOIIKaTa U CUMOOTMUKATa BasK-
HOCT Ha feTasioT. OBa 3HauU JeKa e[IHa MCTa IIPOCTOpUja MoKe Ja JoO1e pas3/IMuHO 3HaUeHhe
3aBHCHO Of] TOa KaKo e KajgpupaHa. Ha rnmpumep, mpa3Ha coba CHUMeHa BO HIMPOK CTaTUUeH
TOTaJI MOKe [Ja U3riefa Kako [IPOCTOP Ha 0CAMEHOCT, HAITYLITeHOCT WX CTyaeHuIo. Mcrara
coba cHUMeHa ITPeKy cepuja KPYIHHU IJIAaHOBY Ha ITpeAMeTH — padKa Off BpaTa, yallla Ha Maca,
HabpaH uapiiad - ctaHyBa IIPOCTOP Ha Tpara, MHTUMHOCT MJIM OTCYTHO ITpucycTBo. CeTo oBa
HaBeyBa Ha Pa3MUCIIyBalbeTO U [IOCTABYBakhe Ha PeasieH CTaB JeKa IPOCTOPOoT He e uct. Toj
ce MeHyYBa MPeKy HAUYMHOT Ha I7iefatbe. Cioper paspaboTrkara Ha IlnaskeBcKu, PUIMCKUOT
IIPOCTOP 3HAUUTEIHO ce 0OJIMKYBa IIPeKy N300POT Ha [JIAHOBU M OJHOCOT Mer'y KaMmepaTa U
MIpegMeTOT Ha CHUMame. I[IpoMeHaTa off OIILT KOH KPYIeH IUIaH He [IPeTCTaByBa CaMO BU3Y-
eJiHa Bapujaliyja, TYKy IIPOMeHa BO HAUMHOT Ha KOj IVIeflauoT I'o pa3bupa IIpOCTOPOT U 3Ha-
yemeTo Ha cieHaTa. OMIITHOT JIaH OBO3MOKYBa OpHeHTal[ija I IPOCTOPEH KOHTEKCT, MI0-
eKa ITOOJIMCKUTE UIaHOBU IO HAcouyBaaT BHUMAaHMETO KOH HeTaJIoT, ICUXOJIoThjaTa U
IpaMcKaTa HaltHaTOCT. Ha Toj HaunH, KaJipupameTo CTaHyBa CPeICTBO MIPeKy Koe PUIMOT ja
opraHu3upa IIpoCTOPHAaTa Xuepapxuja, HO U ja BojaM riiefilaukara repueriuja ([TnakeBcku,
1968: 41-53). }Kak OmoH [Jacques Aumont] 1 HeroBUTe COAaBTOPU HarjacyBaaT JIeKa CEeKoj
Kajap UMIUIMLMPa U IIPOCTOP HaaBop of pamkara (Aumont et al. 1992). Toa 3sHauu geka
GUIMCKHUOT IIPOCTOP HUKOTAIII He Cce UCLIPITYBa BO OHA IITO € BUA/IMBO. JJOKOJIKY JINKOT I/iefa
JIeBO, I7Ie[ladoT ITPETIIOCTaByBa HEITO HaJBOP Of KaZapoT. AKO 3BYKOT joara ofi cocemHa
MIPOCTOPUja, HEBUIJIMBOTO [0OMBa ITpocTopHa peanHocT. CeIcTBEHO, IIPU e/leH BaKOB Ha-

UHMH Ha ITepaouIiinpame Ha HpO6H€MaTI/IKaTa, PaMKaTa He 3aTBOpa, TYKY OTBOpPa KOH NMarvHa-



peH BuiiokK rmpoctop. Criopes; MUTPUKECKHU, BO paMKUTEe Ha (DUIMCKHOT ITPOCTOP KaKo ITpo-
1lec Ha co3JaBaibe, 0COOEHO BayKHO € [la Cce HCTaKHe JIeKa KaJipupameTo MPeTCTaByBa PeKu-
CepcKa MocTallka IpeKy Koja peajiHMOT IIPOCTOP Ce pasjioKyBa M Ipeobpa3yBa BO HOB,
GUIMCKHU ITPOCTOP ILITO CBOjaTa KOHEUHAa CMUCIIA ja JOOMBa BO OJTHOC CO APYTUTe Kagpu U CO
MoHTa)kaTa. ViMeHo, Toj objacHyBa fIeKa KafiapoT He (DYHKIIMOHKMPA KaKo U30/IMpaHa C/INKa,
TYKY KaKo [Iej1 o[l MOIIMPOKa BHU3YeJIHA Le/IHa BO Koja ceKoj u3060p Ha mepcneKTUBa, IIaH,
IBIDKEhe Ha KaMepaTa M KOMIIO3UIja B/IMjae BP3 HAUMHOT Ha KOj IVIeJadoT ja BocIiprueMa
ctBapHocTa. OTTyKa, GUWIMCKUOT IIPOCTOP He € MexaHMYKa penpoAyKiliMja Ha IIOCTOjHATa
cpeAvHa, TYKY YMETHUYKA KOHCTPYKIIMja BO KOja PesKUCEPOT ITPEKY celeKlnja U OpraHu3a-
LIMja Ha BUIJIMBOTO CO3/laBa HOBO 3Haueke UM HOBa MepLEeNTUBHA JIoruka (MUTpUKecKH,
2024: 15-16). Kaj momepHUOT QUM KafpyupameTo 4ecTo HaMepHO ja HapyllyBa KjlacuJyHaTa
npernegHocT. Kaj AHTOHMOHHU, burypaTa MoKe [Ia Ouje OoTTypHaTa KOH paboBUTe Ha Kaja-
POT, HOTUMHETA Ha apxXuTeKTypara u ypoanure nmuann. Kaj Pobept Bpecon [Robert Bresson],
TeJIOTO e (pparMeHTHpPaHo BO palle, Ho3e, mpeameTu U rectoBu. Kaj Muxaesn XaHeke [Michael
Haneke], ctaTuuHMOT Kajap ja MMpoAoiKyBa HeIlpUjaTHOCTa IPEKy ofbuBaime ma objacHu
Kaje TouHo Tpeba fga ce riema. 3a cure oBue aBTopu, cnopen Kerpun Butinu [Catherine
Wheatley|, 3aeguuuko e Toa IITO KafpupameTo cTaHyBa ¢opma Ha mucieme (Wheatley
2009). [Tokpaj cTaTUYHUOT Kajiap, BajKHa y/IoTa MMa 1 JBUKEeheTo Ha KaMepaTa. [TaHopaMa-
Ta, hap JABUKEHEeTOo, KpaH ABIKEHEeTO WM PauHaTa KaMepa He caMo IIITO ja cjiefiaT aKijuja-
Ta, TYKY CO37aBaaT pa3/iMuHK pe;KUMU Ha rpoctopHa cBecT. Kaj Crennu Kjyopuk [Stanley
Kubrick], cumerpuutnute dap gBuKemha HU3 KOPUIOPU U eHTepUepHr Co3[aBaaT reoMeTpu-
CcKa Bo3HeMmupeHocT, Kako Bo The Shining (1980). Kaj Benna Tap [Béla Tarr], monrurte mBu-
’Kelha HU3 KaJUTMBH 11€j3aKU IO MPeTBopaaT ITPOCTOPOT BO er3UCTEHIINjaTHO Tpaete. [|Bu-
JKelheTo Ha KamepaTa, 3Haul, He e caMO TeXHUUKAa ejleraHlivja, TYKY IIPOCTOPHA PEeTOPHUKa,
Kako 1To 3abeseskyBa [lon Bokep [John Walker] (Walker 1999). [TonoiHUTe/THO, IIPOCTOPOT
BO (bMJIMOT CeKoraill ce JOKHMByBa HU3 BpeMe. [71elauoT He To BOCIIpreMa KaKo KapTa, TYKY
KaKo Mmpollec Ha oTKpuBame. TOKMy 3aToa, BpeMeTpaemeTo Ha KaJlapoT CYIITUHCKY I'o MeHY-
Ba HAUMHOT Ha KOj IIPOCTOPOT Ce UCKycyBa. [IoNruoT Kajiap My J03BOJIyBa Ha IIPOCTOPOT ga
guwe. I'megayotr MMa BpeMme fa r'u 3abesie;kKy OOHOCHUTE Mery MpeaMeTuTe, mjlabouynHaTa,
PUTAaMOT Ha [OBIDKEHEe M aKyCcTMUHaTa atmocdepa. baseH TOKMy BO AOJATHMOT Kagap riema
MOSKHOCT 3a 3auyByBame Ha aMOUTrBUTETOT Ha peasHocTa (Bazin 1967). ITpocTopoT He e pac-
YyjIeHeT OfHaIlpel, TYKY My ce HyIM Ha I7Ie[JauyoT KaKo €IHO OTBOPEHO I10jie Ha aHaju3a U
moskuByBame. Kaj TapkoBCKM, OBaa JIOrMKa JOCTUTHYBA OoCcoOeHa MyXOoBHa AuMeH3uja. Bo
dunmoBute ,Hocranruja“ (Nostalghia, 1983) u ,,Crankep* (Stalker, 1979) mpocTopoT ce OT-
KpHBa HU3 6aBHO [IBUyKEhe, Bjiara, BeTep, orjiefjajia, pyruHu U TUllirHa. Toj He e 3ajHUHa Ha
JIejCTBOTO, TYKY CaMOCTOjHa cOCToj0a Ha 6uTheTo. TapKoOBCKU 300pyBa 3a (PUIMOT KaKo
Bajarbe 80 BpeMe, IIITO 3HAUU [IeKa BPEMETPAEHheTO € MaTepPHjasl IPeKy KOj TPOCTOPOT CTaHY-
Ba uckycauB (Tarkovsky 1986). KpaTKuoT Kafiap co3aBa IIOMHAKOB pe;KuM. Bo 6p3a MoHTa-
’Ka, IIPOCTOPOT UeCTo ce peayiupa Ha QYHKIMOHAIHM KoopauHaty: (1) Biies; (2) 3akaHa; (3)
ues; (4) peakiuuja. AKLIMCKUOT (GUJIM UM TPUJIEPOT YECTOIIaTH ja KOPUCTAT OBaa JIOTHKA 3a
Jla co37IafaT HAITHATOCT W IMHAMUKa. Bo BaKoB c/Iy4aj, IpOCTOPOT € TIope/ieH Ha [1ejCTBOTO,
a He obOpaTHo. EgHa o Haj3HayajHUTE, @ YeCTO MOTLEHETH KOMIIOHEHTH Ha (PUJIMCKUOT IIPO-
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CTOP e 3BYKOT. IIpoCTOpOT He ce co3paBa camMo MPeKy Toa IITO ce TJiefja, TYKY U MPeKy Toa
LITO Cce CJIylia. 3BYKOT MY JaBa Ha IIPOCTOPOT I/1abourHa, TeKCTYpa, FPaHUL 1 HEBUIJIUBU
npogomkennja. Mumen Inon [Michel Chion] HarnacyBa ieka 3BYKOT ja peopraHu3upa rnep-
LieIllijaTa Ha CJIMKaTa U co3gaBa HoB mpocTtopeH edekT (Chion 1994). Yekopu 3ap Bpara,
najiedeH coobpakaj, Kalere Bojia, BeTep HaZBOP Off IIPO30PELOT U/IK eX0 BO ITpa3Ha casia, ce
BCYIIHOCT peajIHi eJIeMEeHTU KOU rpaJaT YyBCTBO Ha CpeduHa IITO He Mopa Aa Ouje IpuKa-
>KaHa camo Bu3yesHo. OcobeHo 3HayajHa e yjorata Ha TUllMHaTa. Bo ¢puiMor, TuiMHaTa
peuricu HUKOTralll He e aliCoJIyTHO OTCYCTBO Ha 3BYK, TYKY BHUMAaTeJTHO OpraHu3upaHa pesiyK-
Lija Ha akycTUuKu uHdopmaruu. Taa MoKe [a co3mazie TeH3Uja, OUeKyBambe, MHTUMHOCT
i MeTadu3nUKa ITpa3sHUHa. MOHTasKaTa, MaK, € MOyKeOu HajjaCcHUOT JoKa3 JeKa (PUIMCKU-
OT IPOCTOP e KoHCTpyKIMja. Co moBp3yBame pa3/iMuyHU KaJ[py, CHUMEHHU BO Pa3/IMYHU Bpe-
MHIba M UeCTO Ha pa3/InyHU MecTa, (pUIMOT CO3/iaBa BIIeUaTOK Ha eIMHCTBEH KOHTUHYUPAH
cBet. Criopen Bena Basmamn [Béla Balazs], pumMcKioT IIpocTop He ce BOCIIOCTABYBa €IUH-
CTBEHO MpeKy Cofp;KUHaTa Ha CHUMEHHUOT Kajlap, TYKY U MpeKy HaulHOT Ha KOj KajipuTe ce
MOBP3yBaaT BO MOHTa)kHa IiesiHa. Co MpeMUHOT O efleH Kajap BO JIPyr, riefadoT He ro
BOCIIpMEMA CaMO CJIEIHUOT BU3YyesieH (pparMeHT, TYKY MEHTAIHO BOCIIOCTaByBa KOHTUHYU-
TeT Mer'y ofJleJTHU TIPOCTOPU, BpeMUba U TlepCcrneKTuBU. MOHTa)kaTa, Criope/i Toa, He e CaMo
TeXHUUYKO CIIOjyBaibe Ha MaTepujasoT, TYKY KJydeH IPUHLIUII OPeKy Koj pUIMOT co3maBa
HOBa MPOCTOPHA JIOTUKA, Pa3/inyHa off HelocpeaHaTa peaiHOCT. Taa 0BO3MOKyBa Jiuciep-
3UpaHy MecTa Jla ce JIo;KMBeaT KaKo eIMHCTBEH ITPOCTOPEH CBeT U ja HacouyBa I7leflauKkaTta
opHeHTalja BO paMKuUTe Ha punMcKaTa HenuHa (basmanr, 1948: 113-115). KontunyutetHaTa
MOHTa’ka, pa3BueHa BO KJIACUYHUOT XOJIUBY/I, UMa 3ajlaya ITPOCTOPOT A U3Tryiefia JOTUYHO U
TpaHcrnapeHTHO. [TpaBUIOTO Ha OCKa, CcOBIAramheTo Ha MOIJIefIoT U HAaCOKaTa Ha JIBUKekhe
MY OBO3MOKyBaaT Ha IjieflauoT 0e3 TelIKoTHhja Oa ce opueHTHpa (Bordwell & Thompson
2010). IIpuTtoa, IPOCTOPOT MU3I/Iefa MPUPOIEH TOKMY 3aTOa IITO HeroBaTa BellTauyKa KOH-
CTpyKIIWja ocTaHyBa HeBuIMBa. Cemak, Off HeIIpolleHJIMBa Ba)KHOCT e [ia ce pasriena u
CTOja/IUIITETO JleKa MOHTa kaTa MOyKe U [ja To Hapyllu ITpoctopoT. Kaj Aj3eHIiuTajH, cyaupoT
Mer'y KaJ[pUTe co3[iaBa MHTeIeKTYaIHO U eMOLIMOHAaIHO 3Hauere. Kaj JKau-JIyk ['omap [Jean-
Luc Godard] ckokoBHUTe BO MOHTa)Ka ja OTKpPHMBAaT yCJIOBHOCTA Ha (pUJIMCKaTa KOXEpPeHT-
HocT. Kaj Anten Pere [Alain Resnais] MoHTa)kaTa MOKe [ja ' Mellla BpeMuibaTa 1 IIPOCTOPU-
Te [0 CTEeleH Ha OHTOJIOIIKA HeCUT'YPHOCT, KaKo 1iTo 3abesneskyBa Kut Kpurenmen [Keith
Crittenden] (Crittenden 2006). MoHTaskaTa, CJIeICTBEHO, HE € CaMO CPeCTBO 3a ITIOBP3YBabhe
CLIeHH, TYKY altapaT 3a co3/iaBaibe OJIMCKOCT, JajieyHa, ICTOBPEMEeHOCT, pacliell U MEMOPU-
CKM acolldjalivu.

HpOCTOpOT KaKO HOCHUTeJI HA KOFHUTUBHU U eIIMCTEeMOJIOIIKH 3Hauelha: OJHOCOT Ha

(UIMCKHUOT MPOCTOP CO rtefiayKkaTta mepiierniiyja

PasrnefiyBatbeTo Ha (UJIMCKUOT MPOCTOP Kako hopMaiHa KaTeropuja ocTaHyBa HeJIOBOJI-
HO JIOKOJIKY He ce 3eMe MpeaBU/] HeroBaTa pesaliyja co riefgador. [IpocTopoT Bo (puiMor He
TOCTOU caM 3a cebe; TOj MOCTOU KaKO UCKYCeH, MePIUIUPaH U NHTepIpeTupaH rmpoctop. He-
roBaTa CMUCJIa Ce IOBPILYBa BO UMHOT Ha pelierniujata. OTTyKa, IPOCTOPOT He e caMo BU3Y-

eJTHa opraHM3allyja Ha ClieHaTa, TYKy MexaHU3aM TpeKy Koj (UIMOT ITpou3Be/lyBa 3Haeke,



yIipaByBa CO BHUMAHUETO U ja MOJle/Ipa cBecTa Ha r7iefjadyoT. Kora ce roBopu 3a KOTHUTUBHA
¢dVHKIIFja Ha IIPOCTOPOT, C& MHUC/IM Ha HAUMHOT Ha KOj IIefadoT cO37aBa MeHTa/IHa IpeT-
cTaBa 3a cBeTOT Ha (unmMoT. Kora ce roBopu 3a enucremMosionikaTa (pyHKI[{ja, ITpaliambeTo
KOe ce MOCTaByBa € KaKOB BU/I 3Haekhe ce 0BO3MOKYBa MpPeKy QUIMOT, TIOKOHKPETHO, IIPEKY
IMPOCTOPHATA OpraHU3alifja: CUTYPHO WIK HECUT'YPHO, jaCHO WX aMOMBaIeHTHO, HEIIOCPeTHO
WIN [OCpedyBaHo, palliOHa/IHO Wik adeKTUBHO. Bo Taa cMuciia, IIPOCTOPOT e efdHa of KIIyd-
HUTe KaTeropuu npeKy Kou puimot co3gaBa muciu. Criopen basaiil, (hUIMCKUOT POCTOP He
e HeyTpaJiHa BU3Ye/IHa OKOJIMHA, TYKY aKTUBHO BJIMjae Bp3 HAUMHOT Ha KOj I7IeJauoT I'o pa3ou-
pa cBeTOT Ha JiesioTo. [IpeKy n360poT Ha TOUKa Ha CHUMarbe, KPYITHOCT Ha TUJIAHOT U OpraHu-
3aliija Ha BUIJIMBOTO, KaMepaTa MOKe [ia IO MPUOIMKY IPeIMeTOT, Ja I'o HarjlaCu HerOBOTO
3HAUee WIM a Co3/iazie HOB OJJHOC Mery JIMKOT U cpeguHara. Ha Toj HauuH, huaMoT He ja
pemnpoaylpa CTBAPHOCTa MEXaHMUYKHU, TYKY ja Ipeobpas3yBa BO MCKYCTBO ILITO I'O HacodyBa
BHUMAaHKMeTO, eMOIIrjaTa U TOJIKYBamkeTo Ha mybsukaTa. [IpocTopoT cTaHyBa CpPeficTBO MPeKy
KOe I7IeJadoT He caMo IITO Iiefa, TYKY U Yuu Kako fa riema (bamaii, 1948: 86-89).

IIpocTOpOT KaKO KOTHUTUBHA KOHCTPYKI[Hja

['MemavoT peTKo 106MBa lieJlocHa U ofiHarpe]; objacHeTa KapTa Ha (UIMCKHUOT cBeT. Ha-
MecTO TOa, (pUIMOT HYIM OTPaHWYEHU TepCreKTUuBY, pparmMeHTUpaHu mHOpMaIuy, ne-
JIVMHU TIOTTIE[IV U CeJIeKTUBHM BU3yeTHU curHanu. Off The TaplivjasTHu MOfaToIu I7iefauoT
TIOCTEIEeHOo COo34aBa KoOXepeHTeH Mofesl Ha MPOCTOPOT. bopiBesn HarnacyBa JieKa ITielalbeTo
¢wiM mpeTcTaByBa aKTMBEH mpoliec Ha hopMUpabe U MPOBEepyBabe Pas3IMuHKU XUITOTe3U
(Bordwell 1985). I'megauoT MoCTOjaHO HOCHU 3aK/IyJOL[M, Ol aclIeKT Ha Toa Kaje ce Haoraar
JINKOBUTE, KaKBU Ce HUBHUTE Mel'yceOHM pacTojaHMja, IITO Cce Haora 3aj 3aTBOpeHa Bpa-
Ta, OJ1 Kajle Jjoara 3BYKOT, KaJie BOJIM XOJIHUKOT WX KaKBa e Tororpadujata Ha TPOCTOPOT
KOjIIITO He e 1IeJIOCHO MoKaykaH. CriefcTBeHO, ITPOCTOPOT € AeTyMHO IMPUKa)KaH, a JIeJTyMHO
MEHTa/IHO peKOHCTpyupaH. Bo clieHa Ha pa3roBop, [VIeJadyoT I/lefla Hau3MeHUUHU KaZpu
o/l iBe julia, HO 6e3 HaIlop MpeTIoCTaByBa eUHCTBEH 3aeJHUUYKU MpocTop. Bo cijeHa Ha
ToTepa HU3 TPaji, MaKo KaJIpUuTe MoKe Jla OuiaT CHUMaHU Ha Pa3/IMYHU YUY U pa3TnyHu
IIeHOBH, TJIe[1adyoT co3/laBa KOHTMHYWPAaHa IPOCTOpHa joruKa. TOKMY 3aT0a, Toa IITO U3Tie-
[1a TIPUPOAHO e BCYUIHOCT Pe3y/TaT Ha CJIOJKeHAa KOTHUTUBHA paboTa, (GUIMCKUOT ITPOCTOP
He ce Haora camo Ha ekpaHoT. Toj mocTou u BO MeplleNTUBHATA AaKTUBHOCT Ha TJIefiador.
EnnHa on HajcuHUTE KapaKTepPUCTUKU Ha (DWIMCKUOT ITPOCTOP € Toa IITO TOj CeKorail T'o
HAJIMWHYBa BUJJIMBOTO TI07ie Ha KagapoT. CeKoj Kajiap MOoKa)KyBa camMo fesl Off CBETOT, HO
HCTOBPEMEHO yIaTyBa KOH HEelUITO UITO OCTaHyBa HaABOP of Hero. TOKMy 3aToa IPOCTOPOT
Ha/IBOP O] KajlapoT uMa (yHaameHTanHO 3Hauewe. Hoen Bypu [Noél Burch] mocouyBa Ha
TOAa JleKa (puyiMcKaTa paMKa ceKorail UMIUIMIMpa MoBeKe 30HW Ha HEeBUJJIUB ITPOCTOP ILITO
r71e[lauoT TU JOKMBYBa KaKo IMOTeHIWjaiHO mpucyTHU (Burch 1973). JIoKOJIKY TMKOT riena
BO INpa3HUHA HAaABOP Off KaJlapoT, I7ieadoT MPeTIIocTaByBa MpeJMeT Wiu Apyro nuie. [lo-
KOJIKY Ce CJTyIIa 3BYK Of] COCe/IHA MTPOCTOPHja, HEBUJIMBOTO CTAHYBa ITPOCTOPHA PEajTHOCT.
IokonKy, Tak, Kamepara ofiouBa Jja TTOKaykKe HEelITO IITO PaMaTypIlKU ce 04eKyBa, BO TOj
ciyydaj, ce co3fiaBa TeH3uja. Bo Xopop >KaHpPOT oBaa cTpareruja e ocobeHo MpoIlyKTUBHa. 3a-

KaHaTa 4eCTOoIlaTUu € MMOCHJ/IHa Kora oCTaHyBa HaJABOPD O BUJIMBOTO II0JIe. Ho, uctoTo Baxku
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M 3a OpaMCKHUOT U aBTOpcKuoT ¢wiMm. Kaj BpecoH, MHOTY KJIy4HM HAacCTaHU ce CJIydyBaar
BOH Kajlap, a HUBHOTO 3Hauelhe ce IpeHecyBa MPeKy 3BYK, peakiyja Wi Iocienuiia. Kaj
Muxaen XaHeKe, ITPOCTOPOT HAZIBOP OfI KaJlapoT YeCTO HOCY MOpaTHA U TICUXOJIONIKA BO3-
HEeMHUpPEeHOCT. BakBOTO BHUAyBamhe IOKa)KyBa AeKa (pUIMOT He IMPou3BedyBa 3HAeHme CaMo
MIPEeKY MMPUKa)KyBae, TYKY U IMPEKy 3aJip;KyBaibe, IMTPeMOJUyBamke U CYrecTHja, IUMeH3UU
KOM IToMaraat BO pacyIyBameTo.

3aKIyuok

DUIMCKUOT IPOCTOP He MpeTCcTaByBa ofiHaIpe;] AafieHa (hu3ndKa KaTeropuja, HUTY eJHO-
CTaBHA PeTpoAyKIIMja Ha peayiHuoT cBeT. HampoTuB, Kako mTo Oelre TTOKa)kKaHO BO OBA UC-
Tpa)KyBame, TOj HACTaHYBa KaKO Pe3y/TaT Ha HU3a aBTOPCKU, ECTETCKU U TEXHUYKU OJJTYKU
TPeKy KOU PeaJTHUOT MPOCTOop ce mpeobpasyBa Bo dwiMmcku. OTTyKa, IPOCTOPOT He Tpeba
Ila ce pa3bupa KaKo 3a/IHMHA BO KOja Ce OJIBUBA JIejCTBOTO, TYKY KAKO aKTUBEH eJIeMEHT LITO
yJeCcTBYBa BO CO3[]JaBalbeTO Ha 3HAUEHETO Ha (PUIIMCKOTO Jeio. AHajM3aTa MoKaka JeKa
(WIMCKMOT TIPOCTOP Ce rpajid MPEKy 3aeMHOTO AejCTBO HA KaJpUPamkeTo, MU3aHCIIeHaTa,
IBIDKEHETO HAa KaMepaTa, BpeMeTpaeweTo Ha KaJlapoT, 3BYKOT U MOHTa)kaTa. HuTy eneH og,
OBUe eJIeMEeHTU CaMOCTOjJHO He TO CO3/iaBa IPOCTOPOT; HeroBaTa KoHeyHa hopMa mmpoussie-
ryBa off HUBHATa MerycebHa noBp3aHocT. [lopaau Toa, mpocTopoT Tpeba /a ce pasrieiyBa
KaKo Mpoliec, a He Kako TOTOBa WIM OJJHAIIpe[] OCTojHa KaTeropuja. MicroBpeMeHo, hUiM-
CKUOT TNIPOCTOP He Ce HCIPIlyBa BO TOa IITO e MIPUKaKkaHO Ha eKpaHOT. HeroBoTo 3Hauemwe
ce ochopMyBa U TIPEKY IyieflauKaTa Ireprieriiyja, OJHOCHO MPeKy HAUMHOT Ha KOj I71eJlauoT '
TOBP3yBa BU3YETHUTE U 3BYYHUTe MH(MOPMAIUU, TU PEKOHCTPYHUPaA MTPOCTOPHUTE OHOCH U
ro rpajiu cBeToT Ha puniMoT. OFHOCOT Mer'y UIIMCKUOT MPOCTOP U I/leflauKkara repieniyja

IMOKaj’KyBa JeKa ITPOCTOPOT € eJHa O TEMEJIHUTE eIMMCTEMOJIOIIKNM KaTeropmnum Ha (bI/ITIMOT.
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Mumosa Kypmrymiuja

WMIYSMARATA RARKO
EMOLUOHAAHA CTPYKTYPA

BO ARPANMATTPITAIATA RIA
TEATAPCKATA U3BEABA

UDC: [303.425:792.071.
2.027+78.071.1]:[78:792
.08](497.115)

OBa ucTpakyBame ja pasrjiefiyBa ApamaTyplikaTa
dyHKIUja Ha My3UKaTa Bo TeaTapcKaTa u3Bej0a, KOH-
HeNnTyaJIu3upajKki ja Kako eMOILIMOHa/iHa CTPYKTypa
IITO r'O OpraHu3upa U OOIMMKYBa APAMCKOTO [IOKUBY-
Bame Ha nybiuKara. VcTpaskyBambeTo aHaIn31upa Kako
My3uKaTa (PYHKIIMOHUPA KaKO ApaMaTypIIKU eJIeMeHT
IITO BJIUjae BP3 CI[EHCKUOT pUTaM, ipaMcKaTa TeH3uja

1 eMOLMOHa/IHaTa nepuenuI/Ija Ha riiegadure.

Bo coBpemeHaTa TeaTapcka ITpakTUKa, My3uKaTa He
e orpaHnMyeHa camMo Ha WIYCTPATUBHA WIN MPUIPYKHA
yJiora; HaTrlpoOTUB, Taa CTalyBa BO MHTepPaKIrja Cco pe-
JKUjaTa, akTepcKaTa urpa U BU3YeJTHUTe CILIEHCKU eJie-
MEHTH 3a JIa ja U3rpajii eMOLIMOHaTHATa IUMeH31ja Ha
u3Benbara. [Ipeky oBaa MHTepakKiyja, My3uKarta Ipu-
IIOHeCcyBa 3a opraHM3alujaTa Ha JAPaMCKUOT HapaTUB

1 3a MHTeH3MBUPakeTO Ha €eCTeTCKOTO OOKMBYBambhe.

HcTpaskyBameTo MPUMEHYBa KBaHTUTATUBHA METO-
IIOJIOTWja 3aCHOBaHA Ha CTPYKTYPUPAHU ITpalllaTHULIU
CITPOBEIEHU Mer'y Pe;KHUCepu ¥ KOMITO3UTOPU BKJTyUe-
HU BO COBPEMEHM TeaTapCcKu MpoayKiuu. JlormonHu-
TeJIHO, UCTPa’KyBaheTo BKJTydyBa pejieBaHTHa JINTepa-
Typa off obs1acTa Ha TeaTpoorujaTa U My3UKOIOrujaTa

3apaJiy BOCITIOCTaByBambe ITOIINPOKa TeOpPeTCKa paMKa.

PesynTaTuTe moka)kyBaar JleKa My3UKaTa MMa IieH-
TpaJsiHa y/iora BO CTPYKTYPUPAEeTO Ha eMOIMOHAaTHAa-
Ta ApaMaTypruja Ha TeaTapcKaTa u3Be10a, BIujaejku u
BP3 UMHTepIpeTaiyjata Ha mybjuKaTa U Bp3 UHTEH3U-
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TEeTOT Ha Hej3WHAaTa ecTeTcKa aHTa)kKupaHocT. McTpa-
JKYBabeTO IPUAOHECYBa KOH COBpEMEHUTE TEOPETCKU
IVCKYCUM 32 OOHOCOT Mer'y My3uKaTa U JipaMaTypruja-
Ta BO U3BeIYBAUYKUTE YMETHOCTH.

KnyuHu 360poBU: My3uUKa JpaMaTypruja, ApaMcKu
HapaTuB, COBpeMeHa TeaTapcKa U3BeJ[0a, YMeTHUUYKa

WHTEepaKI[hja, eMOIIMOHATHA CIIeHCKA CTPYKTYpa.




Bogep

Mako cTyoquuTe 3a U3BegOeHHTe YMETHOCTU [IO)KMBeaja 3HAauuTe/IHa eKCIlaH3Wja BO I10-
cjleJHUTe JlelleHuY, yjorata Ha My3MKaTa BO paMKUTe Ha TeaTapcKaTa gpamMaTypruja ocra-
HyBa peJiaTUBHO HEeJIOBOJIHO TeOpeTu3MpaHa 1 UecTo ce CBe[lyBa Ha WIYCTPATUBHU WU aT-
Mocdepcku pyHKiuu. OBaa TeH IeHIIUja ro orpaHuuyBa pa3OUpameTo Ha Hej3SUHUOT JpaMa-
TYPIIKY MOTEHIIUjasl, TO3ULIMOHUPAjKU ja My3UKaTa Ha MapruHUTe Ha TeaTapcKaTa aHau3a,

n HOKpai Hej3I/IHaTa cé MOKOMIUIEKCHA y/i0ra BO COoBpeMeHaTa ClleHCKa ITPpaKTHUKa.

Bo oBoj Teopercku KoHTekcT, Hans-Thies Lehmann (2006) HarnacyBa eKka coBpemeHaTa
u3Bezba ce ofijajieuyBa O XUePapXUCKUTe CTPYKTYPU JOMUHUPAHU Of TEKCTOT U Ce pa3-
BUBa BO MpOIeC BO KOj 3HAUEHETO Ce CO3JlaBa MpeKy MHTepaKldjaTa Ha CIIEHCKUTE ejie-
MEHTHU KaKO IITO Ce BU3YEeJTHOCTA, MIBUKEHETO U 3BYKOT. OBaa IpoMeHa ru TpaHcgopMupa
HauMHUTE Ha KOU Cce KOHCTPyHpa CLIEHCKOTO 3Haueme, MPaBejKu ja n3BeibaTa MoOTBOPEH U
MoJlel[eHTpa/IM3UPaH CUCTEeM Ha o3HauyBamwe. Bo pamMKuTe Ha oBaa MepcIlieKTUBa, My3UKaTa
ToBeKe He (DYHKI[MOHMPA CaMO KaKO MPUAPYKEH eJIeMeHT Ha CLIEHCKOTO [IejCTBO, TYKY KaKo
aKTHMBHA KOMITOHEHTa IITO ro 00JIMKyBa PUTAMOT Ha M3BefbaTa, MpUIoHecyBa KOH CO3/ia-

BameTo ApaMCKa TeHSHja n BJ'IPIjae BP3 €eMOLIMOHAJIHOTO JOKMBYBamhe Ha ri1ie1a4dorT.

Cenak, oBaa TpaHcdopMaliyja He e 11eJIOCHO pedieKTUpaHa BO TeaTapcKaTa Teopuja, Kaze
IITO My3MKaTa U ITIOHaTaMy, BO MHOT'Y CJTy4ad, Ce TpeTrpa Kako NoIAPKYBauKU WK IeKopa-
TUBEH ejieMeHT. Jlypy M BO CEMMOTUUKHUTE aHaJIM3U Ha TeaTapoT pa3BueHu ox IlaTpuc I1a-
Buc (Patrice 2003), aKIIeHTOT HajueCTO € CTaBeH BP3 BU3YETHUTE U TEKCTYAIHUTE IUMEH3UU

Ha I/I3Be,716aTa, AdoJeKa yjioraTa Ha My3rMKaTa OCTaHyBa pejIaTUBHO OrpaHU4YeHa.

[TapasenHo co Toa, UCTpaskKyBarbaTa 3a 3BYKOT U My3UKaTa BO ayJIMOBU3YETHUTE KOHTEK-
CTU TIOK&KYBAarT JleKa THe 3HAUUTEJTHO BIMjaaT Bp3 MepIleniijaTa u eMOIIUOHAITHOTO UCKY-
ctBo. Criopen Mutiten [voH (Chion 2019), 3BYKOT U c/IMKaTa Tpeba ga ce pa3bepaT KaKo UH-
TerpupaHa rnepriernTuBHa I[eJTMHA BO KOja My3UKaTa JUPEKTHO BIMjae Bp3 UHTepITpeTalpjaTra

Ha CLIEHCKOTO [IejCTBO.

Bo oBaa Hacoka, Puk Antman (Altman 1987) TBpau meka My3uKaTa MpHIOHeCyBa 3a eMo-
LMOHATHATa OpUEeHTalluja Ha My0MKaTa U 3a KOHCTPYUPAmkeTo Ha HAapaTUBHOTO 3HAUerhe,
nomeka Antman (Altman 1992) ro KoHIenTyau3upa 3BYKOT KaKO UHTerpaJiHa KOMIIOHEHTa

Ha HapaTUBHATA CTPYKTYPA, a He Kako nepudepeH eJleMeHT.

MeryToa, oBre MPUCTAI IIPBEHCTBEHO Ce pa3BHEeHU BO pAaMKUTE Ha (PUIMCKUTE CTYIUN
U He ce JOBOJTHO MHTETPUPaHU BO aHAJIM3UTE Ha TeaTapcKaTa apamarypruja. CJIMUHO Ha
TOa, TeOpuuTe 3a u3Benda pasBuenu o Puuapn HlexkHep (Schechner 2002) ja HaracyBaaT
MHTEepaKI[jaTa Ha U3Be/IOEHUTEe eJIeMEHTH, HO He ja apTUKY/IUpaaT eKCIUTUIUTHO My3UKaTa
KaKo CTPYKTypUpauKa Cuja IITO ja OpraHu3upa BpeMeHcKaTa AUHAMUKa U eMOI[MOHATHUOT

MHTEeH3UTEeT Ha ClleHaTa.

Kako pesyrrar Ha Toa, ce TI0jaByBa jacHa IUCITPOTIOPIIMja TOMel'y COBpeMeHaTa TeaTapcKa
MPaKTUKA U MIOCTOjHUTE TEOPETCKU PAMKH, BO KOU MY3MKaTa U TOHATAMY BO rojieMa Mepa ce
TpeTupa Kako CceKyHpapeH ereMeHT. OBaa cocTojba yKaKyBa Ha IMOCTOEHe KOHIEeNTyasleH

ja3 1 BO ApaMaTypIIKUTE U BO MY3UKOJIOIIKUATE UCTPasKyBarba.
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Bo 0B0j KOHTEKCT, OBa UCTpasKyBame ITpefjiara peKoHIIeNTTya/In3alija Ha My3ruKaTa Kako
aKTMBHA JpaMaTypIlKa U eMOLIMOHA/IHA KOMIIOHEHTa KOja He caMo IITO ja MPUAPY/KyBa 13-

Be,u6aTa, TYKY aKTMBHO Yy4eCTBYBa BO KOHCTPYHpPameTO Ha CLIEHCKHOT HapaTHuB.

[ToTniupajku ce Bp3 KPUTHUUYKA aHa/IM3a Ha ITIOCTOjHATA JINTEPATYPa U BP3 EMIIUPUCKU TTPU-
cTarll, CTygujaTa uMa Liej a ' uaeHTH(UKyBa orpaHuJyyBamaTa Ha TPagulIMOHaIHUATE I1a-
pagurMu U ga rpugoHece 3a rogudepeHLpaHo pa3dupare Ha ApaMaTypuikata (QyHKIdja

Ha My3MKaTa BO COBpeMeHaTa TeaTapcka U3Bejoa.
IIpernen Ha nuTeparypara

CryuuTe 3a U3Be[lyBauUKUTE YMETHOCTH BO TIOCJIEJTHUTE JIeI[eHUU JOKUBeaja 3HauajHa 1a-
pajurMaTcka IpoMeHa, OfiajieuyBajKu ce Off IIpUCTaruTe KOUu YMETHUYKOTO JIeJio TO Tpe-
TUPaaT KaKo 3aTBOPEH eCTeTCKU 00jeKT M HACOUYBajKU Cce KOH MOJUHAMUUYHO pasbuparbe
Ha u3Beji0aTa KaKO KOHTUHYMPaH Mpoliec Ha KyJITYpHa UHTepakivja. Bo 0BOj KOHTEKCT, U3-
BeqiOaTa MoBeKe He ce caka KaKo 3aBplIeH YMETHUYKY ITPOU3BO]], TYKY KaKo Tojie BO Koe

3HaAUYemhEeTO Ce Co31aBa 3aeJHUYKU ITPEKY I/IHTepaKLII/IjaTa Mefy TBOPLUTE 1 HY6J’[I/IKaTa.

Bo Taa Hacoka, Coma 3apaBkoBa-Ilermapocka (2025) ja KoHlenTyanu3upa n3BembdaTa Kako
peralucKa CTPYKTypa BO KOja aBTOPCTBOTO, YMETHUUKOTO JIeJI0 U pelleliyjaTa ce Meryceo-
HO 3aBUCHU, ITPEHACOUYBajKu ro (POKYCOT OfI JIeJIOTO KaKo (PUKCHA IjeJTMHAa KOH YUMHOT Ha

CIHeHCKaTa peaHHSaLII/Ija KaKO reHepaTnBeH MOMEHT Ha CO3/jaBaibe 3HaAUEHhE.

OBaa mo3uiinja ce ycoraacyBa Co MOIUIMPOKOTO TEOPETCKO MPOIIMPYBahe BO CTYIUUTE 3a
n3Benba, kage mro Ilexkuep (Schechner 2002) ru HagMUHYBaA TPagULIMOHAIHATE T'PAHULIN
Ha TeaTapoT, KOHIIeNTyaIu3upajku ja u3BefdaTa Kako MOIKUPOK KYJATYPEH CIieKTap IITO Ofl-
aka puryas, urpa U CeKojIHeBHU MpaKTUKU. KoMIieMeHTapHO Ha Toa, MapBuH KapricoH
(Carlson 2001) ja pa3bupa u3BembaTa KaKo Ipoliec Ha KYJITYPHO peKoauparhe, BO KOj IIpeT-
XOJTHO TTOCTOjHUTE CUMOOJTMUKU MaTePUjaJii IIOBTOPHO Ce aKTUBUPAAT BO HOBU OITIITECTBe-

HU 1 €eCTEeTCKU KOHTEeKCTHU.

OBue mpucTanu MpUjioHecoa 3a PeKOoHIIeNTyaau3alyja Ha YMeTHUUKOTO aBTOPCTBO, Koe
TIOBeKe He ce pa30upa KaKo LIeHTPaJIM3UPaHoO U3BOPUIITE Ha 3HAUEHe, TYKY KaKo pacIipe-
TlefleH U TIperoBapaH Mmpollec Mery pasfinuHy YMETHUYKU U UHCTUTYIIMOHATHUA UUHUTEITH.
[TapasesTHO co oBaa IpOMeHa, 3HAUUTEJTHO € MPEeUCIIUTaH U CAMUOT KOHIIENT Ha YMEeTHUY-
KoTo gmesio. Ilornupajku ce Ha Exo (Eco 1989), yMETHUUKOTO [e/10 [IOBEKe He ce pasryiefny-
Ba KaKo 3aTBOpeHa CeMaHTUUKa CTPYKTYpPa, TYKY KaKo ,,0TBOPEHO JeJI0” IITO ce peau3upa
ITpeKy MpollecuTe Ha UHTepIIpeTaliija u pelierniyja. Bo oBoj koHTeKcT, Epuka @uinep-JInx-
Te (Fischer-Lichte 2008) Hymu BaskHa paMKa 3a pa30Hpaibe Ha OJJHOCOT Mer'y U3BeqyBauoT
U MybJiMKaTa KaKo eCTeTCKU IPOollec Ha PeIUITPOLIMTET, BO KOj 3HAUEHETO Ce Co3/iaBa BO
peajTHO BpeMe IPEeKy HermocpeiHa ClleHCKa MHTepaKiija. Bo Taa HacoKa, ogpefieHu COBpe-
MeHM UCTpa)KyBama I'o HacouyBaaT BHUMAHUETO KOH My3MKaTa KaKo aKTHBHA KOMIIOHEHTa
Ha u3BenOeHUOT mpoliec. OcobeHo, Mumosa Kypiymnuja u Comwa 3npaBKoBa-Ilenmapocka
[2026] TBpHmaT meka My3uKaTta He Tpeba Jja ce pa3bupa Kako AeKopaTUBeH WU MPUIIPYKeH
eJIEMEHT, TYKY KaKO CEMHUOTHYKU CHCTEM IITO IUPEKTHO BiIMjae BP3 OopraHu3aliyjaTa Ha

COEeHCKHOT pUTaM, JpaMaTyplIKaTa TEHBI/Ija 1 eMOLMOHA/IHOTO OOKMBYBAkbhEe Ha HY6HI/IKHTH.



OBoj mmpucTal AOIOHUTENIHO e noaapskaH on dejsun PosHep (Roesner 2014), Xanc- Tuc
JIuman (Lehmann 2006) 1 Hukomac Kyk (Cook 1998), kou ja HariacyBaaT My3HKaTa KaKo

OpraHMU3allMCKa U UHTEPAKTUBHA CUJIa BO pAMKUTE Ha U3BeI0aTA.
MeToposoruja

OBa KCTpasKyBalbe KOPUCTU KBaHTUTATUBEH HCTpaykyBauku ausajH (Creswell 2014) 3a ga
ja ucriTa ysorata Ha My3uKaTa Kako eMOI[MOHaJTHA CTPYKTYpa BO paMKUTe Ha TeaTapcKaTa
IpaMaTtypruja. KBAHTUTaTUBHUOT MPUCTaN e U30paH 3aToa IITO OBO3MOKYBa UIeHTH(UKA-
1Iija Ha TIOBTOPYBAUYKKU 00paciiy, CriopeiyBambe Ha OJIFTOBOPUTE Ha YUeCHULIUTE U aHain3a Ha

CTPYKTYPUPAHU eMITMPUCKU TTO/IATOLIN.

[MopmaToiTe 6ea cobpaHu MTPEKy CTPYKTYPUPAH MpallaiIHuK TucTpubyrpaH npeky Google
Forms. AHKeTaTa Oellle TIOMIOTHYBaHA aHOHUMHO 3a Jia Ce MOTTUKHAT [TOOTBOPEHU O/ITOBOPU
U Jla ce HAMaJIu MOKHAaTa MIPUCTPACHOCT MpU ofiroBapamweTo. OHJIajH aHKeTHUTe MeTOMU ce
HIMPOKO KOPUCTEHU BO COBPEMEHUTE OMIITECTBEHU UCTPa)KyBama Mopajii HUBHATA JIOCTAll-
HOCT, e(pMKACHOCT U MOKHOCT Jja oricparaT reorpadcku aucriep3upaHu y4eCHULIU, TTPUTOA

3aJIpKYBajKU ja IOBEPJIMBOCTA.

[Tpanra/THUKOT cofpsKelile MoBeKe Ipalliaka; cernak, oBaa CTyauja ce (poKycupa Ha 4eTupu
Mpaiiaiha KoM Ceé CMeTaaT 3a HajpejieBaHTHU 3a MCTpa)KyBauKuTe Liejid. [IBe mpailamba Oea
HaMeHeTH 33 KOMIIO3UTOPUTE, a JBe 3a PeKUCePUTe, Co rocebeH aKIeHT Ha OJHOCOT Mery
My3HKaTa 1 eMOI[MOHaJIHATa ApaMaTypruja Bo TeaTapcKaTa U3Benoa.

AHanu3upaHUTe IIpaliakkha ordaTrja HEKOJIKY MeryceOHo IMOBpP3aHu aclIeKTU: yIoraTa Ha
My3MKaTa BO OOJIMKYBaWmeTO Ha eMOIIMOHAIHaTa CTPYKTYpa, HaMepHaTa yroTpeba Ha My-
3MKaTa BO HACOUYBaHkeTO Ha MCKYCTBOTO HA Iy0OJMKaTra, MepluiupaHaTa Ba)KHOCT Ha MYy-
3MKaTa BO paMKUTe Ha TeaTapcKara ApaMaTypruja M 3auyecTeHOCTa Ha copaboTkara Mmery

pexxucepuTe 1 KOMIIO3UTOPUTE BO TEKOT Ha KpeaTHuBHUOT IIpOoIiecC.

[TpanrajHUKOT Gelile U3pabOTEH BO COTJIACHOCT CO BOCIIOCTaBEHUTE METO/IOIONIKY ITPUH-
LIUIIH CO 1iest fa ce obe306eaT jaCHOCT, KOH3UCTEHTHOCT M BEPO/IOCTOJHOCT Ha OJITOBOPUTE.
[Moparornure 6ea cobpanu off yuecHULU of I'akoBuia u [IpUINTHHA, IITO OBO3MOKU KOM-
rapaTUBHA MEePCIeKTUBA Mery JIBe TeaTapCKu cpeAuHU. Mlako OpojoT Ha UCTIUTAHULIU O]l
[TpunrTuHa Oelile MOrojieM, CTyAUjaTa MIPBEHCTBEHO I'M aHaJIM3Upa o0pacliuTe Ha O/IrOBOPU

" TeEMaTCKUTe TeHAEeHLIN, HaMEeCTO 1a Ce CTpeMMN KOH CTaTUCTHUUKa reHepam/BauI/Ija.

CobOpaHuTe rogaToly 0ea aHa/JIM3UPaHU CO KOPUCTEHEe AeCKPUIITUBHU CTaTUCTUUKU METO-
1, ocobeHo MpeKy aHar3a Ha pacnpeenbaTta Ha GpPeKBEHILIMUTE, CO LieJT [a ce UuaeHTUudu-

KyBaaT ITIOBTOPYBaUYKUTE TEHAEHIMM BO PA3/INMUHUTE KaTeropmu oAroBopu.

KOMHapaTI/IBeH rpersie Ha oAroBopruTe Ha KOMIIO3UTOPUTE 1 PeKUcepuTe 3a My31uKaTa 1

3a eMOI[OHAJIHATa CTPYKTYpa Bo TearapoT (I'akoBuiia Hacrpotu ITpunrriHa)

[TpamaJHUKOT ce COCToellle off TToBeKe Mpallialka; MeryToa, 3a moTpeduTe Ha oBa UCTpa-
JKyBaibe Oea M30paHU YeTUPHU KIIVUHU IIpalllaiba 3a JeTajiHa aHajausa. OBUe mpailiaiba Oea

I/I36paHI/I BP3 OCHOBa Ha HMUBHaATa JUPEKTHA ITOBP3aHOCT CO MCTPa*kKyBauKUTe 1eJI1 1 HUBHAa-
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Ta CIIOCOOHOCT Aa Io IIpUKa)kaT OgHOCOT Mef’Y My3HUKaTa 1 eMOlMOHa/IHaTa npaMaTypmja
BO TeaTapCKaTa H3Be]16a.

1. Kako ja meprumnupare yjorara Ha My3MKaTa BO OOJIMKYBamkeTO Ha eMOI[IOHA/IHATa
CTPYKTYpa Ha e[IHa TeaTapCKa u3Be0a v KOJIKY 4eCTO HaMepHO ja OCMHC/TyBaTe My3HUKa-
Ta BO BallIIOT KOMIIO3UTOPCKMU IIPOLIEC CO I[eJI Ia 'O HaCOYUTe eMOIIHOHATHOTO JIOKUBY-

Baibe Ha IyOoIuKaTa?

r ™
e Prishtina -7

Prishtina-7 — 1

W Gjakova 6

Abacirys. Ofte Occasoraly

la 16

Cnuka la mpeTcraByBa KOMIIapaTUBEH IIperyiel Ha MepLeniuiuTe Ha UCIIMTAHUIIUTe BO OfI-
HOC Ha yjioraTa Ha My3uKaTa BOo OOJIMKYBalheTO Ha eMOIIMOHA/IHATa CTPYKTYypa Ha Tearap-
ckara usBefiba Bo I'akoBuria 1 Bo IIpumntuna. PesynraTuTe MoKaskyBaaT KOH3UCT@HTHA TeH-
ZleHIIUja BO IBaTa KOHTEKCTa My3UKaTa Jja ce MO3UIIMOHUPa KaKo MprUMapHa KOMIIOHeHTa Ha
eMOLIMOHATHOTO CTPYKTYpupame. Bo I'akoB11Ia, TOroIieMUOT e/ off UCTIUTAHULIUTE ja UjjeH-
TudUKyBaaT My3UKaTa Kako ITpuMapeH eneMmeHT (67 %, n=4), momeKa momMart fief ja cMeTaaT
3a MOJIIP’KYBauKu efieMeHT (33 %, n=2). Bo IlpunrtuHa, mepleniujaTa 3a My3uKaTa Kako
MIpUMapeH ejIeMeHT e yiiTe rmouspasena (71 %, n=5), mogeka 29 % (n=2) ja KnacuduLpaar
KaKo MOJpsKyBauka. [eHepasHo, JBaTa KOHTEKCTa MOKa)KyBaaT CTAOMIHO ITpero3HaBame
Ha My3MKaTa Kako IleHTpasieH JpaMaTypIIKyd eJIeMEHT BO eMOIMOHa/IHaTa KOHCTPYKIIN]a,

6e3 o[IrOBOPU KOM YKayKyBaaT Ha OorpaHUdYeHa yJiora.

Cnuka 16 ru nmpuKasKyBa IIPaKTUKKTE Ha UCIIUTAHUIIATE BO OQHOC HAa HAMepHaTa yriorpeba
Ha MY3MKaTa BO OOJIMKYBambeTO Ha eMOI[IOHATHOTO JJO;KMBYBame Ha nybsmkara. Bo I'ako-
BHIIa, MHO3MHCTBOTO ofiroBopuiie ,cexorant” (83 %, n=5), mogeka 17 % (n=1) HaBene ,,yecTo”.
Bo ITpunrrusna, 71 % (n=5) usbpane ,cekoram, 14 % (n=1) ,uecto” u 14 % (n=1) ,moHeKorar".
PesynTaTuTe yKajKkyBaaT Ha CHJIHA M KOH3UCTEHTHA MHTEHI[MOHATHA OpUEeHTaIija KOH eMOo-

LIXMOHA/IHO HacouyBambhe IMPeKy My3MKa BO JIBaTa KOHTEKCTa.

2. KoJIKy e BajKHa My3MKaTa BO O0JIMKYBamkbeTO Ha eMOI[HOHa/THaTa CTPYKTYpa Ha Tea-

TapcKaTa u3Bej0a IITo ja pesKupare?



Prishtina 5

Gjakova 3

h

Cnuka 2 ru IIpMKa’KyBa IiepleliguruTe Ha pe;KucepuTe BO OJHOC Ha BaKHOCTa Ha My3MKaTa

BO €MOILIMOHAJTHATA [ipaMaTypruja.

Bo I'akoBH1LIa, OArOBOPHUTE BKIYIyBaaT ,MHOTY BaykHA" (67 %, n=2) u ,BaxkHa" (33 %, n=1).

Bo ITpunrtuna, 80 % (n=4) usbpane ,,MHOry BaskHa“, mogeka 20 % (n=1) usbpae ,BaykHa*.

,HBaTa KOHTEeKCTa ITOKaKyBaaT BUCOKO BpeHYBakhe Ha My3HKaTa, oe3 €eBUJeHTUPaHN Ofl-

roBOpHr KoM YKayKyBaaT Ha ITOHNCKO HMBO Ha BaKHOCT.

3. Konky yecTo copaboTyBaTe CO KOMIIO3UTOPH 3a [ja I'0 CTPYKTYpHUpPaATe eMOIIUOHAI-
HHOT pa3Boj Ha efHa U3Be0a IIPeKy My3uKa?

r A

Prishtina 5

Gjakova 3

' - - 4

Cnuka 3 ja mpukakyBa ppeKBeHIjaTa Ha copaboTKa moMery pe;Kucepure u KOMIIO3UTO-

pure.

Bo 'akoBuIla, HCIIMTAHULUTE HAaBeAyBaaT ,decto” (67 %, n=2) u ,MHOTY uecTo” (33 %, n=1),
6e3 MHIMKALIMK 3a PeTKa WIu rmoBpemeHa copaboTka. CiuyeH Mofien ce 3abesieskyBa U BO
[MpunrruHa, Kaze nrro 80 % (n=4) of UCIUTAHUIUTE TTPUjaByBaar ,MHOTY 4eCcTo“ copaboTy-

Bame, gogeka 20 % (n=1) HaBegyBaaT ,4ecTo”.

OBue pe3ynTaTy YKa)KyBaaT JleKa copaboTKaTa MoMery pe;kKucepuTe U KOMIIO3UTOPUTE e
BOCITOCTaBEH U MHTErpasieH Jie/ of TeaTapcKaTa Kpearjyja Bo JIBaTa KOHTeKCcTa. MaJiky nmoBu-
CcoKaTa KOHIIeHTpallija Ha O/Ir0BOPH BO KaTeropujara ,MHOry 4yecto” Bo [lpuilrtuHa yKakyBa

Ha HelllTO IMOMHTeH3MBHa KOHa60paTI/IBHa AHaMHKKa. Cermak, BO ABaTa CHY‘«IH].H OTCYCTBOTO
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Ha HUCKa (pekBeHIIMja HA copaboOTKa ja HarjacyBa MHTerpaidjaTa Ha MY3WUYKOTO CO3[1a-
Balbe BO CAMMOT LIeHTap Ha PeKUCEePCKUOT Mpollec, HaMeCTO HEroBO TPeTUpamhe KaKo Hajl-

BODPeEIIIeH WIN CeKYHapeH eJleMeHT.
HuTepnpeTaliiyja Ha pe3yITaTUTe

Ananu3ara Ha coOpaHHWTe MOJIAaTOLM YKa)KyBa Ha LIMPOKO CITOfie/IeHO pa3bupame Ha My-
3MKaTa Kako I[eHTpa/Ha KOMIIOHEHTa Ha eMOI[MOHa/THATa U CTPYKTYpHAaTa ApaMaTypruja u
Bo I'akoBu1ia 1 Bo [TpumtuHa. HamecTo fa hyHKIMOHKMPA KaKo MTOMOLIEH CJ10j, My3UKaTa off
CTpaHa Ha UCIIMTAHUIUTE — Y KOMIIO3UTOPH U PEKUCEPH — JIOCTIEJTHO Ce MO3ULIMOHMPa KaKo

WHTEerpuvpaH aejl oa KpeaTBHaTa JIOTMKa Ha TeaTapCKaTa HpO,I[YKLlI/Iia.

Kaj komrio3utopute, My3uKara ce I1ojaByBa He TOIIKY KAKO CeKyHjJapHa eKCIIpecuBHA aaT-
Ka, TYKY KaKO IIpMMapeH MeJIUyM ITPeKy Koj ce KOHCTpyrupaaT eMOLIMOHATHUTE TPAeKTOPUH.
KoHlleHTpanujaTa Ha OJICOBOPU BO IMOBUCOKUTE KATeropuu YKa>KyBa Ha KOMIIO3UTOPCKA
MPaKTUKa OpUEeHTUpaHa KOH HaMepHo a)eKTUBHO 00JTUKYBae, Kafie IITO MY3UUKUTE Of|Ty-
KU Ce TeCHO TIOBP3aHM CO OUEKYBAaHUOT O/IrOBOp Ha nybnukaTa. OBa yKaykyBa Ha hopMa Ha
KpeaTuBHa paboTa BO KOja eMOILIMOHAJIHUOT [IU3ajH € CTPYKTYPHO BrpajieH, a He JIOIOJIHU-

TeJIHO HaHeCeH.

Peskucepure, ofi cBOja CTpaHa, MOKa)KyBaaT C/IMUHA OpPUEHTaIlvja, nako Taa yecto e dop-
MY/IMpaHa TpeKy pa3jindeH TePMUHOJIONIKY U KOHIlelTyasieH perucrap. HuBHUTE offroBOpHU
ja HarmacyBaaT CIIocOOHOCTa Ha My3UKaTa Ja ja 06/MKyBa aTMocdepaTa U [ja TO apTUKY/IUpa
€MOITMOHAJTHUOT KOHTYP Ha u3Bezbara. Toa IITO ce U3BOjyBa € OTCYCTBOTO Ha jacHa Xuepap-
XHMCKa pesalyja Mery pekujata U KOMITO3UI[MjaTa U HAMECTO Toa Ce I0jaByBa 3ae[IHMUKa 3a-

BHCHOCT O] My3MKaTa KaKo JpaMaTyPIIKU PeCcypc IITO IUPKY/INpa Mer'y KpeaTUBHUTE YIIOTHU.

Wako nocTtojat ofgpefieHn Bapujaliuy Mer'y BaTa KOHTEKCTa, THe Ce PeJIaTUBHO CYNTHIHU
U He YKa)KyBaaT Ha (pyHIaMeHTalIHO pa3/MyHu pasOupama. [IpunITUHa MOKaKyBa MaJiKy
rouspaseHa KOHLIeHTpallija BO KaTeropuuTe co IOBUCOK UHTeH3UTeT, fofeka ['akoBuiia fie-
MOHCTpUpa IopaMHOMepHa pacrpeiesiba HU3 coceiHuTe Kateropuu. Cernak, oBue pasjiuKku
MoBeKe ce MaHUdeCTUpaaT Kako Bapujalluu BO aKI[€HT, OTKOJIKY KAKO Pa3/IMKU BO KOHIIEI-

TyasIHaTa paMkKa.

3eMeHHU 3aeHO, TIOIATOIIMTE YKa)KyBaaT Ha cTabWIHa KOHBepreHIjMja BO HAUMHOT Ha KOj
My3UKaTa ce pa3bdbupa Bo ABaTta rpajzia. Hamecro fja ce Tpetupa Kako HaJIBOpellleH Jo/IaTOK
Ha TeaTapCKOTO 3Hauele, Taa QYHKIIMOHMUPA KAKO BHATPEIIEH OpraHU3UpauyKy IMTPUHITUIT BO

KOHCTUTYHMPAKETO Ha eMOLIMOHATHOTO U BPEMEHCKOTO JOKUBYBake.
3aKIyuyok

OBaa cTyauja ja UICIIUTYBa My3MKaTa He KaKo IIOMOILIIEH eJIeMEeHT Ha TeaTapcKara u3Beznoa,
TYKY KaKO CTPYKTYpHpadKa Crjia BO paMKHUTe Ha eMOIIMOHa/THaTa ApaMaTypruja, Bp3 OCHO-
Ba Ha KOMITApaTHBEH MaTepHjasl off YMETHUUKUTE TIPAaKTUKU Bo 'akoBuLa 1 Bo [IpuIITHUHA.
PesynTaTuTe yKa)KyBaaT JIeKa My3uKaTa (DYHKI[MOHUPA KaKO aKTUBEH [IpaMaTypIIKU areHT,
00/IMKYBajK1 eMOLIMOHA/IHU TPAeKTOPUH, BjItjaejKu Bp3 MeplieliidjaTa Ha BpeMeTO U ITPUI0-

HeCYBaiKI/I 3a OpFaHH3aLlI/IjaTa Ha HAapaTUBHUOT MHTEH3UTET Ha ClleHaTa.



Op KOMITO3UTOPCKA U OfT PesKrcepcKa MepcrieKTruBa, My3uKaTa [JoC/IeIHO ce pa3bupa Kako
HaMepeH KpeaTHBEeH MeXaHU3aM BrpajieH Bo jalpOTO Ha ApaMaTypPIIKUOT IIpolec. Kommosu-
TOPHUTE ja HarjlacyBaaT Hej3uHaTa yjiora BO CTPYKTYpPUpameTo Ha adheKTUBHATA ITporpecuja,
JoJleKa Pe)KUCepHUTe ja MCTaKHyBaaT Hej3MHAaTa CIIOCOOHOCT [1a ja 00/IMKyBa aTMocdepara U
Mla ja apTUKy/IMpa eMOILIMOHaTHaTa apXuTeKTypa Ha usBembara. HamecTo ga yHKIIMOHUPaA
KaKOo HaJIBOPELIEH CJI0j, My3UUKOTO OIIyuyBalbe € MHTerpupaHo BO BHATPEILHATA JIOTMKA Ha

TeaTapcKara Kpeaiiyja.

Mako ce 1rojaByBaaT Majii KOHTEKCTYaJTHU Pa3/IMKU Mery iBaTa rpajia, Te He YKayKyBaaT Ha
pasIMYHU KOHLIENTYa/IHU paMKu. HamecTo Toa, THe yKasKyBaaT Ha BapUjallii BO aKLIEHTOT BO
PaMKHUTe Ha 3aeJHUUYKO pa30rparbe Ha My3rKaTa Kako ApaMaTypliku pecypc. OBa yKayKyBa Ha
TMOLIMPOKa ITpodecroHaiHa KOHBEPreHiirja Bo Koja My3MKaTa ce IIpero3HaBa KaKo LIeHTpaJl-

Ha BO r[po,uy}(un]'aTa Ha 3Haueme 1 a(beKT BO COBpeMeHaTa TeaTapCKa IIpaKTHhKa.

TeopeTcku, oBue pe3yiTaTu TU OCIIOPYBaaT XMepapXUCKUTe MOJe/ld Ha aHaju3a Ha U3-
BefibaTa KOU ja MO3UILIMOHUPAaT My3MKaTa KakKo CeKYHlapHa BO OHOC Ha BU3YeJTHUTE WU
TeKCTya/THuTe efeMeHTH. HamecTo Toa, TWe MOJIp;KyBaaT WUHTEpAeINeHIeHTeH Mojiesl Ha
co3/laBarbe TeaTapCKo 3HaUeHme, BO KOj My3MKaTa yueCTBYBa KaKo KOKOHCTUTYTUBHA CHUJIa BO

O0JIMKYBaWeTO Ha JIpaMaTyplIKaTa CTPYKTYpa U UCKYCTBOTO Ha MyOJIMKaTa.

Ha kpajor, cTyaujaTa rnpumoHecyBa KOH MPOLIMPEHO pa30upare Ha TeaTapoT KaKo MY/ITH-
MoOJiaJieH CUCTEeM Ha ITPOU3BO/ICTBO Ha 3HAUEHe, KaJle IITO My3uKaTa (YHKIIMOHUPA He KaKo
MpUApYy>K0a, TYKY KAKO aKTUBEH MPUHLIUI Ha opraHu3anuja. OBaa nepcrieKTuBa 0TBOpa J10-
TOJTHUTEJTHA HACOKHU 32 UCTPA’KyBame Ha CIielfuPUIHUTE MeEXaHU3MU MTPEKY KOU MY3UUKUTE
CTPYKTYPU KOMYHUI[MpAaT CO M3Be[j0eHUTe, BU3YeTHUTEe U HapaTUBHUTE NUMEH3UU Ha CO-

BpeMeHaTa TeaTapCKa ITpaKTHKa.

OBue HaoAM IpeTCTaByBaaT IMOUETHA MEePCIIeKTUBA 3a y/orara Ha My3WKaTa BO eMOLIU-
OHAJIHATA JIpamMaTypruja Ha TeaTapckara usBenba. Cernak, UCTPa)KYBAbETO € CITPOBEIEHO
CO peslaTUBHO MaJi OPOj UCITUTAHUIM U BO J[Ba CIelM(MUUHN TeaTapCKU KOHTEKCTa, HITO ja
orpaHUyYyBa MOIIMPOKAaTa MPUMEHJIMBOCT Ha pe3yinrarure. [lopasu Toa, ctyqujara Tpeba fga
ce pasbepe Kako (hOKyCHPAHO UCTPaKyBarbe, a He KAKO OCHOBA 3a reHepPaJIHU 3aKJIyJdOIy.
UpgHuTte ucTpaskyBamba OU MO)KeJie J1a To TPOIIMpPyBaaT MPUMEPOKOT U Jja BKJIYYaT JOTOJ-
HUTEJTHU KBAJIMTATUBHU MTPUCTAIM 32 TIOJIEeTaTHO UCIIMTYBamke Ha OJHOCOT Mery My3uKara,
Ipamaryprujata ¥ ICKyCTBOTO Ha MybJiMKaTa BO COBPEMEHUOT TeaTap.
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CriopenyBajku ro (pUIMOT Ha UTaIMjaHCKUOT PEXKU-
cep MukenaHiies;o AHTOHUOHU 3Zosemysarse, 3a KOj
JIECHO MOJKe J]a ce KajKe JleKa e [IUIaroT Ha MOJIepHU3-
MOT, CcO packa3oT Jluzasewe Ha ¢asosotl HA apreHTUH-
CcKMOT TiicaTesn Xynuo Kopracap, Koj My mpunara Ha
MMOCTMOAEPHUOT U3pa3 U KOj My MOC/IYKUI KaKO WH-
crnpaija Ha AHTOHMOHY J1a TO HAaIlpaBu (PUIMOT, Ca-
KaM Jja pacrieT/iaM HeKOU CBOU COTICTBEHU JUJIeMU U
Hepgoymuiiu. CakaM Ha UTPUB U eKCIlepPUMeHTaIeH Ha-
YUH [ia ce 0buiaM Ja ro pasdbepam CBOjOT OVHT IIPOTUB
ITOCTMOZIEPHUTE KY/ITYPHU TEKOBU U UHTUMHO U palfu-
OHAJIHO J1a pa3bepam 1ITO JoOUBaMe, a IITO € TOa LITO

ro rybume co HUBHA yIioTpeda.

Knyaun 36opoBu: ¢uiaMm, aureparypa, MeTaduk-

1uja, criopenbda, aHaIM3a
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BoBepn: mocTMoiepHa OTyKa

PeskucepoT pa3muciyBallle Ha KOj HAUMH HeroBaTa paceaHOCT, CKJIOHOCT KOH JIUTPecuu
U ofiberHyBame Ha OOBPCKUTE T'O MOTCETU HAa eflHa Heropa orcecuja. KoKTen Ha eMoluu
HacOUeHU KOH eJJHO Tapue O]l OIIITeCTBOTO, MelllaBMHA Ha Mpe3up U MOUUT, KPUK Mpeauns3-
BUKAaH O]] OYMIJIe[IHATa M3MaMa Koja ce CJIydyBa IIpef HerOBUTe OYM 3apajiy XUITHO3aTa Ha
3arajHaTa KyJaTypa — KOH KoOja Toj IOMUCIIH JieKa MoKeOu 6e3 TTOKpUTHE ce IMPUKIIOHYBA
co orJiesl Ha OGaJIKaHCKaTa 3eMja BO Koja jKuBee — IMpe/Iu3BUKaHa 0]l 3aBOJI/TUBU U HABU/IYM
6e3rpaHUYHO KpeaTUBHU CTPYH, HO Mpej cé 0€CMUCTIEHO IIUHUUHU U JIeCTPYKTUBHU MOKU
Ha eJleH KY/JITYpeH, IUBWIN3allMCKU (PeHOMEH, BOJIeUKa U cera BeKe MejHCTPUM KyJITypHA
pPeKa Koja HelpeueHo ce IIUPU U OCMOTCKU BIIMYKYBa C€ Ha IIITO Ke Haujie, a BO HeJJOCTUT Ha

IIocooJBeTeH TeEpMHH HapedeHa: IIOCTMOJepPHH3aM.

Ja mpoTpece raBaTa Bo HeBepyBale 1 ce HacMeBHa 3a UH(aHTUITHOCTA HAa HeroBaTa upu-
Taryja. My mpocTpyu MuUcJjIa: Kako e Jja ce TBOPU BO paMKUTe Ha MOCTMOJIepHaTa MaTpuliia?
Ce 3arpaiiia UICKpeHO: 3apeM He e Mpeu3BUK [la TO HaIUIIell OBOj ecej BO MeTaHapaTUBEH
CTWJI, 0OCOOEHO 3aToa IITO I'M Mpe3upall CUTe KPATeHKU U IMeCOKOT BO OUM KOj TTOCTMOJIEep-
HUCTUTE U TO (bp/laaT Ha IUBUIM3al[jaTa 3aTCKPUBAjKU ja cBojaTa IJIUTKOCT, HEjaCHOCT U

0eCcMUCIeHOCT?

JacHa MU e 3aBOJIITMBOCTA Ha MIOCTMOZEPHU3MOT. Hej3MHUOT MPeTXOHUK — MOIEPHU3MOT,
Ha mpecduHeT 1 OYHTOBEH HAuUWH, CO KOPUCTEHe Ha BEKOBHUTE METO/IV HA 3aHAEeT, YMEITHOCT,
MOCBETEHOCT, UTHOBATUBHOCT U KPEATUBHOCT, YCIlea /ia TU TpeIu3BUKa U Jla ' HaJIMUHE Tpa-
JIUIMOHAJIHUTE TIPUHIIUITA Ha BOCTAHOBEHUTE YMETHOCTH, HO CeTlak Oellle Tpo/io/KeHne Ha
MapuIoT Ha PAlMOHAJIU3MOT U IMPOCBETUTENICTBOTO. [10CTMO/IEPHU3MOT TIOHY[[M TTIOMHAKOB
TpUCTAaI: IMHUYEH Haraj TOKMY Ha MEeTOJ/IUTe Ha PAllMOHAJIM3MOT, HO 0e3 fja MOHY/IUu CBOU
co3/laBauku Hauesa. Crefieliie 3aBOJIJTUB U OP3 yCIieX, CO HABOJIHO Ge3rpaHudHUA MOXKHOCTH
TIPeKy ypuBame, KpUTUKa U cousam. bea ocBoeHU 11/ IIMPOKU KYJITYPHO-TIPOCBETUTETT-

CKHU IIpeaejivi u3ropeHn Co KyJITYPHO-UMHWYHU ITOCTMOJEPHU IVIaME€HU O HallaJIM.

®dpname 1mecok Bo oun. Toa e BO CylITMHATA Ha 1[€JIOTO JIBUKee, Toj cu romuciu. Ho,
30IITO Jla He ce obumaM? BucTuHa e leKa YOBEUKOTO Pa3sMUC/IyBamhe e JajieKy MmopaceaHo
on pukuujaTa. [TocTMOIEPHUOT TIPUCTAIl € MOOIM30K [I0 HAIIMOT TEK Ha MMC/IU OTKOJIKY
TpaguliOHa/IHaTa YMETHUUKA CeJIeKIIrja U IToJipeAyBaibe Ha MaTepUjasIoT CIIOpe/] eCTETCKa,
HapaTUBHA JIOTMKA M Kay3aJiHoCT. [la TOKMY Taa pajiluKaiHa HeCEeJIEKTUBHOCT U PAceaHoCT
e OYHTOT NMPOTUB HaTajoKeHuTe NMpuHUuIKU. PagukanHo. Toj ce 3armpaliia KOJKY HaTU BO
CBOjOT JKUBOT T'O CJIYIIHAJT TOj TepMuH. CeKoe [1eJi0 JleHec e paJuKaiHO, CEKOj YMeTHUK pa-
IMKaJleH, ceKoja ujeja pagukaaHa. Cute peoOMUC/yBaaT, CUTe MOIpMUBaaT, CUTe Ce HaoraaT
Ha CIIPOTUBHUOT KPaj o7 TPaJULIMOHATHOTO, CUTE MEKOHCTPYHUpaaT, CUTe Ce MOoCT3aHaeT, HO
U MOCTTaJIeHT, TOj CU TIOMMCJIM U Jofajie: MTOCTOPUTrMHAIHU U MMOCTKpeaTuBHU. Toj cdaTtu
JleKa HeMa IIITO Jla U3ryou U HaMecCTo Jia ce bopaM IMPOTUB CBOjaTa AUTrpPecrUBHA IPUPOIA, jac

Ke ja mpudaTam. I1a Taka jac o[iyIyurB: 0BOj ecej Ke buge MeTaduKIiuja.

Ce mipairyBaM 300ITO ITOYHAB Jla MUIIYBAM BO TPETO JIMIle U HaeJHall ce TpedpiuB BO

rpBo? IlITo Mu e? 3o1rTo HE MOYKaM Jia ce ofjTydaM JIajJii cakaM Jja ro HalluilaM OBOj ecej BO



TIPBO WJIY BO TPETO JINIle, efHNHA, MHOKUHA, THe ITOCTMOJIEPHUCTHUTE, jaCc MOJIEPHUCT, Pa/iui-
KaJIHO U KpPeaTUBHO ITPEeKy YpUBame, jac, Toj, BUe, IITO MO I'aBouTe?

I'panuiiuTe Ha Halrata nepieniuja: og VHS mo 4K

PeskuicepoT ce obujyBalle fia ce TIPUCETH Kora MpBIaT ro nornegHan GuiMor 32ojaemy-
sarbe Ha Mukemnaniieso AHToHMOHU. CUTypeH Oellle [leKa e 3a BpeMe Ha CTyIuu, Meryroa
He MOKellle Jla ce MpUceTy Ha Jetanute. Kase, Ha mpuMep? Ha dakyiaTeToT Kajie UITO CTY-
Ipalle UMaa MpoCTOopHja IITO ja HapeKyBaa WieleBu3opHa U CTyJleHTuTe 6ea BO MOKHOCT
na no3ajmat VHS-KaceTta op 6ubnuorekaTa u (pUJIMOT Jla ro MOrJIeqHAT BO ITPOCTOpHjaTa.

MHoryopojHu hUIMOBHY U3TJie/la Ha TOj HAYWH.

VHS? MopaB ma usje3am of TPeTOTO PacKayKyBauyKo JIMIIe U Jia ce IpedpiaM Bo MpBo, 3a
JINYHO [J1a ce BTYpHaM BO MOETO — CIIOpeJ; HOBOrOBOPHaTa TEPMUHOJIOTMja — IIPe;KUBEaHo
UCKyCTBO. He cyMm curypeH fianu HeKoj ujieH Miiaj] dyuTaTes Ke MosKe Jia pa3bepe KoOJKy Oeliie
KOMIUIULIAPAHO Toa IIPeKUBeaHo UCKYCTBO, I1a CMeTaM, BO ;yX Ha HOBaTa UAeosoruja, feKa
CEeKOj efleH pojieH TI0 UCTEKOT Ha Taa TeXHOJIOTHWja HeMa 3a ITPaBo Jla pacKaKyBa 3a Hea, Ou-
IlejKu Hej3MHOTO HeMa [J1a Oufie HUTY MCKYCTBO, a He T1a MPeKUBeaHo. Y;KaCHUOT KBaJIUTET
Ha CJTMKAaTa, cripaHuTe 001, HeHa/IejHUOT ITPeKUH Ha ,,[TPoeKIrjaTa” 3apail TEXHUYKHU TTPO-
6J1eM CO Be-xa-ec MmieepoT, HEBO3MOKHOTO U JIOJITO KOJIKY YHUBEP3YMOT BpaKake Ha JIeHTaTa
Ha HeKoja ImocaKyBaHa BpeMeHCKa Mo3ulinja ,3aurHeTo"” co 3BYK Ha UMCTUJIUILITE Off MarHeT-
HO-MeXaHUUKHUOT JlaHTeoB 1eKos. Vimalie HeOGpoeHU MpobieMu — UK BO JleHelIHaTa ITpeB-
HUMAaTeJTHa HOBOTOBOPHA BapujaHTa: HeOpoeHU mpenu3Buiid. Toa Moe Tpe;KMBeaHO UCKY-
CTBO e HeJIOCTH/KHO Jla Ce UCKYCH O] MJIaJii TeHepariiy KOU ce HaBUKHATU Ha OecripeKopHa

nurutanHa cyivka Bo 4K-gopmar Ha hunmoBu GecriyiaTHO CUMHATH off UHTepHeT. IHTepHeT?

PeskucepoT ce Mauellle CO MHOTYOPOjHUTE TUTrPeCHM KOM MMallle UyBCTBO KaKo Jla ce HaTa-
JIO’KyBaa eKCITOHEeHIIMjaTHO CO ceKoj HOB macyc. [IpeknHa Ha KpaTKO caKajKu [1a mpecMmeTa
KOJIKY JUI'PECUU € [10/IajIeKY OfI TOa ILITO TPrHa [ia ro packake. Bpoellle HaHa3a: egHa, IBe...

ax, J1a, ce MpuceTH, Tpebaiie ga 36opyBa 3a 3Zosiemysarbe Ha AHTOHUOHMU.

Ce 3armpaiiia, fgajayd My IIPOCTPYU MOKeOU 3aBOJI/IMBa MTOCTMOEPHA MUC/Ia HU3 HETOBUOT
M3MaueH yM JIofleKa I'o MUIIyBallle IPeTXOAHMOT ITaparpad, 3a HeKakBa HaBOAHa BPCKa I10-
Mery IIpeKUBeaHo MCKYCTBO BO KOHTAKT co VHS-texHomorujara u (puiMoT Ha AHTOHUOHU?
OpepHailil, 6/1ecHa ITOCTCTPYKTYPAJIMCTUUKOTO COHIIE KOe ja IIPeMCIIMTa II0CTOjaHOCTa Ha
CceKaBameTo, a MaKo Ha PeKUCepoT My Oellle OUUITIEHO eKa HeMa JAUpPeKTHa BpCcKa Mery
THEe TePMUHM, TOa € HeOUTHO OMejKU Kay3ajHOCTa BeKe e aHaXpoHa, HO 3aToa, I1aK, MMa

I10eTCKa, 3aBOJ/IMBa, aCOLlHjaTI/IBHa 1 cuMOoIMuKa BpPCKa.

Toj ce 3ampaiiia: 3apeM oBaa erncka TpaH3ullFja Ha TeXHOJIoTWjaTa — MaplUIupajKu off Ipo-
ekuMja Ha GWIMOT 3Z0eMyBate BO KWHOCAJIUTE KAKo IITO ja 3aMUCIUT AHTOHUOHU, ITPEKY
Y)KaCHUOT KBAJIUTET HAa MpecHUMeHUTe VHS-KaceTu 1 ClIoMeHaTOTO MpeK1UBeaHo UCKYCTBO
Ha PeKUCEepOT, MOHATaMy MOJIOOPEeHUOT KBAJIUTET Ha ITpBUTe aurutaanu J|B]]-nuckoBu Kou
YyecTo ce pacuIlyBaa u He (DYHKI[MOHUPAA T10 OfIpeIeHO BpeMe, I1a 3r0JIeMYBamkeTo Ha pe3o-

JIylidjaTa Ha TeJleBUSUCKUOT KBaJIMTET Ofl CTaHJlap/iHa Bo HampeHa X/ c/iMKa U COO[JBETHO
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ajlanTuparke Ha HocauuTe Bo BluRay TexHonmoruja u Ha Kpaj HEBUIEHUOT PacT Ha UHTEPHe-
toT, VOD-1utaTopMuTe U yiITe €IHO JIBOjHO JIMHEAPHO 3roJieMyBatbe Ha Pe3oylidjaTa u ro-
neMuHaTa Ha TB-ekpaHute Bo 4K - He e arnoTreo3a Ha KJTlydHaTa TeMa Ha (PpUIMOT: rpaHULIATE
Ha nepiieniyjara?

Koe ,3ronemyBame” e MoeTo? [lasi BOOIIIIITO CYyM MO>Ke/I HA Ma/JIMOT KaTo/ieH TeJIeBU30p
Jla ro BUAaM IMULITO/IIOT BO paKaTa Ha UeTBPTUOT YOBEK BO MapKOT CKPHEH BO IPMYLIKUTE U
3rojieMeH HeKOJIKYKpaTHo Ha ¢oTorpadunute Ha ToMmac, BO U3NMMKaHUTE U 06/1eneHu dpej-
MOBHU Ha (pMJIMOT, HEKOJIKYKPaTHO IIpeCcHUMEeHM of, egHa Ha apyra VHS-kacera? 3apem He
CcyM OUJI jac - KaKo MJjTaf] pe;Kucep Koj ce 06uayBat ga ro pasbepe puaMoT — BO C/IMYHA TO3U-
uuja co portorpacdot Bo 3zosemysarse? Bo hrsiM Bo KoOj ce KIIyUHHU fieTaanuTe, Jajid yKacHaTa
TexXHOJIOTWja Koja ' 3aTCKpUBa U I'M MIpaBU ,,HEUUT/IMBU® UCTUTe, He NejcTBYBa Ha CJIMUEH
HauWH KaKo MPeTEePAHOTO 3rojieMyBakkbe BO (DUIIMOT IITO Cyrepupa yOUCTBO, HO TJIelaHO BO
IIPYT pa3Mep HeCOMHeHO ro Herupa? ['paHuIMTe Ha HalllaTa Mepiienijija € HECOMHEHO TeMa-
Ta Ha (PUIMOT U JTOKOJIKY JJOBOJTHO TY 3rojieMaM TOTAlTHUTE BIIeUaTolld U I'M pacTerHaM Ha
MOETO MEHTa/THO IUIaTHO, MU Ce UMHU JleKa ce paboTH 3a UCTaTa acolujaTUBHA MEeHTaTHA

MpoeKIIfja pacKaskaHa co eKCIIOHEeHIIMjaTHUOT PAcT Ha TeXHOJIoTHjaTa.
U noBTOpHO ce mipedpiuB Bo mpBo nuile. [lIto mo raBonuTte?
MeTtaduKIjCKa may3a 1 HEKOJIKY 300poBH 3a 3roieMyBambe

3Zonemysarse e UM Ha UTAJIMjaHCKUOT peskucep MuKenaHIie/io AHTOHUOHHU, IIPEMUEPHO
npuka)kaH Bo 1966 roguHa. uaMoT e Bo 60ja, CMECTeH e BO IIeeCeTTUTe TOAUHN BO aBaH-
rapgHuoT JIOHZOH 3a BpeMe Ha ,swinging sixties“. IIpuka3sHaTa e 6aBHOCOropyBauka, a Ha
IMOYETOKOT AHTOHMOHM e (POKYCHpaH Ha I'PajieheTo Ha ITIaBHUOT JIUK, MOGHUOT poTorpad
ToMac Koj e ImpeTcTaBeH KaKo IIpraB, CaMOYBepeH, HeITPeIBUIJIUB 1 CJI000/I0YMEH, WU Ue-
ajieH ,IUIeH" 3a HeCeKOjOHeBHMOT 3aIlIeT KOj aBTOPOT TPIEIMBO MY T'O CIIpeMa M KOH KOj
HEMMWIOCPAHO I'0 BTYPHYBA, Pa3sHUIIYBajKU MY I'l TEMEJIUTE Ha HETOBUOT HaBUAYM HEMOKO-

71e6/11B cBeTorjien.

Tomac mpaBu cepuja dororpacdun Bo eJleH TapK JIofieKa ja HaOJpyyBa jbyOOBHATA UTPa
Ha MJIajia KeHa U MoCTap MajK, a OTKAKO HEKOJIKYKPaTHO Ke I 3rosiemu doTorpadguute Bo
CBOETO CTYZIMO, 3a]1 e/IBaj BUJTMBUTE KOHTYPU Ha OrpajiaTa Ha MapKoOT Toj 3abesiekyBa u-
rypa Ha 3aTCKpPUEH YoBeK Koj Ha Tomac My u3rJiefia KaKo BO CBOjaTa paka /ia Ap>KU TUIITON
HacodeH KOH MayKoT. HeroBure o061y /1a ro pacBeT/v CJIy4ajoT 3aBPIIyBaaT be3ycrelHo, a
Ha KpajoT Ha (pUIMOT MUCTepHjaTa ce NpoayiabouyBa Kora Bo TocjieHarTa clieHa, cjefiejKu
ro UMaruHapHUOT TeHWC CUMY/IMPaH Off eflHa rpylia naHToMuMudapu, Tomac ofeqHai ciy-
11a 3BYK Ha HEIOCTOjHO TEHUCKO TOMYe, KOe BO HeroBUOT (M BO HAIIKOT) YM ja cyrepupa
TeMaTa Ha GUIMOT: IPaHUIIMTE Ha HallaTa nepieniuja. @UaMoT ja MperucruTyBa YJoBeuKaTa
CITOCOOGHOCT [1a MPOoZpe [0 PeayiHoCTa U T'O MOCTaByBa KJIYUHOTO Mpallake: KOJIKaB Jiesl O]l
BUCTHHATA e BepeH ITPOU3BOo/, Ha HAIlIUTEe CeTWIa BO KOHTAKT CO PeasTHOCTa, a KOJIKY e TBOP-

0a Ha HaIllMOT CYTeCTUBEH VM.



BTopa MeTa(bI/IKI_II/ICKa Iay3a 1 HeKOJIKY JieTa/ii 3a JIuraBeme Ha I'aBOJIOT

Las babas del diablo (makemoHcKu: JIuzasewe Ha ¢éasosoll) € pacKkas Ha IMO3HATUOT apreH-
TUHCKU Tiucaren Xynuo Kopracap, objaBeH Bo 30upKarta packasu Las armas secretas (Ma-
KemoHCKU: TajHotitio opy»je) Bo 1959 roguHa Bo ApreHTrHa. Bo KoMOMHMpaHaTa aHIVIMCKa
36upKa packasu Ha Kopracap, 1oji orpoMHO B/iMjaHUe O]l YCIIeXOT Ha (DWIMOT Ha AHTOHMO-
HM, UCTOTO JIeJIo e 06jaBeHO co uMeTo Ha punMoT Blow-up (MakemoHCKU: 3zosiemysatrse). Bo
pPacKasoT ce OINUIIaHU HEKOJIKY JIEHOBU Off }KUBOTOT Ha (hpaHIyCKO-UMIeaHCKUOT TTpeBely-
Bau u pororpad amarep, Pobepro Muiies.

Muiiies1 e UHTeJIeKTyasiell UMu KITYUYHU OCOOMHU ce: JbyOOIMUTHOCT, HECUTYPHOCT, OYHTOB-
HOCT ¥ COMHe3K Bo aBropuTeTy. CakajKu ja ro OAMOPU YMOT O] CBOMTE HAarlOPHU UHTEIeKTY-
a/IHU IpeBoAu, Mulliesr u3jieryBa Ha yauiuTte Ha [Tapus co cBojoT poToanapat, a HETOBUOT
JIe’KepeH cTu Ha poTorpacduparme Ke ro ofiBefie [10 €JleH MaJl TUIONITa/; Ha OperoT Ha peKarta
Cena, Kafie IIITO Ke Hauje Ha HeoOuYHa JbyOOBHA CL[eHA: IToCTapa KeHa 6e3MUI0CHO 3aBe-
JIyBa Myiajio Momue. MiMa HellITO MUCTEPUO3HO BO HUBHUOT OJHOC, JTOBOJTHO 3aBOJIJINBO 3a
Muiiien1 fia TO HaCOYM 0OjEeKTUBOT, /la CTUCHE Ha TTPEKUHYBAUYOT U Jia HarpaBu doTtorpaduja
MpeIN3BUKYBAjKU JIaBUHA HeCcorjlacyBama o7 HeoOmyHuoT nap. OpenHail ojf aBTOMOOUI
MapKupaH HefajeKky Ke u3jiese Moctap Mak U Ke MouHe Jla My ce NpUOJIMKYBa, KeHaTa Ke
TOYHe J1a ro Harara Muniesn 6apajku o7 Hero /ia UM ro jafie eKCIIOHUPaHUoT (usiM o7y ara-

paroT, a ajioNieclleHToT Ke n3bera yruiaiieH. Muilies ' irHopupa HUBHUTE MI[OCTU U CU OJTU.
JIuraBeme Ha FaBOJIOT KAKO MHCITMPAIAja HA MOjOT MeTa-AHTOHUOHU

PeskucepoT ce obume ma ru 3amucau 36opoBute Ha AHTOHUOHU: ,,[IOBTOPHO U ITOBTOPHO
ce HaBpakaM Ha Jluzasewe Ha ¢asosiotd. 3o1rTo Me mapMupaiie? OUuuriefHo MU ce gornara
temaTta. Ha ybaB HaunH Kopracap ja mpognmabouyBa. Konky moskeme fja UM BepyBaMe Ha Ha-
muTe ceTnna? 3HaeMe 11 WITO riegaMme? MoykeMe /11 [ia ce TIOTIIpeMe Ha HallUuTe ceKaBama?

»,HO, VIlITe Ha OYETOKOT IleJaM HpemnpekKa: éasosiowi e MetaduKiyja. be3s pa3nauka 1Iro
MUCJIaM 3a MIOMOJIHUOB MeTau3pas, Mu ce unHu KopTtacap man cé oj cebe CTUIIOT /ia O U3e/I-
Hauu CO TEMATa, Ia CJIe[ICTBEHO OU PEeKOJI JleKa Ha TeMaTa LITo ja ofopajt i ofiroBapa IocCT-
MOJIepHUOT MeTaIpucTan Koj ro HaMeTHyBa. YIlITe Ha caMUOT nodyeTok KopTacap HajaByBa:
‘HeMa J1a ce 3Hae Ha KOj HAUWH Tpeba oBaa IMPUKa3Ha /ia ce pacKayke, BO IIPBO JIUIIE WU BTO-
PO, KOPUCTEjKU TPeTO JIhlje MHOKUHA WM U3MUCIIYBAjKU U3pa3y KOU Ke CIIyKaT 3a HULITO.
AKo MOyKe HEKOj Jja Kayke: Ke ja BUJjJaM MeceurHaTa KaKo U3rpeBa, Win: Me TIOBpejuBMe 3a/]
MOUTE O4M, & OCOOEHO: T PYCOKOCaTa >KeHa Oellle 00jIalliTe IITO UTAaT MpeJ] MOETO TBOe

HeroBO Hallle HUBHO nuiie. I1ITo 1o raBonuTe.’”

,»CO Kou (bWJIMCKU CPeJICTBa J1a To TIpeBefiaM MOYeTOKOT Ha Packa3oT BO Koj KopTacap BefHall
ja HajaByBa MeTadhopmaTta KOjallITO Ke ce IMPOBJIEKYBa [0 KpajoT? 3apeM Moske 1a uma (huiM
pacKaskaH ofi IIpBo juiie u off Tpeto? U ucrara taa hopMa akKTUBHO Jia ce yroTpeOyBa KOPUCTEJKU
T Pa3/IMUHUTE TIePCIIeKTUBY 10 KPajoT, HU3 11e/noT hum? Jlaiu e BO3MOMKEH JoC/iefieH MeTa-
M, co Mperr3Ho MpeBeieH! KHUKEeBHU MeTaToCTallKi MHCITMPUpaH ofi Metadukija? Ha koj

HauuH 6U MOKesT MeTahuKIIFjaTa Ha PacKasoT JIa ja IpeBeiaM BO aHaIoreH (GUIMCKU u3pas?”
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Bo ciimyeH cTui pesKucepoT ce 3alipailia: Aajid 0Boj ecej 6u 6us nmoeduKaceH IOKOJIKY e
MUIIYBaH CaMo BO IIPBO UJIK CaMO BO TPETO JIulie, 6e3 IIpeTIiocTaBeHUOT AHTOHHOHM, Oe3Mu-

JIOCHO U YKCTO CcriopenyBajku ru asete gena? IIto mobuBaM co 0BOj €KCIIePpUMEHT?
IIpeTnnocTaBeHNOT AHTOHUOHU:

»EBe ro noBTopHo Kopracap, Ha TperaTa CTpaHHWIla BO PAcKa3oT TOj NMPOAO/IKYBA Ja ja
MeHyBa pacKa)KyBauKaTa IepCIieKTHUBa: Off TPETO JIvlle eJJHUHA (‘...TOj TIOCBETHU TPU HeJleNu
paborejku Ha dpaHIilycKaTa Bep3uja Ha TPAKTAaTOT 3a MpeAu3BUIIUTE U TYKOuUTe Ha Xo3e
HopbGepTto AnjeHze, npodecop Ha yHuUBep3uTeTOoT Bo CaHTHjaro.’) Jo MpBO JHULE egHUHA
(‘Ho, coHiieTo Gelile u3jie3eHO, jaBajKu HAa BETPOT, IPYrapyBajKu cO MauKuTe, Tla TaKa HeMa-
1lle HUIIITO LITO OU Me 3aip;KaJio Jia ce TpolieTaM Ha fokoBuTe Ha CeHa doTrorpacdupajku ro
KOH3epBaTopuyMoT u Cseitiatia Katiena.) Ho, bUIMOT ceKoraiil e pacKayKaH BO TPETO JIUIie
O/l HEKOj CeMOKeH pacKa)KyBau KOj ocTaBa Ipo30pel] OJIMCKY [I0 aKklijaTa IlITO caka Ja HU ja
nokaske. [1a Taka, cTaHyBa jacHO fieKa € HEBO3MOKHO MeTaduKivjaTa Ha KopTacap BepHO

Ila ce mpeBefie BO (DUIMCKU PAMKH.

,Ha JeTBpTara cTpaHHulla HAa pacKa3oT, ofe[Hall CYyM CBeJOK Ha OpuwiIujaHTeH Iacyc Ha
KopTacap, Koj mpeky pa3muciyBamarta Ha PobepTo 360pyBa 3a ocMOTCKaTa npupona Ha ¢o-
torpacujara, criocobHa Jla ja CKPOTH ¥ HajHEMUpHATa YOoBeUKa IMPUPOJA U [la IO HACOUU
dororpador ma 6ume BHUMATEIEH ¥ UYBCTBUTE/IEH 3a HajMaIUTe HEJTOTMYHOCTUA U IOMe-
CTYBalba BO peaslHOCTa Bpe[IHU /la OupaT 3abejieskaHu Ha (puyiMcKaTa eMyin3uja. TOKMy Tyka
PobepTo 360pyBa 3a efgHa cIipera U CBOeBUHA TeH3Hja OMeIl'y IMUHUOT UAMOCUHKPATCKU
HauMH Ha IJlefjalbe Ha CBeTOT Ha otorpadoT U caMaTa HeyTpasiHa BU3ypa Koja amapaToT
KaKo (PU3NUKU JIaJHOKPBEH 00jeKT My ja HaMeTHyBa. E 3a oBa Bpeau ma ce mpaBu (uiM: 3a
rpaHULIUTE Ha MepLeniujaTa Hu3 cyojeKTUBHUTE (WK 00jeKTUBHUTE) oun Ha (poTorpadoT u

006jeKTUBHMOT (MJIM CYOjeKTUBHUOT) 00jeKTHUB Ha hoToariaparor.

Pe;kucepoT ro 3aMUCIM AHTOHUOHU UMIIPECUOHUPAH Of Toj myanusaM. CaMOyBepeHUoT
dororpad Pobepro e ydbemeH meka 6e3rpeliHuoT arnapaT Co CUTYPHOCT Ke I'o IIPUOIIKY [0
pasroiyBame Ha TajHUTe Ha 06jeKTUBHATa peasiHocT. Ho, HarpoTuB, IIpuKa3HaTa He 3aBpIily-

Ba Ha Toj HaunH. TOKMY Ha CITPOTUBHUOT.

Ce mpamyBaM 30IUTO AHTOHMOHU ja MEHYBa JMHaMMKaTa Ha cieHara? Pobepro Muiiesn
r7iefia HeCOOMIBETEH I1ap: II0CcTapa sKeHa 1 ajiofecleHTHO Momue. MoaHuoT doTorpad Tomac
KOj BO (pr/IMOT Ha AHTOHMOHU o urpa Jlejsun XeMUHIc, IPUCYCTBYBA HAa pa3MeHYBatbe Jby-
0OOBHU TTOITIeAN Mery IoMJ/Iajia jKeHa, Koja ja urpa BaHeca Pearpejs, 1 3HaUUTEIHO MOCTAP
MaK. 11 Bo (pu/IMOT KaKo ¥ BO PacKa3oT e HapylleHa paMHOTeKaTa BO FOJMHU Mer'y JbyOOB-
HUILIMTE, MeI'yToa BO CITPOTHBHA HacoKa. JJoMoHUTeTHO, HO U KJIYUHO 3a 1iejlaTa JUHAMUKA,
ce pa3/IMKUTe BO €JIEMEHTOT IIITO HeJJOCTUTa Off UHTPUTaHTHUOT TPUarojHukK. Bo packas3or
TOj €JIEMEHT € YOBEKOT IITO YMTa BECHUK BO aBTOMOOMJIOT, a KOj Ce I0jaByBa KaKo aKTUBEH
yUecHHUK BO ClieHaTa oTKako Pobepto Muiiiesn Ke ro poTorpadupa JbyOOBHUOT Map, a Mjia-
JIOTO MOMue Ke usbera. AHTOHMOHM O[IJIyuyBa TOKMY OJi TPETHUOT YOBEK [la HallpaBU VILTe

rorojieMa MUCTepHja.



TToBTOpPHO MOjOT CYOjEKTHBEH (Ce HajieBaM M CO MaKap efieH 300p 00jeKTUBHNOT) AHTOHMOHI:

»,B0 efleH MaJI rmacyc Ha MOYeTOKOT Ha packa3oT Kopracap 36opyBa 3a Ipa3HUHATA, 3a er-
3UCTeHIMja/THOCTa. BCyIIHOCT, 11eJIM0T pacKas e 3a MPeTIIOCTaBKUTeE, 3a ITOCTOjaHUTE UOBEU-
KU MPOEKLIMK Ha Toa IUTO Ae(UHUTUBHO Ce CJIYUYMUIIO, TOA ILITO MOKeOU Cce CIYYMIIO, HEIlITO
LITO MOKeOH1 HUKOralll HeMa Jia ce CIy4M Wiin AeUHUTUBHO He ce cirydyBa. Packa3or 300py-
Ba MHOTY [OBeKe 3a pabOTUTe KOU He ITOCTOjaT, OTKOJIKY 3a THe IITO Ce MPUCYTHHU. ‘3a pabo-
TUTE KOU He MocTojaT?’ A IIITO aKo TPETUOT YOBEK Iro HeMa Bo clleHaTa? IloTouHo ro uMma, HO
BUIJIVB € CaMO BO 3rojieMyBameTo Ha poTorpaduure? CKpreH BO IPMYIIKUTE CO IMULITOJ BO
pakaTa. Vnu moskebu camo My ce npuunHyBa Ha Tomac? KoHneuHo: rmpo6us! Moskam TOKMY
oKoJjTy Taa paHTa3sMaropuja mga ro rpagam ¢puamMort. Ho, mro nonaramy? Kako mo kpajot? Co

GWIMCKU cpeficTBa, MPeKy CJAUKA U HUKAaKO MOMHAKY."
ITocTMopepeH 3aKTy4oOK

AHTOHUOHU HECOMHEHO T'U ,,MCIIe[IUJT CUTe COKOBU" ofi pacKa3oT Ha KopTacap u ycriean nma
ro TpaHcopMupa KHUKEBHUOT MaTepujast Bo uncTa puiMmcka dopma. [lypu u ako ro sememe
TIpeJIBU/] HAMEPHO paceaHUOoT MOCTMOJIepeH CTWI Ha Jluzasemettio Ha ¢asooiu, bunMot 3zoie-
MyBarse 3a MeHe e TIOCKJIaJIHO YMETHUUKO [1eJ10, HEIlITO IIITO MUCJIaM JIeKa PeTKO ce CJIydyBa BO
dunMckara uctopuja Koja M300MIyBa Co HeYCITellIHU aJjarTaruy wiv nHhepuopHU (puimMoBu
BO OJJHOC Ha KHW)KEBHU U JIPAMCKU Jiejia ofi Kou buie uHcrimpupanu. OBa MHOTY 300pyBa 3a
N171a00KOTO TIO3HABaKe Ha MpUpofaTa Ha (PUIMCKUOT MeuyM Off CTpaHa Ha AHTOHUOHU, Ha
C/IMYeH HauMH KaKo IITO pycKuTe hopMaIMCTH ja Mo3HaBajie KHUKEBHOCTA U ce OOUIyBajie
TIPELM3HO J1a 00jacHAT LITO e CYIITUHCKYU KHIUKEeBHO BO Hea. Toj 011 HeCOMHEHO TPOTHAT U UH-
CIUpUpaH o7 packa3oT Ha Kopracap, HO 10 BHUMaTe/IHATa IUCeKIIja, Oe3 fma Ouje 3aBefieH
Of1 IIAPMOT Ha MUCJIOBHUOT ITPOIIeC WIK 3arlIalleH Off HEMOKHOCTA Jia 'MW MPeTCTaBU MHOTYTe
MEHTaJTHU ITPOeKIIUKU Kou v ornuiiyBa Kopracap, co kopucterme hUIMCKY CJIUKY YCITeas ia ro

TpaHnchopMUpa KHUKEBHUOT MaTepUjasl BO UUCT (PUIIMCKU U3pa3s.

[TocTMOMIepHUTE CTPYM YCIleaja [ja T 3aBejaT MOBEKETO YMETHUUKU (DOPMU, 3a pasinKa
ol GWIMOT KOj TBPZOIJIaBO JlelleHWUd HaHa3a]| ce ONupa, BO HajrojieMa Mepa 3apaju Taa
cymbuHcka doTorpadcka KoTBa ,,0a3eHOBCKU® (3a0.: U3BeI€HO O]l IMO3HATUOT (PUIMCKUTE
Teopetudap AHnpe Ba3seH) ¢prieHa Bo peasHOCTa 0] Koja KWHeMaTorpadujaTa TeNko geKa
HeKorainr ke Moyke /la ce U3MOJIKHA U [la 3aUeKOpU KOH CUMOOIU3MOT, Ha ripumep. ,,['paHu-
LIUTe Ha MepIierniyjata’ Kako KJydHa Tema Ha hUuiMoT 3Zojemysarbe € BO UCTO BpeMe TeMa
JbyOMMelT Ha TTIOCTMOIepHATa MUC/Ia, MEFyTOa CpeficCTBaTa Co KOU e MpeTcTaBeHa BO (hUIMOT
Ce YHCTO MOJIePHUCTUUKU. HU3 MOKHU CJTMKHU, 03 KOPUCTEHhe CUMOOIIMUKY CPEJICTBA, TIPEKY
cyrecTuja, MICUXOJIONIKO HUjaHCUpakhe U TUBKO COropyBauKa U MeKOoIHa MTporpecruBHa Hapa-
111ja, AHTOHUOHMU Jloara JIo CYIITHHATA: TaJIM MOKeMe J1a CU BepyBaMe Ha CBOUTE COTICTBEHU
cetua u memopuja? Kako 11Ito moBekeTo 0OBUHUTENN WU aZiBOKATH BO KPUMUHATUCTUYKA
rocTarka Ke IocoyaT, MeMOpHjaTa e CeJIeKTUBHA U OIacHa 3a YOBEK IIeJIOCHO Jia ce TOo-
TIipe Ha Hea. Taa e MOBeKe ajlaTKa 3a pacKa)kKyBaibe Ha MPEKUBEAHUTE eMOI[UU OTKOJIKY
CTO’Kep Ha PeaJTHOCTa WU BEPOIOCTOEH CBEJIOK 3a TOUHUTE ieTanu U haKkTu o] HeKoja CiTyd-

Ka. MeryToa, OKOJIKY HEKOj IIOCTMOZiepeH apliusucii (KoOBaHULIa Off ,,apT“ U ,,aKTUBUCT" 3a
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Bac HEYKUTe BO HOBOTOBOPOT) CO KOPUCTEHe CUMOOJIA U KOHIIENTH 3aU4MHETH CO OCTPOYMEH
scaption® TeHIeHIIMO3HO OU 300pyBast 3a rpaHUIIUTE Ha Mepiieniiujata, AHTOHUOHU TOA ro
MPaBU CO KOPUCTeHe YOeIyIMBYU PeaTMCTUIKU CITUKY, 300PYBajKu TOKMY 3a IpaHUIMTE Ha
Tre yOeymuBY peamucTuuku cauku. Co paliMoHaHU CpeJicTBa Toj 300pyBa 3a MpaluoHar-
HUTE eMOTUBHU MEHTAJIHU CJTUKU, KOPUCTEJKU ja MOCTOjaHOCTa Ha (DUIIMCKUOT 1Ie/Ty/TOus 3a
7la 300pyBa 3a HEMOCTOjaHOCTa Ha ceKaBamaTa.

Ha camuoT Kpaj, MoCTIOCTMO/IEPHO Ke ce OCBPHAaM Ha I1eJI0TO MUIYBAauKO UCKYCTBO. [IpB
3aKJIYYOK IITO I'O U3BEe/lyBaM € CJIEIHUOT: BO BEIlITa IUTEPATYPa U 300pOBU KOU eJIeTaHTHO ce
HapefieHU oJ1 MajcTop Kako KopTacap, mocTMoiepHaTa caMOCBECHOCT U IIUPKY/IapHa JIOTUKa
He MM ITpedaT KOJIKY Kaj eKCTpeMHUTe (hOPMU U HeyKuTe aBTopu. Mlako cMeTaMm fieKa He ce
obMBa MPEeMHOTY CO MEHYBakhe Ha HapaTOpOT O] IMPBO BO TPETO JIUlie U 00paTHO (KITyYHU-
OT MPUJIOHEC € CUMOOIMYKYU U MHTEJIEKTYaTHO MOBUKYBale Ha BUJIMBOCT Ha CTWIOT KOj
Tpeba Mla Hé TOTCeKa Ha TeMaTa), Cerak He MOKaM [la KaykaM HU [ieKa MU Ipeyelie TOIKY
KOJIKY LIITO MUCJIEB ieKa Ke Mu Tpeun. ViponnuHo, nurpecunte Kou Kopracap nocrojaHo ru
Hacdpia Bo packa3oT, a KOM ce HECOMHEHO MOBEPHU Ha HalllUTe PaceaHu YOBEUKU MUCIIU,
MU TIpeuea MHOTY ITOBeKe BO KHIKEeBHATA Hapallija OTKOIKY MEHYBAkeTO Off ITPBO BO TPETO

niie U o0paTHoO, Kaj HAapaTopoT.

Cerak, ako CyM UCKPeH KOH cebe, MopaM fa Ipu3HaM JeKa Oellle MHCIIUPATUBHO fia ce
Haruiie 0BOj ecej Koj ce TIPeTBOPU BO JTMYEH €KCITEPUMEHT HOCEjKU MU HOBU CBEJKU TIOTJIe-
nu. CriopeibaTa Ha OBHe JIBe Jiejia 3a MeHe IMTPeTCTaByBa OeclieHeTOo MPe;KMBeaHo UCKYCTBO
KOe MU Jiafie YBUJ BO MOjOT JIMUEH HAUMH Ha YMETHUYKO (DYHKIIMOHUPakhe, TPEUCIIUTYBajKU
M MOWTE CTAaBOBU M HAUMHM Ha I[pPIIeHhe WHCIUpalyja, a [eJIoTO UCKYCTBO MU T'O CMEeHU
MUCJIEHETO 3a TIOCTMOZEPHU3MOT 0] ,bpriatbe MecoKk Bo oun* Bo ,,pjiame MecoK BO OUH,

KpeaTuBHO".



Huxkona HacTtocku

AKTEPOT U HETOBUOT NNAC
[RAKO AN @ TEATARPOT BO
BPEME HA HOBU TEXHOAOTUU U
BELLUTAYKA UHTEAUTEHLUIA

UDC:
[792.071.2.028:808.55]:004.8

OBOj TeKCT Ke ja oOpaboTyBa TemaTa 3a KaKo ak-
TepoT cu ro 6apa CONCTBEHOTO MECTO BO BpeMe Kora
TeaTapoT CTaHyBa oOpeMeHeT Of HOBU TeXHOJIOTUU U
BelITauka UHTenureHuuja. Ho, U Kako BO 1ie1 TOj HOB
CHUCTEM Ha co3/laBaibe TeaTap BO [IeHelTHO BpeMe aKTe-
POT ¥ HETOBUOT I7IaC CH ja yyBaaT cBojaTa IMo3uliija Ha
HEeOMNXOJHU U He3aMeH/IUBU. M MoKpaj BellTaukaTa uH-
TeUreHIMja ¥ MOKHOCTA 32 1IeJIOCHO Kpeupame Ha BU
JINKOBU, aKTEPOT U aBTEHTUYHOCTA HA HETOBUOT U3Pa3
U [JIaCOBHUTE Bapujaliuy MPU UCKA)KYBakheTO UCKPEHU
eMOIIUM Ce HEIITOo IIITO Ce VIITe e HEBO3MOKHO Jia ce
peripoayuupa. TeaTapoT W marujata ILITO ja CO3/iaBa
ITPeKY TOoa IIITO Ce CJTyJ4yBa BO MOMEHTOT, BO PeajTHOCTA,
Tpej ounTe Ha MyO/nMKara, e Hemrto mto BU He moske
Ila TO Ipero3Hae 1 3aToa He MOKe HU J1a TO PeTUIUIU-
pa. VickpeHocTa UITO I71acOT ja JOJIOBYBa BO MOMEHTOT
e HellITo He3aMeH/INBO. [1a OTTyKa HOBUTE TeXHOIOTUMN
u BU moskaT ga 6uzat camo mofiip;KyBayn Ha aKTepoT
BO TOAa IITO € TeaTapCKU UMH, HO He MOKAT Jla OTICTOjaT
6e3 Hero. [locTojaT MprMepu Ha TeaTapCKu IpeTCTa-
BU co37ajieHu 6e3 akTepu, HO JlaJii Ce TOoa TeaTapCKU
npeTcTaBu Wiu camo nepgopmancu? Cerak,aKTeporT e

CplieBUHATA Ha TeaTapor.

KTIY‘IHI/I 360p0BI/I: aKTep, riac, Teatap, HOBM TEXHO-

JIOT'MH, BelllTadKa I/IHTeHI/IFEHLlI/Ija.
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AKTepOT 1 HEeroBuorT rJiac.

AKTepoT OujI, e U HajBepojaTHO Ke ocTaHe CplieBUMHATa Ha TeaTapoT. Ila, ctou 360poT
HajBepojaTHO 3aToa IITO IIPBIIAT Ce I0jaByBa HEITO ILITO ja 3arpo3yBa Mo3ulijjaTa IITO aK-
TepoT CHU ja MUMa OTKaAKo TIOCTOM TeaTapoT, a Toa e BelllTaukaTa uHTenureHiuja — BU. OTka-
KO 3HaeMe 3a rojaBaTa Ha TeaTapoT, a Toa I'o oBp3yBaMe CO IojaBaTa Ha MPBUTE 0OpenH,
nakKo criopeq; bpokeT Taa Teopuja e, UCTO TaKa,OCIIOpyBaHa, OJJHOCHO Ce T10jaByBa UjejaTa 3a
IIPYTU MOKHMU OIIIIUH, T1a TOj BeJIU ieKa nako 6apameTo Ha MOUEeTOKOT Ha TeaTapoT BO PUTYa-
JIUTE e HajIIoIyJIapHOTO MUCJIEHE, He € BO HUKOj C/lyJyaj eIJMHCTBeHAaTa Teopuja 3a HETOBUOT
MovyeToK. PacKaKyBameTO IPUKa3HU Ce I10jaByBa KaKo e[IHa O[] MOKHHUTe anTepHaTuBu. [lon
OoBaa Teopuja, PACKaKYBaeTO U CJIYIIAKETO MPUKA3HU Ce UCTPa)KyBaHU Kako (yHAaMeH-
TaJTHO YOBEUKO 3aJ/10BOJICTBO. CeKaBameTo 3a HEKOj HACTaH (JI0B, OMTKA U CJ1.) MOJKe ja bujie
en1abopupaHo MPeKy MaHTOMUMA VI TPEKY OAUTPYBabhe Ha PACKa)KyBauoT WU [IOHATAMY U
IIPEKY OAUIPYBabe Ha CeKoja yiiora off pasnuuHa mudHocT. (Brockett, 2008:4-5)Ho, Toa 1to
e OUTHO e JleKa KaKo U Jla pa3MUC/IyBaMe 3a [ojaBaTa Ha TeaTapoT, Toa CeKoralll e TTIOBP3aHo
co bapeM efiHa JIMYHOCT KOja MMa HeIlITO J]a KayKe/pacKayke M HEKOj KOj ITOCTOU TyKa BO ITPO-
CTOPOT 3a [ia TO uye U BUAU pacKaykaHOTO. [71acoT Ha aKTepoT VIITe Of CAMUOT TIOUETOK €
HEIITO 3a UITO Ce ITOBP3yBaarT II0YeTOLIMTe Ha TeaTapoT, Aajid Ce Toa CaMo ITIaCOBU KaKo Jiefl
o[l PUTYAJIOT WIK Oujie BeKe HeKaKBa (hopMa Ha pacKa)KyBambe, cerak Ousie ocHoBarTa Ha Koja
TeaTapoT ce co3paBail. [lounyBajku o] 0Bue MOMEHTHU BO UCTOpUjaTa, CBeJjounMe JleKa Tea-
TapoT Ce pa3BUBa U JieKa I7IacoT Peurcy Bo cute (hopMH ja 3aJipKyBa cBojaTa MpUMapHa I1o-
3UI[Yja, 3aT0a IITO IJIACOT ja NCKayKyBa UCKPEHOCTa Ha eMOLIUUTE, ja feduHUpa MPUKa3HaTa,
ja 3rofiemyBa JipaMaTHKaTa U I1 JJaBa MPUPOJIHOCT Ha MpuKa3HaTa. Toa LITo To IIpaBU I71acoT
Ila Oujie IleHTap Ha TeaTapoT U HajueCTUOT HAUMH MPeKy Koj ce pacKaKyBa eflHa MPUKa3Ha
€ TOKMY Taa aBTEHTUYHOCT IIITO MOJKe [la ce NToIoBU. TeaTapoT ja UCKOPUCTYBA I7lacOBHATA
TEXHMKAa Ha aKTePOT U KAKO TOj 0 KOPUCTHU CBOjOT IVIac 3a ja MOyKe IIITO MoA00po U ropeart-
HO [la ce JI0JIOBU MOMEHTOT, BapujalluiTe Ha IMPUKa)KyBake Ha eMol[djaTa Py aKTepcKaTa
Wrpa e HellITo LITO e PeUrCy ¥ HEBO3MOJKHO [la ce UMUTUPA off, efleH aKTep Ao Apyr. Ha oBaa
Tema BpyK Ke Hamuiie JieKa qypu U Kora ce usBefyBa lllekcniup,Tpeba fa ce urpa Toa LITo
e HaIlMIlaHO, HO ¥ CaMMOT MpallyBa — a IITo e HanuiaHo?Toj Ke nongage pgeka lllekcnupo-
BUTe 300pOBU Ce caMO JIOKa3 3a Toa IITO TOj cakasl a bue KaykaHo, 300pOBHU IIITO Tpeba ma
n3sie3aT Kako 3BYK O] Heuuja yCTa, CO MHTOHAllWja, [1ay3a, pUTaM U reCcTUKYy/alyja Kako Jes
o[ Toa 3Hauerme. 300pOT He MOYHYBaA KaKo 300p — TYKY TOj € KpaeH MPOAYKT KOj 3all0UHyBa
CO UMIYJIC, CTUMY/IUPaH O]l CTAB U OJIHECYBale KOU ja JUKTUpaaT moTpebara 3a eKcripe-
cuja. [IpoliecoT 1ITOCe MojaByBa BHATpPe,BO JPaMCKUOT aBTOP, ce TIOBTOPYBa U BO aKTePOT.
[Monatamy fjomaBa JieKka U 3afpaMCKUOT aBTOP U 3a aKTepOT, MaKO CBECHU 3a 300pOT, TOj e
caMoO MaJI BUIJIUB JIeJl Of e[jHa HeOoTKpHUeHa ruraitrcka ¢popmanyja. (Brook, 1996:12-13)0OBoj
LMTAT caMo ja MOTBpAYBa MHAVBHUIya/THOCTAa HAa aKTEPCKUOT I71ac U Toa JleKa CeKOoj akTep BO
CBOjOT KpeaTHBEH TPOLIeC Ha CO37laBarbe Ha JIMKOT ' KOPUCTU 300POBUTE U ITPEKY UHIUBU-
IlyaJlHa U aBTEHTUYHA WHTepIIpeTalyja co3/laBa YHUKATHA U HENOBTOP/IMBA U3Ben0a, Koja
TIPUTOA U CAaMUOT TOj He e crIoco0eH J1a ja MOBTOPU CEKOralll UJIeHTUYHO. YilITe efjHa yDaBUHA

1 KBAJIUTET Ha TeaTapOT KaKO YMETHOCT € TOa IITO AYPH 1M KOora ITIOCTOM oJpedeHa ITIoOCTaBeHa



u3Beni0a Ha OJIPeJIeHO JieJio, Mopaji aBTEHTUYHOCTA Ha aKTepuTe, CeKoja u3Benda Ha Toa
IleJio CTaHyBa YHUKAaTHa, He TIOCTOjaT [IBe UIeHTUYHU 13Be0u. Bpyk Ha Toa Ke mogaze fmeka
BHUCTHHATA BO TEATapoT € TIOCTOjaHo JIBUKEHE, JIeKa BO TeaTapoT CTPAHUIIATA TTOCTOjaHo ce
Opuille ¥ ocTaHyBa npa3Ha(Brook, 1996:140)

HoBure TeXHOJIOI'H, BellITauKaTa I/IHTeHI/IFeHHI/Iia 1 TeaTapoT geHec

TeaTapoT oTceKorail I' yrioTpeOyBajl CUTe TeXHOJIOUIKM OTKPUTHja Y UHOBAILIMU BO CBOja
KOPUCT3a Jla MOjKe [ja ja IIpeHece IopakaTa Ha IToKpeaTUBeH HauWH. Bo HeKou ciyyauTeara-
POT oypu OWI ¥ MHCIIUpAalYja 3a MHOBALIMHY, HU3 UCTOpUjaTa yroTpebaTa HaIlloCTOjHATa TeX-
HOJIOTHja JIoBeJia /10 MHCIIMpaliyja 3a Toa Kako Jia ce ycoBpinyBa. [Tunbpoy Ke Hamuiie geka
CIIEHCKOTO CBETJIO € MapKaHTeH JIe/T O] MOJIEPHUOT TeaTap 3aToa IITO HOBUTE MOKHOCTH 3a
Mpely3Ha U CeH3UTHBHA KOHTPOJ/Ia Ha CBET/IOTO ja KPeHa CBeT/IOCHATa MOoAAPIIKa Ha HUBO
Ha KJIyUeH eJIeMeHT Bo TeatapcKaTa Kpeatuja (Pilbrow, 1997:XXV).TeaTapoT, Kako HU3 UCTO-
pujaTa, ma Taka U JeHec, TU KOPUCTeJI CUTe MoMarajakou ' MMa Ha pacrojaramwe 3a Jja
MOJKe Jla UMa IITO MOoNpelu3Ha peajinM3aliija Ha 3aMucIaTa Koja yMeTHuLure ja umaart. OT-
TYKa U KOPUCTEHETO TEXHOJIOTMMKOU CeKorall 6ure BO TO3UI[Wja /ia ja TOTIIOMOTHATPEXKU-
cepcKaTa/aKTepcKaTa Kpealldja U [ja ce CO3[IaIellITo rmorojeM eekT Kaj rinefgadure. Bo mo-
HOBO BpeMe HajpacIipoCTpaHeTa e yrnoTrpebaTa Ha MPOEKTOpPU, KOM He caMo HITO CIIYKaT
KaKo Jlo0pa BU3yesIHa IoJjjiora 3a cijeHorpaduja, TYKYMHOTY YEeCTO Ceé KOPUCTAT U KaKo MH-
TepaKTHUBHa ajlaTKa 3a Co3JjaBaibe APaMCKU clieHU.JaHa Mep30H Bo eIHO CBOe fiefio Ke Hallu-
1re fieka Bo , Les Aveugles“ Ha Mapsno og 2002 ropuHa, yriorpebata Ha 00jeKT, BUIeOUHCTa-
Jlaliyja, BO yJiora Ha aKTep Ha ClieHa ce cpeKaBa BO COHOT Ha APTO 3a OTe/IOTBOPYBake Ha
Marvu4HuoT repdopMaTUBEH UYMH BO 3allafiHaTa TeaTapCcka YMETHOCT KaKo ,MHTEeH3UBHO OC-
71000/TyBabe Ha 3HAIUTe". ATIOKpaj Toa, CO 3aMeHaTa Ha >KUB aKTep CO BU/IeOMHCTaalluja,
MapJio Hyiu He caMOo HOB BHJ KOAMpake Ha ropakara Ha rmepdopMaHCoT, TYKy U 6apa u ce
MOTIMPa Ha HOB BUJI IeKOJMpake Ha IopakaTa Ha epdopMaHCOoT, CO IITO ' pefiechuHupa
TeaTapcKkaTa MpPaKTUKA W JKAHPOT TIpeKy aKTyaau3alyja Ha CeMUOTUUKUOT IUCKYPC.
(Meerzon,2008:216)[1a ja 3ememe 3a npumep rnpercraBata FRAGILE! Ha TenalllTuBUuuK, BO
peskuja Ha MaTjak Ilorpajiu usBemba HaCJIOBEHCKO MJIaIMHCKO Iylefjajiviide,Koja uMmaja
npemuepa Bo 2005 roguHa(repertoar.sigledal.org:2005), a roctyBasa Ha gecruaaor MOT
Bo 2009 ropuna Bo Ckorje.(cityofskopje.blogspot.com: 2009). OBaa npeTcTaBa e efieH o]l
HajaJleKBaTHUTe IIPUMEPH 3a Toa KaKO MOKe [la Ce UCKOPUCTHU TeXHOJIoTUjaTa BO LIe/IoCT 3a
7la ce co3mazie eJTHO TeaTapCcKo/UIMCKO UCKYCTBO. [ToBeKe e TeaTapCKO OTKOJIKY (DUIMCKO
HMCKYCTBO, MAKO BO CYIITUHATA HAa caMara MpeTcTaBa e CHUMambeTo (hUIM, Cellak Toa ce CiIy-
YyBa IMpe]] BallluTe 04U, CO IIITO TO MTPaBU aBTEHTUYHO TeaTapcKo NCKYCTBO. Bo oBaa mmpeTcTa-
BacllieHorpadujara e 1eJIOCHO HeyTpasjiHa, a aKTepuTe pa3MecTyBaaT KOI[KU KOU ce, UCTO
TaKa,BO HeyTpajiHa 00ja, ojleKa, MakK, oji CTpaHaTa BO MUHUjATypPH MOCTOjaT pPa3iudHU JIo-
Kalluy mpeJ KoM Ha Majy LIMHU MMa MOHTHPaHO KaMmepa IITO ce TIOMeCTyBa KaKO U CaMOTO
nejctBo. Ha cueHara, uCTO Taka, MMa KaMepa Koja e TIoCTaBeHa Ha MPOCILIEHUYMOT, [a OTTYKa
ro qo6uBa BUAUKOT KaKO U CaMUTe ryiefiauu. Bo ropHUOT JiesT Ha cljeHaTa e TTI0CTaBeHOo IIaT-
HO Ha Koe uMa Mrpoeknuja. [IpuHIunoT Ha YHKIMOHUPakke BO MpeTcTaBaTa e cjiefjeH:e/Ha-

Ta KaMmepa, Koja e TocTaBeHarpel, MUHUjaTypHUTe clieHorpadcku mpocTopy, ja co3zaBa
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Wy3ujaTa Ha MIPOCTOPOT Ha MPOoeKIIUjaTa, a akTepuTe CO Toa IITO I'M ITOCTaByBaa KOLIKUTE BO
pas3IMUHU MO3ULIUM YCcIleBaaT HaBUAYM U Jla 'O UrpaaT Toj IMpocTop o MuHujaTypute. CeTo
OBa ce coCcTaByBa BO MOMeHTHaTa MOHTaKa Koja ce rjiefla Ha IJIaTHOTO 3a ITpoeKirja. AKTe-
pUTe ja Urpaart clieHaTa BO clieHOrpad)CKUOT IIPOCTOP CO KOLIKU BO HEYTpaIHU 00U U TaKa ce
CHMMAaHH Of ITpBaTa KaMepa,BTopaTa Kamepa, I1ak,r'o CHUMa MUHUjaTyPHUOT CLieHorpadcKku
ITPOCTOP, CETO TOa € MOHTUPAHO BO peajTHO BpeMe, T1a OTTYKa I7ieJaunTe Ha MJIaTHOTO I7iefa-
aT efHa pedymrcy peasiHa (pUJIMCKA CLieHa BO HaBUAYM peajieH mpocTtop. I'emadoT, mopagu
KOMIUIEKCHOCTa Ha TeXHOJIorujaTta Koja e ynoTpebeHa BO OBaa IIPETCTaBa, BO MCTO BpeMe
r7iefia ¥ TeaTapcko v QUIMCKO fero. [71e1a Kako ce co3maBa efieH (PUIMCKU CeT, HO Cellak ja
JI0;KMBYBa KOMIUIEKCHOCTA Ha JIeJIOTO UITPeKy TeaTapcka U ClieHCKa urpa. Bo oBaa npeTcra-
Ba KOHEKIMjaTa Ha TeXHOJIOTHUjaTa CO aBTOpPCKaTa YMETHOCT e HepasfesHa, 3aToa IITo 0e3
TeXHOJIOTHja OBaa peyKUCepCcKa BM3Mja He OM MOjKesia BOOIIIITO Ja ce u3Beme. OBa e eneH
MHOTY Jobap mpruMep 3a Toa KaKo CLIeHCKaTa IIPoeKLyja CTaHyBa MHTerpajieH [ejl of, eIHO
TeaTapcko Aeno.OBaa nmpeTcraBa e co3faBaHa Bo 2005 roguHa Kora ce yiTe He MOCToellle
HIMpOKa rnpruMeHa Ha BU, co 1ITo rosem e of oBOj Iporec 6u 6ui ojlecHeT IieaHo of
JieHellleH acTieKT.KopucTemeTo MpoeKIMy cTaHa 1 HEKaKBO CeKOojaHeBHe BO TeaTapoT 3aToa
IITO € MHOI'Y €KOHOMUUYEH HauuH Jia ce co3paje cueHorpadCKu MojH IIPOCTOP,K0j MpUToa
MO3Ke 11eJIOCHO Jla ce TPOMEHU BO HEKOJIKY CeKyHIu. TexHoorujaTa 1 Hej3MHOTO KOPUCTeHhe
MeHyBa MHOTY paboTu BO TeaTrapoT U BO Ileplellyjara Ha IjemaduTe, I1a 3aToa ApHOII
ApPOHCOH BO CBOjOT €cej 3a TeaTapoT Ke Halluille [ieKa ciopel Koja 610 ctaHmapaHa medu-
HUIIZja, TeaTapoT ce yiITe bapa Iyb/MKaTa f1a ce cobepe Ha oJIpejeHO MeCTO U BO OJIpeeHo
BpeMe, a CIIocoOHOCTA Ha IjleflaunTe Ja BPLIAT KaKBa OMI0 KOHTPOJIa Bp3 IIpeTcTaBaTa pe-
ynrcHu U He TocTtou.Toj, UCTO TaKa, To TMoCcTaByBa IpallakeTo 3a Toa KAKO oBaa KOHKpPeTHa
JIMCKyCHja 3a HOBaTa TeXHOJIOTHja ce ojiHecyBa Ha TeaTapoT? M Ha Toa ofiroBapa Jieka BpCKa-
Ta Ha TeXHOJIOTHjaTa CO TeaTapoT He e HUTY AUPEeKTHA HUTY OUMIJIeHA, T1a CAMOTO JI0[jaBamke
BUIIEOMOHUTOPY WIN JaJIEUMHCKU pedIeKTOpU CO HaBajlyBalhe U MaHOPaMHUpambe - CTaH-
JapOHUOT BUI BHECYBamkhe HAa MOJepHATa TEXHOJIOTWja BO TeaTapoT CcaMo I10 cebe He co3aBa
HOBU (hopMmu Ha TeaTap. Toj 3aK/IydyBa JieKa TeXHOJIOTMjaTaru MeHyBa HalllUTe MepPLeNTUBHU
MeXaHM3MU, Taa BOeHO I'0 MeHyBa HAaUMHOT Ha KOj I7ieflaMe U, IIITO e VIIITe TI0Ba)KHO, Haul-
HOT Ha Koj pasmuciyBaMe. (Aronson,2005:46)Ho, ce pa3bupa geKa MOIEepHUOT TeaTap KOpu-
CTH MHOTY IMOBeKe oj ITPOeKLIMU, PEeYCU CUTe TeaTpPpu BeKe ' KOPUCTAT HajcOBpeMeHUTe
MUKPOGOHU, KOU Ce WIM aTMOC(hepPCKU WK Ce ITOCTaBeH! JUPEKTHO Ha CAMUTE aKTepU, HO
HUBHaTa QYHKIMja e TyKa 3a Ja MOKe [1a ja [JoJIOBaT IVIaCOBHATa CYIITU/IHOCT Ha OfpeeH!U
MOMEHTH, 6e3 IPUTOa aKTEPOT Ja MOpa [la Cce I'PUKU 3a ITITACOBHOTO ITacpaihe Ha TEKCTOT.
Bo TeaTapoT nmocTou HEINITO IIITO CEeKOj aKTep ro 3Hae, a Toa e JeKa aKTePCKUOT LIeNoT e TOJI-
KY TUBOK KOJIKY [ja MOyKe Ja Oupe uyeH U of ITOC/IeIHUOT pejl BO IJIeaIUIITEeTO, IITO 3HAYU
JIeKa Toa e IVIaCeH IIeIoT, IIOAUrHaT Ha e/JHO MOBKCOKO HUBO 3a Jla MOKe Jja Ouzie CiIyIIHarT,
TaKa IITO TOA BO CYLITHHA U He e LIEeMOT BO BUCTUHCKA CMUCIa Ha 300poT. IleTcu PomeHOypr
Ke Harumiie: ,3a fa ce 300pyBa TUBKO U J1a ce Ouzie CIyIIHAT, ITIOTpebHa e HeBepojaTHa IT0]-
JIpIIKa, KOHTPOJIa U UHTEH3UTET Ha FOBOPOT; PEUNCH CTO IIPOIIeHTU MMoBeKe TeXHUKa, ITyC
WHTeJIeKTyaJIHa U eMOIL[MOHAaJIHa KOHIleHTpalurja.MHOry msjaau akTepu cakaaT Ja 3BydaT
TMBKO 3aToOa IITO TaKa Ce YyBCTByBaaT ,IIOBUCTMHCKU®, HO IO IIpaBaT Toa Oe3 moTpebHaTa



TexHUKa. Tve eTHOCTABHO CTaHyBaaT BOKAJHO MOTUCHATU, MPMOpAaT U 3abopaBaaT ja Jiu-
maT. TexXHUUKUTe MOTPeOu 3a KOHTPOJIa Ha jauyrMHaTa Ha 3BYKOT ce:+CeKoralll ja ce ocTaHe Ha
MOTIIOPa CO MHOTY OTBOPEHO TPJI0, NITO Ke IMIOMOTHE BO OCJIO00JTyBamkeTo Ha 3BYKOT.+*CeKo-
raii /ia ce OCTaHe CO I71acoT (HEMCKYCHUOT aKTep Ce OTTPrHyBa O]l I7IacOT U Ce CBPTYBa KOH
HIENOT IITO HeMa Jia ToMuHe).+[a ce 3aBpiiu ceKoj 300p U 1a He ce J03BOJIU HUTY efieH CJIOT
Ia ce BpaTu Bo rpnoto.“ (Rodenburg, 2000:74)I1a 3aToa BO MOMEHTH HA MHTUMHOCT Ha Clie-
Ha, moTpebara Toj I1ac J1a e MajKy MoJIUrHAT 3a fja Oujie JOBOJTHO ITIACEH € efieH off MpobJie-
MUTE UITO aKTepUTe TIOBPEeMEHO o MMaaT, 3aToa UITO IMOHeKoralll Taa rmorpeba 3a riacHOCT
3Hae JIa ja HapyIId UHTUMaTa Ha MOMeHTOT. OBOj MpobieM BO [EHENTHO BPeMe € PeurcH
Ha/IMUHAT CO yroTpebaTa Ha TeXHOJIOTUjaTa, rMa co yrnorpebara Ha MUKPOGOHUTE aKTepoT
MOKe fia Oule HAjTUBOK U HAajCYINITUJIEH IITO MOKE M Celak jia Oujie CYIIHAT Off IeJI0TO
repanuinte. Bo npercraBaTa ,MakbeT“Ha BunujaMm Illekcrup, a Bo peskuja Ha Hesma Buro-
HIeBHK, BO IIPOAYKLMja Ha MakemoHCKUOT HapoeH TeaTap of, Ckomje(mnt.mk 2019),yrorpe-
6ara Ha aTMOCc(epCKUTe U MepcoHaTn3upaHruTe MUKPOMOHU KOU ce MOCTaBeH! HaceKaie BO
MIPOCTOPOT, a U Ha CEKOj Off aKTepuTe, ja co3faBaar ajay3ujaTa Ha efleH IIPOCTOP BO KOj MU-
CTUKAaTa, TUBKOCTA, CYIITWJIHOCTA Ha I7IaCOT Cce caMO HaJJ0TIO/IHYBalkhe Ha XOPOPOT BO KOj Toa
Zlesio ce ciyuyBa. Bo oBaa mpercTaBa peykucepKara ja KOpucTy ynorpebara Ha MUKPoOHU-
Te 3a Jla MO)Ke [Jla ce TIOCBEeTH Ha CYNTWIHOCTAa Ha akTepcKara urpa, bes mpuroa fja usryou
HUTY €JIeH JIeJIo]l OUTHOCTA Ha PerTMKUTe, o7 Toa mito [llekernup ro Hanumasn. Bo oBaa mo-
CTAaHOBKAa aKTepUTe ce OCTaBeH!U ia paboTaT Ha MUKPOHUBO KOTa CTaHyBa 300p 3a CYIITUITHO-
CTa BO HUBHUTE I7IaCOBU U TOA KaKO Taa MUKPOUTPa MPUIOHECYBa BO PEKUCEPCKUOT KOH-
LIeTIT 3a CO3/laBale MUCTUYHA aTMocdepa Ha eJJHO KPaJICTBO BO KOelllelTHATUTe PaboTH ja
“MaaT HajrojieMata MoK. Kako fies1 oj1 aHCaMbJ10T Ha OBaa ITpeTcTaBa CBeJoYeB 3a TOAa KaKo
MUKPOOHUTE MMaa eJieH MHOT'Y OUTEH [ieJl, aKo He U HajOuTeH, BO CO3/IaBamkeTO Ha 0Ba
YMETHHUUKO JIeJIOBO KOe pejKrcepKaTa co3/jaBa eJleH CBeT BO KOj IIPeKY KOPUCTEemeTOo Ha TeX-
HOJIOTUjaTarjaeadoT MoyKe [ja HaBjie3e BO HAjJUHTUMHUOT JIe/l Ha KapaKTepuTe, BO HUBHUTE
MUCJTH, BO HUBHUTE U3AUIIKU. PofeHOYpr Bo cBojaTa KHUTA 3a yroTpebaTa Ha MUKPOMOHUTE
BO TeaTapoT Ke Hamullle JleKa CeKoj 3[JUB IIITO aKTePOT r'o 3eMa e 3acusieH U usnokeH. Cekoj
HeBepbaJsieH 3BYK ce ciyiia. ['o/iTHyBae, BO3/UINIKA, CeKOj BOKaJieH TOH ce ciyiia. Cé Bo
BalIWOT IJIac WM Mpe3eHTalnuja ce ciyuia. Cekoj 3BYK, AypU U HeHAMepHUTe, CTaHyBaaT
BayKHU. BaliaTa BoKasiHa TeXHUKA, Ha €JIHO HUBO, MOPa J1a buzie yiiTe mojio6pa OTKOJIKY ILITO
e 0e3 3acuiyBambe o7 caMuoT MUKpodoH.(Rodenburg,2000:385)0OBa e caMo VIITe efgeH of
MHOTYTe IpUMepU KaJlellITO TeXHOJIOrMjaTa, Ha eJleH CYIITUIeH HaulH, e HaBJle3eHa BO co3/ia-
BamEeTO TeaTapCcKa Maruja u Kako Taa HU3 TOIUHUTE CTaHasia efleH TOTaTHOHen30eKeH Jiel.
Peuricu HUTY eJlHa TeaTapcKa ITPETCTaBa BO JEHEITHO BpeMe He MO)Ke /la ce 3aMuciiu 6e3
TEeXHOJIOTHjaTa, off HajoOMUHa yrmoTpeba Ha 03ByUyBame 3a My3UKa U pedieKTopu 3a OCBeT-
JIyBabe, 10 KOPUCTEHE TIOJIBIKHU TeaTapCKU ClieHU (MOJTY/IN), A Cé 10 KOPUCTEHEe KOMITIU-
LMpaHa orpeMa KaKo BO IOrope HaBeJleHUTe MPUMepP, HO TeaTapoT JieHec e 11eJIOCHO 3aBU-
CeH O] TeXHOJIOrHjaTa 10 CTelleH UITO PeurCcy U He ce HUPa3MUC/IyBa 3a Toa Kako Jla € HellITo
6e3 IITO He ce MOKe, TYKY KaKo Toa J]a e coceMa HOpMaJIeH U COCTaBeH fiel Off eJHa TeaTap-
CKa mpeTcTaBa. Flako TeaTapoT BO CBojaTa CYNITUHA Off CEKOTalll OWJT TOTATHO He3aBUCEH O]]
TEXHOJIOTHjaTa, Ia Kako HITo Ke peue u camuoT [Tutep BpyK Ha MOoUeTOKOT Ha CBojaTa KHUTA:
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»MoyKaM 1a 3eMaM Koj OMJIO TIpa3eH IIPOCTOp U [ia ro Hapeuam ciieHa. YoBeK ol HHU3 0BOj
IIpa3eH IIPOCTOP AoeKa HEKOj IIPYT I'o I7Iefia, M OBa € Ce IITO e ITOTPeOHO 3a [ja ce CIy4H efieH
Teatapcku yuH.“ (Brook,1996:7) 1 Toa e Taka BO CYLITHHA 1 CE VIITE IIOCTOjaT IIPeTCTaBU KOU
ce LIeJIOCHO TMOTIIPeHU Ha aKTepoT, 6e3 ynoTpeba Ha HUKAKBU TEXHOJIOMIKY NTpuaoouBKu.Ho,
TeaTapoT BO CBOjOT pa3Boj ja mpudaTusl TEXHOJIOTMjaTa, HEKAKOo HEIITO IITO r'o OCITIOPYBa OBa
TBpIee Ha BpyK, TYKY HAITpOTUB, KaKO HEIITO LITO I'0 IIOJura HUBOTO Ha TeaTapCKUOT YUH
Ha CTelleH Ha 1ejocHa Maruja.Toa HITO aKTePOT ro UMAKaKo MPUIOOUBKA Of LIEJIMOT OBOj
Mpoliec Ha BKJIyUyBalhe Ha TEXHOJIOTHjaTa BO TeaTapCKUOT IIPOLiec e IITO Ce IOBeIyBa BO
cUTyalyja ia MOKe Jla ja MCKOPUCTU TeXHOJIOTHjaTa 3a UCTaKHyBalkhe Ha CBOUTE aKTepPCKU
CIIOCOOHOCTHU Ha eIHO MoIlepduaHO HUBO, Ha HUBO Ha KOe MPEeTXOIHO eJHOCTaBHO He OUIIO
MoykHO. Toa 3a 1ITO MPeTXoAHO MTOUHaBMe f1a 300pyBaMe, a Toa e IJIacoT, Ipe[l yrnoTpebaTa
Ha MUKPO(OHHUTE KaKo Jie/I Ol aKTePCKUOT IIPOLeC Ha CO3[JaBambe Ha JIMKOT, aKTepUTe He
6use BO MOKHOCT [ja CM UrpaaT Co TUBKOCTA, CO LIEMOTOT, bapeM He Bo (hopMaTa BO Koja Toa
€ MOKHO JeHec OnarogapeHre Ha TeXHOJIOIIKMOT pa3Boj. [fIopaHo Bo TeaTap, KaKo LITO CIIO-
MeHaBMe, aKTepuTe MopaJjie fia OMaT JOBOJIHO [VIaCHU 3a Ja MOjKe 1a OupjaT CYUIHATH /10
MOCJIEAHUOT Pejl BO IJIe[la/IMIITETO, Ia OTTYKAa ¥ TUBKATa CYIITWIHOCT Ha HUBHATa Urpa He
rocTtoesia Kako omifrja. Taa TMBKa CYIITUIHOCT Ou1/Ia pe3epBUpaHa UCKIYUHMBO 33 Pajivio Un
3a (puyIMcKaTa Urpa, 3aTroa IITO TaMy I7IeJauoT (MUKPO(OHOT) ce Ha TOJIKY O/IMCKa ofasie-
YEHOCT IIITO MOJKe [Ia Cce JTOJIOBU CeKoja efeH n3auiika. TeaTapoT ja HemaJl Taa MpUIOOUBKa,
Ia OTTYKa II0CTOe/Ia HEKaKBa pa3/iiKa BO MHTUMHUTE CLIEHU BO TeaTap U Ha (buiMm/pamuo.
Taa pa3nuKa off fieHellleH acIieKT CTaHyBa peuuncy He3abesie;K/InuBa TOKOJIKY TeaTapoT KOPU-
ctu MuKpodonu.Ho, Bo ogHoc Ha oBa mpalliaibe PomeHOypr Ke mojacHU JeKa UCTUTE IIPUH-
LI BajKaT U 3a TejleBU3KnjaTa uin 3a puiMot. [leka nako r1acoT BU e Ha MUKPO(QOH, Cerak
Mopa Ja KOMYHUILIMpaTe U Ja T'M CJIeJuTe CBOjOT IJlac 1 ToBopoT. Hema ma Bu Tpeba TONKY
MHOTI'Y MOK, HO Tpeba [ja r'1 apTUKYy/IMpaTe PeruIMKuTe U fa bugere jacHu. MUKpPO(OHOT He e
MmarvoHudap. Taa mogaBa JeKa yecToraTu Ouia MTOBUKYBaHa Ha CHUMambe (h1jIM 3a J1a IIOMO-
THe HEeKOj MJIal, HeUCKYCeH aKTep fia 3By4l jacHO. JacHocTa Mopa Aa buje MpuCcyTHa 38 MU-
KpodoHOT ga ja datu/gonoBu.OIIITO 3eMeHO, HEMCKYCHUOT aKTep Ce OMYIITa Mopaau MU-
KpoOHOT [10 Taa Mepa LITO 3abopaBa Jja I MOJAP/KYU, apTUKY/IMPA U OfPKyBa MUCITUTE U
30opoBuTe. HUIlITO He MOjKe Ja ce HallpaBM KOra Toa € TaKa OMejKu HUIITO HeMa Jia ce
CJIYIIHE 3a J]a MOJKe [la ce CHUMU - IyPU HU CO HajHampegHaTa TexHosioruja. MukpodoHure
ro 3aCUIyBaarT IJIacOT, THEe He ja Mojo0pyBaaT TeXHUKaTa HUTY T'M ITOKPHUBAaT aKTePCKUTE

HepocTaTolu. BeyiiHocT, Tre ru pasoTkpuBaaT. (Rodenburg,2000:385-386).

TexHosiorujata e Bo IOCTOjaH pa3Boj, [1a TaKa 1 Hej3uHaTa yrotrpeba BO TeaTapoT ce Me-
HyBa.Bo meneliHo Bpeme yriorpebara HaBU 3a3eMa cé rorosieM 3amaB, I1a TaKa U Hej3suHaTa
yrnoTrpeba Bo TeaTapoT CTaHyBa peurcu Hen3bekHa. TeaTapcKUTe YMETHUIU BEKe CO TOAUHU
ja kopucrat BU 3a co3maBame TeaTapCKU MOJIJIONIKY U KAKO MTPOCTOP 3a UCITPOOYyBame Ueu,
HO BeKe BO MocjiefHuTe rogquHy BY cTaHyBa U AUpPeKTeH yUeCHUK BO TeaTapCKOTO fesio. Bo
npetcraBataSH4DOW/ SKY66EN,Koja e paboreHacmopeq ,,CenkaTa“on XaHc Kpucrtujan AH-
ZIepceH, Bo peskuja Ha Mukaen Dok, a Bo mpoaykuuja Ha Cultureyard 2023 roguta. 3a oBaa
npeTcTaBa Ha BeO-cTpaHuijata CPHStage mumiyBa:, [IpercraBara SH4DOW e npBaTa IIpOayK-



[IFja Ha CIIeHCKa YMEeTHOCT BO Koja IVIaBHAaTa yJIora ja urpa BellTaukara nuHrenuresuuja (BUY).
AKTepoT UMITPOBU3UpPA BO JKMBO Ha cileHaTa co BU. ITpeTcTaBarta e co3faieHa BO YHUKaTeH
dopmar, ,,4]] KyTHja“, Kazie IITO CTEPEOCKOIICKUTe AUruTanHu 3]/ rpaduuky YHUBEP3YMU
ce MelIaaT co (pU3UYKU 00jeKTU U KUBU aKkTepu. IIpeTcTaBara 1L[pIiv MHCIIMPALMja of Hapa-
TuBoT Ha ,,Cenkara“ ox Xanc Kpucrtujan AHpmepceH u ce (poKycupa Ha YoBeuKkara cpemba co
HeroBaTa BUPTYe/IHa CEHKa, Koja e MpeTCcTaBeHa of] BelllTaukaTa MHTeJIUTeHIja BoJleHa O]l
nogaToiu. Bo cpuero Ha BU, Bo SH4DOW Taa moske [1a cayiia, 300pyBa U J1a UMIIPOBU3UpPA
BO JKMBO, CO aKTEpPOT U CO MyO/IMKaTa U e IporpamMyupaHa Jila COHyBa Jla CTaHe ITI0BeKe KaKo
YOBEK CO coOMpambe MoIaTOLU U eMOLIUU Off aKTePOT, Iy0/IMKaTa U ofi UHTepHeTOoT. IIpeTcTa-
BaTa e IaTyBalbe BO IJlaBaTa U BO CPIIeTO Ha BelllTauKaTa UHTe/IWreHIrja, Kajie IITO YoBeu-
KUTe eMOIIMU Ce eKOHOMMUjaTa CO Koja ce TPryBa BO JIOTUKaTa Ha BelllTauKaTa UHTeJIUTeHIja
BozieHa o rogatolu.SH4DOW e umnpecuBHO 3]] MCKYCTBO Koe KoMOuHMpa 3] 3BYK CO re-
HepaTUBEH CTEePeOoCKOIICKU 3]] yHUBep3yM reHepupaH Off YeCTUUKHU, Kajie IITO IyOJuKaTa
Hocu 3/] ounsia. YHUBEpP3YMOT JlaBa MOKHOCT 3a cO37laBalhe CKY/IIITOPCKa MpeTcTaBa Ipeky
BellITauKa UHTeJIUTeHI[’ja KOja KOMYHUMIIMPpa CO OKOJIMHATA U CO >KUBUOT akTep. Busyanusa-
LIMjaTa, KaKo U 3BYUYHUOT I1ej3a’K, ce MeryceOHO ITIOBpP3aHM CO BelllTauKaTa MHTeIureHija. "
(CHPSTAGE 2023) Kako 1ITo MOKe Jja ce BUIU, TeaTapoT BeKe CTUTHA/I 10 HUBO Kaze IITO
BU ce KopucTu He caMo KaKo IIOTIIOpa, KaKo MPOCTOP 3a eKCIlepuMeHTUpame cO TEKCTOT U
IIPOCTOP 3a TeHepupame Uaen, TYKy NKaKo JUPeKTeH YUeCHUK/aKTep BO caMara MpeTCcTaBa.
OBa e mpuMep Kajie LITo refaMme feka BU e akTep, HEIITO CO Koe JKUBUTe aKTepu KOMYHU-
Lpaar, MMaaT Aujajior, OueKyBaaT MoBpaTHU peakiuu. EHuJIncbepr Bo CBOjOT KPUTUUKU
OCBPT 3a OBaa IIpeTcTaBa Ke Hanuiie:, SHADOW/SKY66EN Bo Aveny-T co3gaBa HEBEpPOjaTHO
ybaBa M UTPUBO MHTEJIUT'€HTHA UHTEPAKTUBHA Urpa MPeKy TeMHUTe CTpPaHU Ha YOBEKOT U
MalIrHaTa. EHTY31Mja3MOT 1 XOPOPOT Ce CIojyBaaT BO efeH ofi Hajoobpure oOMAuU LITO CYM
I'd BUesia Jlocera 3a Jia ja BKJIydaT BelllTauKaTa MHTeJIMreHInja Ha clleHa. TUMOT 337 Hea ja
TpeHupaJsl BelllTauKaTa UHTeIUreHija 3-4 roiuHu, HO CeKaKo He MOoKe Jla IMpeiBUIN KaKo
Ke TIOMUHe BedepTa, Ouejku 1 Hue Bo IybinKaTa Ke Tpeba ma mageMe npumoHec. SHADOW/
SKY66EN e HeBepojaTHO BH3YeTHO 3aBOJIJIMB eKCIIEPUMEHT, HO BO MUCTO BpeMe ja ofpsKyBa
puroposHarTa MpuKasHa IITO Hé MaMU U He 3aBe/lyBa BO YHUBEP3YMOT Ha MpeTcTaBaTa M,
KakKo AHJIepceH, I'o TpeTHpa BeUHOTO IIpalllaibe 3a JOOPOTO U 37I0TO Ha CYIITWIEH U KpeaTu-
BeH HauuH. He 3HaM peuncy HUIITO 38 YMETHOCTA CO BellITauKa MHTeJIUTeHInja, HO pa3ou-
paM ZeKa IojieTo 6p30 pacTe, a Hej3sMHATa 3auyAdyBauKa yOaBUHa 1IeJIOCHO I'o objacHyBa Toj
pact. UnTepecHo e mrto Bo SH4DOW/SKY66EN, cenak, e TOKMy IepclieKTHBaTa Ha oBaa yoa-
BHHA CO 3aCTpallyBauKWTe acIIeKTH Ha CeHKUTEe Ha YOBEKOT U MaiuuHara.“ (Liisberg, 2023)
Kako 111To MOsKe f1a ce BUIu off 0Boj rpumep, B BeKe cé rmoBeke MouyHyBa fia fo01Ba MpoCcTop
BO HOBHTe TeaTapcKu POPMHU, Ia OyPHU € Ha UCTO HUBO CO CaMUTe aKTepU BO OBaa IIPETCTaBa,
aKo He U TNoBeKe. BuKame liogeKe 3aToa IITO MOPaAy OTpaHMUEHOCTa 3a MMITPOBU3allvja Ha
BU, akTepuTe ce THe KOU MOpa [ia TU CJIefaT UMITYJICUTe ILITO TY mobuBaat o BU, mma oTTyKa
BU Taa Koja ja Bogu mpeTcTaBaTa M yraTyBa BO KOj ITpaBel] Ke ce oB1Ba ucrtaTta. CeTo oBa e
HaBMCTMHA TaKa, HOTOa IITO OapeM 3acera e HEBO3MOKHO [la Ce PEpoAyLINpa e UCKPEeHOCTa
KOja I7IacoT ja HOCU BO cebe, eMoLMuTe U (prHECUTE Of UCTUTE KOU MOKe Ja T'M HallpaBu
caMo KUB akTep, a He BU. Kputnuapkara Codu braeHACTpyI Ke Hamulle geKa PeducH IIo-
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BeKe o1 IToJI0BUHA ofj rpeTcraBara Skyb6en e nummnpoBusupana. Taa qogasa meka Al Sh4dow
Urpa HacOpoTu TajieHTupaHaTa JIyu3 Kupcren CKoB, Koja Mopa [ia ce cHajme Bo IIYKTYH-
paukuoT TeMiiepaMeHT Ha Shd4dow, Koj peuncu 4 roguHu cobupa MmogaToly 1 e obyyeHa aa
ja urpa oBaa npetcraBa.Ke Hamue feKa IIpeTcTaBaTa e UCTOPUCKH M TEXHOJIOLIKU IIPOOUB,
BO CeKOj CjIy4aj, ¥ e TeXHOJIOUIKYU CYIIepruopHa 1 MMa MOMEHTH KOoTra MOPHUILIM Be o03emMaar
o[ CTpaB Kora CUTe Ke 3aBplinuMe Bo MaTpuilata. Ha KpajoT Taa Ke 3akiydu geKa Skybben
€ WCKJTYUUTEJTHO pejieBaHTHA MTPeTCTaBa, HO [leKa CUHIUKATOT Ha aKTepUTe celak He Tpeba
[la ce IUIALIN JeKa MalIMHUTE Ke ojaaT U Ke ja mpe3eMaT HUBHaATa paboTa, bapeM He 3acera.
(Blendstrup, 2023)BU e TexHOJIOUIKY pa3BreHa 10 MOMEHT Ha pasbupame U ofropapame, HO
cé VIITe He 3Hae [la [Ipello3HaBa U Jla PelpoayLirpa eMOL1M, a Toa e CYIITUHATa Ha TeaTa-
pot. Toa 1mITO }KUBUOT aKTep MOKe [ja TO PeITpofylipa Ha clieHaTa BO /IaJleHUOT MOMEHT e
HEIIITO IIITO € aBTEHTUYHO CaMO 3a TOj MOMEHT, I1a IypU K CAMHUOT aKTep He MOKe [ia [IOBTOPU
[IBe UAEeHTUYHO UCTU U3Be0M Ha MCTa IIPeTCcTaBa, CeKoja u3Beda MMa CBoja YHUKaTHOCT.
OtrTtyKa BM He MOKe ma ro pempoaylLupa Toa, 3aToa IITO Taa KOMIUIEKCHOCT Ha eMOLIMU €
HEIIITO IIITO € CKJIOI Ha OKOJTHOCTH, a He e aJiroOpuTaM Koj paboTu BO 3a/IHMHA. 3aT0a U MECTO-
To Ha BU Bo TeaTapoT AeHec ce Haora BO MMIIPOBU3ALIMCKUOT TeaTap, 3aToa IITO e ajlaTKa
KOja MOCTOjaHO MMITPOBU3UPa, HeMa JTOCJeqHOCT Bo paboTaTa co Hea, fa 3aToa U aKTepure
Mopa Ja UMIIPOBU3MpaaT Kora paboraT co BU. Bo egHo UcTpaskyBaibe Koe e CIIPpOBeeHO of
crpaHa Ha MeTjycoH u MupoBcku 3a yrorpebara Ha BY Bo MMIIPOBU3UPAUYKUOT TeaTap BO
KOj THe 3aK/JydyBaaT JeKa CO COOABETHO TPeHUpalhe Ha O0TOT U UTPUBaTa CHAOJIMBOCT Ha
aKTepuTe, MOJKe YCIIeITHO Jia ce Kopuctu BU Bo oBoj THUIT Teartap, Ia Ke fofanaT qeKa Tea-
TapcKaTa UMIIPOBU3aliija eKOMIUIMLIMpaHa hopMa Ha KMBa, KojabopaTuBHa u3Benoda. VM-
MpoBU3allfjaTa € XyMOPUCTUYHA ¥ UTPUBA YMeTHUYKa (hopMa U3rpajieHa Bp3 OTBOpeHa Ha-
paTHBHA CTPYKTYpa Koja UICTOBPEMEHO I' C/IaBU HAIIOPOT U HEYCIIeX0T.3aToa, Taa e uaeaaHa
iaTpopMa 3a TecTHUpare, pa3Boj U pacriopefyBaibe MHTEPAKTUBHO PAa3roBOPHU CHUCTEMU
OasupaHu Ha BelllTauKa MHTenureHuuja (BU) unu sewitiauku umiiposusaiiopu. (Mathewson,
Mirowski,2018:1)

I'macoT Ha akTepoT Hactipotu BU

Kora cranyBa 360p 3a I71acoT Ha aKTepoT, 300pyBaMe 3a efleH MHCTPYMEHT KOj TIO/IJIesKU Ha
JIOJITOrOIMIITHA paboTa 3a BpeMe Ha CTY/IMUTE U HEIOBO OfIP;KYyBakhe BO TEKOT Ha Kapuepara.
['macoT e MHCTPYMEHTOT Ha aKTEpOT U 3aToa Toj Hapa rocrojaHa paboTa Ha Hero, MPeKy Toj
WHCTPYMEHT aKTePOT I'M MCKaKyBa CBOUTE €MOIM, CO3[aBa peasiHa CJIMKa 3a [71e[ladyoT [a
MOjKe JIa TO JIOo;KMBee KaTap3UUHUOT MOMEHT CaMo IPEeKy CAyllake, ITPeKy AoKHUBYBakbe Ha
Tyrara emonuja. I';macot ja mMaa Taa MOK Ja NpeHece KOMIUIMIIMpaHU WHMOpMAaIUU TIpe-
KY CBOjOT TOHaJIUTET, 3aTOA aKTEPOT ja UMa MoTpebaTa 3a eKCIIepUMEeHTUPalke U ydere Ha
KOHTpOJIaTa BP3 CBOjOT IJ1ac, 3a Jla MOKe IITO IMOTOYHO [ia TOo YIoTpeOyBa 3a JI0/IOByBakbe U
peanusupame Ha KOHLENTOT Ha MPeTCcTaBara, 3a JOBeAyBale Ha CBOjOT JIUK JI0 COBPILEH-
ctBo. ®roja KeHeqi BO CBOjOT TEKCT 3a IVIaCOT BO M3BeJI0€HATa YMETHOCT IUIIYBa 3a efjHa
TpeTcTaBa uMja u3Benba Owia BO TOTajleH Mpak U HallOMeHYBa JleKa TaKa, BO MPOCTOPOT
Ha TeMHUHAaTa U BO OTCYCTBO Ha BU3YyeJIHA CTUMYJIallkja, 3ByJHUTEe OPAHOBU, U BOKAJIHUTE

Y MHCTPYMEHTAJTHUTe, 11 00e30elyBaaT Ha My0JIMKaTa UHTEH3UBHO UCKYCTBEHO pa3bupare



Ha HaCOUYeHOCTa Ha 3BYKOT - & CO TOa 1 Ha MPOKCEMUCKUTE eJIeMeHTHU CO37IaJleHU U CO KOu
ce cpeKkaBaaT U3BeyBaulTe, HUBHATA OJIM3MHA K OOBOEHOCT €IHU Ofl APYTU U O] YWIEHOBUTE
Ha nyonukara.lla, roToa fomaBa qeKaBOKaJIHUTE KBa/UTeTH MH(pOpMUpaaT (oajiesKHo Ha
TOJIKYBaibe O]l CTpaHa Ha ITOeIMHEeUHHTEe YIEeHOBU Ha ITyOJIMKaTa) 3a pelaTUBHUTE COCTOj-
601 Ha HAITHATOCT, JIECHOTUja, HEIIPUjaTHOCT, PAjIOCT M CUTE CYIITWIHOCTHU OMer'y HUB, BO
3aBUCHOCT O] YYBCTBUTE/THOCTA Ha CJIYXOT, Ha eMIlaThjaTa MHa MPEeTXOJHOTO UCKYCTBO Ha
ceKoj uiieH Ha nybsukara.Cemnak, BO eJleH MOMEHT 3aKJIydyBa fieKa e()eKTMBHOCTa Ha MpeT-
CcTaBaTa 3aBHCH O[] CIIOCOOHOCTA Ha aKTepPUTe [la Co3hadaT WiIy3Hhja JeKa 300pyBaaT BUCTH-
HUTO HU3 HU3a JpaMaTUUYHU U CTWICKO pa3sHOBUAHU cuTyaluu./la ce 300pyBa ,,BUCTUHUTO"
KaKo aKTep e IMOBP3aHo, HO He U HUJIEHTUYHO, CO TIOMMOT BUCTHHA KaKo IITO reHepajiHO ce
pa3bupa Bo mpaBHU, QU030 CKU WIX TMHIBUCTUUKY TEPMUHU. BrcTHHaTa BO IpeTcTaBaTa
e HCKYCTBO, a He (haKT, ¥ BKJIydyBa aHTa)KMaH M Ha aKTepOT U Ha MyO/JMKaTa BO TOa UCKY-
CTBO.3a UCKYCTBOTO Jla Ce Meplulupa Kako BUCTUHUTO, aKTEPOT Mopa Jla MMa BelllTUHA U
CBeCHa ITIOArOTBEHOCT a J03BOJIM YCJIOBEHOTO, jac” ma bume ciyiHato. (Kennedy, 2009:409-
410)T'macoT e UHCTPYMEHT/ajlaTKa U aKTepOT,KaKo 1 My3M4apoT Kora CBUPHU MO HOTHU,TU KO-
pUCTHU 300pOBUTE HAIIMIIIAHU O] aBTOPOT 3a [1a I'0 OJKUBee TEeKCTOT, 3a Ja r'o O}KUBee JIMKOT.
Co CBOjOT I71aC aKTEPOT MY /laBa MOCTOeHhe Ha TeaTapCKOTO HAMUIIAHO Jiejio, T'o co3JlaBa BO
IIPOCTOPOT, My OBO3MOKYBa CYIUTUBHA MTPUCYTHOCT Ha HEIITO IITO O1JI0 caMo IuiliaHa gop-
Ma. CeKoj aKTep Ke co3fazie pa3/iMuHa UHTepIIpeTaliija Ha UCTHU 300POBU, CEKOj aKTep IIPEeKy
COIICTBEHMOT IJIac 1 mocebHOCTa Ke UM Jaje Ha 300poBUTe pas3/IMuHO 3Hauethe, HEeKorall Toa
3Haueme ce TMOKJI0NyBa, HO MHTepIIpeTalnjaTa Ke Ousie pa3indyHa, Toa e Toa 3a Koe 300py-
BaMe JIeKa I'o IpaBU TeaTapoT IocebeH, a aKTepoT He3aMeH/IMB. BY Bo 0Boj mpoliec 3aTajy-
Ba, 3aTo0a ILITO CE VIITe HeMa CITOCOOHOCT 3a JIOBee Ha THUe CUTHU, CYNITWIHU (PUHECH TTpU
WHTepIIpeTalrja. IHTepIipeTalidjaTa HampaBeHa of B/ e caMo ayAUTUBHO BOKaJM3Upamhe
Ha HaMuIlaHOTO, HeMa CYIITMHA, HeMa eMOI[MOHa/THa UCIIOJIHETOCT, HeMa Bapujaliuy, a Toa
e MIPEeMHOTY OIIIITO 3a Ja CTaHe YMEeTHOCT, 3a Jla CTaHeOUTHO. Bo IpoliecoT Ha co3faBaimbe
r7ac o7 ctpaHa Ha BanropuTamoT KOPUCTU YOBEUKU T7IaCOBU, I'M TT03ajMyBa TOHAIUTETU-
Te O] peaJIHU JyI'e U TaKa co3faBa riac, BU Hema cBoj I71ac ¥ He 3Hae KaKo Jia ro co3fjaje
3aToa LITO HeMa moTpeba of Hero. Bo pa3BojoT Ha TeXHOJIOTMjaTa CUTe TOBOPHU aCUCTEHTHU
IITO T KOPUCTHMe Ha JHeBHO HUBO, CupH, Asekca, Xej I'yI7T U c/IMUHM, CUTe TUe KOPUCTAT
peayiHU TUUYHOCTU KOU BJierjie BO CTYJIUO U TO TO3ajMusie CBOjoT riac 3a Tue BU acucrteHTn
Jla MOKaT Ja BOKa/JIM31Upaar, ga ropopar. Taa HeKoja 6jief1a eMolIMOHa/IHA Bapyjalija Koja ja
crylIaMe off OBH€e aCUCTEeHTH e caMO OOMOT Ha peasTHUTe JIMYHOCTHU [1a IO HallpaBaT CBOjOT
I71ac IITO MOKe TIOHEeyTpaJjieH, HO U TOj 00U/ He e ceKoralll yCIIelleH 3aToa IITO eqHOCTaBHO
Taa [JlaCOBHA aBTEHTUYHOCT € Peurcy HeBO3MOKHO fja ce u3berHe. Bo efgHa cBoja aHamu3a
33 KOPUCTEHETO peasHd YOBEUKM [TIaCOBU 3a IMmoTpebute Ha BU acucrenture,Mimo PamaTu
MUIIYBA JIeKa aJ1Z0puitiaMCKUOUBEHIPUIOKBU3AM MOKe fia o 06jacHU HeJJOCTUTOTO] ITpe-
Mo3HaBahe Ha YOBEUKHOT BOKAaJIEeH ITPUIOHEC KOH aJrOpUTaMOT Off CTpaHa Ha KOMITaHU-
WUTe U Ja MpuBjiede BHUMaHWe KOH MOJMTUKATA Ha IJlacOBHATa MHJYCTpUja 3a BellTauKa
MHTEeJIUTeHLIMja 3aToa LITO IIePCIIeKTHMBa Ha KOMIIAHMUTE € Taa JeKa 0e3JIMYHMOT IjIac o
ocioboayBa OpeHIOT Ha KOMITaHUjaTa o/l KaKBa OMJIO ITOBP3aHOCT CO KOHKPeTHA JIMYHOCT,
1a TakBaTa JIBOCMUCIeHOCT T TipaBu Cupu, AneKca winu AcucTeHTOT Ha ['yI71 ma usrinenaaT
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KaKo [Ja HeMaaT YOBEUKM JIMIIA 3aj] CBOMTe BOKa/IHM MacKu. Toj momaBa JeKa oBa UM CIIYKU
Ha KOMITaHMUTE Jla My JIaZlaT Ha aCUCTEeHTOT Ha BellITauKaTa MHTeIUreHI[ja He3aBUCHA JTNY-
HOCT, KOja He e MOoBp3aHa Co HUTY efgHa noceOHa yoBeuKa MHIWBU/YA, 3aTOoa IITO HiejaTa
3a JJaBame JIMUHOCT Ha TJIaCOBHUOT aCUCTEHT 3aBUCU OJf aHOHUMHOCTA Ha MOeOuHeloT 3a]1
BOKaJIHATa MacKa M 3aToa Mopa j[ia ce IOBJIede U Jja OCTaHe BO ceHKa. Toj ro criopezyBa oBa
CO MpeTCTaBa BO KUBO Ha BEHTPUJIOKBUCT, BO Koja Iy0/IMKaTa e MOTTUKHATA [ia [To[IJIerHe Ha
WiIy3ujaTa JeKa IJ1acoT Jioara off KyKjara, a He of] KYKJIapoT, [1a TakKa M Ha KOPUCHULIUTe Ha
I7IaCOBHU aCUCTEHTH CO BellITauKa MHTe/IUTeHII1ja UM ce IIPeTCTaByBa JIMKOT Ha aCUCTEHTOT,
a HeHa YOBEKOT KOj My To 1aj ri1acoT. [Topaziu 0OTCYCTBOTO Ha YOBEUKOTO TeJI0 O KOe MOTeK-
HYBa OBOj I/IaC U IPHUCYCTBOTO Ha HEKAKBA KyTHja KakKo 11To ce Amazon Echo nmu AppleHub
WM [TaMeTeH TesieOH,KOUTo MOAAP/KYBAaT OBOj A/IZ0pUtlaMCKU BeHUWPUIOKBU3AM, YOBEKOT
He cMee Jla ce BUIU WIH Jla ce JIOLIMpa 3a JIMKOT Ha IMIaCOBHUOT aCHCTEHT Jia Ma CBOj IJ1ac.
(Ramati 2024)Kako 1ITo MosKe f1a ce 3abefiesKu JleKa II0CTojaT a/ITOPUTMU KOU ycIieBaaT Ja
MpaBaT HEeKaKBa MUMUKPUja/KIIOHUPahe Ha YOBEUKU IJlac, cerak U 3aj OBHe OOMAu CTOU
peasyieH 4OBeUKH rjiac, He e Toa riacoT Ha BU, 3aToa mrto BM Hema coricTBeH riac. 3aToa,
KaKo IIITO MOKEBMeE [la BUAMME U OJl IPMMEpPUTEe Morope, Oypu U Kora BU e uckopucreHa
KaKO aKTHBEeH Yy4eCHUK BO IIPEeTCTaBa, IVIacoT IITO I'0 KOPUCTH € I7IacoT Ha aKTepKaTa Koja
ro Io3ajMyBa 3a Taa Liejl, [1a JypU U Toralll TOj IJIac € MHOTY HeyTpajieH, HeMa Bapujaliiu,
HeMa peasiHa YBepJIUBOCT, [1a YBOTO Ha C/YIIATE/IOT I'0 IPerno3HaBa poOOTCKUOT/TeHeEPUUKU
HauMH 3a U3pa3yBakbe VIITe O] CaMHOT oueToK. 3a oBa MDj10ja Ke Hamnuiie: ,,Celak, TEKCTOT
Ha M3BembaTa, MAaKo MOJKe Jja IIPeTCTaByBa allCTPaKTeH CBET, BO TEKOT Ha CBOETO BpeMe-
Tpaeme U BO PaMKUTE Ha CBOjOT pealiMCKU KOHTEKCT, € HacTaH IITO ce cjydyBa. CIIMYHO
Ha TOa, TEeKCTOT Ha BOKa/IHATA U3Bez0a, [ojeKa MPeTcTaByBa WM MMUTHPA OLpe[eH Tro-
BOPHUK/JIUK, Ce jaByBa KaKo HM3a MeryceOHO MOBp3aHu,caMopedepeHiIdja/iIHd HacTaHu."
(Kennedy,2009:413)

3aKIy4oK

3acera akTepoT U HETOBUOT IJIacC ce Cé YIITe He3aMeH/IUB Jiefl O]l TeaTapoT, IIPBO Nopaau
¢u3nuKaTa MPUCYTHOCT Ha ClieHaTa, IITO OBO3MOKYBa M BU3YeJIHa ITOBP3aHOCT Ha TOBOPOT
CO TEeJI0TO, 8 BTOPOTIOOUTHA OCOOMHA e TOa IITOTTIAcOT Ha peasyieH aKTep KOj e MPUCYTeH BO
IMPOCTOPOT € Toa LITO CO3[/laBa YHUKATHOCT. Bapujaliunre Ha akTepcKaTa Kpealuja, Ha ak-
TepcKaTa u3Bef0a BO TaZIeHUOT MOMEHT e He3aMeH/Bo ofi BU Bo mornenno Bpeme. BU mo-
’Kebu pacriosiara co MHOTY IOBeKe MH(OpPMaIMKU O KOjOMIO akTep, HO U MOKpaj CUTe THe
nHdopMaluy He ycIieBa fia ja peKpenpa YoBeuKarTa Ipupo/ia, 3aToa IITO UOBeUKaTa Ipupo-
na e Oa3upaHa Ha CIIOHTAHOCT, He Ha ajiropuTaM. YoBeuKaTa IpUpoa e HelmpeaBUIINBa,
pearupa Ha OKOJIMHAaTa, CO3/laBa CBOj CBET U o UHTepIIpeTUpa Ha YHUKaTeH HauuH. BU ce
PaKOBOAM IO aJITOPUTMU U He Mpero3HaBa CIIOHTAHOCT, ce 0OuyBa Jla Hajjie JOThYHa I10-
BP3aHOCT TOMery HacTaHWTe U He OCTaBa HUILITO Ha CJIyYajHOCT, 3aToa LITO He ja pa3dupa
CJIy4ajHOCTA, ja CMeTa 3a rpeuika. ToKkMy Taa ,I'pelika“ e Toa LITO o NpaBy PeaJTHUOT aKTep
He3aMeHJIUB, 3aToa LITO Taa ,,[PelIKa“ He e BO CYIITUHA Irpelllka, TYKY € MOMEeHTOT Ha peail-
HOCT/CTBapHOCT, MOMEHTOT Ha pearupame oj CUTyallija, MOMEHTOT Ha MCKpeHa eMoliyja

IITO aKTEPOT ja Mpero3HaBa U ja KOPUCTHU BO CBOja MOJI3a 3a CO3/laBame JIUK/KapaKTep Koj



e rocebeH, Koj e efleH U eJUHCTBEH BO TOj AajieH MoMmeHT. OTTYKa, akTepuTe He Mopa fia ce
TPIJKAT 3a Toa JieKa Ke ougart 3ameHeTu co BY Bo ckopo BpemMe, May BOOIIIITO, 3aT0a IITO
IypY U J1a ce T0jaBaT MPeTCTaBu KO Ke OUAATIIeIOCHO co3hajieHn u usBeqeHu of BU, Toa
cellak Ke Oujie HEKaKoB IlepdopMaHc, a He TeaTapCKU UMH, 3aToa IITO 3a TeaTap, KaKo IITO
BUKAa U rojieMUoT I'pDOTOBCKHU, e TIOTPeOHO efieH aKTep W efleH Iiefad, 6e3 Toa Hema Tea-
Tap, 3aToa ILITO TeaTapoT Ce C/IydyBa BO ITPOCTOPOT MOMErY aKTepoT u riiegadoT.(Grotowski,
2002:32)3naun 1 Bpyk u ['poTOBCKM, a ¥ MHOTY APYrM HU3 KCTOpHMjaTta 300pyBajie HITO e
CYLITUHATA Ha TeaTapoT M PEeUYMCH CUTEe Ce COoIJ/lacyBaaT JleKa 3a [a IIOCTOM TeaTap Tpeba
aKTepu U MyOJIMKa, IITO KAaKo IITO CIIOMeHaBMe U MOrope e CyIITMHATa Ha CaMUOT 4YUH, HO
HEeOCIIOPHO € Toa [IeKa COo YIIoTpebaTa Ha TEXHOJIOTHjaTa, Ofl HajIIpOCTH paboTH KaKo CBETIIO
¥ MOMY/H, T1a TIOHATaMy [I0 IIPOeKTopU, MUKpodoHu, BU u nito cé yiite He, TeaTapCKUOT
YMH He CTaHyBa IIOMAaJIKy TeaTapCcKu. TexHojorujata He ro Herupa TeaTapoT, CaMo I'o IIOJI-
IIPKyBa, I'o MOTXpaHyBa J1a MopacHe Ha HUBO IITO MPUTOA BO HEKOj CTaZUYM O] pa3BOjOT Ha
TeaTapoT O He3aMUCIUB. Taka TeaTapoT pacTe U MPOO/IKYBa [ia Ce pa3BUBa CO TEXHOJIO-
rujaTa Kako 3aMeHJIMB, HO cerak OuTeH e of Toj pa3Boj.Toa 1ITO HaBUCTUHA MOKe ia ce
3aKJIYUU € JIeKa Cé MoJleKa YMETHHULIMTe KOM CO3[aBaaT TeaTap ja KOPUCTAT TeXHOJIOTHUjaTa
KaKo MOJIIPIIKA Ha TeaTapCKUOT UMH M He TO HapyllyBaaT 0a/laHCOT Ha Toa [ieKa OCHOBaTa
Ha TOj UMH ce aKTepUTe U ITyOJ/IMKaTa, 4O TOoralll TeaTapoT Ke CU ja 3auyBa CBOjaTa YHUKATHOCT
1 HeMa J1a uMa moTpeba [a ce IUIaliv of TexHojorujata. He3aBuCHO faju efiHa TeaTapcKa
IIpPeTcTaBa e LIeJIOCHO IOTIIPeHa Ha TeXHOJIOrWja WjIxd He, Toa IITO CeKOj YMEeTHHUK Tpeba ma
ce 3arTpaliia e Jajivl IOKOJIKY He TIOCTOU TeXHOJIOTHUjaTa, aKo 1IeJIOCHO ja OTCTPaHUMe, Hajii U
0e3Toa Taa MpeTCcTaBa BO CYLITHHATA Ke ocTaHe Jla Oue TeaTapcKku 4uH. Bo oBaa fo6a Ha Te-
aTapoT, KOj HajuecTo e 3aBUCEH Off yIIoTpebara Ha TeXHOJIOTUjaTa, CaMUOT aKTep U HETOBUOT
I7Iac ce HaoraaT BO II03UIIYja Kaje IITO HEKOU Of] TEXHOJIOUIKMTE [oMarasa o IpaBaTt aKTe-
pOT fAa Oue roMp3euB U [ja 3a60paBy Ha HEKOW OCHOBHU O] CBojaTa Ipodecuja, KaKo HITO
e MOCTAaBEeHOCTa Ha I7IacoT, Heropara yroTpeba u rocrojaHaTa paboTta Ha Hero, a IpuToa He
MUCJIejKM Ha Toa [ieKa HeKoraill, KaKo IIITO [orope crioMmeHyBa u camata Iletrcu PopeHOypr,
JleKa HaIllpeOKOT Ha TEeXHOJIOTHjaTa Ha MUKPOMOHUTE BO JeHEUIHUIIATa CaMo ja IOTeHIpa
aKTepcKaTa HeIloJAroTBeHOCT U HeYMEIIHOCT, TaKa IIITO aKTepoT Tpeba ma paboTu noseke, a
He MOMAJIKY 3a Jla MOKe JIa OIICTOjyBa BO BpeMeTO Ha TeXHOJIorujaTa. AKTEPOT BO OBa BpeMme
Mopa fa ce 60pHu 3a CBOETO MeCTO U ITpeKy paboTa U YITOPHOCT [ia ja ITIOTBP/IyBa CBOjaTa LieH-
TpaJiHa yJiora BO TeaTapCKUOT UKH, Jla He OCcTaHe ITIOTIPEH Ha TEXHOJIOrMjaTa v BO ITPOLeC Ha
yeKarme Taa Jla ro HarpaBu rogobap aktep. Ha moOpuoT akTep TeXHOIOrMjaTa My e romara-
JI0, ITIOTXPaHyBau Ha HETOBUTE BeKe CTEeKHATH CIIOCOOHOCTU U MOTXpaHyBake THe Ja CTaHaT
LITO TI0/I00PH, a He [TaTepuiia Ha Koja aKTepoT Ke ce MOTIIPe BO HeJOCTUT U/ HEPAa3BUEHOCT
Ha CBOMUTE aKTePCKU CIIOCOOHOCTH.
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Munuo Y3yHOB

BELLUTAYKATA UHTEAUTEHLUIJA

1l [P

3

ARPARSETO BO BRPEMIE [RA

AATOPUTMM

UDC: 004.8:792.02 ;

BerrraukaTa UHTe/IMreHIIMja Cé MTOBeKe cTaHyBa e
oJl HalleTo ceKojagHeBue. HejsuHaTa mpumeHa OCBeH

BO KOMIUIEKCHUTE CTPYKTYPU BeKe MOjKe Ja ce cpeT-

004.8:792.071.2.027

beroscka, T.

He U BO pellaBameTO TEKOBHU U eJIHOCTaBHU Jujie-
mu. Cemnak, yMETHOCTa MIpeTCTaByBa 00JIacT Kajle LITO
TeXHOJIOTMjaTa MMa I0CeOHO 3Hauere, a Hej3uHaTa
y/iora 3HAUWTEJTHO BJIMjaHHWe BO YMETHUUKHUTE esia.
OcBeH MPUCYCTBOTO BO ClleHCKAaTa TeXHOJIOTUja, Kajle
LITO TIPBIIAT TeXHOJIOTHWjaTa MMallle MTpHUMapHa ysiora,
IeHecKa HarpegHuTe codTBepCKU aruimranuu u BU
3HAUWTEJTHO MO’KaT /a MOMOTHAT M BO KpeaTUBHUTE
rpotiecu. AJITOPUTMUTE U COPTBEPCKUTE ArUIMKal[UU
3a TeHepupame TeKCT U My3MKa, MOJKaT Jja ce BK/TydaTt
yIlITe BO MOYETHUTE MPOAYKLMCKU (a3u. CleHCKUTe
aKTH, IBUJKEeTO Ha aKTepuTe, Ta JIypyu U ofpedeHu
peKucepcKy AueMM MOKaT [1a OujaT rpeameTr Ha
oricepBalivja co momMoiil Ha BU. CuTe oBue MOXXKHOCTU
KOU JleHecKa Ce HYJlaT CO Cé TIOrojieMUOT KamaljuTeT
Ha KOMITjYTEPCKUTE eIMHULIM 1 HUBHOTO MPEKHO II0-
Bp3yBame, CTaHyBaaT COCTaBeH [eJl BO COBPEMEHUOT
ITpUcTan Ha IpoAiyKuujaTa. HUBHaTa mpuMeHa cTaHyBa
cé 1orojiemMa, a pellieHrjaTa KOU ce HyZlaT Cce ITOBeKe ce

MpUMeHYBaar.

NHuTepecHo 11051e 3a oricepBaiiuja Ha BU Bo pamkuTe
Ha YMEeTHOCTa ITPeTCTaByBaaT CLIeHCKO-U3BelyBauKUTe
Ilefia Kajle UITO CceKoja u3Bezi0a MpeTcTaByBa MmocebOeH
nepdopmanc. Yiorata Ha BV Bo mpopykuujata Kaj
CIIeHCKO-U3BeJlyBauKUTe Jiejia Ceé VIITe He e ITPUCYTHA
BO rojieMa Mepa, 4 NOKpaj Toa IITO Hej3SMHUOT Karalu-
TeT HYOIU MHOZY MOKHOCTU. ['ojieM Opoj aBTOpU Beke
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eKCIlepUMeHTHPaaT BO CBOUTE Jiejla ITPUMEHYBAjKU ja
BellITayKaTa MHTe/IMTeHlja BO pas3inuHuTe ¢asu u

CerMeHTHn o/ IMpOAYKIIMCKHOT IIpoliecC.

Kako KOHKpeTeH IMpuMep BO OBaa HAcOKa Ke ja CIio-
MeHeMe HoOBaTa TeaTapcKa mpeTcraBa ,OBa e camo
KpajoT Ha cBeTOT" BO peskuja Ha Tea beroscka u Bo
npoaykiuvja Ha JlpamckuoT Teatap op Ckorije, Kage
IITO KaKo [ieJI OfI clieHorpadujata e mpruMeHeTa BUe-
OIIpOEeKIMja peajnu3rupaHa co pOOOTU3UPAHUOT CUCTEM
Ha Kamepu. TykKa BO KoopauHallija cO ciieHorpador
Hapja BacuneBa-KoBauoBcka ce coriacuBMe fja Mpu-
MeHam B dyHKIMja Kaj oBue Kamepu Kaje IITO Clie-
JIeIbeTO Ha aKTepuTe HU3 clieHorpadujata Bo ofpeme-

HMU CLIeHU Ke 6upe BozeHo on B anropuramor.

OcBeH ropecriomMmeHaTHTe TPUMepPU 3a IMpUMeHa Ha
BU Bo clieHCKO-U3BelyBauKuTe fiesia, Cé MoaTpaKTUB-
HO e U T0JIeTO Ha KpeaTUBHOCTA Kajie IITO aJIrOPUTMU-
Te JaBaaT LIeJIOCHU cleHorpadCcKu pelieHuja, BUIeo-

COAP>KUHU U 3BYUHU e(DeKTH.

Ho, panmu oBoj TeXHOJIOIIKY UMITAKT Ke ja HaMaJlu aB-
TOpPCKaTa KPeaTUBHOCT WIH, I1aK, rojieMaTa H1u3a HOBU
MO’KHOCTH KOU Ce HyZiaT co Hea Ke ja 300raTu IPOAIyK-
LurcKaTa noHyzna? OBa M yiITe MHOTY JIPYT'M Ipaliamba
He caMO BO KpeaTUBHATa, TYKY U BO eTHUUKaTa cdepa,
ocTaHyBaaT OTBOPEHM 3a aHa/M3a U AUCKyCHja BO Ie-
PUOZOT KOj CJle[iv 3a YCOBPIIYBabe U 3a pa3Boj Ha Belll-

TadyKaTa HHTeHHFeHHI/Ija.

Knyuuu 360poBu: ClieHCKO-U3BelyBauKu [iesia,
BelIrTauyka uHTenureHnuja BU (Artificial intelligence),
poboTtusupan cucrem Ha Kamepu (Robotic Camera
System), cueHorpaduja, aaropuram, CcogTBEPCKU

alVIMKall1H.




HeBpoHCKU Mpesku

Pa3BojoT Ha BelllTauKaTa MHTeJIMIeHI[dja JeHecKa ce TeMeld Ha Op3MOT TeXHOJIOLIKU
pas3Boj, ocobeHo Bo 0bj1acTa Ha MUKPOIIPOLIECOPUTE KO BO IOC/IeIHATa [elleHrja peuncu
ro JIOCTUIHaa CBOjOT MaKCHMYM BO OJHOC Ha XapaBepcKaTa usBen6a. HUBHUTe OUMeH3UU
TOJIKY Ce HaMaJivja IITO BCYIIHOCT pecMeTkuTe 3a pyHkuujaTa Ha [TH criojoT ce cBeme Ha

OpOjOT Ha eJIeKTPOHUTE BO HEroBaTa akKTUBHA 30HA.

Ho, noueTronjure Ha BelllTaukaTa MHTEIUTeHIUja AaTUpaaT YIITe MHOTY ofilaMHa. BeyiHoct
6a3ara 3a Hej3MHUOT Pa3BOj ce HEBPOHCKUTE MPEXKU KOUu Ousie OrcepBUPaHU VIITE MHOTY
onmamHa. OcHOBHATa Ujleja 3a HEBPOHCKUTE MpeyKU MOTEeKHYBa of fasieuHara 1873 romuHa
Kora Anekcanpap Beju [Alexander Bain] u Bunujam Llejmc [William James] 3amouHane ga
ro orcepBupaat (QYHKIIMOHUPAKBETO Ha YOBEUKUOT MO30K. Criopeji TorauiHuTe CO3HaHUja
3a HeroBOTO (QYHKIIMOHUPAe U MPETIIOCTABKUTE KAKO TOj BCYITHOCT I'M aHaJIIM3Upa 1ojia-
TOLIUTE U JIOHECYBa OJJTYKU BO BPCKA CO HUB, OWJie MOCTaBeHU OCHOBUTE 33 HEBPOHCKUTE
Mpesku. MHOry 1ofiorjHa, oBHe ujien Ouie AOTOTHUTENTHO UCTPayKyBaH! o cTpaHa Ha Mek-
Kasiox [McCulloch] u ITuTc [Pitts] 1 co rmomoli Ha KOMITjyTePCKU eIMHULIM BO AajieuyHara 1943
rojiuHa KOHCTpyHpasie Mojie/l 32 HEBPOHCKUTE MPEKH, KOj Ce 3aCHOBaJl HA MaTeMaTUUKu
aroputaM. Bp3 6a3a Ha 0BOj MOJie/I ce pa3Bujie [iBa pa3/IMyHU TpaBlia Ha Pa3MUCTYBambe
M aHaJM3a Kaj HeBPOHCKUTEe Mpesku. [IpBUOT ce Hacoumyi KOH UCTpajkyBarbe Ha OMosol-
KUTE TIPOIIECU BO MO30KOT, a IPYruoT ce (hoKycupas KOH BellITayKaTa MHTe/UreHiyja. Bo
HCTpa)KyBamara 3a BellTayKaTa WHTEeJIMreHIja U Pa3BojOT HAa OCHOBHUOT aJifOPUTaM ce
jaBUjIe MBa OCHOBHU IpoOJieMa CO KOU OuJie COOUEHU TOTAllIHUTe UCTPayKyBauu Kako Map-
BuH MuHcku [Marvin Minsky] u Cejmyp ITarept [Seymour Papert] Bo 1969 ronuta. I gBaTa
rpobyiema OuIe Tocseuiia Ha TeXHOJIOIKUOT Pa3Boj Ha KOMITjYTePCKUTE eqUHUIIN KOU BO
paHuTe cellyM/eceTT! TOJINHU MMasle MHOTY HUCKO HUBO Ha pa3Boj. [IpBuoT mpobiem ce
jaBUJI U peanu3alivja Ha eJIeKTPOHCKO KOJIO Off TUTIOT Ha , Ekckity3uBHo Mnu*, (EXOR) koe
Ke MO’Ke Jla ce TPUMEHMU ITPU 1orojieM Opoj Blie30BU, a BTOPUOT MPo6ieM O MaJIMOT Karia-
LIUTEeT KOj 'O MMaJie TOTallHUTe KOMITjYTEePCKU eIMHUIIM 3a JIOJI'OPOYHO BpeMe Ha pabora,
BCYIIIHOCT BpeMe 3a 0O6paboTKa Ha TMOJATOIUTe KOe e MOTPeOHO 3a HEBPOHCKUTE MPEKU.
Pa3BojoT Ha HEBPOHCKUTE MPEKU ce 3a0aBUJI Ce 10 CpefiuHaTa Ha OCYMECEeTTUTe TOOUHU,
TOTOAa KOMITjyTePCKUTE eqUHUIIM UMaJjle 3HaUUTe/IeH HarpesloK. UM ToKpaj Toa 1ITo anropu-
TaMOT 32 HEBPOHCKUTE MPEKU BO MeryBpeMe /00U HOBU UJEU U YCOBPILIYBalhe Ha Beke
TOCTaBEHUOT OCHOBEH aJI'OPUTAaM, XapJIBEPOT CeraK CO3/iajl peasH! YCJIOBU 32 HErOBO Te-
CTUPakbe U UMIUIEMEHTUPahe BO KOHKpPeTHA MHCTaialuja. 3rojieMeHaTa MOK 3a 06paboTka
Ha Mo/IaTOLINTE U TI0jaBaTa Ha IPOLIeCOPCKU eIMHULIM CO TIOBEKe jajipa TW BpaTuja aJropuT-
MUTE 32 HEBPOHCKUTE MPEKU M KOHEUHO OBO3MOJKMja HUBHA peajiHa mpuMeHa. Bo poiHure
OCYMJIECETTU rO/INHU UCTPaKyBarbaTa 3a Xap/IBEPCKUTE eJIEKTPOHCKU HEBPOHCKUTE MPEXKU
3HAUUTEJIHO Ce 3rojieMuja U MHUIMpaa IojaBa Ha BellrtaukKaTta uHTenurennuja Al (Artificial
intelligence) Koja meHecka e BO HajrosieM mojieM. MOKHOCTa 3a yuekhe U YCOBPIIYBambe Kaj
BelllTaukara UHTeureHnyja - B HaromyBajku ja 6a3uuyHaTa HEBPOHCKa MPeKa, JleHecKa cé
yIlITe e eHUrMaThYHa rnojasa. MiMeHo, Ipu MpoliecoT Ha Haro/lyBame 3a fa ce mobue Oapa-

HUOT pe3yJITaT, HeBPOHCKATa MpesKa MOCTOjaHO T MeHYBa BPeJHOCTU Ha KoeUI[UeHTUTe
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Kaj CBOUTe HEBOPHCKMU jajipa Cé 0 MOMEHTOT Kora Taa Ke pe3y/ITupa co ToueH ofroBop. Bo
OBOj MpoIIecC Cé VIITe HeMa TOUHa eKCIUIMKallija KaKo BCYIIHOCT caMaTa HEBPOHCKa MpeyKa
»3Hae" Bo Koja HacOKa Jla ' MeHyBa oBue Koe(UI[MeHTH 3a Ha KPajoT [ia ja IMTOCTUTHE 1[eJITa.
KoMIiekcHoCTa Ha BelITayKaTa MHTeIUreHIja € JUPEKTHO 3aBHCHA Ofl MeryceOHOTO II0-
Bp3yBama Ha jajipaTa BO HEBPOHCKATa MpPE’Ka, IIITO JileHecKa e Ha MHOTY BUCOKO HUBO, KOe
JIOTIOJTHUTEJTHO € OBO3MOKEHO U Off I7I00a/IHaTa HHTEPHET MpesKa.

IIpumeHa Ha aTOPUTMU BO COBpEMeHaTa CI[eHCKO-U3BelyBauKa MTPOAYKIIja

WNuTepecHo nosne 3a oncepBalija Ha BU Bo paMKUTe Ha YMETHOCTA MPEeTCTaByBaaT CLieH-
CKO-U3BelyBauKUTE 1ejla, Kajie IITO ceKoja u3Bemba IpeTcTaByBa IocebeH rmepgopMaHC.
Mery ripBuTe 00/1aCTU BO KOM a/JITOPUTMUTE BO CLIEHCKO-U3BEIyBAaUKUTE Jiejia [I0YHaa fa ce
IIpUMeHYyBaaT, Oellle U CIIEHCKOTO OCBET/TYBake WU IM3ajHOT Ha cBeTyIo0. TyKa, co mpuMeHa
Ha UHTE/IMTeHTHUTe CBeT/IOCHU TeJjla, IPBIAT ce ITpUMeHHja aJiTOPUTMUTE KO aBTOMaTU3U-
paHO I'M PaKOBOJlea OBHEe CBET/JIOCHU TeJla 3a [ia ce Jobue 3aJJ0BOIUTENIEH CBET/IOCEH (DITYKC
Ha cileHarta. [leHecKa co nmpuMmeHa Ha BU oBue cBeT/IOCHU Tejla He ce 3aJ0/IKEHU caMo 3a
OIMIIITOTO CIIEHCKO OCBeT/IyBaibe, TYKY TUe BeKe ja cjeflaT akTepCcKaTa Urpa u ro mpeaBuy-
BaaT HUBHOTO [IBUKEHe Ha clleHaTa. Ha Toj HauuH ycIlelHo r'u cjieflaT HUBHUTeE JIBUKea U
obe3benyBaaT OCBET/IyBakhe BO HUBHUOT IIPOCTOP Ha CLieHaTa BO COTIACHOCT CO CLieHorpad-

CKHUTe HaCOKU.

[Tokpaj cBeTIOCHUTE Tejla, MOXKE Jla Ce HaBeJle U VIITe eJleH MHOTY UHTepeceH Ipumep
Kajie IITO MpUMeHaTa Ha BelllTauKaTa MHTeIUreHIdja yueCcTByBa BO KOMIUIETHATa ayJIuOCTIU-
Ka Ha cuenata. CranyBa 30op 3a Tearapckara akageMuja Bo JJopTmyHp u mpoekToT Hamlet.
Al Kagie mITo mpocecopoT U TeaTapcKUOT peskucep Majkasn Pay [Michael Rau] kopuctu BU
3a reHepupame ayjroeeKTy KOU ce aruiiipaaT Bo peasiHo Bpeme. CriefiejKu I T71IacoBUTe
U [BUKelhaTa Ha aKTepuTe BO TEKOT Ha ITpeTcTaBaTa, B/ reHepupa 3BYLIM IITO He MOTEK-
HyBaaT oJ] MPEeTXOJIHO CHUMEHU [AaTOTEeKU, TYKY HAaCTaHyBaaT BO MOMEHTOT KaKO efleH BU]l
peakiiMja Ha CIleHCKaTa urpa. Bo TeKOT Ha mpeTcTaBaTa MOKe Jia ce 3abejieskaT U KpaTKU
MY3HWUKHU TIOJIOTH KOU ja ciefaT akTepcKara Urpa HazloroHyBajKu ja ayauoaTMmocdepara
Co Tara, HaITHATOCT, CTPaB Wi cpeKka. CeKoja u3Beda IPeTCTaByBa YHUKATHO JT0’KMBYBaIbe

oupejku u akrepute 1 B nmaaT pasninuHa ClieHCKa akiiyja Bo ceKoja usBenoa.

Ho, HajMHoOry mipuMeHa Ha BU feHecka Moske fia ce 3abesie;kKu BO KOMITOHUPAHETO Ha
npamckuTe TeKctoBu. Co Hej3uHa MOMOIII JIeHeCcKa YCIelTHO ce pa3paboTyBaar Jiujaso3uTe
U TEKOT Ha JPaMCKOTO JiejcTBo. [Tokpaj npodecuoHaTHUTE aITOPUTMU U TEKCT-T€HEPATOPH,
Ha riobayiHaTa UHTEPHET MpesKa Ccerak MO)Ke Jla ce HajAoaT U CJIO0OHU reHepaTopu KOou
YCIIeNTHO reHepUpaar J1jajio3u co 3aJja/ieHy apamMeTpu. Kako rnmpumep 3a BaKOB reHEpaTop
Ke ro nocouaM Eskritor www.eskritor.com Koj Bo cBojaTa HeIlJlaTeHa Bep3uja HyIu reHepu-

pambe mujasior moMery ABajiia akTepu Ha fjajieHa TeMa, edpHUpaHa Cco JIoKaliija ¥ Bpeme Ha
nIejctBoTo. IMjasioroT MoyKe [a ce HacOouM Bo oApeneH (hOKYC CO KOPUCTEE TOMOTHUTETHU
IeTepMUHAHTHU ITpU JeUHUpakbe Ha TeMaTa U KapaKTepUCTUKUTe Ha akTepute. OBaa MOK-
HOCT JIeHeCKa CelaK He ce KOPUCTHU BO LIEJIOCT, a TeHepUpaHUTe AUjaIo3U IOIIOIHUTEIHO Ce

obpaboTryBaaT 3a f1a ce 3aAp;Ku (POKYCOT Ha IPAaMCKOTO [IejCTBO.



Pa3BojoT, nak, Ha BU Bo reHepupameTo CJIMKU U BUAEOCOP/KUHU MOTTUKHA VIITE e/lHa
MOKHOCT 3a 3a0p3yBaibe Ha IPOLIECOT Ha ITPOAYKIMja BO CLIEHCKO-U3BeOyBauKUTE IIejia.
KpeupameTo Ha cijeHorpadujaTa ceKoralil IpeTcTaByBa [OJT MIPoLiec BO KOj UIIeuTe U pe-
JKHCEePCKUTE HaCOKU Ce MPeTouyBaaT BO CKUIIM, MAKeTU U IpeJIor-pelieHuja 3a CclieHorpa-
dujara. [IpumenyBajku BU meHecka pelieHueTo 3a cueHorpadujaTa Moyke 3HAUUTE/THO Ja
ce 3abp3a u IIpUTOa Ia ce mobue BU3yaln3alija Koja Ke ja IoJ0BU CclieHaTa 3aeJHO CO KOH-
KPEeTHU ITPEeJIJT03U Ha CLIeHCKHU ejleMeHTU. HarmpeoKOT 1 KOpUCTemheTo Ha oBaa MpuaoouBKa
Ha BV MojKe [ia ce cpeTHe He caMO Kaj CLIEHCKO-U3BeIyBauKuTe Jejia, TYKY U BO MOJIeTO Ha
dunMcKaTa 1 TejleBU3MCKaTa Mpoaykiuja. Kako HajMHory kopucrenu BY ajnaTku Bo oBaa
cdepa Ke ru criomHaM Dall-E 2 u Dall-E 3 Kage 1rto iMa HEKOJIKY HAUMHU 3a BU3YeJIHO reHe-
pupame. Ilokpaj geTa/THUOT OIKMC KOj MOKe J1a My I'o 3azazieTe Ha BU, Bo reHepaTopoT numa
BeKe MpeJiosKeHU CJIMKU M BHUIeOCErMeHTH KOM MOKaT Jla BU ITOCJIYKaT KaKo ITIoUeTHa MH-
crnipaija Ha Koja Ke ja pa3BueTe cBojaTa Kpeauuja rmoHatamy. CeKako JieKa BajkeH aKTop
IIPU KOPUCTEHETO € HAaUMHOT Ha KOMYHUIMPAIe CO reHepaTOPOT, OJHOCHO IIPelLn3HO me-
duHMpaHuoT ornuc 3a bapamata ko BU Ke Tpeba ma ru ripetoun Bo BusyesHa popma. OBaa
KOMYHMKallija He e ceKoralll eJHOCTaBHa U Oapa crielirdudeH pegocies Ha neduHUPabeTo

Kaj mapamMeTpuTe U HACOKUTE 3a J1a ce mo0ue yCIielliHa BU3yain3aliuja.

U nokpaj ropeHaBeileHUTe NIpUMepH 3a puMeHa Ha BU Bo clieHCKO-u3BeyBauKuTe Jiesa,
Taa cellak He e MHOTY IIPUCYTHa Kaj HauuTe aBTopu. Ho, MoskHOocTUTe KOoj BU ru Hygu BO
oBaa MpojiyKIucKa cdepa, HyZIaT akijesepalyja Bo PoIyKIujaTa u morojeMa KpeaTUBHOCT.
Kako mpumep 3a Hej3uHa ynoTpeba Kaj Hac Ke ja TocoyaMm HOBaTa TeaTapcKa npercrana ,,OBa
€ caMo KpajoT Ha cBeTOT" BO peskuja Ha Tea beroBcka u Bo IpoayKLUMja Ha JJpaMCcKUOT Tea-

Ttap of Ckorije.
BMU Bo TeaTapckaTa npeTcraBa ,,OBa e caM0 KpPajoT Ha CBETOT

»,OBa e caMo KpajoT Ha CBeTOT" e TeaTapCKa IpeTcTaBa Bo pe;kuja Ha Tea beroscka, Koja co
3a/I0BOJICTBO Ce coIviacu Aa ImpuMeHaMm BY Bo KpenpamweTo Ha CIIEHCKUOT BU3YesieH edeKT,
€O TMpoeKTHUpame Ha ciieHata. CTaHyBa 300p 3a MpeTcTaBa BO KOja Ha 3a[JHUOT JIeJT Off Clie-
HorpadujaTa ce IMPUKa)KyBaaT JIBe 3aceOHU MPOEKLUU Of IBa BUeorpoeKTopa. CiuKaTa
of1 TIPOEKTOPUTE e pa3/IMuHa U ce o6MBa o] TpU IocebHU, poOOTU3UPaH CUCTEM Ha KaMepu
YMj CUTHAaJI JOTOJIHUTE/IHO ce 00paboTyBa ITPEKYy elHa KOMIjyTepcKa eIMHUIIA, U Ce OUC-
Tpubynpa fo Bujeornpoekropure. CiMKaTa off IIPOEKTOPUTE ja UCIOIHYBaA clieHoTrpadujaTa
BO HEj3MHUOT 3ajIeH JIeJT U UMa 1ieJl J1a TU [pUKayke eMOLIMUTe Ha aKTepUTe BO OfpelleHU
nesioBU o1 rpeTcTraBaTa. [IyGiuKaTa IMOKpaj BKYITHaTa [MOCTaBKa Ha aKTepUTe Ha ClieHaTa
MMa MOKHOCT JIeTaJ/THO [a ' BUIU €MOLIMUTE Ha JIMllaTa Ha aKTepUTe KOU Cce MTPUKa)KyBaaT
Co TpoeKIujaTa. busiejku ciieHaTa 3aeJHO CO CIIEHCKUTe eJIeMeHTH e KOMITpecrpaHa Ha MaJT
IIPOCTOP, a aKTepUTEe UMaaT JUHAMUUHA UT'pa, aKTepCcKaTa Io3Ui[ija Ha ClieHaTa He ceKoralll
ro TIOKa)KyBa M3pa3oT Ha HUBHUTe nuila. OBa MHTEPECHO pellleHre Ha PeKUcepoT BHeCYyBa
e[lHa HOBa IepleNiija 3a APaMCKOTO JejCTBUe Kaj nmyonukara. [lokpaj BusyemHuoT egeKt
KOj ja Aucrnep3upa aKTepcKarTa Urpa Ha CclieHaTa, OBa pellleHue /laBa U OMNOTHUTETHA aBTO-

HOMUja Kaj OBIKeaTa Ha akTepuTe U 1IeJIOKyITHaTa Kopeorpaduja.
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3a peanu3aliyja Ha 0BOj IPeJIOr Of CTpaHa Ha clieHorpadoT U PeKUCEePOT, IPUMEHUB 3
Kamepu o opeHgot ,,Conn” (SONY) momen SRG-A40, mocTaBeHH JIEBO U JIECHO O IIOPTaIOT
Ha ClleHaTa U eJlHa Kamepa Haj ClleHaTa BO 1[eHTPaJIHUOT Jie/l, [IOCTaBeHa Ha uMra ofj Tea-
TapcKaTa CLIEHCKa TeXHUKa. PasriemyBajku ja ciuieHorpadujata U mpobuTe oBaa IIOCTaBKa
Ha KaMepuTe ce TOKayka OJIJIMYHA 3a IMMOoTpebuTe Ha IpeTcTraBaTa. bugejku craHyBa 360p
3a poOOTHU3MpaH CUCTEM KaMepH, HUBHATa KOHTpOJIa Oapaillle ¥ orepaTop Koj Ke T'u ciemu
IBUKewaTa Ha aKTepuTe U Ke o HarojlyBa HUBHUOT Kaziap. Ho, BO HEKOJIKY ClleHU KaJle IITO
aKTepuTe ce IBUKAT 32 BpeMe Ha HUBHUOT AUjajior, HEBO3MOKHO e OIlepaTopOoT MapajieiHo
Jla 'Y CJIeJIU CO JIBeTe WM CO TPUTe MocTaBeHU Kamepu. CUCTEMOT e COCTaBeH O]l efleH KOH-
Tponep ox opeHnot ,,Conu” (SONY) momen RM-IP 10 Kafie IITO OIIepaTopoT MOJKE J1a KOHTPO-
Jiipa caMo eJiHa KaMepa BoO JlaJleH MOMeHT. TOKMY TyKa cMmeTaB Jieka BU Ke usnese npecpert
1 Ke MOjKe caMa Ja 'l KOHTPOJIMpa KaMepuTe, cjieflejKu ro ogHarpes gedMHUPAHUOT aKTep
Ha cileHaTa. VIMajKku mpedBu/l eKa caMo HeKOJIKY CLIeHM BO ITpeTcTaBaTa nMMaa rnorpeba ofi
BAKOB TUI KaJpHpaibe 1 BKYITHUOT OpOj Ha ITeT aKTepHU Ha clieHaTa, IpruMeHaTa Ha BU Gele

HaBUCTHWHa OOJINYHO pelleHne, Koe CO OBHe ITapaMeTpu Hyau Majia BepOjaTHOCT 3a rrpenika.

Cnuxa 1. Konttiponet cogpttisepcku utitiepgpejc Ha egra kamepa 28.05.2026

Ha cnukaTta 1 uMa MpuKa)kaHO KOHTPOJIEH MHTepdejc Ha efHa o7 KaMepuTe Kafe ILUTO
MOjKe Jla ce 3abesie;Ku JIMKOT Ha akTepoT Koj BU ro ciemu, obeneskaH co 3ejieHU KBaJgpaTu.
BU Ha KameparTa e HarofieHa Jla TIpMKakKyBa Kajjap CO HeroBa KpyrHa Iipe3eHTalidja. Kako
aKTepoT ja MeHyBa CBojaTa MeCTOIT0/I03K0a Ha ciieHaTa, Taka BU ru menyBa cBoute X, Y Ko-
opOvHATU U CBOjOT 3yM (hakTop (Camera Zoom), KOMIOHMUPAjKU T'O KaZapoT Ha KamepaTa.
Bupnejku cekoja of KamepuTre uma rmocebHa BV KoHTpos1a, BO TEKOT Ha OBUE CLIEHU O] IIPET-

cTaBaTta OrepaTopOT BOOIIIITO HE I'M yIIpaByBallle KaMepuTe MaHyeTHO.



Cnuxa.2. CueHa og tipeticiiasaiuia kage witio BU ¢u caegu akiuepuiue Ha cueHaiua 28.05.2026

Ha cnukaTa 2 e mpuKaskaHa clieHorpadujaTa Kage 1mro BV ru KOHTporMpa KaMepuTe ciie-
IlejKU TU aKTepUTe Ha ClleHaTa BO HUBHUOT AUWjaJior ofleKa ce JIBMJKAT, a Ha CJIMKaTa 3, TakK,
ce NpUKaKaHU CUTHA/INMTe (CJIMKUTE) Ol KaMepUTe KOU MOJI0IHA ce 00paboTeHu of KOMITjY-
TepckaTa effuHuIla. HactojyBajku fa ja ,,ogBou” cjiMkaTa ol akTepuTe Koja ce ITpoeKTrupa Ha
clieHaTa, ciieHorpadoT rmobapa HUBHaTa Ipe3eHTalija Ja Oule KOHTpacTHa U BO LIpHO-6ej1a
TeXHUKa. 3a Taa 1leJ I MOJKHOCTA Jla ce MeHyBa CUTHAJIOT Ha [BaTa MPOeKTopa He3aBUCHO,
IIOTIOJIHUTEJTHO CUTE CUTHa/IU Tpebaillle J1a ce oOpaboTaT co KOMITjyTepcKaTa eIMHUIA Koja
BOE/IHO U ro flechrHupa opMaTOT Ha CUTHAJIUTE KOH ITpoeKTopuTte. Bo pyrure cermeHTH o/l
MpeTcTaBaTa Kajle IITO aKTepPUTe MMaa MapKUpaHa MecCTo I10/10;K0a Ha clieHaTa pUMeHaTa
Ha BU Gelile HemoTpebHa 6UEjKM orepaTopoT MMallle 3auyyBaHU MTapaMeTpu Ha KaMepure
Kou Oapaa MHOI'Y MaJia KopeKuuja. [Tokpaj IMKOBUTe, BO OIpe[leHU IeJIOBU Ha ITpeTCTaBa-
Ta ce MPUKa)KyBaa U JejIoBU off clieHorpadwujaTa, KPYIHU JIeTau O]l MPeIMeTH (CLIeHCKU
eJIeMeHTH) U APYTo 3a Jla ce MOTEeHLIMpa WIK 03Hauu HeKoe IpaMcKo mejcTBo. [lopaau oBaa
MpuurHa, TTpuMeHaTa Ha BU 1jeslocHO /1a W cjleiu aKTepuTe 3a BpeMe Ha ITpeTcTaBaTa U

OIlepaTopoT BOOIIIITO Ja He I'M HarogyBa KaMepuTe He Oeliie BO3MOKHO.

Cnuka 3. Cauka og kamepuilie Upuka;kysajku zu akiuepuive 28.05.2026

56 57



MHurepecHa 3abeiellika Koja ja YBUIOBMeE IIpU akTHMBUpame Ha BV Bo IpBUTEe MOMEHTH Ha
CLIEHUTE Kajle LITO Hej3MHaTa acHUCTeHIIMja Oelle rmoTpebHa, e 6aBHOTO ¥ HECUTYPHO Haroy-
Barbe Ha KaMmepuTe. Bo IpBuUTe HEKOJIKY MUHYTH KaMepara He ja peajii3upa BeJHalll KpyITHaTa
Mpe3eHTallija Ha JIMKOT Of] aKTePOT, aHa/IM3UPajKU U IPeIBUAYBajKU I'o HETOBOTO ABILKEIHE.
Cerrak, 1o camMo efiHa 0 Be MUHYTH B BeKe ru IpeiBUMIN aKTEPCKUTe NIBUKEeHa U CO CU-
T'YPHOCT MOJIeKa I'o IIpe3eHTHPa aKTePOT BO KPYIIEH Kajiap. biarogapeHue Ha KOMIIjyTepcKaTa
eMHUIIA KOja MOTIOJTHUTE/THO ja 00paboTH C/IMKaTa Off KaMepuTe, Ipe3eHTalijaTa uMallle off-
JINYHA eCcTeTHKa Ha ClleHaTa CjiefiejKU I'o IPaMCKOTO [ejCTBUE U aKTEPCKUOT [IMjasIor.

Co [omo/IHUTEe/IHA aHa/Iu3a Ha aKTepcKaTa Urpa M CLieHapruoTo, Moykebu epMKacHOCTa Ha
BU ke MosKe J1a ce HAMIOMOJIHU U BO APYTUTEe CIeHH, Kajle LITO Mpe3eHTalljaTa Ha MPoeK-
TOpUTE HeMa [a Oue HacouyeHa caMoO KOH akTepuTe. Bo 0oBoj ciiydaj MosKe [1a ce IIPOLINPU
aJICOPUTAMOT U [ja Ce BHecaT [TapaMeTPUTe 3a OCTaHaTUTE Kafpu of IIpeTcTaBaTa, CO IITO Ou
MOKeJIO Jla ce u3berHe MaHyeIHO PaKOBOEHhe Ha pOOOTU3NPaHUOT cucTeM Kamepu. CeKako
IleKa 3a oBaa rmpoMeHa BU Ke Gapa [IOIOTHUTETHO BpeMe 3a yuelbe U MpeBUayBaibe Ha I10-
jio;kOaTa Ha aKTepUTe, TEKOT Ha APaMCKOTO [ejCTBO U MO3UI[AjaTa Ha CLIEHCKUTE eJIeMeHTU
KOU BO CeKoja u3Befba MaaT ofpejieHa eBujalivja. 3a MpoLIMpyBambe Ha aiIfOPUTaMOT BO
OBaa HacoKa NoTpebHO e [a ce MpeaBUaM AO/KMHATA HAa BPEMETO 3a ydelhe U OPojoT Ha U3-
Befiou Kou Ke OMIaT moTpebHU 3a HEroBO peajiM3npame. Bo 0Boj cilyyaj CUTYpPHO Ke uMa u
rpeliKy KOU Ke ce jaBaT BO TEKOT Ha M3BeI0UTe Kajle IITO Ke Tpeba [a ce YBUAM KaKo THe Ke

B/IMjaaT Bp3 eCcTeTUKaTa Ha clieHorpadujaTa.

CBeT/IOCHUTE Tejla U AU3ajHOT Ha CBET/IOTO BO OBaa MpeTCcTaBa Oellle peayin3upaH Cco Kiia-
CHUYEH CBET/IOCEH MapK KOj BO cebe cojipsKellle caMO aHaJIOTHU CBeT/ia co (PUKCHA TT03UIYja
BO OJTHOC Ha ciieHoTrpadujaTta. OBa 0BO3MOKHU A00ap cBeT/ioceH (IYKC 3a pOOOTU3UPAHUOT
CHUCTeM KaMepH, KOU BO TMPAKTUKA MMaa 4yBCTBUTEJIHA MapruHa Ha MaKCHMaJIHOTO HUBO
Ha 0ej10 BO HUBHATA eJIeKTPOHCKa cuKa. Cernak, co MpuMeHa Ha UHTeJTUTeHTHU CBET/IOCHU
Tesla, MM3ajHOT Ha CBET/I0O O MOKesl Jla mobue rorojieM BusyesieH eeKT, a KaMepuTe Ja

r“MaaT MoBeKe KOHTpaCTHA C/IMKa Koja ja 6apariie ciieHorpador.
3aKIyuyok

BU Bo mpetcTaBarta ,,OBa e caMo KpajoT Ha cBeTOT" BO peskuja Ha Tea boreBcka e caMo
TIOYeTOK BO Pa3BojoT U Hej3nHaTa IpUMeHaTa Kaj CLieHCKO-U3BelyBauKUTe Jlefia Kaj Hac. Bo
0BOj ITpuMep co nomotil Ha BU e rokpueH camo Jies1 of, CLieHUTe BO KOU Taa ja uMa KOHTposia-
Ta HAa pOOOTU3UPAHUOT cucTeM Kamepu. Co TTOHATAMOIIIHO YCOBPIIYBakhe U JIOMOTHUTETHO
syaeme" ceKako JleKa oBaa KOHTPOJa MOyKe J1a Oujie 1e/I0CHA, CO IITO Ke Ce 0BO3MOKU KOM-
TJIeTHA aBTOMATH3allija Ha BUJIEONIpOeKIIUjaTa Ha clieHaTa. Bo oBoj ciyuaj OnarogapeHue
Ha BU, moproroBKuTe Tpe]] mpeTcraBara 6ea 1mobp3u, a BUJIEOKOHTPOJIATa MOCUrypHa. Ajl-
TOPUTAMOT KOj Oellle TpUMeHeT ofi cTpaHa Ha BU e mpeBuzieH 3a ciefiebe KOHKPeTeH JINK
BO paMKuTe Ha JleprHUpaH MPOCTOP U € HaMeHeT 3a BUJIeOINPOyKIMja Ha creluduyHu
HactaHu. HeroBaTa mojiuduKaluja Bo Teatapckara cpepa mpeTcraByBalile BUCTUHCKU Tpe-
IU3BUK He caMo 3a BU Tyky u 3a BUJeoIpoyKliijaTa Ha oBaa npetcraBa. OBa MO3UTUBHO

HMCKYCTBOTO MOKe da Oujie IpuMep M MOTHBALMja Kaj IpPYruTe pekKucepu u clieHorpadu



3a nipumeHa Ha BU Bo ciieHcKo-u3BegyBaukuTe fesna. [Iokpaj curypHocTa Koja ja Hyou Taa
BO ofpefleHd CerMEeHTU Ha MPOOYKLIMCKUOT Mpoliec, Tpeba Ja ce Harjacu JeKa co Hej3uHa
TTIOMOIII 3HAUUTETHO MOJKe [la ce HaMasid U BpeMeHCKaTa paMKa Ha IMOATrOTOBKHU, Mpodu U
HaroflyBaiba IIpY peajn3aliijaTta Ha rmpoekTtute. Cemak, Tpeba fla ce BHMMaBa, 1 Ja Cce 3eMaT

MpeIBU ¥ eTUUKUTE acleKTH IPU UMITIeMeHTalja Ha BU Bo nmpogykiuckute dasmu.
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Nnuja llupuBupu

KOHBEPIrEHLUJA HA
OUNMCKUTEIGORMHA

UDC: 791.622/.623:004

Tpymort ja ucTpaskyBa KOHBepreHiiyjaTa Ha (pUIMCKU-
Te hopMHU T10]] BIjaHUE Ha JUTUTATHUTE TEXHOJIOTHH,
HOBHUTE MEINYMU U TPAHCMEINYMCKOTO PaCKayKyBambe.
[Moarajku on meduHunyjara Ha JleB MaHOBUY 3a HO-
BUTE MeINYMU KaKO CII0j Ha KOMIT)yTEPCKOTO CMETamhe
U MeJUYMCKUTE TeXHOJIOTUM, aBTOPOT I'M aHajM3upa
IBaTa BEKTOpa Ha OBaa KOHBEpreHIdja: o TPaauLILo-
Ha/THaTa KuHeMaTorpaduja KOH HOBUTe MeIMyMU U 00-
paTHO — OJ1 KOMITjYyTePCKUTE TEXHOJIOIMU KOH (pUJIMOT.

Tpymor ro obpaboTyBa IMapagoKCOT Ha TapKOBCKU
3a UJEHTUTETOT HAa (PUIMOT KaKo 3aluc Ha peaiHoO-
CTa, HACIIPOTU COBPEMeHaTa MPaKTUKa Ha KOMITjyTep-
CKU TeHepupaHa peasiHocT. [locebeH aKijeHT e crTa-
BeH Ha guruTajiHaTa Kamepa Kako ,Kamepa-TieHKaio*
(camera-stylo) LITO OBO3MOKYBa CIIOHTAHOCT, MHTUM-
HOCT U copaboTKa Mery aBTOPOT U OKOJIMHATa, Hajl-
MUMHYBajKM ja BU3HWjaTa Ha ACTpyK. JJurutajsHaTa MOH-
Ta)ka M KOMIIO3UTUHT ja OpuIIaT TpafullMOHaIHATa
TO7Ie/IeHOCT Mel'y aHMMaIjata U CHUMEHOTO J1ejCTBO,
co3gaBajku xubpuaHa KuHeMmaTtorpaduja. ITpumepure
on punaMoBH Kako ,Marpuua“, ,1917“ u ¢panmmsara
,B0OjHa Ha sBe3uUTe" WIYCTpUpaaT KaKo TEXHOJIOTUjaTa
OBO3MOKYBa HOBU €CTETCKM MPUCTAIU — o7 6p3u pe-
30BU MHcnupupanu og MTB ecreTukara, 1o MOHTaKa
6e3 pe3oBu u oTorpamerpuja. HapaTUBHUOT AUCKYPC
ce TIOMECTYBa KOH TPaHCMEJIMYMCKOTO PacKa’KyBambhe
Kajle 1ITO JINKOBUTE W MPUKA3HUTE Ce IMpoTeraaTr HU3
roBeke 11aTdOpMU, aHTAKUPAjKU ja IyOJ/IMKaTa IIPeKy
KOJIeKTMBHA UHTETUTeHIIMja 1 MapTULIUTIaTUBHA KYJITY-
pa. MHTerpaiijaTa Ha BelllTauKaTa UHTeJIUTeHIIMja BO
dunMckaTa TpojyKiiuja ru pefiecddHUpPa KpeaTUBHUTE

MPOLIeCH, HO MOCTaBYBa U TIPEJIU3BULIM OKOJIy aBTOP-
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CTBOTO Y BKYCOT — aTPUOYT LITO CIIOPE]] aBTOPUTE KAKO
bo6 Illej u Enuzabet I'yacnua ocTaHyBa UCKJIYUMBO YO-
Beuku. TpyAoT 3aKiydyBa JileKa KOHBepreHijyjara He e
KpajHa TOUKa, TYKY TEKOBEH ITpollec Ha OJTHOCUTE Mery
MPOJIYIIEeHTH, MyO/INKa, TIaTOPMU U COMIPKUHA, Kafle
UITO AUTUTATHUTE TEeXHOJIOTUU He TU JleTepMUHUpaaT
ecreTckuTe (DOPMU, TYKY HYZIAT MTOTEHI[Hjasl 38 HOB U3-
pa3 Ha coBpeMeHUuTe (PUIMCKU aBTOPU.

KnyuHu 300poBU: KOHBepreHiidja, HOBU MeOuy-
MU, XuUOpUAHa KuHemartorpadwuja, TpaHCMeONYMCKO

pacKa)kKyBatbe, Kamepa-TieHKaio




JasuKOT Ha HOBUTE MEIMYMH - IIOUM U JiebuHuUIIja

Panara husiMcKa Teopuja ce 3aHMMAaBajia CO MUCTUYHUTE U CIIeKTaKy/IapHU eJIeMeHTH, HO
bBaseH ja 3a1[BpCTHU/I MOKTa Ha (pUJIMOT JJa CHMMA U PEIpoJIyIIupa PEeaTHOCT, a ITPUTOA ITPEKy
MaHUIy/Ialyja Jla co3faBa uMaruHapeH cBer. [TojioliHa, TeopujaTa T' pa3BUBa CUHECTETUY-
KUTe, [ICUXOJIOUIKUTE U HaOJbyTyBauKuTe (PYHKIIUM HA KUHOCIIEKTAK/IOT, OTBOPAjKU CITUUHU
Trpailiamka HU3 ITpU3MaTa Ha KOMITJyTePOT — 0COOEHO UHTEPAKTUBHOCTA, TU3ajHOT U ITPOCTOP-

HaTa apXUTEKTypa, KJIY4YHU 3a BUPTYe/IHATa PpeaJIHOCT 1 BUOEOUTrpuUTe.

3a ga ce meduHUpa jasUKOT Ha HOBUTE MeIUYyMH, MPBO Tpeba Ma ce medUHUPA CaMUOT
rnmouM. IlomynapHUOT meuyaT r'u BOPOjyBa MHTEPHETOT, BeO-CTpaHUIIUTE, MY/ITUMEIUjaTa,
urpure, [IBIl u briypej, HO oBa e HeleJIOCHO - ' UCKJIyUyBa JUTMTAJIHO CHUMEHUTe TeJleBu-
3UCKU MPOrpamMu, urpaHute (GUIMOBU CO KOMITO3UTHHT, A JYPU U JUTUTAJIHUTE (OoTorpa-
¢uu neuaTeHu Ha XapTuja. 3Hauu, AedUHULIM]aTa Ce UIeHTU(MUKYBA CO HAUUHOT Ha IUCTPU-
6y1iuja, a He co mpoaykuujata. Criopen JleB Manosuu (Manovich, 2001, 244), HOBUOT MeuyM
e KOHBepreHijyja Ha [jBe UCTOPUCKU TPAeKTOPUU: KOMIT)YTEPCKOTO CMeTalke U MeIUYMCKUTE

TexHosoruu. " ABeTe ce aliICOJIYTHO HeOIIXOAHM 3a COBpeMeHNTe MaCOBHMU OIIIITeCTBa.

KnyuHuTe KaTeropuu Ha COBpeMeHaTa KOHBepreHi[yja Mpou3JieryBaaT o/l CII0joT Ha TPaiu-
UMoHaHaTa (puIMcKa mpoJiyKiuja, AUTUTATHUTE TEXHOIOTUY, BUIIEOUTPUTE U TPAHCMe[u-
YMCKOTO pacKayKyBame. TeXHOJIOUIKY IBUTaTe/U Ce XapABePOT U CO(PTBEPOT KOU OBO3MOIKY-
Baar xuneppeamuctuudu [[T'U, nogeka qururanduTe miatdopMu 3a TPOEKIUja U CTPUMUHT
peneduHUpaaT Kako Iyo/IMKaTa ja KOHCyMupa cofp:kKuHaTa. TpaHCMeUuyMCKUTe MTPUKa3HU
ce MPOLIMPYBAaT HU3 BUJIEOUTPU, CITMH-0() cepuu, TIOTKACTU U BeO-UCKYCTBA, aHTaKUPajKu
ja mybsrKaTa Jia ro pasbepe 1eJIoOCHUOT HapaTuB. THTepaKTUBHOCTA BO UTPUTE ja 3aMariiyBa
rpaHuIlaTa Mery riefjalbe U Urparme, a UHTepaKTUBHUTe (DUIIMOBU U KMHeMaTorpadcKaTa
BUPTYeJIHA PeaJIHOCT Mo3ajMyBaaT MexaHUKa oj1 Buseourpurte. CeTo oBa BO/IM KOH ,,eKOHO-
MUja Ha BHUMAaHUeTO", Kajie IITO BUJJTUBOCTA CTaHYBa OCHOBHA METPUKA, a CTy/IMjaTa Au3aj-

HHWPaaT ITOBP3aHW YHUBEP3YMHU OIITUMU3MPAHU 3a JUTUTAIHU OUCKYCHUUN.

OpHoCcOT Mel'y HOBUTE MeIUYMU U KruHeMmaTtorpadujaTa ce HabJbylyBa HU3 [iBa BEKTOpa.
[IpBUOT ce ABWKU Of TpaguliMOHa/IHaTa KUHeMaTorpaduja KOH HOBUTE MeIUYMU, KOPH-
CTejKM ja mcTtopujaTa 1 Teopujara Ha QUIMOT 3a [1a ja Mamypa JIOTHUKaTa Ha TeXHOJIOIIKU-
OT U CTWICKHOT Pa3B0oj. BTOPUOT ce OBMKU CIIPOTUBHO — Off KOMITJYTEPCKUTE TEXHOJIOTUU
KOH KuHeMaTorpadujara, HCTpa)KyBajK1 KaKo JUTATaIM3aljaTa Bjdjae Bp3 COBPEMEHOTO
(GUIMCKO TBOPEIITBO, OTBOPa HOBU MO’KHOCTHU 3a (PUJIMCKHUOT ja3sUK U Bjidjae BP3 HOBUTE

dunmcku popmu.

CyurTuHaTa Ha JUCKYPCOT € BO MapajlokcoT Ha TapKOBCKU — UAIEHTUTETOT Ha (DUJIMOT € BO
MOKHOCTA [la ja CHMMa peajiHOCTa, I1a CIIope] Hero e arcypAHo fja ce CHUMAaaT allCTPaKTHU
dunmoBu. Meryroa, JleHeC 3HAUUTEJIEH JieN of KuHeMartorpadujaTa ce COCTOU Of KOMITjy-
TEepPCKU reHeprpaHa peasHocT. HoBute Mequymu nopa3bupaaTt MeTOZo0I0Orja Koja KOHBep-
rrpa BO HOB CEeT Ha IMPaBUJIA IIITO Ce KOPUCTAT U MPEKPIIyBaaT BO MOTparara rno mprukasHara.
HuBHMOT jasuK ja HagMuHyBa popMaTa - 6e3 pasiuKa [ajad cTaHyBa 300p 3a UrpaH WUid
IIOKyMeHTapeH (GUIM, TEXHOIOTHjaTa U YMETHUKOBaTa BELITUHA Ce TIOJ, CUJTHO BjiMjaHUe Ha
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MPeToIyBameTo Mery GUIMOT, TeJleBU3HrjaTa, KOMIjyTepuTe u nHTepHeToT. OHa LITO € YHU-
BEp3aJIHO U I'M 00eMHYBa [BaTa BEKTOpa € eCcTeTHMKAaTa — COBpPeMeHa, Xpabpa M TUIIMYHAa
3a HOBMOT (bUIMCKU u3pa3. He KoHBeprupaaT TeXHOJIOTUUTE, TYKY coapskuHata. KoHBep-
reHijaTa € TeKOBeH Mpollec, IPOMEH/IMB 30Up Ha OJHOCUTE Mery IIPOAYLIEHTH, MyO/InKa,

11aTOPMU U COAPIKUHA.

Co pa3BojoT Ha AUTKUTATHATA TEXHOJIOTHja Ce MojaByBaaT JUCKPeNaHIu — (PUIMCKUOT pe-
ajiM3aM e 3arpo3eH, HO COBPEMEHMOT M3pa3 BeKke MMa eTabnupaHo HOBU CTaHIApAU IITO
TeopujaTa rv mpudaka. [lenu Boj cMeTa fjeKka JUrMTaTHOTO BUJIEO € COO/IBETHA TPAHCKPUII-
uuja Ha XXI Bek, OMejKu ja moapakaBa CeKojaHeBHATa yIloTpeba Ha MHGOpMAaLIMK IIPEKY
TeseOHU U KOMITjyTEPCKU MOHUTOPU. [IyOvMKaTa e MoAroTBeHa 3a JuruTajieH (puaMcKu

u3pas3, LITO Cce MOKJIONyBa Co TeopujaTa HA MaHOBUY 3a ITPBUOT BEKTOP.
IloBeKe o Kamepa-CTUIO

HecriopHo e feka uaMcKara JieHTa U JUTUTaJIHOTO BUE0 MMaaT crieluUUHU Kapak-
TEPUCTUKU (CBETIIO, KapUIIIHA [OJI’KMHA, I'PaHy/Ialiija), HO IIOBa)KeH e CaMUOT IIpoliec Ha
JUTUTATHO CHUMame KOj MOTTUKHYBa pa3/IMuHU ecTeTCKU npuctanu. Yiuite Bo 1948, AcTpyk
ro co3gaBa TePMUHOT ,camera-stylo” (Kamepa-mieHKajio) 3a Ja I'o Omuille UHTUMHUOT U UH-
IUBUJIyaJieH CTUI IITO IO OBO3MOKyBa ITOMajiaTa U IoMOOM/IHa KaMepa. [lururajaHara epa
ro OBO3MO’KYBa TOKMY TOa — KaMepuTe ce Cé IOMajid, IOJIECHU, TIOUYBCTBUTE/IHH, Ma aT-
MocepPCKOTO CBETJIO € YeCTo AoBOJIHO. KaMepaTa yHKIIMOHUPA KaKO MeHKAaJIo — CIIOHTAaHO
3anuiryBa 6e3 MHAYCTPUCKUOT IIPOLieC TUITMYEH 3a (PUIMOT. Pe;kuceprTe U CHUMATEIUTE ja
KopucTtaT (hJIeKCUOWITHOCTA 3a J1a CHUMAT CJIMKW U CUTYalluy KOU IIopaHo 6ea He3aMUC/TUBU

WJIN ITpeCKallu.

KopucTejku ru KBaJIMTETUTE Ha IUTUTA/IHATA KaMepa — CIIOHTAaHOCT, (pJIeKCUOUITHOCT, He-
HaMeTJIMBOCT, UHTUMHOCT — ITop AjleKCOB CHUMU ClieHU 07 ,,JIeHa u BnaguMup“ Ha CKOTICKU-
Te YUl O0e3 3aTBoOpaibe Ha coobpakajoTt. CiinuHo, JeHu Boji Bo ,,Slumdog Millionaire“ cHu-
Mmaire Bo lapaBu, Mym0aj, co ImoBeKe momManu Kamepu 3a fa uzberte rnpecHumysame. OBoj
MIPUCTAII e Cé MOTUIIMYEH IYPU U 3a XOJIUBYICKUTE OI0KOacTepu.

Pa3BojoT Ha TexHoJIOorMjaTa HOCU HOBU TEXHUKU Ha JIBU/KeHe Ha KaMepaTa — 3aKaueHa Ha
aKTep, KpaH, Cajiu, APOH, CTeIMKaM WM KOMOUHAIIUY — OBO3MO>KYBajKU aBTOPUTE TTOCTOja-
HO Jla U3HaoraaT HAUMHU 3a TPOCTOPHO MpeTcTaByBale Ha JiejcTBOTO. MaHuIynalujaTa
Ha ,KamepaTa-TleHKaJIo“ OBO3MOKYBa MOMHTHMMHA U CIIOHTaHa UHTepaKlMja co peajiHaTa
JIOKal[fja, OCTBapyBajku copaboTKa Mery aBTOPOT U OKOJIMHATA. JJUTMTaIHMOT IIPUCTAM ja
HaJMMHYBa BU3UjaTa Ha ACTPYK, KaJle LITO Pe;KUCePOoT ja ,Kpernpa“ peasHOCTa — cera Kame-
para-TeHKasio MpeTcTaByBa akKTUBHA COpabOTKa Ha IMOBEKe YUeCHUIM BO CO3/1aBalbeTo Ha

PUIMCKOTO fero.
MoHTaKa 1 MU3aHCLIeHa

@OWIMOT TpaguLIMOHAIHO e AeduHUPaH o]l MOHTayKaTa. AHIpe ba3eH MOHTasKaTa U Kaipu-
pameTo r'u cMeTa 3a asiha U oMera Bo (pusIMCKaTa ymMeTHOCT. Taka MOHTa)KaTa MPaKTUYHO

IIpeTcTaByBa BHU3yeJjIHa I'PaMaTKWKa YUITe Ol CAMHOT ITOYETOK Ha (bI/IJ'[MOT. Co OorpaHmMyyBambe-



TO Ha JIEHTUTe BO Ao/KUHA off 10 MUHYTH, HUBHOTO CeUele U CII0jyBame € HeOIMXO/IHOCT Ha
camuot opmar. @opmaroT Ha GUIMOT e AedUHUPaAH Off KanalUTeTUTe 3a 3allUIlyBamke

3aIlicC - CHUMameTo.

JlururajHaTa MOHTa)Ka OBO3MOKYBA JIECHO CeUere U JIellebe, IITO MOTTUKHYBa Op3u pe-
30BU, nonynapHu viutre og MTB ecreturkaTa on 80-TuTe, MPUCYTHU U BO BUCOKOOYLIETHUTE
dunmoBu Kako ,,Jdepmnyn 2“ u , TepmunaTtop: TemuaTa cymbuna‘. Mlako 11aMIT KQTOT ITOCTOE]
yilITe Kaj Menuec, gUrhTajgHaTa TeXHOJIOIMja 3HAUNTEIHO I'o 3a0p3yBa MPoL[ecOT U OBO3MO-
>KyBa eKcliepuMeHTUupamwe. JJuHaMUYHOCTa Ha JUTUTATHUOT pe3 e MoBeKe MapKeTUHIIKU Off-
TrOBOP OTKOJIKY ecTeTCcKa HOBUHA. McToBpeMeHO, TeXHOJIOTHjaTa OBO3MOKYBa U CIIPOTHUBEH
MpUCTAaIl - MOHTaKa 0e3 pe30BU, KaKo Bo PUiIMoT ,,1917%, Kajie 11ITO ciie[IelheTo Ha aKTePOT BO
CJIoKeHa MU3aHCLIeHa Co3/iaBa II000jeKTUBHO cilefielhe Ha [1ejCTBOTO U IIOMAaJIKy HaMeT/INnBa

peskuja. OBa BIvjae Bp3 KOHIIEITyaIl3alljaTa Ha IIPOCTOPOT U apXUTEeKTypaTa BO ClieHaTa.

Kamepara, nak, ofi ,lieHKasio“ TipeMuHyBa Bo KomiIjytep. sKus Jleny3 ja ucrakHyBa ,,aBTO-
HOMUjaTa Ha KaMepara“ Kaj AHTOHMOHM, HO Taa I1eJIOCHO Joara [0 U3pa3 NpeKy AUrhTaaTHu-
Te TeXHOIOTUM. PeskrceprTe KOPUCTAT aJITOPUTMHU KaKO MHUIIMjaIeH ceT Ha ITapaMeTpH, IIITO
OBO3MOKYBa PeleTUTUBHO IBIKEhe Ha KaMepaTa Ipy pa3/iInuHa MU3aHCIIeHa BO CEKOoj Iy0Jt.
KpajHuoT pe3ynTaT e TioBeKeKpaTHa eKCITo31liiija Bo efleH HellpeKUHAT Kajiap, Kajie IITO KC-
THOT aKTep ce IojaByBa roseke natu. Jlapc ®ou Tpup, nmax, 8o ,,llled Ha cute HUB ja KOPUCTU
KaMmepara ,,ATOMaBWKH" 0e3 nupekTop Ha oTtorpaduja, co 1ejl a o HaMaIi MPOAYKIINCKU-
oT 06eM. KoMITjyTepcKku ajiropuTaM aBTOMAaTCKU T MEHYBA JKapUIiHATa JTOJIKUHA, PaKypCoT,
aroJioT, Ma OYpU U 'O CHMMA 3BYKOT. OBHe IMPUCTAIIM eCTETCKU I'o 30oraTyBaaT (pUIMCKUOT

CIIEKTapP, NCKJIYUYMBO IMOPpaar TEXHUUYKUTE MOKHOCTHU IITO ' HYAW OWUIrnTaJiHaTa epa.

EcTeTnka Ha Be6-mipeiucTyBay

TpaguIIMOHaIHUOT TpUCTal KOH (bUIMCKATa rpaMaTUKa e TpaH3UIdjaTa Ha I1eJIOCHO
odopmenu doTtorpadcku 06jeKTH, HapedyeHUu Kajipu, TPeKy HUBHOTO CyAMpaibe - HapeueHo
pe3. Bo pururanHara KuHemaTorpaduja Kajmapor BeKe He e 00jeKT, TYKY BPeMeHCKH ceT-
MeHT. Kako TakBU, BpeMeHCKU UHTEePBajIi, KaJIpuTe HemMaart 1moTpeba off TpaH3uIuja TpeKy
TpaHCIIO3Ul[ija/CIIPOTUBCTaByBathe, OCHOBHUTE aCIeKTU Ha aHajiorHaTa MoHTa)ka. Cekojfi-
HEBHUTE MPOIeCH Ha KOMITjyTeP CO KOM CEKOj Off HAaC Ce COOUyBa I'o MEHyBaaT HAUMHOT Ha KOj
HUe ja repuunupamMe U UCKyCcyBaMe ayIMOBU3yeTHATa KyJITypa U KoMyHuKaiyja. [Tybnukara
6e3 rmpobsieM ce cHaora MaHUMY/IAPjKU HU3 pa3IUUHK MTPO30PIM OTBOPEHU Ha KOMITjyTep,
BO Pas/IMYHU ITporpaMu. Bo IUTrUTaTHUOT CBET Ha KOMITjyTepPUTEe MOHTUPAETO € JIECHO Ou-
MlejKu MaHUTy/alyjaTa Ha Kafipute BO COPTBEPOT JIECHO ce U3BpIiyBa. Mlako U mpeTXomHo
BO3MOKHU, Ha IIpUMeED IIojiejieH eKpaH (split screen) u 3ajHa mpoeKiiyja (rear projection/
back projection) ce cmeTaa 3a crieriujasiHu edeKTH, a JleHec BeKe ce opraHcku. [Topaau Toa
eCcTeTHKaTa Ha BeO- ITpesIuCcTyBay e BpofieHa U oJieCHeTa ofi copTBepuTe 3a MOHTaka. Hernu-
HeapHaTa MOHTa’ka e TIPUPOJIHA, a Off Apyra CTpaHa U UpejieBaHTHA 3a MybJUKaTa Co BeKe
pa3BUeHa IUTHUTATHA ayIMOBU3YeJTHa KYJITYpa.

Mo3oKoT Tpeba [ja T CKJIOIK pa3/IMUHUTE BU3YEIHU, TEKCTYaJIHU U rpadudku uHdop-
Maruyi. KorHuTuBHUTE TIpoliecu (bopMUpPaaT IMOMaJIKy YMCTO BU3YE/IHO UCKYCTBO, & MHOTY
MOBeKe pa3sMMC/IYBAuUKO U ITOBP3YBAuKO MCKYCTBO. 3aJjauaTa Ha eKpaHoT e [eIyMHO fa ,,II0-
Kayke" UH ,,pacKaske”, HO ICTOBpPeMEeHO U [ia TipeHece ITopakKa.
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Xubpuaua kuHemartorpaduja

JururanHaTa MOHTakKa U MHTEepPMEIIMjaJIHOCT Ce CEMPUCYTHU — CeKoja CHUMEHa CJIMKa
MO3Ke JIOTIOJTHUTETHO J1a ce 06paboTyBa Ha KoMIijyTep. Toa He 3HauM JleKa CeKoja MHTePBEH-
1Mja criara Bo BU3yesiHM eheKTH; UeCcTo CTaHyBa 300p 3a eJJHOCTaBHa KOpeKluja Ha OojaTa
3apajy IpaMaTypLIKY LieJI1, WK 3a ,,KOMIIO3UTHUHT" — aHUMUPaHU MaHUITy/Iallii BO peajHa
CHMMKa 1iu obpatHo. Mlako HeHaMeT/IMBY, OBUe UHTEPBEHIIMY ce KOPEHOT Ha XUOpuiHaTa

KuHeMmaTtorpaduja.

[Tpen guruTamIHUTE TEXHUKH, I€jCTBOTO HA €KPAHOT Oellle MIIeHTUUYHO CO OHA ITpej] KaMepa-
Ta. [JUrnTaJTHUOT KOMIIO3UTHUHT TO YKUHYBa KOHIIEIITOT 3a PeasHO BpeMe U MeCTo, Opulliejku
ja TpagmuIMoOHaTHATA MTOof|e/IeHOCT MOMel'y aHMMallujaTa 1 CHUMEeHOTO JiejcTBo. Kamepara 1o-
BeKe He (DYHKIIMOHUPa caMO KaKo MaTepujajieH 00jeKT, TYKY KOer3sucTupa co MpuBpeMEeHUOT

MPOCTOP LITO I'0 IPEeTCTaByBa.

Ilomleka BO ceMMOTHKATa KaJlapoT Ce CMeTa 3a HajMasla eIMHUIIA, TUTUTATHUOT Kazjap
TO03BOJTYBA BHATpelTHA MaHUITY/Iallfja — TOj € COCTaBeH o7 Pa3/IMJHU KOMIoHeHTU. Hajmo-
My/lapHa TeXHUKa e (oTorpaMmeTpujaTa, Kaje LITO IoBeKe IpeKyoleHu gotorpadpuu rpa-
JaT TPUIMMEH3MOHa/IHA c/nKa. Bo KombuHanmja co LII'M, gejcTBOTO ce oBUBa BO XUOpHU-
IeH Tpoctop. KnmacuueH mpumMep e cileHara ofi ,Marpuiia“ co poTupauyka Kamepa OKOJIy
»,3aMP3HATU" aKTepH, Kajie IIITO NCUe3HYBa pa3/inKaTa MoMer'y KaMepara U MU3aHCIleHaTa.
OBaa MUMUKpUja Ha CEKOjAHEBHOTO KOPHCTEHEe KOMIIjyTep MpeTcTaByBa KOHBEPreHI[Uja Ha
KuHeMmarorpadujata co BUPTYeJTHUTE CBETOBUM Ha MHTEpPHET U Bupeourpure. doTorpame-
TpUjaTa e 4YeKop KOH OpHUIllerkhe Ha Pa3jIMKUTEe TIOMEer'y AWU3ajHOT Ha UTPU, KOMIjyTePCKUOT

uHTepdejc U TPagUIIMOHATHUOT (DUTIM.

KunematorpadujaTa Mpeky IUrUTaTHUTE TEXHOIIOTUU Cce 0C/TI000/yBa O] CTeruTe Ha ojipe-
JIeHU eCTeTCKU TPOIU U UHXepeHTeH hWIMCKY ja3uk. [IpopolrTBaTa Ha TeopeTUIapuTe Kako
baseH 1 ACTpPYK Cce UCIIOJTHETH, HO U HaJIMUHATH O] MHOBAIIMUTE Ha ,KaMepaTa-KoMIjyTep”

BO TPaBLIM HEe3aMUC/IMBY 3a HUBHaTa uno3zoduja.

LlenTa oBfie He e [la ce TBPIU [eKa HOBaTa eCTeTUKA € HeBO3MOJKHA 3a (pr/IMCKaTa TpaKa
WK JleKa HOBUTe MeJIUYMU I'M paCKMHYBaaT BPCKUTe cO TpaguiiijaTa. HampoTus, TIOBEKeTO
¢dUIMOBH Cé VIITe ce OpsKaT OO0 TPagULIMOHaTHUTE METOIM M MHOI'Y MM JO/DKAT Ha aHasIor-

HUTe MOJeJIn.

OBa e caMo MaJi ITPU30peL] BO MPUIOHECOT HA HOBUTE MEIUYMU BO (PU/IMOT KaKO YMETHOCT.
CoBpeMeHUTe ITPOoLIecy Ce OJIeCHETH U TIPUBJIEYHU 32 MHOBATUBHUTE aBTOPU TOKMY TTOpau
IUTUTATHUTE TEXHOJIOTMU. ACTPYK CBOUTE BH/IyBala He TU CMeTal 3a (popMaJiHO yuerbe,
TYKY 3a TeHJeHII1ja - HOBa CBECHOCT, MoTpeba ia ce TpaHcdopmupa HUIMOT U fja ce 3abp3a
ugHUHAaTa. Bo TOj IyX, U TeHIEHITMUTE OIMUIIAHU TIOTOPEe HE Ce eCTeTCKU JeTEPMUHAHTHU T10/]

MIPUTHCOK Ha TEXHOJIOrHjaTa, TYKY IIOTEeHIIMjal 3a U3pa3 Ha HOBUTE (DUJIMCKU aBTOPH.
HapaTuBen auckypc

3a [1a ce [OJIOBM CYIITHMHATA, HajcooaBeTeH rpumep e ,BojHa Ha sBe3gure” - ppaHIImM3a

HITO ce MpoTera ofi (bUIMCKA JIEHTa /0 TeXHOJIOTWjaTa 3a BUJIEOUTPH, rpajiejKu CBET OKOJTY



cebe. Taa ja rpeTcTaByBa COBpeMeHaTa Hapaljija IIpeKy co3iaBare JIMKOBU, HACITPOTU BOOO-
MYaeHOTO CO3aBaibe MpuKa3Hu. EHa mpruKa3Ha MoKe J1a ce OTeJIOTBOPHU BO efleH (huM UiIn

Wrpa, HO JIMKOBUTE MOJKAT Jla Cce 1ojaBaTt Bo Oe30poj mpuKkasHu Hu3 Toj ceeT (Jenkins, 2018).

[ToBeke HEMa CMHUCJIA [la Ce PA3MUC/YBA 3a CIIelUpUUHOCTA Ha TIOeJIMHEUHU MeuyMu Ou-
IIejKu1 ceKkoja MpuKasHa, CJIMKa, 3BYK WIM OpeH]] ce mpoTera Hu3 cuTte rmiaatgopmu. IIpoTokoT
ce 00OJTMKYBA TIOJIETHAKBO OJT U300POT Ha MyOJUKaTa W Off KOPIIOPATUBHUTE OIJIYKU — aKo
KOMIIAaHUUTE He 'Y HaIlpaBaT COMIP;KUHUTE AOCTAIIHU, TTyO/IMKaTa ro rnpaBu Toa cama. ['paHu-

LuTe Mery (puaM, TeJleBU3Uja, UTPU U MHTEPHEeT CTaHyBaaT Ce MOHejacHMU.

[TybnuKkaTa caka 3HauajHO /la yUeCcTBYBa BO 3abaBHUTE UCKYCTBa — HE OIHATIpe]] ITPOrpaMu-
paHu hbopMH, TYKY Ja ' ypeyBa CIiope]] COIcTBeHUTe aUHUTETU U KY/ITYpa (KOJIeKTUBHA
VMHTEeJIUTeHI[1ja), KOPUCTEJKU ja COMIPKUHATA KAKO CYPOBUHA 3@ COTICTBEHO KPEATHBHO W3-
pasyBame (mapTULUMIIATUBHA KY/ITYpa). TpaHCMeIUyMCKOTO PacKa)KyBake e Mpolec Bo KOj
VWHTEerpajHuTe eJleMeHTH Ha (PUKIMjaTa ce AucIep3upaaT HU3 MOBeKe KaHaau 3a Ja COo3-
nagaT YHU(UIIMPaHO UCKYCTBO, TIPU LITO CEKOj MeJIMYM JjJaBa YHUKaTeH mpugoHec (Jenkins,
2014, 2016).

MeryceOHaTa BpCKa IIoMer'y BelliTauKaTa nHTenurennuja (BU) u puyimckaTa HHIyCTpUja

VHTerpaiiyjaTa Ha BelllTauKaTa uHTenmureHuuja (BM) Bo cute dasu Ha GUIMCKOTO CO3[1a-
Batbe — ITPeTIIPOAYKIIN]a, ITPOIYKIIMja 1 TTOCTIIPOAYKLIUja — Th pefieHUPa HAUMHUTE Ha pacKa-
JKyBakbe, BU3yaJin3alidja U AUcTpuOyLja. B ru paluoHanM3upa npoLecuTe ¥ OBO3MOKYBa
HOBU YMETHUUKHU [IPUCTAIIN, ITO00PYBajKU ' M KpeaTUBHUTE U JleJIoBHUTe pe3ynTaTu. Cemnaxk,
Taa HOCHU U CJIOJKEHU eCTeTHUKHU ITPeIN3BULIM — IIpalllaiba 38 aBTOPCTBOTO, IPHUCTPACHOCTA U
IOMeCTyBabeTo Ha paboTHuTe MecTa. KiyueH e 6ajiaHCHpAHUOT ITPUCTAIT LITO ja CIojyBa 4o-
BeUKaTa KpeaTUBHOCT O e(pMKACHOCTa Ha MalllMHATA, IIPH IIITO Ce 3auyByBa MHTETPUTETOT Ha

UIMCKHOT U3pa3, a UCTOBPEMEHO Ce UCKOPUCTYBA LIeJIOCHUOT MoTeHLujast Ha BU.

CyurTuHaTa e 3a4yByBalbe Ha YMETHOCTA, OGHOCHO Haorawe paMHOTe)Ka U BpeJlHyBame
Ha BKycoT. Bo0 Illej, ocHoBau Ha ,Iby Jlaju Cunema", ucrakHyBa geka BU moyke ga maze
10.000 Bapujaiiuu Ha ClleHapyo, HO CaMO YOBEKOT 3Hae KaKo [ia ja pacriaue mybjvkKaTa
BO BUCTUHCKU MoMeHT'. Enusabet ['yacrou ja HarjaacyBa yaorata Ha BKYCOT — aTpUOYT IITO
MaIllMHUTEe He MOXKAaT Ja To perumnuupaar. JJoOpruoT BKyC UM OBO3MOKYBa Ha YMETHUIIUTE
7la ce IBUKAT HU3 OIPOMHOTO MOPe MOKHOCTH IIITO I'M HY/IU TEXHOJIOTUjaTa U fa r'u uzbepart
Y KOMOMHUPAAT eJIeMeHTUTe Ha HAUWH IIITO Pe3y/ITupa co YHUKaTHO feno.? B He Moxke Ja

mazme mobap BKYC.

duMcKUTe pabOTHULIM Tpeba Jja ce coouyBaaT Co pa3jIMuyHU CTaBOBH, UCKYCTBA U BIIMja-
HUja 3a /la TO HeryBaar 4yBCTBOTO 3a BKYC, LITO ja MoJ00pyBa UHAWBHUAYyaTHATa KPeaTuB-

HOCT. BKycoT e ocHOBeH /iBUTaTe T HA KpeaTUBHUOT pacT.’ JleoHapzo ma Buxuu pekort: ,, Kora

1 https://www.forbes.com/sites/cathyrubin/2024/08/20/how-to-balance-ai-innovation-and-
human-creativity-in-hollywood-storytelling/

2 https://www.itsnicethat.com/articles/elizabeth-goodspeed-column-taste-technology-
art-280224

3 https://matiasventura.com/post/the-importance-of-taste/
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pacyayBameTo e CylepuopHO BO OfIHOC Ha paboTaTa, TOj HUKOrail He MMpecTaHyBa 1a ce
nogmobpyBa“. IlpeHETHOT BKYC OBO3MOKYBa KPUTHUUKa OL[EHKA Ha COICTBeHaTa paboTa,
BeyeH pacT U MOTHUBalldja 3a IomoOpyBaibe Ha 3aHaeToT. COPUCTULIMPAHOTO pacyyBaibe
CcTaHyBa KOMIIAC IITO ja BOOY YMETHUUYKaTa eBOJIVIILja.

Kaxko mrto BU HampenyBa, (huIMcKUTe pabOTHULIM MOpa [ia OUAaT BHUMAaTEIHU 3a Hej3U-
HUTE OrpaHuuyBama. Taa He MO’Ke J]a ro TIOBTOPU YOBEUKOTO UCKYCTBO UJIM EMOI[MOHATHATA
mmabourHa BO pacKakyBameTo mpukasHu. Co MpUopuUTeT Ha YoBeUKaTa KpeaTUBHOCT 3ae/l-
HO CO TEXHOJIOIIKUOT HaIPeJIoK, MOJKe Jla ce UICKOPUCTAT NpuaobuBkute ol BU, uctoBpeme-

HO 3auyBYBajKU I'M YHUKATHUTE I71aCOBU BO MHAYCTpUjaTa.
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Anren CnupocKu

BELLUTAYKATA UHTEAUTEHLIMJA
[RAKO ROKRPEATAEER AMERE
PEAEOUHUPAIBE HA
ABTOPCTBOTO =0
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1OTO ROMNORUPARE

TpyzoT ja pasrieyBa IIpOMeH/IMBATa y/iora Ha KOM-
[jyTePCKUTE TEXHOJOTMU BO COBPEMEHOTO KOMITOHU-
pambe, co nocebeH (GOKyC Ha ITOCTEIIEHOTO IIPEMUHY-
Bambe Ha KOMITjyTePOT Off a/IaTKa KOH MOTeHLUjaIeH KO-
KpeaTHBeH areHT. AHajM3aTa oripaka pa3BojHa JTMHUja
Ofl OUTMTa/IHaTa HOTallMja U aBTOMATU3UPAILETO Ha
KOMITO3UTOPCKUTE 3afiaui, MPEeKy CUCTEMU 3a aHajIu-
3a, Mpejjlarame U BUPTYe/IHa UHTepIIpeTaluja, 10 Co-
BpeMeHuTe TeHepaTuBHU Tuatgopmu. Pasrmemanu ce
MpUMepU Off HOTALMCKU co(TBEp, aBTOMATCKO JIOIOJI-
HyBaibe Ha aKop[I1, BUPTYeIHa U3Ben6a, BOKaIHa CUH-
Te3a U reHepaTUBHU cucTeMU. LleHTpaIHOTO mpalllame
e: KO TBOPEUKH OJIIYKM OCTaHyBaaT Kaj aBTOPOT, a
KOU My Ce TIpeInyIlTaaT Ha cucteMoT? Bo Taa Hacoka, ce
MpaBM pa3jiiKa Mery aBTOMaTU3Upakhe, BUPTYeTHA UH-
TepIipeTanja ¥ reHeprpame HOB My3UUKU MaTepujasl.
BaKBOTO ITOCTEIIEHO MPOINNPYBakhe Ha yoraTta Ha CH-
CTEeMOT I'o OTBOPA U MpaLIakeTo 3a pefeduHupame Ha
aBTOPCTBOTO, 0COGEHO Kora KOPUCHUKOT ITOBEeKe He
ro Co3/laBa HeMoCPeIHO LeJNOT MY3UUKU MaTepujal.
TpymoT ru oTBOpa U eTUUYKUTE Tpalliaiba MOBP3aHU CO
yrorpebaTa Ha BelITauyKaTa MHTeJUTeHIHja BO paM-
KUTe Ha KpeaTUBHUOT mpoiiec. OcobeHo BHUMaHUe ce
MOoCBeTYBa Ha IpaBaTa Ha M3BefyBauuTe. AHaju3ara
VKa)KyBa JieKa TOMMOT aBTOPCTBO CTaHyBa ITOC/IOKEH
CO 3roJIeMyBamkeTO Ha TBOPEUKUTE 3aaud IITO My Ce

rpenymTaaT Ha reHepaTuBHUOT CHUCTeM, ITOpaau LITO
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HEroBaTa y/iora BO COBpeMeHOTO KOMITOHUpame Tpeda
7la ce pasrjieflyBa IpeKy pacripejiesibata Ha KpeaTUB-

HUOT NMMpuagoHecC Mefy YOBEKOT 1 TeXHOHOI‘HiaTa.

Knyunu 300poBu: BellITauKa HWHTE/IMTeHI[Uja, MY-
3M4YKO CO3/laBaibe, aBTOPCTBO, reHepaTHBHA MY3HKa,

KpeaTuBHHU OJIJIVKH




Bemrraukara I/IHTEJ'II/Il"eHLH/Iia Ccé ToyecTo CTaHyBa fAejl o OUCKYCHMHUTE 3a COBpPeMeHOTO
MY3MUKO CO3JaBaibhe. HoBure cucremu OTBOpaaT MOKHOCTH IITO OO0 HeoJaMHa Oea TeIlIKo
3aMMCJIMBH, I1a OTTYKa M IIpalllakbaTa IMOBP3aHM CO TBOPEUKHUOT IIponeC Ha KOMIIO3UTOPOT
cé MoYecTo ce IIpolIMpyBaaT KOH TOa: KaKBa yjiora MMa YOBE€KOT BO ITPOLIeCOT Kora aei on

3aaunTe 1M OAJIVKUTE MY Ce IIPeIlyliTaaT Ha CHUCTEMOT?

Bo My3uuKaTa MpakTUKa, Cernak, He ceKoja aBTOMaTU3upaHa Ui ,MHTeTUreHTHa" yHK-
LIFja rmoapa30upa UCT CTeNEeH Ha TBOPEUKO yU4eCcTBO Ha KoMijyTeporT. [locTou 3HaudajHa pas-
JIUKa Mer'y CUCTeM IITO U3BPIIYBa ofHAaNpe] 3afajeHa KOMaH/a, CUCTeM LITO aHaIu3upa u

npepJjiara pelieHue U reHepaTUBEH CUCTEM UITO ,,CO37laBa“ My3UUKU MaTepujarl.

Bo TpyzaoT ce pasriefyBaaT HEKOJIKY MOCJIe/IOBATE/THU CTEIIEHU Ha OBaa IMpoMeHa — Off iu-
ruTajgn3aiyjaTa 1 aBToMaTu3alyjaTa Ha KOMITIO3UTOpcKaTa paboTa, ImpeKy CUCTEeMUTE IITO
aHa/M3upaaT, mpejiaraar Wik BUPTYeJTHO UHTEPIIPeTUpaaT My3UUKU MaTepuja, 4o COBpe-
MEHUTe reHepaTUBHU T1aTdopMu. [IpuToa, DOKYCOT e mpef cé Ha MpaniakbeTo: IITO TOUHO

My € JIOBepeHO Ha CUCTEMOT, a LIITO OCTaHyBa BO palleTe Ha aBTOPOT?

O,H OBaa IIepCIIeKTHBa Ce OTBOPAaaT U IIpalllakaTa 3a aBTOPCTBOTO, TBOPEUKUOT ITPUJOHEC,
AaBTOPCKUTE U M3BedyBaudKUTe IIpaBa, KaKO N eTU4YKaTa OATOBOPHOCT IITO ITpou3JjieryBa o[

ynotpebaTa Ha reHepaTHBHATa BellITauKa MHTeIUTeHIIHja.
Op xapTHja o eKpaH: JUTruTa/In3alyja 1 aBToMaTH3allja Ha KOMIIO3UTOPCKUOT ITpoILieC

Ce uMHU JleKa JUCKycHUjaTa 3a yjorara Ha BelllTayKaTa MHTeIUreHI[dja BO COBPeMEHOTO
MY3UYKO CO37laBale 3allouHyBa CO [ojaBaTa Ha reHepaTuBHUTe cucteMu. CeTak, Aesneru-
pameTo ofpelleHU 3ajlauu BO OJJHOCOT YOBEK-KOMITjyTep BO My3UYKOTO CO37laBamwe uMa I1o-
Jonra Mcropuja. MHOry Iipeq ImojaBaTa Ha [eHeIIHUTe reHepaTUBHU I1aT(hOpMU, pa3IndHU
coTBEPCKU ajlaTKU BeKe OuJie Jie/ Of] CeKOjAHeBHAaTa KOMITO3UTOPCKA MPaKTUKa, a IpBaTa
rojieMa MpoMeHa ce C/Iyuusia Ha MHOTY ITOITPO3auyHO HUBO: MY3UUKHUOT TEKCT MOCTETEeHO ce

Ipecejinii o XapTHiaTa Ha eKpaHOT.

Co HOTaI[MCKUTEe TTPOTPaMu MapTUTypaTa CTAaHyBa IOJIaT/IUB JUTHUTAJIeH JOKYMEHT: Taa,
WU OfifIe/THU Hej3UHU JIeJIOBU, MOKe JIECHO Jia ce KOoMupa, OpUIller TPaHCIIOHUPA, a ITPoMe-
HUTe O] TIOTOJIEM pa3Mep IoBeKe He OapaaT MOBTOPHO MPeIUIyBathe Ha 11eJId CTPaHUIIU.
BakBaTa oj1leCHUTETHA OKOJIHOCT ,,My OBO3MOKYBa Ha KOMIIO3UTOPOT [1a ja 3rojiemu eprKac-

HOCTa U J]a ce KOHI[eHTpupa Ha rokpeatuBHuTte aciiektu” (Bellini and Nesi, 2004:104).

CrieIHUOT MOrojieM TIPeCBPT BO KPeaTMBHUOT MPOLjeC Ha KOMITO3UTOPOT moara co MIDI
MPOTOKOJIOT ¥ MOKHOCTA 3alMIIIaHUOT MaTepujajl BefHall fga ouje ciayiiHaT. KoMmmo3urop-
CKUOT ITpOoliec I00MBa HOB PUTaM: MUIIYBakbhe — CIyIIahe — KOPeKIUja — TOBTOPHO CITyIIamke.
Co pasBojor Ha Buptyenuute uHcTpymeHTH (VSTinstruments) u OUOIMOTEKUTE CO 3BYLIU
(samplelibraries), 3ByuHaTa peIpojiyKiiija cTaHyBa cé royBepiuBa. OBa Haora 0coOeHO ro-
jleMa IpuMeHa Bo (WIMCKaTa M KoMeplijajHaTa My3UKa, Kajie IITO aBTOpUTe Jo0uBaaT
3HauajHa ajiaTKa 3a BUPTYeJIHa 3ByYHa cuMysanuja (mock-up) Ha cBoute Komrmo3uriuu. Ha Toj
HauuH, MTO3HaBamkaTa off OpKecTpalyjaTa IoCTeIleHo MTOYHYBaaT Aja ce moBp3yBaaTt co MIDI

CEeKBEHLIMOHUPAeTO U BUPTYeJIHaTa 3ByYHa peasn3sanuja (Pejrolo and De Rosa 2016).
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[TapamenHo ce aBTOMAaTHU3Mpa U IMOArOTOBKATA Ha IITUMoBHTe. HaMecTo maprurypara u
IITUMOBUTE JIa IIOCTOjaT KaKo OfIIe/IHU JJOKYMEHTHU, TUEe CTaHYBaaT pa3/IMUHI HUBOA Ha efieH
HCT MY3UUYKU JOKYMEHT, IIPU LITO ,IIPOMEHUTE HallpaBeHU BO ITapTUTYpParTa [...] aBTOMaTCKU
CcTaHyBaaT BUIJIMBU BO IITHMMOBHUTE U o6paTHO (Bellini, Bruno and Nesi, 2005:240). OBoj
MIPUHLIMIT TTOAOIIHA CTAaHyBa IIPeIo3HaT/IMBa (PYHKIMja Ha HOTALMCKUTE IIPOrpaMy IIPeKy
IMHAMHWUYKU HOBp3aHuTe mtuMoBu (Dynamic Parts). Co Toa ce HaMmalyBa IoTpebarta cekoja

KOpeKIIFja pavyHo Jla ce BHECYBA BO ITOBeKe Pa3/IMUHU JJOKYMEHTH.

Bo cnepnaTa dasa ce mojaByBaaT U aJlaTKU KOU, Ha Oapare Ha aBTOPOT, MOKAT IUPEKTHO
Ia ro TpaHcopMUpaaT CaMUOT MY3UUKU MaTepujan. OyHKiIuuTe Kako Explode (pacripene-
JIyBarbe Ha MY3UUKHUOT MaTepuja off eJleH KOH MoBeKe UHCTPYMeHTH) u Reduce (00paTHUOT
TMpOLIeC — CBe/lyBarhe Ha MaTepPUjasioT Off [IOorojieM KOH IoMaJjl Oppoj MHCTPYMEHTH) 3HAaUUTe -
HO TO 3a0p3yBaart MpoIeCOT Ha apaH)KUpamwe U Mmpepacipefie/iyBambe Ha BeKe CO3/1aIeHUoT
maTtepujas. [ToHaTaMy, aBTOMATCKOTO KOHIEH3Mpakhe Ha rmaprurypara (Condensing) ru opra-
HU3UPa CPOJHUTE MHCTPYMEHTATHU TMHUY Ha TIOMAaJIKYIIETOJIMHU]jA, KAKO IITO € BOOOUUaeHo
BO IUpUreHTCKUTe MapTuTypu. Criopep Toa, CO TEKOT Ha BPeMETO, yioraTa Ha HOTal[UCKUTe
Mporpamu ce MPOLINPYBa OJf AUTMTAJIHO 3alUlllyBalke U 3auyByBale KOH OpraHusupame u

TpaHcdopMUpame Ha 3a7]aJIeHUOT MY3UUKU MaTepujal.

Bo oOpaTHa Hacoka, ONTUYKOTO Ipero3HaBame Ha My3udku TekcT (Optical Music
Recognition - OMR) oBo3MO3KyBa TeyaTeHaTa WIM PaKOIMMCHATA MapTUTYPa [ia ce TPeTBOPU
BO MalllMHCKU YWUT/TUB U ITOHATaMy YPEIJIUB MY3UUKU TeKCT. M TyKa TexHoJiorujaTta rpesema
3HAUMTEJIeH e/l Of MeXaHUJYKaTa paboTa, Mo/leKa YOBEKOT ja 3a7p/KyBa MpPoOBepKaTa U My-
3uMyKaTa InpoileHa Ha pe3yiaratoT (Shatri and Fazekas 2020).

['lemaHo BO KOHTUHYUTET, MUTMTA/IM3al[jaTa MMOCTENEeHO ja MeHyBa pacripejiesibata Ha
TPYIOOT Mery KOMITO3UTOPOT U KoMITjyTepoT. Co HeroBa oMo My3UJKUOT MaTepujast HajIp-
BO ce 3aluilyBa U (popMaTupa, a IoToa ce perpojylupa, noBp3yBa u TpaHchopmupa. Ce-
TaK, BO JIOCErallHUOT Iperse]], yJorara Ha KOMITjyTePOT Cé VIIITe e orpaHnYeHa Ha paboTa

CO MaTepujal 1 Lie/Id 3aJlafieH Of] YOBEKOT.
Oj eKpaH 10 MHCJIa: aBTOMaTU3MpaHa IIOMOIII WIN, UHTeTUTreHTeH" Ipeior?

Co MalIMHCKOTO yueme (machine learning) oBaa rpaHuila rocremneHo ce rnmomectysa.lloHo-
BUTE CUCTEMU BeKe MOKaT Jla IO aHaJIU3UpaaT My3UUKUOT KOHTEKCT 1 BpP3 OCHOBA Ha HETO
Jla TIOHYZAT MOKHU penieHuja. Co Toa MOCTeIeHO ce MeHYBa U TPAIMI[MOHAIHATA T10/ies10a
BO KOja YOBEKOT € OHOj LITO ja MHUI[APA 1 JOHeCyBa OIJyKaTa, JoJeKa KOMITjyTepOT (PYHK-

LIMOHKMPa KaKo ImocpegHuyKa ajiaTtka (Deterdingetal. 2017).

EneH egHocTaBeH IpHUMep € aBTOMATCKOTO IOIMoJiHyBame akopau (Chord Auto-Complete)
BO Sibelius. HamecTo aBTOPOT ofHaIIpe I fia 3afae IITo TOYHO Tpeba [1a ce CIyyu, CUCTEMOT
ro aHa/IM3Mpa ITOCTOJHUOT XapMOHUCKN KOHTEKCT U IIpejjiara MoyKHO npoponkenue. Cellak,

oJUIyKaTa Jiajii Toa MpojIoJKeHre Ke Oufie mpudareHo 0CTaHyBa Kaj KOMITO3UTOPOT.

CrnuyHa ITpOM€Ha ce 336EHE}KYBH 1 BO 3BY4YHaTa peaHH3aLlHja Ha ITapTuTyparTa. HotHuot

TEeKCT, KOJIKY 1 [Ja e JeTaJleH, He ja Coap;Ku 1ienaTa 1/13Be,u6a. TemrioTo, JMHaMMKaTa, MH-



TOHalMjaTa ¥ apTUKy/alyjaTa ce rnapameTpy IITO M3BEeNyBauoT I'M OOJMKYBa ,Ha HAUMHU
LITO He ce MPOMUIIaHu Bo HOTHUOT TeKeT* (Cancino-Chaconetal., 2018:1). CucTreMuTe Kako
Note Performer ce obumyBaaT TOKMY OBH€e MapaMeTpH Ja ' MOZejrpaaT v Ha TOj HauuH 1a
co3zaarT oyBep/rBa BUPTYeaHa u3Benda. McroTo, Moykebu yIIITe I1ojacHo, ce 3abeesKyBa
Kaj BoKasiHaTa cuHTe3a. Kaj cuctemu kako Cantai u SynthesizerV, aBTopoT 3ajiaBa MeJIofija,
pUTaM U TEKCT, a COPTBEPOT CO3JaBa BOKajiHa peajn3aiiija. 3a Toa ce MojenupaaT hOHeT-
CKU TPaH3ULIMM, UHTOHALCKU [IBMKEeHha, TeMOp U OPYIU e/leMeHTH KapaKTepUCTUYHU 3a
BOKajiHaTa M3BedOa. MogenuTe 3a CHHTE3a Ha Meelme MOJKAT Jla BKIIyJaT ,IIpedBUAyBabe
Ha OCHOBHAaTa (peKBeHIMja U POHETCKUOT TajMUHI BP3 OCHOBA Ha MY3MUYKa ITapTUTypPa CO
TekcT" (Blaauw and Bonada, 2017:1). [ToegHOoCTaBHO Ka’KaHO - CUCTEMOT T'M IIpe3eMa U T'

obpaboTyBa nHGOpPMAILMKTE IIITO I'M 3a/laBa aBTOPOT, HO He ja co3/1aBa caMaTa KOMITO3MI[Hja.

Bo cute oBue ciyuau, CUCTEMOT ,Tpe3eMa’ pa3jinyeH [iel Of] TROPEeYKUOT Tporiec, HO OC-
HOBHUOT MY3WUKM MaTepujasl U HacoKara cé yIiTe T 3a/aBa uoBeKorT. J[o oBaa ¢a3a, Kpea-

THBHHTeOﬂHYKH(XHHHYBaaTKaiaBTOpOT

CylmTMHCKaTa MMpoOMeHa [foara CO TeHepPaTUBHUTE CUCTeMU, Kaj KO KOPUCHUKOT BeKe
MOJKe J1a 3a7iajie ujieja Wik TeKCTyajiHa MHCTPYKIIUja (prompt), a CMCTeMOT caM ,,Jia TO co37a-

Jie My3UJKMOT MaTepujan”.

Op mucsia o ,,Tyl'a Mucja“!?: reHepaTUBHATa BelllTauKa UHTe/TUTeHI[UjaurpaHuliuTe Ha

aBTOPCTBOTO

Ilo Koj cTeleH TeKCTyasHaTa MHCTPYKI[Uja MOJKe Jla Ce cMeTa 3a aBTOPCKU MPU0HeC Kora
MY3UUKUOT MaTtepujai ro renepupa cucremot? OBa e MOKeOU KIIYUHOTO TTpalliame HITO Tpe-
6a /1a ce MocTaBU Kora ce pasrjieflyBa reHepaTMBHATa BelliTauKa UHTenureHIyja. [Ipu Hej-
3MHAaTa yrnoTrpeba, KOPUCHUKOT MOBEKe He Mopa Jla BHece KOHKPeTeH MY3UUYKU MaTepujal.
HamMmecTo Toa, Toj 3a/laBa TeKCTyaJiHa UHCTPYKIIUja (aHIJI. prompt) co Koja MOyKe Jia OITuIIIe
>KaHp, pacIioyosKeHre, THCTPYMEHTalIlja, TEMIIO WX JIPYT'Y KapaKTepUCTUKU Ha MOCaKyBa-

HUOT Pe3y/ITar.

OcobeHo jaceH mpuMep 3a oBa e miaTdgopmara Suno, Kajie LUITO Off TEKCTYaJIHU HAaCOKU
MOKe Ja IIpousiiese 1ejiIocHO odopMeHa MecHa co JaeduHUpaHa MeIoAuja, XapMOHUja U
dopma. KopucHukor, criopef] Toa, He Mopa CaMUOT [ia TU Co37ajie OBLe eJIeMEeHTH Ha HaulH
Ha KOj Toa Ou ro mpaBejl BO HOTal[[ICKa IIporpaMa Wwin copTBep 3a JUrhTaIHa ayauoIIPOIyK-
uuja (Digital Audio Workstation - DAW). Bo 0BOj KOHTEKCT, TYPCKUOT ucTpaykyBau Ceum
TaH 3a6eje;KyBa [ieKa Toa IITO I'o Pas3/IMKyBa Suno o MPeTXOOHUTEe MPAKTUKU Ha MY3UUKO
co3/laBame e ,,3HAYMTe/THO HamMajsieHaTa y/iora Ha TEXHUUKUTE U TeJIeCHUTe BellITUHU BO MY-
3UUYKaTa MpoayKLuja, OMIejKu MpolecoT IVIaBHO ce IMOTIMPa Ha TeKCTYaJIHU MHCTPYKLAN"
(Tan, 2026:109).

OTTyKa, IpallakbeTo 3a aBTOPCTBOTO CTAaHYBa JlajieKy MOHejaCcHO. AKO KOPUCHUKOT T'U
oIpejieNuil JKaHPOT, KApPaKTePOT U OIIIITaTa HACOKa eIMHCTBEHO MPEeKy TeKCTyajiHa WMH-
CTPYKIIMja, HO He ¥ KOHKpPEeTHATa MeJIo/inja, XapMoHUja, (hopMa WM OpKecTpaliuja, TENIKO e

TaKBaTa MHCTPYKLYja eIHOCTABHO Ja Ce M3eJHauM CO CO3aBambeTo Ha LeoTo aeno. Koneu-
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HO, ITOCTOM CYHITHMHCKA pa3/InKa Mef‘y TOa Aga ce oIlviie IITo 6u cakase Aa }:[O6I/IeMe 1 caMuTe
Aa co3maageMe MY3UUKU MaTepI/IjaH CO HaMepa [da IIoCTUuriemMe ogpeneH pesysrar.

KoKy roBeKe oj] 0BUe OJIJTYKU U Ce TIPenyIliTaaT Ha reHepaThBHATa BelITauKa UHTeJIUTeH-
1I1ja - TOJIKY MOTEIIKO CTaHyBa Ae(pMHUPAheToO Ha aBTOPCTBOTO BO HEroBaTa TPaIUIIMOHAT-
Ha cmucsa. TokMy of1 oBaa pacrpeziesioa Ha KpeaTUBHUOT MPUAOHEC MPUPOJIHO TIPOU3JIEry-

BaaT U IIpaBHUTe M €eTUYKNUTEe O1UJIEeMU ITOBP3aHU CO reHepaTBHaAaTa My3HMKa.

HpaBHI/I 1 €eTUYKHU aCIIeKTH Ha YHOTpe6aTa Ha BellTadKaTa I/IHTeJ'[I/II‘EHI_[I/Iia BO MY3UYKOTO

co3aaBame

OTTyKa, AUCKycHjaTa 3a aBTOPCTBOTO OOUBAa U eQHAETUUKO-IIPaBHA JUMEH3Hja: KOMY
My MpUIara Toa IITO I'o CO37aBa reHepaTuBHUOT cucTeMm? CoBpeMeHUTe 3aKOHOJABCTBA Ce
yIlITe HeMaaT eJUHCTBEH OJIroBOp Ha OBa Mpallamke, HO BO HajrojieM fieJI aBTOPCKOTO IIPaBo
OCTaHyBa TECHO MOBP3aHO CO YOBEUKUOT TBOPEUKU npumoHec. TOKMy 3aToa IpUKUTE aBTOD-
ku lajoapuu u Cramartynu 3abesie;KyBaar JIeKa ,,...BHeCYBamheTOo eJHOCTaBHA TeKCTYa/IHA UH-
CTPVKLIMja HajBepojaTHO He e JOBOJIHO 3a ja o JOCTUTHe IparoT Ha aBTopcTBo” (Gaidartzi
and Stamatoudi, 2025:5).

Ho npob6neMort He ce 11ojaByBa caMo IIpU reHepUpameTo Ha ,, estoto”. Toj 3arounyBa MHO-
I'y IOpPaHo, OJIHOCHO CO MaTepHjajIoT BP3 KOj caMUTe CUCTeMHU ce oOydyBaat. ViMeHo, 3a ma
MO>Ke efleH reHepaTuBeH MOJle Jia ,COo3/jaBa My3UKa“, Toj HajlIpBO aHa/IM3Upa rojieMu KoJiu-
yecTBa IIOCTOjHU COIPKUHU. Kaj My3sHUKUTe CICTEMU TOa 3HAUH JIeKa ,MaTepPUjasioT 3a 0OyKa
Cce COCTOU O] My3UUKU KOMITO3UIIMY U 3BYYHU CHUMKU, O] KOU T'oJIeM JIejl Ce 3allITUTEHU CO
aBTOpCKo npaBo* (Wang, 2026:100).TokMy TyKa ce 0TBOpPa eqHO O]l HajcepUO3HUTE IIpalllatba
BO llejiaTa JUCKYCHja: Tajiu Heurja My3uKa MosKe fa Oujie yrorpebeHa 3a pa3BOj Ha CUCTEM
KOj II0TOa CO3/aBa HOBa My3MKa 0e3 aBTOPOT Ja 3Hae 3a Toa WIM Ja Ouje HaJoMeCTeH?
AmepukaHckara aBTopka [lamena CeMmjysicoH ro orpejiesiyBa oBa Kako ,eIHO Off HajUTHU-
Te ITpaBHU IIpalllaiba ITOBP3aHU CO reHepaTUBHATA BellTauKa MHTeaureHuuja* (Samuelson,
2026:1). ITpaBHUTE OATOBOPH CE€ VIITE Ce Pa3BMBAaaT U Ce Pa3jIMKyBaaT Mel'y pa3/IM4HUTe 3a-
KOHOJIaBHM CHCTeMU, HO eTUUKaTa JiijieMa OCTaHyBa U IIpe]] [a ce [IojAe M0 KoHeueH ITpaBeH
ozarosop. BripoueM, mpaiiameTo gajau ofgpeneHa yrorpeba e 3aKOHCKU [TO3BOJIEHA HE € UCTO

CO IIpallakeTo Ja/iv Taa e IIpaBrMYHa KOH aBTOPOT.

[Tpo6eMoT cTaHyBa VIITE OOUUITIE[IEH Kaj CMHTeTHUYKATa MMUTALIYja Ha YOBEUKUOT I71ac.
CoBpeMeHUTEe CUCTEMU MOJKAT Ja ,COo34afiaTu3Be10a" Koja 3Byur KakKo OfipeJieH Iiejad uimu
u3BeqyBau, 6e3 Toj/Taa BOOIIIITO [a ja OTIIee KOHKpeTHaTa ItecHa. Bo 0Boj KOHTEKCT aBTOp-
karta Capa ToMacrocouyBa JieKa CO3/1aBalbheTO CUHTETUUKU U3Be0U OTBOpA ,eTUUKU Ipa-
nIama NOBP3aHU CO MaHUITy/IalljaTa Ha UJeHTUTETOT, COJIaCHOCTA U TipaBaTa Ha U3BefyBa-
uute* (Thomas, 2024:523).

CeTo oBa NoKayKyBa JeKa IpallalkbeTo He e caMO Jla/li BelllTaukaTa UHTe/IUTeHIIija MoyKe
7la co3ajie My3UUKM Pe3ysiTaT, TYKY U KaKo Hej3uHaTa yrmoTpeba ro MeHyBa OJIHOCOT KOH
aBTOPCTBOTO, TPYZOT U OATOBOPHOCTA BO MY3UUKOTO CO3/jaBaibe. AKO Jle/l Of KpeaTUBHUTeE

OJJIYKU Ce TIPEeHecyBaar oji YOBEKOT KOH CUCTEMOT — Toralll, TOBTOPHO Tpeba /ia ce pasriena



1 HAQUMWHOT Ha KOj ce rmpumnuiyBaaT 3aC/JIyruTe 3a KOHeUHUOT pe3yJiTaT. AKo cuctemMoT yau o
TPpYAOT Ha APYIrM aBTOPU M U3BeJJyBaul, Ce OTBOpPa ITpallakbeTO 3a HMBHaTa COIJIaCHOCT M Ha-
AJOMeCT. A ako Moske JaTro pernpoayiurpa MOeHTUTETOT WMJIX I'7IaCOT Ha KOHKpPeTeH n3BejgyBay,
TOorala ,ELHCKYCI/IiaTa BeKe usjieryBa ol paMKuUTe Ha CaMOTO aBTOPCTBO.

3aK/IyuoK: off ajlaTKa Jio TBopel?

Ha KpajoT, nHTepeCcHO e MOBTOPHO [la Ce HaBpaTUMe Ha eJlHa Off, [IOUETHUTE UJieU BO 0BOj
Tpyz. Yirre Bo 2004 roguHa, 300pyBajKu 3a aBTOMATHU3allyjaTa BO HOTAIIUCKUTE TPOTPaMU,
Benunu u Hecu 3a6esieskyBaat JleKa BAKBUTE TEXHOJIONIKU UCYEKOPU ,,My OBO3MOKYyBaaT Ha
KOMIIO3UTOPOT 71 ja 3rofieMu e(hMKACHOCTA U J1a ce KOHLIeHTPUPa Ha IMTOKPeaTUBHUTE acTlek-
tn“ (Bellini and Nesi 2004:104). Bo Toa BpeMe, ujiejata usrieasa MPUWIMYHO jacHa: KOMITjY-
TEePOT IMpe3eMa fiefl o/ MexaHUJKaTa paboTa, a Ha KOMITIO3UTOPOT My OCTaHyBa ITOBEKe BpeMe

U TIPOCTOP 338 KPEaTUBHOCT.

Ilenec, nBaeceTWHa roJIMHU IOJOI[HA, CE€ UMHU ieKa CUTyallijaTa e MaJiky rmouHaksa. Co-
BpeMEHUTE reHepaTUBHU CUCTEMU IIOYHYBAaaT /ia HaBJIeryBaaT TOKMY BO OHUE ,IIOKpeaTUB-
HU acCIleKTH" 3a KOU IIPETXOJHO Ce 0UeKyBaJIo TeXHOJIOTMjaTa ia HU 0CJI000/1 IIOBEKe BpeMe.
Ha HeKoj HauMH, HAMeCTO Jla JoO1eMe ITOBeKe BpeMe 3a co3j/iaBaibe, JoOMBaMe TeXHOJIOTUU
KOM MOJKaT Jia IIpe3eMar U JieJ1 O caMOTo co3paBame. Tyka MoyKebu U ce Haora efieH ofi

HajI/IHTEPECHPITe ImapaaokCcu Ha ceraliHumoT MOMEHT.

Cekako, OBa He 3HauM [ieKa HOBUTE TEeXHOJIOruu Tpeba ofiHaripe]] ma ce oTdpiar, HUTY
JleKa HUBHAaTa ynoTpeba HEMUHOBHO I'O HamalyBa YOBEUKUOT TBOPEUKU mpujoHec. Kako
HITO Ce MOKa)Ka HU3 MPEeTXOJIHUTEe MPUMEPU, CETO TOA 3aBUCH O] U300POT IITO TOYHO MY €
JIOBEpeHo Ha cucTeMOoT. EfHO e Toj J1a rmomorHe 1pu opMaThpame, 3BydHa peau3aiiuja
UM o6paboTKa Ha BeKe Co3[afileH MaTepujajl, a coceMa JIPYro e Jia I'u Ipe3eMe OJITYKUTe

ITIOBP3aHU CO CYIITHMHCKHUTE €/IEMEHTH Ha KOMHO?:PILIPIiaTa.

Bo cekoj ciyuaj, meprogoT BO KOj jKUBeeMe e HMCKJIYUUTEeTHO BO30YIIMB 3a MY3UUYKOTO
co3gaBaibe. HoBUTe TEXHOJIOIMU Ce pa3BUBaaT 0P30, a CO HUB IIOCTOjaHO Ce OTBOPAaaT HOBU
MOKHOCTH, HO M HOBHU ITpaliama. TOKMy 3aToa CMeTaM JIeKa oBaa eBoJIylija Tpeba O6yaHo U
BHUMATEJIHO [Ia ce CJIe[u, Ja ce 3alo3HaBaMe CO MOKHOCTUTE ILTO Taa ' HyOu, HO UCTOBpe-
MeHO 1a bugemMe CBECHU U 3a HEj3SMHUTE OrpaHUuyBaiba, KAKO U 3a OJIFTOBOPHOCTA IIITO Jloara
CO Hej3uHaTa yroTpeba. FiMaM 4yBCTBO JeKa BO OCHOBaTa Ha CUTE OBHE AUJIEMU CTOU €IIHO
CYLITUHCKO Mpallamke: IITO CMe TTIOJrOTBEHH [ia I1 ITPelylUITUMe Ha TEXHOJIOTHjaTa, a IITo ca-

KaMme JIa oCTaHe e/l OJf HAIlllMOT UHTUMEH TBOPEUKU Mpoiec?
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buspana TanypoBcka-KyilaBKOBCKH

AUTUTAAHUOT MPECBPT 30
NSBELAYBAYKKITE YMETIOCTH
- @8 AMTUTAAM3ALMIA A
ARYHBM, HETRABALLE,
MOBRPSYBALLE, TBORELLE,
HOBU ®OPMMU HA TPYA

UDC: 004.6/.9:[78+792](497.7)

Bo mocnenuute petieHun, a ocobeHO BO MEPUOMOT
Ha KOBUJ W TIOCTKOBHU]], JUTMTAJIHUTE TEXHOJIOTUU
CYUITUHCKU T' TpaHcgopMUpaaT HaUMHUTE Ha paboTa
BOOIIIITO, T1a ¥ BO MOJIETO Ha U3BElyBAUKUTE YMETHO-
cru. [IpollecuTe Ha UCTpa)KyBaibe, apXUBUpatbe, U3Y-
yyBae U TBOPEHE BO OBA M0Jj1e, BO IOKAJTHUTE KOHTEK-
CTH, HO VIIITe TIOBeKe BO KOHTEKCTUTE Ha Mel'YHapoaHa
copaboTKa, BMpeKyBame U AUCeMUHallja Ha YMeTHO-
CTa U YMETHUYKUTE TTPAKTUKU Ce 3aCerHaTu oji 6p3uoT

paSBOj Ha JUT'NTa/IHUTEe TeXHOJIOI'MHU.

Iomeka Ha 17106a/THO HUBO KOPUCTEHETO JUTUTATHU
ajlaTKU MMa KJIydHa yjiora BO ITPOMOIIWjaTa, 3auyBy-
BameTo U adpupMaliijata Ha KYJITYPHOTO HACJIE/ICTBO U
e IMIUPOKO PacIpoCTpaHeTo, Kaj HaC AUTUTaIu3alujaTa
Ha apxWBUTE BO U3BeJYBAUKUTE YMETHOCTH, 0COOEHO
Ha He3aBUCHATa ClleHAa U BO o0jlacTa Ha TaHIIOT, Cé
VILITE € Ha He3aJI0BOJIMTe/THO HUBO. APXHUBUTE HAjuecTo
rocTojaT Bo MatepujaiHa opma, HeCUCTeMaTU3upa-
HU M TELIKO JIOCTalH!, a HUBHATa AUTUTaIu3alija e

peTka u pparmMmeHTHpaHa.

OBOj TEKCT o aHAJIM3UPa 3HAUEHETO HA IUTUTAITHU-
Te aJIaTKY BO TPOLIeCUTe HA apXUBUParbe, 3aUyBYBambe,
adupmalja, U3ydyBame U Kpenpame BO U3BeJlyBay-
KUTe YMETHOCTH, KaKO U TTOIMTUKIUTE 34 MOJIpIIKa Ha
Pa3BojOT U TpUMeHAaTa Ha JUTUTAJIHUTE TeXHOJIOTUU

BO oOBa I10jie. AHaju3arTa ce 6a31/1pa Ha HEKOJIKY KYIJI-
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TYPHU U YMETHUUKU ITPOEKTU U MPaAKTUKU, KAaKO IIITO
ce HAJIA - pernoHajiHaTa TaHIIOBa apxuBa, I1aT¢op-
mata Under 600, Kako 1 Apyru JTIOKaJIHO BTeMeJIeHH, a
MeryHapOOHO MOBP3aHU COPabOTKU KOU KOPUCTAT IIU-
TATaJIHU TEXHOJIOTMY KAKO MCTPa’KyBauKa, apXUBCKa 1
TBOpPEUKO-KpeaTHBHAa ajlaTKa.

[Toceben ¢oKyc ce cTaBa Ha IIpallabeTo KaKo JIUTH-
TQJTHUTE TEXHOJIOTUU TOTIIOMAraaT OofipefleHu Mpoiie-
CH, HO U IO pefiecbHUpaaT IMMOUMOT Ha TPYIOT BO U3Be-
IyBauKUTE YMETHOCTU, OJTHOCHO KAaKo I'M MEeHyBaarT UC-
Tpa)kyBauKWTe M TBOPEUKUTE IPOI[eCH U BIMjaaT BP3
HAUMHOT Ha KOj ce MPOoyLINpa, apXuBUpa, MIpeHecyBa 1
Ba/IOpM3KMpa YMETHUUKATA ITPAKTUKa U 3HaeweTo. Tek-
CTOT apryMeHTHpa JeKa JAUTUTATHUTE aJlaTKU Ce TeX-
HUUKa TOJIIPIIKA Ha YMETHUUKUTE TIPOI[eCH, HO U THe
aKTUBHO YUeCTBYBaaT BO pefiepuHUpame Ha METOJO-
JIOTUUTE Ha UCTpaskyBaibe, Ha (OPMUTE HA YMETHUUKO
co3/laBae, Ha MOMMOT Ha TPYMIOT, KAKO W Ha pa3ou-
pameTo Ha MUCTOpHjaTa U Pa3BOjOT HA MU3BEIyBAuKUTE
yMmeTHOCTU. [IpeKy Toa, AurhTanu3aiujaTa ce rmojaByBa
KaKo KJIYUHO TI0JIe BO KOe Ce MPEeUCIIUTYBaaT OJTHOCUTE
Mer'y TeXHOJIOTHjaTa, TPYIOT, 3HAEHETO U YMETHUUKO-
TO HAC/IE[ICTBO BO COBPEMEHUTE U3BENYBAUKU YMETHO-

CTH U IIOIINPOKUOT OMIITECTBEH KOHTEKCT.

Knyutu 360poBu: qurutasieH MpecBpT; U3BeyBau-
KU YMETHOCTHU; AUTUTAHA apXWBHU; TPaHCMeIUyMCKa

MUCMEHOCT; TPY[I; KYJITYPHU TOJIUTUKU




Bogep

OBo0j TEeKCT OTBOpa ITpalliaika 3a JUTUTAIHUOT MPecBPT BO KY/ITYypaTa U U3BeAyBauKuTe
YMETHOCTHU U HETOBOTO BJIjaHUe BP3 UCTPaKYBakeTO, apXUBUPAETO, TBOPEHETO, ITI0BP3Y-
BamkheTO U MEHYBaWkeTO Ha TPYJIOT KOj Mpou3jIeryBa ofl TpOMeHuTe, BO KOHTEKCTOT Ha Make-
noHwuja. TToarajku off MMUHU TPpodeCUOHATHU CBEJONITBA U UCKYCTBA, KAKO U O] KOHKPETHU
JIOKaQ/JIHU U MEIr'YHapOJHU WHUIIMjaTUBU, TEKCTOT HACTOjyBa [la I'M Mperno3Hae MoTeHlrjaiu-
Te UITO TM OTBOpAa JUTMTAJHUOT MPECBPT U Ja VKayKe Ha moTpebara ofi HUBHO CUCTEMCKO
BTeMeJTyBale BO KYJITYPHUTE U BO 00pa30BHUTE MOMUTUKU. [IpeKy Tue mpumepu ce oTBOpa
MPOCTOP 38 Pa3sMUCITYBambe 3a UAHUTE HACOKU Ha Pa3BOj Ha JUTUTAIHUTE UH(DPACTPYKTYPH,
HoBUTE (pOPMU Ha 3HAEHe U COBPpEMEHUTE MOZe/TM Ha KYJITypHa copaboTKa u paboTa Bo 110-

JIETO Ha KyJITypaTa BOOIIIITO, HO 1 BO U3BeAYBAUKUTEe YMETHOCTHU.

MouwuTe cBefolITBa Ce TeMeyiaT Ha JTMYHU MCKYCTBAa, HO UCTOBPEMEHO ITPOU3JIeTyBaaT O]l
TOIIMPOKUTE OMIITECTBEHU, TEXHOJIOUIKM U KYJITYPHU TTPECBPTH IITO PA3/IMYHU TeOpeTrda-
PH VIIITE BO IBAECETTUOT BEK I'M ITPero3HaBaaT KaKo CYLITHHCKHU 32 Pa3BOjOT Ha COBpeMeHa-
Ta YMETHOCT U Ky/ITypa. beHjaMuH MoKa)KyBa JleKa MeXaHUUKaTa/TeXHUUKaTa PermpojyKinja
He o MeHyBa caMO HAUMHOT Ha MPOJIYKIIUja, TYKY U aypaTa Ha YMETHUYKOTO JIeJI0, HeroBaTa
petierniiuja u onirectBeHa dyHKiuja (benjamun 2010). HapoBp3yBajKu ce Ha OBUe MPOLIeCH,
XopkxajMep v AJIOpHO ITpeAyIpelyBaar fieKka KyJITypHaTa UHAYCTPUja, Koja ce pa3BUBa KaKko
MOTTUK OJ] TEXHOJIOLIKUOT Pa3Boj, CO3[laBa MOJEe/IM Ha CTaHAapAu3aluja, pernpoaykiyja u
MacoOBHa KYJITYpHA MTPOJIYKIIMja IITO TTOCTEIeHO T IMPeobIMKYBaaT OHOCUTE Mel'y YMEeTHO-
cra, nyonukara u rmasaport (Horkheimer, Adorno 1989). Bo Taa cMuciia, TEXHOIOIIKUTE IIPO-
MEeHU He ' MeHYBaaT caMo CpPeJiCTBaTa 3a MPOoJIyKIIMja, TYKY ' MeHYBaaT U YCJIOBUTE BO KOU
Taa ce co3zaBa, OOJHOCHO CaMMOT ,,CBeT Ha ymeTHocTa" (the artworld) (Danto 1964). Co Toa
ce MEHYBaaT M CpeJICTBaTa 3a MPOJIyKIMja, MHCTUTYI[UUTE, BPEJITHOCHUTE CUCTEMU U KPUTe-
pUyMUTE TIPEKY KOU Ce Mpero3HaBa 1 Bajiopusnpa yMmeTHocta. Bo gururaniHara epa Ha OBOj
BEK, BO YCJIOBU Ha panuieH pa3Boj, OBUe Mpoliecu AoOuBaaT HOBa JIMMEeH3H1ja, a ce BOBe/lyBa
Y HOB ja3MK Ha KyJ/ITyparta, 3aCHOBaH BP3 JIOTMKaTa Ha 6a3uTe Ha IOJIaToLM, MOJTy/ITapHOCTA,
BapujabUIHOCTa U HOBUTE MOJIeJIM HAa OpraHu3alyja u [UpKyialuja Ha KYJITYPHUTE COZp-
>kuHu (Manovich 2015). [JurutaJiHUOT MPecBPT, CIIOpe]] Toa, I'M MEHYBa MeJIMYMUTE MPEeKy
KOU Ce co3/laBa 1 MocpefiyBa YMETHOCTA, KAKO Y HAUMHUTE Ha KOU Ce OPraHu3upa 3HAEHeTO,
ce co3fiaBa KyJITypHaTa MEMOpUja U ce pefiebuHUpPa KyJITYPHUOT TPV,

OTTYKa, Ke 3all0YHaM CO CBEeJIOIITBA, a Ke 3aBplIaM CO ITPEIIOPaKu IITO ITpou3jieryBaaT oy

MMPaKTUKaTa, UCTPasKyBabeTo U Of AOJITOTOIUIIHOTO PO eCUOHaTHO UCKYCTBO.
Op aHa/IOTHO 0 JUTHUTATHO

Ce cekaBaM [ieKa IIPBUOT KOMITjyTep I'o IOoOKUB Ha ABaeceT 1 YeTUPU T'OINHU, KOTra BeKe '
3aBPIIYBAB CTYMUTE U KOTa, KAKO CTY/IEHTKa, [IOYHAB /la ce 00pa3oBaM MpeKy MpaKTUIHa
pabora, paboTejku Ha U3/10K01, PUIMCKU U TeaTapCKU IIPOEeKTU UTH. MoeTo ob6pa3oBaHue
U nipBUTe MPodheCUOHAIHA UCKYCTBa Oea I1eJIOCHO aHaJIOTHU, Ia TaKa U UCTPAKYBAHETO,
MUIIYBAkEeTO, IOKYMEHTal[jaTa U KOMyHUKalUjaTa ce oJIBMBaa MpeKy KHuru, pororpaduu,

BHUeOKaceTH, KaTaJio3nu U JINYHU Cpe,u61/1. CBe,Z[Oan KaKo paSBOiOT B)'[PIjae(I.LIe) He cCaMO Ha
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TOA KAaKO MUC/IUME, TYKY U Ha Toa KaKo paboTHMe, KaKO ce MeHyBaa CpeJiCTBaTa M HUBHATA
yroTpeoa.

Ce yirre uMam apxuBM Ha fecetuiiu DVD-nuckoBu u VHS-KaceTu 11To ce yiire He ce -
TUTAIN3UPaHU U Me IMOTCeTyBaaT Ha BpEMEeTO Ha eJleH o AUTUTaaHuTe ,,0paHoBU”, Kora ja
Criofie/iyBaBMe ceKoja KHUra, WIM WIN APYro AUTUTAIU3UPAHO JIeJIo IITO Ke [ojie 10 Hac.
OTTorau1 o feHec cBejouaM HEKOJIKY JUTUTAJIHU [IPECBPTHU, aKO MOKe TaKa [ia ce Kake, a
MOCJIEJHUOT € OHOj BO/TI0 BpeMeTo Ha KoBUI-19, Koj ro 3abp3a pa3BojoT. Ho, oBOe Kako ma
CMe BO HEeKOU APYrM BpeMeHCKU U UCTOPUCKU 30HU Kora Ke YBUJUMe KaJle e HalleTO YMeT-

HUUKO U KYJITYPHO IT0JIe BO OJTHOC Ha OBUE TIPOILECH, TPOMEHU U TTPECBPTH.

Bo uHcTUTYIIMUTE Cé YIITe CBeJoUrMe efleH PYAUMEHTUPaH MPUCTAl KOH 0b6e36eyBatbe,
3alITUTA U 3a4yBYBamke Ha pecypcuTe, Ha MaTEepPUjaTHOTO U HEMATEPUjaTHOTO YMETHUYKO
HacJIe[ICTBO, HETOBOTO MCUMTYBatbe Off OJIpe/IeHN TEMATCKU PeJIeBaHTHU IMO3ULIUM U HETOB

TJIacMaH Bo jaBHara cdepa.

Op gpyra cTpasa, LeuoT cBoj ITpod)ecroHasieH JKUBOT CYM JeJ1 O] He3aBUCHUOT KY/ITYPeH
CeKTOop, Kafie IITO MOYKaM jaCHO Ia corjefam JIeKa M IMOKpaj OrpoMHaTa IMPOAYKIIMja, HU
TaMy He MOCTOM CUCTeMATCKU IPUCTAIl KOH 3a4yBYBamheTo, 3allITUTATa, JOKYMEHTUPAETO
Y IUryuTajgHaTa TpaHchopMaryja Ha COBpeMeHOTO TBopemrTBo. Cerak, BO OBOj CErMeHT Ha
TBOPEUITBOTO paboTara e MOKOMITJIEKCHA, O1iejKU IIOBEKeTO Off aKTepUTe Ha CLieHaTa ce OHa
nrro Kyba Illpegep ro HapekyBa tpoekuapujauu (Szreder, 2021: 194). Toa 3Hauu mexka oBaa
ClLIeHa Cé VIITe HeMa CUCTeMaTCKa IOAAPIIKA, TYKY CaMO IPOeKTHA, a MPOLeCUTe Ha IIpo-
IyKIIFja, 3auyByBame Ha TBOPEUITBOTO, JUTMTa/IM3aliija U HETOB IVIACMaH Ce YCIIOBEHU Of
MpOeKTHAaTa MOAAPIIKA, KOja € MUHMMAJIHA U HellpeIlo3HaeHa Kora cTaHyBa 360p 3a POAyK-
1Ija Ha HOBO 3Haee BO IT0JIeTO Ha COBpeMeHaTa U3BeyBauka YMETHOCT ITPEKY CO3/iaBame

AUTUTA/IHU apXBU 1 HUBHO KPUTHUUYKO perncCurTyBambe.

[Tocnenuiiute of cucTeMCKaTa M apXMBCKaTa Herpu:xa MoyKaM ja ' IIoBp3aM CO OHa IIITO
VBaHa XalieBCKa ro HapeKyBa 3azpagysaree Ha 3Haereuio (XapueBcka, 2025: 93). Taa yka-
’KyBa Ha 3HAaeHeTO U MeMopHjaTa IITO UHTepreHepalycKy I’ IIpeHecyBaar KeHUuTe, a Kou,
KaKo IITO BeJid, Ce KOPEHUTO aHTAarOHUCTUYKM Ha MOOApyBamaTa Ha KalUTaTUCTUUKATA
MPOAYKIIMja U Ha TPyHAoBaTa pernpopyKiyja. Jac, mak, 6u cakasa oBa /ia ro IOBp3aM U CO
He3aBHCHAaTa ClieHa, Koja IIpon3Be/lyBa 3Haewa LITO cé KOPEHUTO aHTaroHUCTUUYKU Ha II0-
bapyBamara Ha KaluTaJIMCTUYKATa MPOAYKIIMja U Ha Hej3uHaTa pesalidja co HaI[MOHAJIHO
opmMmyupaHuTe Ky/ITYPHU TIOJTUTUKU. YKa)KYBajKU Ha 3azpagysarseitio Ha 3Haerseitio, Xaiu-
eBCKa ce HaJloBp3yBa Ha CunBuja Pefleprun, Koja MUIIyBa 3a MHOT'YTe BUIOBU 3arpajiyBame
Ha jaBHOTO U Ha jaBHUOT IPOCTOP, LITO BCYLIHOCT IIPETCTaByBa IIPoLeC BO KOj KyJITypHaTa
MeMopwuja cTaHyBa (pparMeHTUpaHa 1 TelIKo JoctanHa. Ho, Toa e moBp3aHO U Co ellucitieMo-
Jlowka Hellpasga ,Kaje UITO eJlHa Irpylia e COLija/lHO U €KOHOMCKU OHEeBO3MOJKeHa Jja map-
TULIATNIPA BO MOJIUTUKUTE Ha MeMOpHja BO OILITeCTBa Kajle IITO MeMopUjaTa U UCTOpUjaTa
Ce WHCTUTYLIMOHAJIU3UPAHU U TpaHC(EepPOT Ha 3HaeHme e OpraHu3upaH OArope HAJOoy U e
BpIlIeH OJf OHME KOM MMaaT MHCTUTYLMOHAJIHA U agMMHUCTpaTUBHaA MOK...“ (Fricker 2007,

Kaj XanmeBcka, 2025: 22). I1a Taka, IpUCTAIIOT [0 IPOAYLMPAHUTE 3Haekha BO He3aBUCHATA



ClleéHa, Ha IIpuMep, € orpaHn4yeH, OHEBO3MOKEH. [Ta Taka, moneTo Ha KYJ/ITypaTa He € JeMO-
KpaTusupaHo, u noxpaj MOKHOCTUTE LITO I'M HYyOU ,E[I/IFHTHHI/IBEIL[HjaTa. OBa e YCJIOBEHO O[1
HHTeppesialiny IITO Ce ITpon3BeeHn l'[OMel"Y IIpUCTAIIOT 4O HAaUMH Ha Kpeuparbe IMOJIMTHUKH,
BpPeaHOCTH, ITpUCTAaIl 10 CpeacTBa, MOKHOCTHU, peCypCH, ITOJIMTUKU Ha odJiydyBambhe NTH.

OBa ro nuillyBaM 3a [ia ja WIYCTpUpaM II03HUIiFjaTa off Koja, KAKO Ky/ITypHa pabOTHUUKA,
KypaTopKa U UCTpayKyBauka, JeHec r'o pasrjieflyBaM AUTUTAIHUOT TIPeCcBPT Kaj Hac. AHaslo-
TrHOCTa e BTeJIeCHeTa BO MOjOT MOIJIe[l, BO MOETO UHTepdepupame Co peajHOCTa, MUaKO CBecC-
HO, a MOHeKoTall U CaMOYKO, Ha MOMEHTU MHOT'Y ITacTOpa/IHO TIPUCTaIlyBaM KOH CUTe HOBU
o6nuLM Ha ,gurutaansaiuja’. Bo cBojoT nmpodecroHaneH pa3Boj ro TpaHcgopMUpaB CBoe-
TO ,JUTUTA/IHO 3Haeme", a 1 BO I0JIETO Ha YMETHOCTa yUeCTBYBaB U ITOCBeOUUB TpaHCchop-
MalLM{ ¥ IMOHEePCKU OOU/IM [1a Ce coeIMHAT YMETHUUKUTE UCTPayKyBarha 1 HOBUTE MEIUYMU,
KOU 3arioyHaa BO JeBejeCceTTUTe TOJIMHU, a CBOjOT Pa3B0oj ro MPOJI0/KKUja BO TIOUETOKOT Ha
IBe wijagutute. Kako cTymeHTKa Mo MCTOpUja Ha YMETHOCTA MMaB MOKHOCT a paboTraM Ha
ussnokbata ,Image Box - Kyruja co ciuku” (1994)!, npBara roguiiHa u3io;k6a Ha Copoc 1ieH-
TapoT 3a coBpeMeHa yMeTHOCT — CKollje, KOHLIEIITyaJIu3upaHa OKO/TYy eIeKTPOHCKaTa C/IMKa
KaKo HOB Me[IMYM U Hej3MHUTe MOKHOCTM 3a MPOLIMpPyBamke Ha YMeTHUUKaTa eKCIpecuja.
V3nok0aTa ro mocTaByBallle MMpallamheTo 3a Crelu@UUHOCTa Ha e/IEKTPOHCKUOT MeIuyM
- KOMIIjyTepOT, eKPaHOT, TeJleBU3MCKaTa CJIMKa 1 eJIeKTPOHCKaTa BU3YeJIHOCT — KaKo HOB
IIPOCTOP 3a YMETHUUKO MCTpaykKyBame. Toa Oellle mMMoHepCcKU moTdaT BO MPOAYKLMjaTa Ha
[lejla LITO ja OTBOpaa AebaTarta 3a OJHOCOT Mel'y YMEeTHOCTa 1 HOBUTEe MenyMmHu, 3a Kou Cys3-
aHa MuneBcka (1995) nmuiryBa aHaIU3UpajKy T IIPeKy IIpersies o HacIoB ,, XulleppeaaHu
BUpYyCcH“, KaJle LIITO ja oTBOpa JebaraTa 3a HOBUTe MeIuyMu rmpeky uutart of, Kan Bogpujap,
KOj 3a0esie;KyBa [ieKa CoBpeMeHaTa Ky/ITypa e obejieskaHa O HelIpeKMHATO IPOMU3BOACTBO U
LIMPKY/Ialiija Ha 3HAILIM U CJIMKU,”> KoM, OU Jloflasna, ce XUIePHpoAyLpaaT co HaIUIMBOT Ha

HOBU MeIUYMCKHU aJIaTKU.

Ipyr mpumep o paHUTe, OJJHOCHO MUOHEPCKUTE YIIOTPeOU Ha eJIEeKTPOHCKUTE, AUTUTAaJI-
HUTe, OGHOCHO HOBUTE MeJUYMHU BO JIOKAJTHUOT KOHTEKCT, IITO CcaKaM Ja ro ClioMeHaM, e
usnokbara ,likoHa Ha cpebpo” (1995), BropaTa roguiiHa u3nokba Ha Copoc 1jeHTapoT 3a
coBpeMeHa yMmeTHOCT — Ckorje. [Tokpaj usnosk6ata, MpoOeKTOT BKJTydyBallle U MeI'YHapo/ieH
CUMITIO3UYM TOCBETEH Ha MHTePAKTUBHOCTA KAaKO HOBa KaTeropuja Bo BU3yelHaTa YMETHOCT,
CO IIITO Ce MOCTaByBallle U TEOPHCKa paMKa 3a pa3oupare Ha elleKTPOHCKUTe Mefquymu. O
JleHelTHa TepCreKTuBa, ,[IkoHa Ha cpebpo” MoyKe Jja ce mpero3Hae Kako efieH off PBUTe

JIOKaJTHA 06I/I,Z[I/I 3a TEOPUCKO U MPAKTUYHO apTUKY/INPakhe Ha JUrnutaiHaTa YMEeTHOCT.

Bo pamkuTe Ha MoeTo paHOo mpodeCrOHaTHO UCKYCTBO OU cakajia Jia ja ClioMeHaM U Tpo-

rpamara IIpociuop 3a Hosu meguymu (New Media Space, 1998-2004) na lleHTapoT 3a usBe-

1 https://arhiva.zaum.mk/%D0%BA%D1%83%D1%82%D0%B8%D1%98%D0%B0-
%D1%81%D0%BE-%D1%81%D0%BB%D0%B8%D0%BA%D0%B8-image-box/, Zaum archive
(mpucrarmeno 05.06.2026)

2, Xuneppeanuu Bupycu“, Cyzana MuneBcka. Beuep. 18 janyapu 1995 roguna, apxuBa 3aym.
https://arhiva.zaum. mk/%Dl/85%D0%B8%D0%BF%DO%B5%D1‘780%D1‘780‘7D0%B5%D0%B0
%D0%BB%D0%BD%D0%B8-%D0%B2%D0%B8%D1%80%D1%83%D1%81%D0%B8/ (npucraneHo
01.06.2026)
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IlyBauKu YMETHOCTH - MynTuMe ija, Koja rmpoussese of motpebara fia ce co3niajie mpocTop
3a HOBaTa reHepalyja aBTOpU MITO pabotaT co BUzeo, GWiIM, MyITUMEUja U HOBU Me[u-
VMM, TIPU IITO UCTPAKYBAUKUOT U UHTEPUCIIMIUIMHAPHUOT TMpollec Ke mobujaT eIHaKBO,
aKo He U MOroJ/IeMO, 3Hauekhe OJ] KOHEUHUOT YMETHUUKHU Npoun3Bojl. OcobeHo 3HauajHa Oellie
ompefiesibaTa Ha oBaa ITporpama j/la pasBUBa CTpaTerja IITO Ke BOCIIOCTaBU BPCKa Mery
YMETHOCTA U TEeXHOJIOTHjaTa BO MaKe[JOHCKUOT KYJITYpPeH KOHTEKCT, OTBOPajKU MPOCTOp 3a
HOBU (hopMu Ha copabOTKa, TPOU3BO/ICTBO HAa 3HAEHE U YMETHUYKO co3fiaBame.’> Mlako mpo-
rpamara Oeiiie fgen on Myntumenuja, unj okyc Oea M3BelyBauUKUTE YMETHOCTH, Taa He Oellie
TPaJVI[MOHATHO HAcOYeHa KOH HUB, TYKY MPeKy WHTePAUCLUTUTMHAPHU TTPUCTaly T'U I10-
Bp3yBatie nepdopMaHCOT U U3Bef0aTa Co HOBUTE MEIUYMU.

JururajHUTE TEXHOJIOTMU IIOCTENEeHO T'o IMPOIIUPUja XOPU3OHTOT Ha IMPOJYyKIWjaTa Ha
3Haemwe, HO He ja n30pullaa HepaMHOMePHATa pacripejiesidoa Ha IMPUCTAToT JI0 3Haekhe, U3y-
uyyBame 1 TBOPEHEe, MAKO BO rojieMa Mepa IPU0HeCcoa 3a JIeMOKpaTr3alija Ha 00pa3oBHUTE

MPOLIeCH, KAKO U HA YMETHUUKUOT U KYJITYPHUOT TTPOCTOP.

CrioMeHaTUTe MHULIMjaTUBY MOKaKyBaaT [eKa YIITe BO TEeKOT Ha JIeBefeCeTTUTEe TOANHU
U TIOUETOKOT Ha JBe WIjaJiuTHUTe, BO MaKegoHMja MOCTOM MHTEPeC 3a ITPOMUCITYBamke Ha
OOHOCOT MeI'y YMETHOCTa 1 HOBUTE TEXHOJIOrMU. Mako oBuMe MHULIMjaTUBU He JIOBemoa M0
MMO3HaYajHN UHCTUTYIIMOHAJIHU ITPOMEHM, HUTY [0 KOHTUHYMpaHa ITOIpIIKa U Pa3Boj, THe
MpeTcTaByBaaT 3HauajHu ped)epeHTHU TOUKU 3a pa3bupaibe Ha ITIOYeTOLIMTe Ha IUTrUTaHaTa

KY/ITypa BO COBPeEMeHaTa YMETHOCT Kaj Hac.

OBue npuMepU MMOBeKe ce ofHecyBaaT Ha [0JIeTo Ha BU3YeJTHUTe YMETHOCTHU, KaJle IITO HO-
BUTe MeJIUYMU BeKe Oea et o] pa3sBOjOT Ha COBPEMEHUTE YMETHUYKY ITPAKTUKU BO CBETCKU
paMKU, JofleKa MHTePeCcoT BO IMOJIETO Ha U3BefyBaUKUTE YMETHOCTU Ce pa3BUBallle TIOUHAKY.
CoopiBeTeH mprMep BO II0JIeTO Ha TaHIOT, KOj ce I0jaByBa eJjHa JlelleHuja MOoJJ0LHa, HO KOj
3a MeHe Toralll, a v [leHec, TIPeTCTaByBa efleH O] 3HauUajHuTe UCUeKOpH BO yIioTpebara Ha -
TUTaJTHY aJIaTKU 3a TaHIL U IBUKEHe BO PErMoHOT, e copTBepckaTa anatka Whatever Dance
Toolbox Ha konekTuBOT BADco. (2011).* [To Hej3SMHOTO MPBO MU3daHUe U UMIJIEMEHTalllja BO
MpaKkTUKaTa Ha TIoBeKe YMeTHUIIU U 06pa3oBHU UHCTUTYIUU, Whatever Dance Toolbox cTaHa
JlocTarmHa U Kako Beb-aluivKaiyja, MpuApyKeHa cO MPUPayHUK 3a KOpPUCTeme. AjaTKara
Gerle pa3BreHa HU3 AUjasior Mery coTBEepPCKUOT mporpamep laHuen TypuHT, yleHOBUTE
Ha KOJIEKTUBOT U APYTU COPAOOTHUIIU, CO 1€/ [a TO TIPOIIUPHU TIOJIETO Ha UCTPasKyBalbe Ha
JIBIKEHeTOo U TaHLIOT. Taa NpeTcTaByBa IIpaKTUYHA OAAPLIKA 3a yUewe, IPOoAYKLMja U aHa-
n3a Ha KopeorpadCKu MaTepujasl, HO U 3a Pa3Boj HAa KPeaTUBHO MPOMUCITYBamke U paboTa

BO MHTE€PAKTHMBHa CpeJrHa.

Bo rocjieagHara ,Z[eLIEHI/Ija Kaj HaC IMOYHaa [da Cce pa3BMBaaT HEKOJIKY pa3/IMYHU ITPOEKTU
IIOBpP3aHU CO JII/IFHTHHI/IBHL[HjaTa 1 HOBUTE TeXHOJIOI'MU BO I10JIETO Ha M3BedyBauKNTe YMeT-

HOCTH, Pa3BUMEHU IIPEKY COpa6OTKa, Ha Kou Ke ce OCBpHaM I10a0ITHa.

3 ABTOpKaTa Ha TEKCTOT Oellle efIHa O] MPOrPaMCKUTe YPeJHUUK/II Ha porpamara New
Media Space/ mpocTop 3a HoBu Meguymu (1998-2004); https://multimedia.violetasimjanovska.
com/category/programmes/programmes-1998-2004/new-media-space-1998-2004/
(mpucrariero 01.06.2026)

4  http://badco.hr/en/work/1/all#!whatever-dance-toolbox (pucrarmneno 16.06.2026)



CopaboTKuTe BO IOJIETO HA TAHIIOT U U3BENYBAUKUTE YMETHOCTHU Ce MHTEeH3MBHMpaaT mpe-
KY pas3jIMyH{ HCTpa)KyBarba M MHTEPCEKTOPCKU copaboTKu. Bo eBporckarta mpeska EDN
(European Dance Developement Network), men o mporpamara e ocBeTeH Ha JUIHTaTHUOT
Pa3Boj ¥ TAHILIOT. A, Mer'y IOHOBUTE eBPOIICKY ITpuMepu ce rpoektutre PREMIiERE (2022-2025)
n HAMLET (2025-2027), Kou ru UCTpaskyBaaT MOKHOCTUTE Ha BellTauyKaTa MHTe/IUTreHIja
(AI), mpoutnpeHara peanHocT (XR) ¥ AUrUTaIHUTE TEXHOJIOTMU BO U3BEIYBAUKUTE YMETHOCTH.
[Ipeky pa3Boj Ha OUTUTATHU apXUBU, BUPTYeJIHN CpeduHU, aJIaTKU 3a aHaJIu3a U CUHTe3a Ha
IBIDKEETO, KaKo U I1aTdOopMU 3a KOKperpaihe, OBHe IIPOEKTH ja IMOTBPAyBaaT IpoMeHaTa
Ha y7iorara Ha JUTMTaJIHUTe TeXHOJIOIMU — O CPeJICTBA 3a JOKYMeHTaL1ja KOH MH(PaCTPYKTY-
PH 3a UCTPayKyBaibe, YMETHUUKO CO37IaBaike, COpabOTKa 1 IIPOM3BOJICTBO Ha 3HAEHe.’

JTUruTaTHUOT MPECBPT U 3HACHHETO

Bo mocnemHuTe BE MlelleHUM OUTATATHUTE TEXHOJOTUH ITOCTEIIEHO CTaHaa COCTaBeH fe
O[], CeKOjIHEeBHUOT KUBOT, KY/ITYpHaTa NIPOAYKLYja U YMETHUUKUTE TPAKTUKU, HAUMHOT Ha
KOMYHHMKallMja cO jaBHOCTa, HAUMHOT Ha yuere, HO U CPEeJICTBO 0e3 Koe He MOKelll fia To
Hajgell NMaToT A0 TBOjOT COCTAaHOK BO HEKOj rnorosiieM rpaf. Ho, Bo mepuonoT Ha naHaeMuja-
Ta co KOBU/I-19 mpoliecure Ha JUrHUTaIM3aldja ce MHTEH3UBHUPaa BO peuucu cute cgepu.
3a BpeMe Ha KoBU7-19, ocBeH KOMYHUKalUY, NpefaBama, COCTAaHOI[U U OPYry HAacTaHH, ce
opraHusupaa v ecTrUBaIM OHJIAjH, [IPU LITO Ce OTBOPUja MpalllarbaTa BO MOJIETO Ha U3BeMy-
BauKUTE YMETHOCTH 3a OJTMCKOCTA, 3a adeKTHOCTa 6e3 MOCPeHUIITBO U CO TIOCPETHUIITBO

Ha IUTUTaJIHU aJIaTKY, 3a 3aeJJHIYKOTO BO ,,MICKYCTBOTO" UTH.

VcToBpeMeHO, MUTUTATHUOT IPECBPT T'M HAIIPaBU MOBU/JTUBY MIOCTOJHUTE CTPYKTYPHU He-
JIOCTaTOLM BO MHOTY JIOKAJIHU KY/ITYpHU KOHTeKCTH. Bo MakeqioHUja, a 0co6eHO BO TOJIeTOo
Ha TeaTapoT, TAHIIOT, KAKO U COBPEMEHUOT TaHII, KOj Cé YIIITe e BTeMeJleH CaMO BO He3aBUC-
HaTa CIleHa, MpallamkeTo 3a apXUBUPAkhEeTO U 3aUyBYBAHETO Ha YMETHUYKOTO HACTIEIICTBO Ce
HaMeTHa IMTPeKy OTBOPAmeTOo Ha MPOoIlecuTe Ha IUTUTA/IN3allija Ha apxuBuTe. ['onem men on
JIOKyMeHTalijaTa 38 YMeTHUUKUTE TTPAKTUKU, MPOIyKIuuTe, hecTuBasuTe 1 06pa3oBHUTE
MpoLIecH ce Haol'a BO JIMYHU apXMBU, BO HECUCTEMATU3UPAHU MaTepPHUjaIHU 30UPKU WU BO
¢dparMeHTHpPAHU OUTUTATHU 3aITUCH, IIITO 3HAUUTEJTHO ja OrpaHUYyBa HUBHATA JOCTAITHOCT
3a UCTpa)KyBalbe, efiyKallija U IIoHaTaMOIlleH pa3Boj Ha nojieTo. OTCYyCTBOTO HA MHCTUTYIIH-
OHAJTHU TIOINTUKU 338 CUCTEMATCKO apXUBUPAbe U JUTUTAIN3al[ija JOTIOTHUTEITHO TTPUIIO-

HecyBa KOH PU3UKOT O]f I'yOere 3HauajHU JIeJIOBU Off YMEeTHUUKATa MeMOpPHja U UCTOpHja.

Bo MeryBpeme, AUTUTATHUTE TEXHOJIOTUU He Ce Pa3BUBAaT CaMO KaKO CPEeJICTBO 3a 3a4yBY-
Balbe Ha BeKe MOCTOjHUTE TParu off YMeTHUUKaTa paboTa v IMTPaKTUKY, TYKY CTaHyBaaT KITyJYHU

5 https://www.ednetwork.eu/activities/call-digital-working-group OBa e exgHa of
paboTHUTE TPYIU KOja € OTBOPEHAa He CaMO 3a WIEHOBUTE Ha MpeKaTa, TYKY U 3a CUTe
3aMHTepecrupaHy, MaKo U WIEHOBUTe paboTaT Ha BK/IyUyBame MpodeCHOHaIM OF ClieHaTa
U mmperse Ha uHgopmaruute. Kaj Hac Toa e JlokomoTuBa - LleHTap 3a HOBY MHUL[AjATUBU BO
YMETHOCTA ¥ KYJITyparTa IlITO He caMo JIUCeMUHUpPa nHGOPMAaIUH, TYKY U BeKe CO TOIUHU I'
rcIipaka HamuTe ITpodeCHOHANIY Ha OOYKY M pabOTIIHULIM ¥ T MOTUBHPA 3a YUeCTBO Ha
BaKBU [IUCKycUH, (hOpyMHU U IPYTU MeCTa Kajie NITO Ke MOyKe [ia MPUIOHecaT 3a pa3BojoT Ha
TTOJIMTUKUTE 3a MOJIPIIKa Ha TAaHIIOT Ha eBPOIICKO HUBO. (prcTarneHo 16.06.2026)

6 TIloBeKe 3a ucTpasKyBamara U rpoekTuTe Ha https://www.ednetwork.eu/activities/digital-
atelier-2026 (mpucrarneno 16.06.2026)
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BO IIPOAYKLIMjaTa Ha YMETHUUKUTE Jiejia, HOBU (DOPMU Ha 3Haerbe, BO CO3/IaBabeTo HOBU MOfie-
JI1 Ha copaboTKa 1 BO TpaHchopMaliyjaTa Ha cCaMUTe YMETHUUKY, UCTPa)KyBauKu 1 00Pa30B-
Hu mpotiecu. [1a Taka, ce jaByBaaT ofpefieH! caMOOpraHu3MpaHd MHULIMjaTUBY Ha COPabOTKU
KOM ITOYHYBAaT Jia ' KOPUCTAT, EKCIIEPUMEHTHpAaaT 1 pa3BUBaaT JUTMTAIHUTE aJlaTKU BO CO3-
laBamkeTO IMPOCTOPU 3a CIIofle/TyBalbe U pa3MeHa, KaKo U 3a ITPOAYKIIMja Ha HOBU 3Haema IITO
CTaHyBaaT Jejl Ol YMETHUUKAaTa, UCTPayKyBauKaTa U IMOJIMTUYKATa [TIPaKTUKAa.

IururanusalyjaTa 3aToa IIPeTCTaByBa IIPOlieC Ha Ky/JATYypHa TpaHcgopMaliija LITo T mpe-
00JIMKYBa OOHOCHUTE Mel'y 3HaemheTo, TPYIAOT, MeEMOpHjaTa U YMEeTHUUKOTO CO3[laBame, Kaze
LITO Ce CO3[aBaaT HOBU OOJIMLIM Ha KY/ITYpHa MEMOpPHja, HOBU MH(MPACTPYKTYPU Ha 3HaEIhe
1 HOBU MOJIeJTA Ha KOJIeKTHUBHA ITpoyKija. OBYe mpoiecy ja MeHyBaaT caMmaTa [Ipupoia Ha
HCTPasKyBamheTo M YMEeTHUUKaTa paboTa, a ICTOBPEMEHO ja BTeMeslyBaaT roTpebara 3a WpaHc-
MeguymcKa tucmMeHOCU BO TIOJINbATa, KAKO U 3a Pa3Boj HA HOBU KOMITETEHIIMM U 3Haema,
Koja Musena [IparnueBuk Illemmk u Tatjana Hukonuk (2021) ja McTakHyBaaT Kako eHa oOff
OCHOBHHUTE KOMITETEHLIMM Ha AUTATa/IHaTa q06a, 3a Koja MUIIyBaaT JBaHaeCceT TeopeThudapu
BO TeMaTCKUOT 6poj Ha Kynaitiypa 169 (Dragic¢evi¢ Sesi¢, Nikoli¢ 2020).” Tue BenaT meka Taa
rozipa3bupa crrocoOOHOCT KPUTUUKY Ja ce pa3bepaT MeJUyMUTe, aJITOPUTMUTE U TUTUTATHUTE
IUTaTOPMH, HO U CITOCOOHOCT 3a Co3/laBaihe HOBM MO/ Ha obpa3oBaHue, Io0Opa3oBaHue
1 ripohecroHajieH pa3Boj 3a cUTe 00JIacTy UK MTPAKTUKYU BeKe Ce CYLITUHCKU U3MEHETH 101
B/IMjaHUe Ha JUrUTaIHUTe TexHonoruu (Dragic¢evi¢ Sesic¢, Nikoli¢, 2021: 17). OTTyKa, quruTa-
HUOT ITPECBPT, KOj HOCHU JUTUTaIHa TpaHcopMalirja, He 3aBUCH eIMHCTBEHO Off TEXHOJIOIIKA-
Ta THPPACTPYKTYPa, TYKY U Of KY/ITYPHUTE U O 0O0pa30BHUTE MMOJIUTHUKU LITO K& OBO3MOKAT
pa3Boj Ha HOBU 3Haelba, KOMIIETEHI[UN U TTPOodeCcHoHaIHA MPaKTUKU. Bo mpomo/sKkeHne, aB-
TOPKUTE ja OTBOpAaT U MOLIMPOKaTa MOJIUTUUKA AUMEH3Mja Ha JUTHTaTHUOT IIPECBPT U TPaHC-
dopmaiinja. IToBp3yBajku ja buxeBUOpaiHaTa eKOHOMMja, MEUYMCKaTa Teopuja U (PyHKLU-
OHUPAHETO Ha AJIFOPUTMUTE, THE MOKa)KYBaaT JieKa MUTHTaTHUTE TeXHOJIOTMU aKTUBHO Tt
00JIMKyBaaT KY/JITYPHUTE U300pH, jaBHUOT ITPOCTOP U MOJIeJIMTE Ha KY/ITYPHA MOTPOIIyBauKa.
OTTyKa IIpon3/eryBa 1 HUBHOTO KJTYUHO Mpallamhe: Ja/Iv JUTUTaTHATE TEXHOIOIMU Ke (pyHK-
LIMOHUpaaT KaKo UH(PaCTPYKTypa Ha jaBHUOT MHTEpeC WIK Ke OCTaHaT Mpef cé BO CITyKba
Ha eKOHOMCKUTe UHTepecH Ha I7I06a/IHITe AUrnTaaHuy iaTdopmi (Dragicevié Sesi¢, Nikoli¢,
2021: 17-18). OBoj aprymeHT ro HaJOBp3yBaaT Ha coryiefyBameTo Ha MaHyen Kacresic meka
TEXHOJIOLIKMOT Pa3Boj HajoOP30 HallpeyBa BO 00/IacTUTE BO KOU ITIOCTOM HajrojieMa eKOHOMCKA
HCIUIAT/IMBOCT, AofleKa Ky/lITypaTa, oOpa3oBaHMETO M 3[paBCTBOTO OCTaHyBaaT Ha repude-
pujaTa Ha OUTMTAJIHUTE UHBecTULMK. Ilopaau Toa, UrMTalHaTa TpaHcdopMalija Ha KyJITy-
paTta He MOyKe fia ce IperylITy UCKIYYMBO Ha ITa3apHaTa JIOTHKa, TYKY O0apa aKTUBHU jaBHU
MOJIMTUKY IIITO Ke pa3sBUBAaT IUTHTaIHN MHPPACTPYKTYPH, IPodeCHOHaTHA KOMIIETEHIINN U
Mofenu Ha copaboTka. ITaHgeMujata co KoBUI-19 moromHUTeNTHO ja 3abp3a oBaa TpaHcdop-
Maliyja, IpeTBOpajKu r'i JUTrHTaIHUTE TEXHOJIOIMHU BO CEKOjoHeBHA paboTHA CpeluHa 3a Kyil-

TYPHUTE UHCTUTYLIUH, OpraHu3anunTe 1 ymetnunure (Dragicevi¢ Sesi¢, Nikoli¢, 2021: 18-19).

7 UYaconuc Kultura (169), tematu ,Kriti¢ko misljenje u digitalnom dobu“ (Dragi¢evi¢ Sesi¢,
Nikoli¢, 2020),



,HI/II‘I/ITaTIHI/I apxXvBH, 3aeJHUITU, UTHUHU U IIOJINTUKU

[TpanrameTo 3a apXMBUPAWETO Ha He3aBUCHATa CIleHa, a BO 0BOj KOHTEKCT U BO IOJIETO
Ha U3BeJlyBauKUTe YMETHOCTH, € 0COOEHO 3HaYajHO BO MOCTjyrOC/IOBEHCKUOT KOHTEKCT, Ou-
NlejKu COBpEMEHHUTe TaHIIOBU U TepdOpMaTUBHU MPAKTUKU Ce pa3BUBAaT HABOP OJ WH-
CTUTYI[UOHAJTHUTE CTPYKTYPU U UeCTO Oe3 CUCTEeMATCKU MeXaHU3MU 3a JIOKyMeHTalludja U
3auyByBame. [lopafiu Toa, UCTOPUUTE HA MHOTYOPOjHU YMETHUIIU, KOJIEKTUBU, (DeCTUBAJIU,
00pa30BHU MHUITUjaTUBU U UCTPAKYBAUKU ITPOLIECH OCTAaHYBaaT pacdpiaHu HU3 JIUUHU ap-

XUBW, MPUBATHU KOJIEKITUY 1 He(DOPMaJIHU MPEKU Ha 3HaeHe.

Bo TakoB KOHTEKCT, 3a He3aBUCHATA ClieHa Ha JIOKaJTHO HUBO 0COOEHO € BayKHO ia ce CIIo-
MeHe AUTuTasHaTa apxuBa Ha 3AYM?, Koja NpeKy qururaau3vpamme 1 jaBHO 00jaByBambe 13-
JI0KOEHU KaTajio3u, KPUTUUKU TEKCTOBU, BUJIEOMaTEPUjaid U APYrd MaTepujaii mpugoHe-

CyBa KOH aKTHMBHpame Ha UCTOpUjaTa Ha coBpeMeHaTa yMmeTHOCT Bo CeBepHa MakepjoHMja.

Kako npumMep Ha perMoHaiIHO HUBO, BO TIOJIETO Ha U3BeAyBauKUTe YMETHOCTH, MOJKe [a
ce u3gsou HAJIA - pernoHasHaTa JUTMTA/IHA apXUBa 3a TaHIl 1 riepgopManc, *pa3BrueHa BoO
pamkuTte Ha Nomad Dance Academy, a moHaTamy ce MPOIIMPYBa IPeKy IpoeKToT DanceMap
U MpeTcTaByBa IIPB OOU[ 3a apXUBUPake U JUTHTaIU3upabe uHGOpMaluy MOBpP3aHU CO
oBa nosie. Hej3snHOTO 3Hauere He ce UCIIPITyBa BO COOMPAWEeTo U JUruTaau3alijjara Ha Ma-
Tepujasin, TYKy Ipej] Cé BO CO3/IaBalkheTo YCJIOBU 3a HOBU (DOPMU Ha UCTPayKyBarbe, MOBP3Y-
Bame U pa3bupame Ha UCTOpUjaTa HA COBPEMEHMOT TaHI] BO JIOKAJIHUTE KOHTEKCTH IITO '

oraka, KAKO ¥ BO PETMOHOT Ha MTOpaHelllHa JyrociaBuja.

HAJIA ce pa3BuBailiie 0j103710/1a Harope, OAHOCHO ITPEKY MTPEHOC Ha 3Haeme Off KOJIeTU KOu
n3paboTyBasie CIMYHU apXUBU BO MOJIETO HA COBPEMeHaTa YMETHOCT, CO MOAApIIKa on My-
3€joT Ha COBpeMeHa yMeTHOCT - MeTesikoBa Bo JbyO/baHa Kajie IIITO ce Haora IpBaTa (MaTte-
pUjasiHa) apXyUBa 3a COBpeMeH TaHI] BO PETMOHOT, Pa3BUeHa OJl ICTOPUUYAPOT U TeopeTuyap
Ha TaH1[oT Pok BeBap. HCniMprpaHu U MOTUBUPAHU Off OBaa MHUIMjaTUBa, BO cOpabOTKa
co BeBap, Kako 4 co mporpaMmep u Iu3ajHepKa, UCTpa)kyBauuTe on CioBeHUja, XpBaTCKa,
Cpb6uja u MakegoHuja, pasBuja IpezjIor 3a iaTgopmMa IITO COAPKU XOPU30HTa/IeH [TPUCTAIT
KOH apXUBUPambeTO, a NICTOBPEMEHO pa3BHBa Malla U IOBp3yBalbe Ha Marepujanute. Oco-
OeHO e 3HauajHO ILITO OBaa apXWBa He e CaMo JIOKAJIHA, TYKY MPeKy PeruoHaTHUOT ITPUCTAIl
OBO3MOJKYBa [la Ce TpacHpaaT IIOBp3yBaiaTa U COPabOTKUTE, IIPEKY KOU MOKe la ce BUIU
Mariata Ha peJialjiy U BjidjaHuja mto ro opMUpaaT MojIeTo Ha COBPEMEHUOT TaHIL BO Peru-
oHoT. Kako mesn og Dance Map'® rmpoeKToT, Moaap:KaH ITPeKy nporpaMmaTta XOpU30HT, OBaa
apxuBa CTaHyBa [iesl Oj MOIINPOoKa , TIUTUTAJIHA Malta® Ha apXyBU IITO BeKe ce pa3BUEHU BO
JIPYTU MecTa U MHCTUTYLIMY UJIM Ce HaoraaT BO IPHMBATHA COIICTBEHOCT. BakBUTEe IUTMTaTHU
MOBP3yBalba OBO3MOKYBaaT U JlelleHTpa/in3aliija Ha 3HAeHheTO U ITPUCTAII 10 uHGOopMaIuu
33 COBPEMEHUOT TaHI], KOj HeMa [a 3aBUCHU AUPEKTHO of (PU3NUKHU IIPUCTAIl [0 JIOKaJIHU

apXWBU, JIMUHU KOJIEKLIMY WX MHAUBUIYaTHU KOHTaKTU. [lurntanHara ruiatpopma HAJTA u

8 https://arhiva.zaum.mk/ (mpucrareso 16.06.2026)
9 https://nada.nomaddanceacademy.si/ (mpucramneno 16.06.2026)a
10 https://dancemap.eu/ (mpucrtaneno 01.06.2026)
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Hej3MHaTa MOIMPOKa IMOBP3aHOCT OBO3MO’KYBaaT NCTOBPEMEHO COTJIefTyBamke Ha pa3sIudHU
MPaKTUKU, BpeMEHCKU IIepHUoaU U reorpadCcKyu KOHTEKCTH, KAKO 1 HOBU KOMITapaTUBHU YU-
Tarba, HOBM MCTOPU3ALUU U HOBU (hOPMU Ha PErrMOHaIHO U MeI'VHapOgHO UCTpaskyBatbe. Bo
KOPUCTEHETO Ha JIUTMTAIHUTE MH(pOpMallK ce I0jaBu IIoTpeba ol HOBU 3Haekha U 00YKU
3a KOPUCTeHhe Ha JUTMTAJHUTe ajlaTKW, HO U 3a HUBHO MPUCIIOCOOYBamke U IMOHATaMOIIeH
pa3Boj 3a MOTPebUTe Ha apXUBaTa U Ha UCTPayKyBauuTe. VICTo TaKa, ce OTBOPU U IIpalllatheTo
3a eTHKaTa Ipy KOPUCTEeHheTO Ha MaTepujaanTe, OMjiejKu Bo epaTa Ha AUrATaIM3alujaTa cé
TIOBEKe ce IojaByBaaT IUIarkjaTH, OOHOCHO KOIMpame U MPHCBOjyBalbe Ha Kopeorpadcku
MPaKTUKYA, HUBHO KOMITWINpPame U Kopucteme 6e3 pedepenum. Taka, mpaiiaraTa 3a aB-
TOPCKUTE IMpaBa Cce HaMeTHYBaaT KaKo eJlHa OJl HaCOKUTe IITo Tpeba Ma ce pa3BuUBaaT WIU
rpucnoco0yBaaT BO OJIHOC Ha JUTUTA/IM3al[jaTa HA YMETHUUKUTe MaTepujanu. VctoBpe-
MEHO, ce OTBOpaaT U IIpallamhaTa 3a JUrMTaJHaTa apXUBCKa IPUyKa, OTBOPEHUOT MPUCTAIT U
eTvKaTta. [lururajausanujata He rmogpa30dupa caMo TeXHUUKO Ipedpiiame Ha MaTepujanTe
BO HOB ¢opMaT, TYKY U YpeyBaibe Ha IpaBaTa 3a PeIpojyKiiija, jaBHO o0jaByBakhe, OH/IajH
MpUCTall, UCTPa)kKyBauka 1 obpa3oBHa yroTpeba. Bo m3BefyBauKkuTe YMETHOCTU OBa I1pa-
1Iame e 0coOeHO CI0KeHO, O1IejKU eTHO JIe/I0 BKIyUyBa ITOBEKe HOCUTE/IH Ha ITpaBa - 01l KO-
peorpadu 1 U3Be[lyBaul 0 KOMIIO3UTOPHU, clieHorpadu, MPoaylieHTH, KOCTUMOTpadu UTH.
3aToa ceKoja JUrHATajIHa apxXuBa Tpeba [a pa3BuUe jaCHM IIPOTOKOJIM 3a COTTIACHOCT, JIULEH-
Lpame, KOPUCTEee U JOJITOPOUYHO UyBamke Ha MaTepujainuTe, 3a fa ce 0b6e30e1u paMHOTeXKa
TIOMer'y 3allTUTaTa Ha aBTOPUTE 1 jaBHUOT UHTEPEC 3a IPUCTAII 0 KYy/ITYPHOTO HAC/IeqCTBO.
Ho, HajroeMmnoT gesn of KOPUCTEHETO Ha OBHE MATepHUjaiv ce TEMe/TU Ha eTUUKUTE KOJeK-
CH BO IT0JIETO, KOU CO II0jaBaTa Ha JUTHTAJIHUOT IIPeHOC Ha MH(MOPMALMK YeCcTOoIaTH He ce

rnouyuTyBaar.

OHa uITo MeHe MM Ce HaMeTHYBa KaKo INepclieKTUBa BO Pa3MUCITYBAahETO € JIeKa BaKBUOT
IpucTarn, Kako 1to ro passuBa HAJIA, Mmoske Jla mpeTcTaByBa U Kpeupamwe Ky/JITYpHU 3adeg-
HUUKU gobpa (commons), a co Toa OTBOpa Mpalliama 3a Toa KaKo THEe MOJKE Jla Ce CIIofeyBaar
CO 3aeJIHUIIATa, OTHOCHO KAaKo Ja ce AeMOKpaTUu3upa IMpUCTarnoT U JOCTATHOCTa U KaKo 0Baa
apxvBa OU MO’KeJla Jla ce TpeTUpa KaKo 3aeJHUUKA PerroHaiHa MHPPACTPYKTYpa JJOCTaITHA
3a YMETHMI[U, UCTPa’KyBauu, KypaToOpU, CTYOEHTH, ITyO/TMKa UTH., HO U KAKO MECTO Kajle IITO
€CaMOTO TI0JIe Ha COBPEMEHUOT TaHL] ce MIPEerCIUTYBa U peapTUKyIupa MPeKy OTKpPUBambe Ha
MoBp3aHocTuTe U BpckuTe. OBaa apxuBa e Jiel off efiHa KOJIeKTUBHA MeMOpHja LIITO OBO3MO-
’KyBa IIOCTOjaHO Jja ce peCUYUTYBa, Jla ce Iperopapa 1 NoHaTaMy Jla ce pa3BUBa KaKo pecypc

3a UAHUTE KYITYPHU U YMETHUUKU TTPAKTUKU.

CrinueH pervoHasieH TIpUMep, HO CO TTOMHaKBa (QPYHKIIMjAa BO IMOJIETO Ha M3BEAYBAUKUTE
YMETHOCTH, a 3aCHOBaH BP3 KpeUpamwe KYAypHO 3degHUUKO gobpo TIPEKY KOJTEKTUBEH TPV,
e wiatdopmarta Under 600", unutipana o 3apy;kenueto Illtpux (CeBepHa MakepmoHwuja),
DAH Theatre (Cp6uja) u Korifej Theatre (Llpra I'opa). Taa e KpenpaHa KaKo AUTMTaIHa IU1aT-

dopma 3a oBp3yBame, pa3MeHa Ha 3Haeka M pa3Boj Ha peruoHajsHa copaboTKa Mery He3a-

11  https://under600platform.com/wp-login.php?redirect_
to=https%3A%2F%2Funder600platform.com%2F&bp-auth=1&action=bpnoaccess (mpucramneso
01.06.2026)



BUCHUTE OpraHu3anuy u nmpodecroHaIuTe BO U3BeyBauKUuTe yMeTHOCTU. IltaTdhopmaTa
OBO3MOKYBa BMpPEJKyBalbe, CIIOJIe/lyBalbe UCKYCTBa, IIOrojieMa BUAJIMBOCT Ha He3aBUCHATa
MIPOJIYKIIMja ¥ Pa3Boj Ha 3aeHUUKU WHUIIMjaTUBH, TIPUAOHECYBAjKU KOH CO3/IaBamhe Peru-
OHaJIeH eKOCHUCTEM Ha copaboTKa U MPOoAyKLMja Ha 3Haemwe. Taa ce pa3sBUBa CO YUeCTBO Ha
CUTe OfI ClieHaTa, ITPeKy BHeCcyBate MH(pOpMalLuK 3a OpraHn3alunTe, 3a IporpaMuTe UTH.,
TIPU ILITO Ce cOo3aBa efeH BUJ Malla U3TrpajieHa IPeKy KOJIEeKTUBEH MPOLIeC Ha CIIOIe/IyBabhe

I/IHCbOpMaLH/II/I, a CO TOA 1 HOBH 3Haeha.

Op mepcrekTuBa Ha KOHIENTOT Ha wWipaHcuHgusugyaavocui (Stiegler, Rogoff 2010;
Vujanovi¢, Cveji¢ 2022), BakBuUTe IMPUMepPHU I'M IIPETCTaByBaaT 3HAUEHEeTO Ha KOJIEKTUBHOTO,
CTIOZIeNTyBakeTo pecypcu, TpaHcdep Ha 3HaeHa, MOBP3aHOCTH, OHOCHO, 3ae[THUUKU MpoIie-
CHU IPEKY Kou ce (hopMuUpa MoeTo Ha U3BeyBauKUTe YMETHOCTH, KOE He € CaMO YMETHUUKO,

TYKY € U ITOIIMPOKO OIIITEeCTBEHO BTEMEJIEHO U ITIOTTUKHYBa COHHjaHHa PIMal"PIHElLLPIia.

OcBeH oBHe mMpuMepu Kafie LITO AUTUTAHATAa OCHOBA € KperpaHa 3a Co3/jaBame 3aef-
HUUKU 100pa U muMpewme WHGOPMalMKU 3a pas3/IMuHu 1eid (UCTpaskyBalbe, BMPEKYBambe,
Kypupare UTH.), OM caKkaja Jla BKJIydaM VIITe efeH JIOKaJieH MPUMep 3a MO3UIIMOHUParhe
U TIPeTCTaByBale Ha JUTUTATHUTE MEIUYMU U U3BeJyBAaUKUTE YMETHOCTHU (COBPEMEHMOT
TaHIl, TOTOYHO), MpeKy riardopmaTta DanceTech Forum™, pa3BueHa Bo paMkuTe Ha Dance
Fest Skopje. ®opymMmoT ce ofp:KyBa BeKe nBe roaunu (2025/2026) u ro ucTpaskyBa OJJHOCOT
Mery KopeorpadwujaTa U JUTUTATHUTE TEXHOJIOTUU TTPEeKy motion capture, BUPTYeJTHA U TIPO-
IMpeHa PeaJIHOCT, BelllTauyKa UHTEUreHlja, UHTEPAKTUBHUA MequyMu u 360-cTeneHCKO
CHUMalbe, ITPU IIITO TEXHOJIOTUjaTa ce KOPUCTU, OFHOCHO Ce NCTPa)KyBa, KAKO COCTaBEH Jiefl
op Kopeorpadckuot mnpoiiec. [Tokpaj mpe3eHTalyjaTa Ha Mer'yHapOHU MPOJIYKIIMU LITO 'Y
KopucTtaT oBue TexHonoruu, DanceTech Forum pa3BuBa u 06pa30oBHA U UCTpasKyBauyKa Ipo-
rpama IpeKy pabOTUTHUIIY, IeMOHCTPAIMU U TTpodeCroHaIHU CpeJior, OBO3MOKYBajKU UM
Ha TaH4Yapu, Kopeorpadu, CTYIeHTH, TTporpaMepu U IpyTu TpodeCUoHaII HEMIOCPETHO A
paboTar co HOBUTE AUTUTAIHY afiaTKU. Ha Toj HauuH (hopyMOT MPUOHECYBA KOH CO3/laBabhe
HOBU TTpoheCUOHATHU KOMITETEHIIUHU, OHOCHO WpaHcmMeguymcKaiia uucmeHociu. ictoBpe-
MeHO, OTBOpa Mmpaliama 3a OJHOCOT Mery TeJl0TO, TEXHOJIOTHjaTa U IUTUTATHUOT MIPOCTOP,
KaKo U 32 MOKHOCTHUTE UITO AUTUTATHUTE TEXHOJIOTUM 'Y HYJIaT BO Pa3BOjOT Ha HOBU hOpMU

Ha YMETHUYKO CO3[laBaibe, UCTPayKyBambe U KYJITYPHA pa3MeHa.

PasbupameTo Ha gurATaan3aliijaTa Kako Mpoliec IITO 'O MeHyBa eKOCHCTEMOT Ha U3Be-
JIyBauKUTe YMETHOCTH OTBOpA VILITE eHO Ba)KHO ITpalllaibe: KAKOB BUJ TPV € MoTpebeH, o
KaKBHU 3Haela 3aBUCH, OOHOCHO KaKBa WpAHCMeguyMcKa tucmeHoct 6apa. Jlogeka ouru-
TaJIHUTE apXuBH, IUIaT(GOPMUTE U APYTUTE OUTHTAIHU MHQMPACTPYKTYPU HAjuecTo ce mep-
LMIIIPaaT KaKo TeXHOJIOIIKY CUCTEeMU WM 0a3u Ha MOAATOLIM, HUBHOTO (QYHKLIMOHUPAHE
3aBUCH O] CJIO}KeHU TIpollecy Ha UCTPa’KyBambe, cejieKiirja, MUHTepITpeTaliija, opraHusaiijja,
TOBp3yBakhe 1 KOHTUHYUPAHO OJIpsKyBakbe Ha MaTepujanuTe. [JUruTaJlHuOT IPecBpT, CIIope]]
TOaQ, He COo3laBa CaMO HOBU aJlaTKU, TYKY U eKocucuwieM Ha gueutuaiHu Upakluuku, BO KOU

APXUBUPAKBHETO, UCTPAKyBakbeTO, TBOPEHETO, ,HOKYMGHTauHiaTa, IIOBpP3yBambeTO, CIIOOAEITY-

12 https://interart.com.mk/en/dance-fest/2026-program/#dancetech (mpucrareHo
01.06.2026)
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BamkeTo 1 LII/IpKYHaLH/IjaTa Ha 3HaemeTo ce Mef’Y3aBI/ICHI/I IipoinecH, 3a KOU e l'[OTpe6Ha TI1o-
APIIKa BO paMKUTe Ha KYJITYPHUTE 1 O6pa3OBHI/ITe IIOJINTUKU.

JIoKOJIKy HammpaBUMe aHa/iM3a Ha MaKeJloHCKaTa Hal[MoHa/THa Ky/ATYpHa MOMUTUKA U OU-
ruTajausaidjaTa Bo MoCaeIHUTe JIBe elleHruU, MOyKeMe Jla YBUIMe MOoCTelleHa IpoMeHa BO
pa3bupameTo Ha yoraTa Ha IUTMTaJHUTE TeXHOJIOTMHU BO Ky/aTypara. HalimoHanHaTa cTpa-
Teruvja 3a pasBoj Ha Kyiatypara 2013-2017" ja mperio3HaBa AurATaan3alnyjaTa IMpBeHCTBEHO
KaKO CpeJICTBO 3a 3alllTUTAa, JOKYMEHTalllja U JIOCTATHOCT Ha KYJITYPHOTO HAcCJIeCTBO, a
HanmoHanHaTta cTpaTreruja 3a pa3Boj Ha KyatypaTa 2018-2022%, nak, mpeTcTaByBa HUCUeKOp,
Oupejku OurnuTanu3alujaTa ja moBp3yBa CO €BPOICKUTE KYATYPHU ITOJIMTUKYU, WHOBALIUU-
Te, KpeaTUBHOCTA U Mer'yHapojiHaTa BUJJIMBOCT Ha KYJATYpHUTe coApKuHU. Bo HoBaTa Ha-
LIpT-HaI[MOHAa/THA CTpaTeryja 3a pa3Boj Ha KyarypaTta 2026-2030% ce ogu yeKop MoHaTaMy 1
IuUrdTajHaTta TpaHcdopMalija ce mpero3HaBa Kako efqHa ol KJIVUHUTE Pa3BOjHU HACOKU Ha
KYJITYPHUOT CEKTOP.

Cemnak, ¥ MOKpaj 0BOj BUJ/IMB Pa3BOj, HU3 CUTE TPU JIOKYMEHTU JUTHATAIU3Al[AjaTa OCTaHY-
Ba MPeTeKHO MHCTPYMEHTATHO pa3bpaHa 1 HajuecTo ce TpeTupa KaKko CPefiCTBO 3a [IOKYMeH-
Taluja, eBUIeHIINja, 3aUyByBabe U Ipe3eHTallija Ha KyJITYPHOTO HAC/Ie[CTBO U KYJITYPHUTE
COAPKWHU, a 3HAUMTEJTHO TTOMAJIKy KaKo Mpoliec MTo 0apa TpaHCMeAUyMCKa MUCMEHOCT,
OTHOCHO Pa3Boj Ha KamnallUTeTH, 3Haekha U YCJIOBU 3a YMETHUUYKO UCTPa)KyBame IITO OU To
TpaHcgopmupae moserto. [Ipamamara 3a HOBUTe 3Haewa, HOBUTe ()OPMU Ha aBTOPCTBO,
TpaHCMeIMyMCKaTa MHUCMEHOCT, UHTepCeKTOpCcKaTa copaboTKa U pa3BojoT Ha mpodecuo-
Ha/THU KOMIIeTeHLIUY [TOBP3aHU CO HOBUTE MeJJUyMU BO U3BeyBaUKUTe YMETHOCTHU, PeUurcU
1 He ce TIpeTi03HaeH! KaKo Jiesl off KyITypHaTa rnonutuka. OJTHOCHO, He ce TIpeTio3HaBa HEKOj
KOHKPEeTeH IMTOCTOeH ITPUMep UITO OU ce pa3BUBaJI IOHATAMYy BO HACOKA Ha BeKe CIIOMEeHaTH-
Te mpoMeHu. Co Toa, MOXKe [ia ce YBUAU JleKa ce rpajiaT BpeJIHOCHU MePCIeKTUBY, a UMajKu
NpenBU] AeKa TeXHOJorujaTa HUKOrall He e BpeJHOCHO HeyTpaJjiHa, TYKYy IpeTcTaByBa pe-
3y/ITaT Ha OMNIITECTBEHU, OJIUTUYKU U UHCTUTYIIMOHATHU n300pu (Feenberg 1999), moskeme
[la corjiefaMe BO KOW I[eJlM Taa Cce pa3BUBA M ce yrnoTpebyBa TOKMY IMPEKy OBUE TOIUTHU-
KU, KaKO U IPEKY MOJIMTUKUTE BO 0Opa3oBaHueTo. TeXHOIOrMKTe He ce aBTOHOMHU aJTaTKU,
TYKY Ce JIeJ1 Off MpeKUTe Ha OJHOCH IITO TW CO37[aBaaT U TpaHC(OPMUPAAT OIIITEeCTBEHUTE
npaktuku (Latour 2005). OTTyKa, qurutajHaTa TpaHchopMaliyja He e caMo Ipaiiame Ha
TeXHUYKa MOJIepHU3alllja, TYKY U Ha Irpajiele BpeJHOCTHY, jaBeH JUCKYPC, UHTepeC U eTUUKU
u300p. JIUuruTajHUTEe CUCTEMU LITO T'M CO3JjaBaMe Ce MHTEepIIPeTaTUBHU UHMPaCTPYKTYpU
KOU B/IMjaaT BP3 HAUMHOT HA KOj Ce OPTaHU3Upa, Ce UUTa U ce co3faBa 3HaeweTo (Drucker,
2014: 11). 3aToa e Ba)KHO KaKO U CIIOpe]] KOU BPeJHOCTU Ce yIIpaByBa co HUB. McTo Taka,
BajKHA e U eTUYKATa OCHOBAQ, T1a 3aToa Tpeba Jla ce BHUMAaBa pellleHujaTa Jja He ce TeMesaT

Ha yBe3eHU KOPIIOPaTUBHU ITUIaT(OPMU; HAIPOTUB, MOTPEOHO € fa ce pa3BUBaaT JIOKaJIHU

13 https://kultura.gov.mk/mk-MK/informacii-od-javen-karakter/nacionalna-strategija-za-
razvoj-na-kulturata-i-strateski-plan (mpucrarneno 25.06.2026)

14  https://kultura.gov.mk/mk-MK/informacii-od-javen-karakter/nacionalna-strategija-za-
razvoj-na-kulturata-i-strateski-plan (mpucrarneno 25.06.2026)

15 https://ener.gov.mk/Default.aspx?item=newdocumentdetails&detalisid=136 (mpucrameHo
01.07.2026)



IUTATaTHU KarnaluTeT, jaBHU UH(MPACTPYKTYPU U [1a ce MOAP/KyBaaT JIOKaJIHU CTapTariu
1 MaJjid TeXHOJIOIIKY KoMItTaHuu. OBa mpaillaibe CTaHyBa YIITe TOBayKHO BO KOHTEKCT Ha OHa
mto Bapydaxkuc (2023) ro HapekyBa iiexHogeygaiuzam, OJHOCHO KOHIIeHTpallkja Ha [u-
ruTajHaTa HQGPACTPYKTYpPa M MOK Kaj May 6poj rimobaiHu KopIiopalluy, YUU MOOEeIN Ha
paboTa yecTornaTu ce BO CY[IUP CO YOBEKOBUTE ITpaBa, pabOTHUUKHUTE ITpaBa, JIeMOKpaTcKaTa
KOHTpOJIa U jaBHUOT UHTepec. Mlako oBa bapa moceOHO UCTpa)kyBaibe, CMETaM JIeKa e BasKHO
Jla ce HAryIacH JieKa rpajielheTo KyJITYPHH MOJIMTUKY MOpa Cé TIoBeKe J1a ce TeMeJTd BP3 eTh4-
KUTe OCHOBU Ha JIUTMTAIHUOT Pa3Boj.

3aKIyJok

Ja ro 3aBpiiaM 0BOj CBOj MPUKA3 CO HEKOJIKY COIJleflyBama. TpruaB O] MpallakeTo Ha
TpaHcdopMaljaTa, a MoToa 1 Ha MPecBPTOT 3a [a YKaskaM Ha OrPOMHOTO BJIMjaHUe Ha HO-

BUTe MeJUyMU BP3 Pa3BOjoT HA ,,CBETOT HAa YyMeTHOCTa".

Bo mocTjyrocioBeHCKMOT U MaKeJOHCKUOT KOHTEKCT, Kafle IITO WHCTUTYIMOHATHUTE ap-
XUBCKU MHMPACTPYKTYPU YECTO Ce OTPAaHWYEHU WU HEJOBOJIHO Pa3BUEHU, AUTUTAITHUTE
apxuBU U Tu1aTopMu JoOUBAAT JIOMOTHUTE/THA BayKHOCT, HO M UCTPa)KYBabeTo IITO ce pas3-
BUBAa MPeKy HUB, KAKO HAYYHOTO TaKa M YMeTHUUKOTO. Jfururanuara rpaHcdopmaiiyja ru 3a-
Op3a IpoliecuTe Ha AUTUTAIM3aliija Ha apXUBUTE, KOU He ce CaMo CKJIaJUIITa Ha ITOJaTOoLH,
TYKY ITPOCTOPU Ha KYJITYpPHA TPUrKa, MOKHOCTH 33 PEUCUUTYBame, CO3/laBathe KOJIEeKTUBHA
MeMopHja U 3aeIHUUKa ITPOJYKI[Mja Ha 3Haeme. MicToBpeMeHo, TUe MpUIoHecyBaaT 3a BU-
IJTMBOCTA Ha YMETHUUKUTE TTPAKTUKU, UCTOPUU U UCKYCTBA ILITO JOJIT0 BpeMe ce Ha Mapru-
HUTe (BO ceKoja cMuciia) Ha oulijajHUTe KYJITYPHU HapaTUBU, OTBOPAjKU MOYKHOCTH 3a

MPOM3BOJICTBO Ha cybaTepHU U HOBU (hOPMU HA 3HAEHe.

OHa 1ITO MO3Ke Jla ce YBUIIM e ieKa TpaHcdopMaliijaTa 1 mpecBpTUTe OapaaT HOBU 3Ha-
ea 1 (hopMuUpaaT MOMHAKBO I10JIe Ha paboTa, reHepupajku HoBU (DOPMU Ha KYITYPeH TPV,
KOU UeCTO OCTaHyBaaT HEBUJJIMBU BO CUCTEMUTE Ha KY/ITYPHA MTOJIUTUKA U (DUHAHCUPAETO.
ApxuBUpameTo, KaTajoru3alyjara, Co3/laBalbeTo MeTaro/1aToly, JUruTajiHaTa o0paboTKa,
TPeBeJIYBabeTO U OJIP>KYBamkeTo Ha TuiaTOpMUTe ce caMo efleH Jiell ofi Taa paboTa, Koja
TPeTCTaByBa CYLITHHCKY JeJT OfI MPOAYKIMjaTa Ha HOBO 3HAaeme BO IUTUTATHATA CPeINHA U
HaiBOp of Hea. Ho u co3paBameTo MpoCTOpHU 3a pa3Boj Ha TPaHCMEIUYMCKA MUCMEHOCT e
MIPOIIEeC IITO € BOH TOJIETO HA KYJITYPHUTE U 00PA30BHUTE MOTUTUKY. YBUJIYBaMe JIeKa JUTU-
TaJIHUTE TEXHOJIOTUU I'0 pefiedMHUPAAT CAaMUOT ITOUM Ha paboTa BO YMETHOCTUTE, a AOIpBa
Ke CcjleflaT BO U3BeJlyBauKUTe YMeTHOCTU. HUBHOTO KOpuUCTeme, MTaK, 3aBUCU Off, TOTUTUKUTE
IITO OBO3MO>KYBaaT JIOCTAITHOCT, HO U 3HaeHe KaKo J]a ce KOPUCTAT.

KoHeuHo, 3Haemara IITO ce CO3/jaBaaT MPeKy JIUruTaansanujata Kako Mpoliiec, MoKat fa
ce pa3bepar u Kako (hopMU Ha CO3/IaBakbe 3aeJHUUKU JI06pa (commons) BO TOJIETO Ha KYJITY-
para, 0OJIHOCHO KaKO MH(MPaCTPYKTYPH LITO OBO3MOKYBAaT KOJIEKTUBEH TPUCTATl, KOPUCTEHE
U HarpajlyBame Ha 3HaewmeTo. Bo oBaa cmuciia, TUe IIpeTCcTaByBaaT HOBU ITOJIUTUYKU U KYJI-
TYPHU MOJIe/ I Ha copaboTKa uuja BpeJHOCT Tpeba Aa ce ryiefia BO MOTEHIUjaTHOCTA LITO ja
HYZIaT, BO CO3/1aBakheTO YCJIOBU 3a UIHU UCTPAKYBaha, YMETHUUKU MPAKTUKU U OOIUIU Ha
3aeJHUYKO JIejCTBYBambe.
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OTTyKa, gurhTanu3amnyjaTa Bo KyaTypaTa U YMETHOCTa, a 0COOEHO BO M3BeyBAaUKUTE
YMeTHOCTH, Tpeba Jja ce pa3bepe Kako IMPOIIeC IITO UCTOBPEMEHO r'u TpaHchOopMUpa yMeT-
HOCTa, TBOPEHETO, UCTPAKYBAETO BO MOJIETO, TPYIOT U pabOTHUUKUTE 33JlauM U ITpaBa.
3aroa, MpernopakuTe ce LITO MOCKOPO [Jla ce MPUCTAT KOH Kpeupamwe KyJITYPHU U 00pa3oB-
HU TTOJINTUKY LITO TTPeKy MHTePCEeKTOPCKH ITPUCTAI Ke OBO3MOKAT JINTUTA/IEH CYBEPEeHUTET,
yIpaByBame CO JUTUTAJIHUTE apXUBU U TIO/IATOIM, HUBHA UHTEPOIIePaOUITHOCT U [JO/ITOPOU-
Ha OJIP>KJIMBOCT, TPAaHCMeJINyMCKa IMMCMEHOCT, JOCTAITHOCT U Pa3Boj, TBOPEHhe U UCTPAKY-
Bame BO nosieTo. VcTo Taka, moTpeOGHO e OBUe Mpoliecu fla OumaT MoAAp:KaHu Co pa3BUeHU
eTUUKU KOJIEKCH 33 KOPUCTeHhe Ha MaTepujasuTe U 3alITUTA HAa aBTOPCKUTE ITpaBa, Kako U
Tperno3HaBake U MOAAPIIKA Ha HOBUTE MpodeCcHuoHaTHU MPOoQWIN IITO TPOU3JIeryBaar oji

IUrdTajHaTta TpaHchopmariuja.
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INTRODUCTORY

R ICAHE
TWELFTH ISSUE OF ARS
ACADEMICA

The significance and position of the journal Ars Academica, jointly

prepared and published by the Faculty of Music and the Faculty of Dra-
matic Arts at Ss. Cyril and Methodius University in Skopje have already
been elaborated on several occasions. From constructive dialogue to
realisation, the journal has sustained a twelve-year continuity. It has
established its readership and attained recognisable standing. The
conceptual framework of Ars Academica is guided by the idea of scien-
tifically elaborating the issues of Macedonian performative potentials
in correlation with contemporary global currents. Its primary mission
is to actualise, affirm, discuss, promote, and critically reflect upon
phenomena arising from several dominant aesthetics of modern art,
particularly within the scholarly domains of musicology, dance stud-
ies, theatre studies, film studies, visual arts, and, more broadly, the

performing arts as a whole.

Contemporary performing arts today unfold between two powerful
vectors: the multimedia intertwinings that expand the aesthetic pal-
ette, and the new technologies with artificial intelligence that interro-
gate, redefine, and transform creative methodology. This issue of Ars
Academica seeks to interconnect these processes and to provide critical
reflections and theoretical inquiries that mirror the complexity of art
in the twenty-first century. Within the first thematic section, Marija
Apchevska Petrovska examines cinematic space as an active structure
that generates meaning and deepens the emotional dimension of the
work. Mimoza Kurshumlija analyses music as a dramaturgical frame-
work that shapes the scenic rhythm and aesthetic experience of the
audience, contributing to the creation of a distinctive stage fabric. The
text of Gjorche Stavreski explores Michelangelo Antonioni’s film based
on Julio Cortéazar’s written story, simultaneously opening a dialogue on
modernism and postmodernism and investigating creative procedures

and aesthetic paradigms.
The second thematic unit focuses on the role of new technologies

and artificial intelligence. This section opens with the contribution of
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Nikola Nastoski, who affirms that the authenticity of the actor and
the uniqueness of the human voice remain irreplaceable despite the
possibility of creating virtual characters. Milcho Uzunov examines al-
gorithms and their application in stage production, with a concrete
example drawn from the performance This Is Only the End of the
World. Composer Angel Spiroski analyses the role of the computer as
a co-creative agent in contemporary composition, raising questions of
authorship and performers’ rights. Ilija Ciriviri investigates the con-
vergence of cinematic forms under the influence of digital technolo-
gies and Al, providing examples from The Matrix, 1917, and Star Wars.
He emphasises that while new technologies offer novel possibilities,
the crucial issue lies in how they will be employed and whether they
will ultimately affect the creative agency of authors. Biljana Tanurovs-
ka-Kjulavkovski explores the digital turn in the performing arts, with
particular emphasis on archiving and the emergence of new forms of
artistic labour, illustrated through practices and experiences derived

from international platforms such as NADA and Under 600.

The present volume of Ars Academica positions art as a dynamic
space of dialogue between tradition and innovation, where multime-
dia practices and technological achievements are not merely technical
support but active factors in the redefinition of methodologies, forms,
and concepts of labour and creativity. The publication of this journal
has been made possible through the publishing funds of Ss. Cyril and
Methodius University, to which we once again extend our profound
gratitude. On a personal note, but also on behalf of the editorial board,
I wish to express sincere appreciation to the Dean of the Faculty of Mu-
sic, Full Prof. Darija Andovska, M.A., and to the Dean of the Faculty of
Dramatic Arts, Full Prof. Vladimir Pavlovski, M.A., for their permanent
and constructive support in the preparation, promotion, and visibili-
ty of the journal. This twelfth issue differs somewhat from the previ-
ous ones in terms of format. Through the commitment of Full Prof.
Valentina Bozhinovska, Ph.D., Vice-Dean of the Faculty of Dramatic
Arts, this issue will, in addition to the electronic version, also appear

in print, for which we likewise express our gratitude.

Naturally, this publication could not have assumed its present form
without the response of numerous authors to the call. Through a pro-
cess of selection, the issue has acquired the content that follows, once
again confirming the multidisciplinary approach and the high scholar-
ly quality. The bilingual orientation (Macedonian and English) makes
the journal accessible, visible, and recognisable to a broader reader-

ship.



Each issue in this series of twelve volumes of Ars Academica brings
new research, provocations, and reflections on the performing arts,
thereby invigorating the Macedonian scholarly landscape. In this spir-
it, we continue.

Full Prof. Sonja Zdravkova Djeparoska, Ph.D., Editor-in-Chief and Re-
sponsible Editor
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Marija Apcevska Petrovska

[FILM SPACE: FROM PERCEPTION

TO MEANING

UDC: 114:791

Abstarct: Film space, as an indispensable element
of the cinematic image, is not merely physical scenog-
raphy or a location, as is traditionally understood, but
a structural component that actively participates in
narration, rhythm, and the emotional depth of the
work. In this sense, film space is not simply an aes-
thetic category, rather, it is a structure that regulates
the relationship between the author and the world,
enabling a specific form of cinematic knowledge and
the production of meaning that is distinct from both
literary and theatrical experience. Through the au-
thor’s deliberate choices, multiple elements coexist
simultaneously within film space, allowing audience
to become fully immersed in the cinematic reality and
to participate actively in discovering the meanings
within each frame.

Keywords: film space, film form, perception, spatial

organization, film aesthetics
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Film Space: From Perception to Meaning

In everyday understanding, the notion of space is most commonly understood as a phys-
ically given environment in which a certain action takes place. In film, however, such an
understanding is limited and theoretically insufficient. The space experienced by the view-
er on screen is not simply a transferred reality, but rather the result of a series of aesthetic,
technical, and narrative decisions. Film space does not precede the film as a stable object;
instead, it is created within the very process of cinematic formation. In this sense, it is nec-
essary to clearly distinguish between profilmic space and filmic space. The profilmic space
is the material world in front of the camera: interior, exterior, body, object, landscape, and
architecture. Filmic space, on the other hand, is the world that appears within the cine-
matic work as a result of framing, the choice of perspective, lighting, camera movement,
duration, sound, and editing. As Jacques Aumont and Michel Marie point out, film does
not reproduce reality as a whole but reorganises it into a new regime of visibility (Aumont
& Marie 2005). The elaboration and analysis of this position are important because they
surpass the idea of the camera as a passive instrument of registration. Although film has
a specific relationship with reality, namely, that it records something that truly existed be-

fore the lens, this does not mean that space is automatically transferred as a neutral truth.
Space as a Result of a Process Rather Than a Given Object

André Bazin is a key figure for understanding the question related to cinematic space.
Although he is often interpreted as a theorist of realism, his position is considerably more
subtle. For Bazin, the value of cinema lies in the possibility for reality to appear in its
complexity, rather than being forcibly fragmented through excessive montage. For these
reasons, he advocates the long take and deep focus, since they allow space to preserve
its multiplicity and the simultaneity of meanings (Bazin 1967). According to this under-
standing, space is not perceived as décor, but as a field of free perception. In his well-
known analyses of Orson Welles and William Wyler, Bazin demonstrates that deep focus
enables several levels of action to exist within the same frame. Instead of meaning being
predetermined through a montage cut, the viewer independently chooses where to direct
their attention. This idea is often referred to as democratic space, because perception is
not entirely controlled by the author, but remains open to the activity of the viewer. Film
theorist Jerzy PlaKewski emphasizes that cinematic space does not emerge as a simple
reproduction of the real environment, but as the result of the selection, organisation, and
arrangement of visual material. The camera extracts a limited fragment from the real
world, which, through the position of the apparatus, the choice of shot, the angle of film-
ing, and its montage connection with other shots, acquires a new meaning. Therefore,
the space experienced by the viewer on screen is not identical to the physical space of the
filming location, but represents a cinematic construction created through the expressive
means of the medium. In this way, film does not take space as a ready-made reality but
actively shapes and constructs it (Plazewski, 1968: 13-20; 37-39). On the other hand, the
Soviet montage school, particularly in the work of Sergei Eisenstein, offers an opposing



position. According to this theoretical perspective, space is not preserved as continuity
but is created through the collision of fragments. Montage produces meaning, while space
becomes the result of intellectual construction. This opposition between Bazin and the
montage tradition is essential because it reveals two major paradigms of cinematic space:
space as revelation and space as construction. Contemporary cognitive film theory further
complicates this question. In this direction, David Bordwell demonstrates that the viewer
does not perceive a completed space but constructs a mental model from limited visual
information (Bordwell 1985). Film rarely provides a complete map of the place in which the
action takes place. Instead, through partial shots, movements, and montage connections,
the viewer constructs an image of the whole. The main conclusion that emerges from this
analysis is that space does not exist only on the screen; it also exists within the cognitive
activity of reception. Such an understanding opens the possibility for a broader aesthetic
perspective. Film space is not a stable geographical determination, but a dynamic relation
between the visible, the invisible, and the anticipated. Daniel Yacavone, in his philosophi-
cal aesthetics of film, introduces the concept of film worlds, emphasising that films create
autonomous worlds that cannot be reduced either to the story, mise-en-scéne, or visual
style considered separately. These worlds emerge from the synthetic interaction of all cine-
matic elements (Yacavone 2015). Space is precisely the fundamental component of this pro-
cess of world-making. Within the context of cinematic space as a process of creation, it is
particularly significant to understand that the visual structure of film is not reduced only
to what exists before the camera but emerges from the complex organization of multiple
elements that the director coordinates into a unified whole. The space within the frame is
shaped through the arrangement of actors, scenography, choice of location, props, colour,
and lighting, as well as through the angle from which it is presented. Therefore, cinemat-
ic space is not a pre-given reality, but the result of a conscious creative process through
which visual components acquire dramaturgical and meaningful functions. As Antonio
Mitrikeski observes, the way space is constructed directly influences the viewer’s percep-
tion, the atmosphere, and the overall meaning of the cinematic work (Mitrikeski, 2023:
5-6). As a continuation of the above, when discussing cinematic space as the result of a

process, several simultaneous dimensions are implied:
- space is a product of authorial selection;
- space is a product of technical mediation;
- space is a product of temporal development; and
- space is a product of the viewer’s reconstruction.
Constructing Cinematic Space through Framing, Duration, Sound Design and Editing

When film space is not a pre-given object, its existence must then be understood as the
result of concrete formal procedures. Film does not discover space but produces it through
its own language and rhetoric. In this sense, the question of space is inseparable from the
question of framing, the duration of the shot, sound organisation, and montage relations.
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It is precisely through these means that the viewer experiences a stable, fragmented, inti-
mate, threatening, or metaphysical space. It is of particular importance to emphasise that
these elements do not function independently from one another. Framing without dura-
tion would be merely a static composition; montage without spatial logic would be a cha-
otic series of images; and sound without visual context would have a limited spatial func-
tion. Space in film is always a synthetic result of multiple coordinated means. Framing, as
an act of spatial formation, represents the first and perhaps the most fundamental act in
the creation of cinematic space. By establishing the frame, the camera does not merely
show something but simultaneously excludes something. Namely, every frame establishes
a boundary between the visible and the invisible. In this sense, the frame is not a window
towards the world, but a selective mechanism. Bordwell and Kristin Thompson point out
that the frame organises attention through shot scale, angle, depth, and composition (Bor-
dwell & Thompson 2010). The long shot most often establishes the environment and the
relationships between figures and space. The medium shot shifts the focus towards inter-
action, while the close-up intensifies the psychological or symbolic importance of detail.
This means that the same room can acquire different meanings depending on how it is
framed. For example, an empty room filmed in a wide, static long shot may function as a
space of loneliness, abandonment, or coldness. The same room filmed through a series of
close-ups of objects—a door handle, a glass on the table, or a wrinkled sheet—becomes a
space of traces, intimacy or absent presence. All this leads towards the understanding and
establishment of the position that space is not identical. It changes through the way it is
perceived. According to Plazewski’s elaboration, cinematic space is significantly shaped
through the choice of shots and the relationship between the camera and the object of
filming. The transition from a long shot to a close-up does not represent merely a visual
variation, but a change in the way the viewer understands space and the meaning of the
scene. The long shot enables orientation and spatial context, while closer shots direct at-
tention towards detail, psychology, and dramatic tension. In this way, framing becomes a
means through which film organises spatial hierarchy but also guides viewer perception
(Plazewski ,1968: 41-53). Jacques Aumont and his co-authors emphasise that every frame
also implies a space beyond the frame (Aumont et al. 1992). This means that cinematic
space is never exhausted by what is visible: if a character looks to the left, the viewer as-
sumes something exists outside the frame; if a sound comes from an adjacent room, the
invisible acquires spatial reality. Consequently, from this perspective of perceiving the
problem, the frame does not close space but opens it towards an imaginary excess of space.
According to Mitrikeski, within the framework of film space as a process of creation, it is
particularly important to emphasize that framing represents a directorial procedure
through which real space is fragmented and transformed into a new, cinematic space,
which acquires its final meaning in relation to other shots and through montage. Namely,
he explains that the frame does not function as an isolated image, but as part of a broader
visual whole in which every choice of perspective, shot size, camera movement, and com-
position influences the way in which the viewer perceives reality. Therefore, cinematic
space is not a mechanical reproduction of an existing environment, but an artistic con-



struction in which the director, through the selection and organisation of the visible, cre-
ates new meaning and a new perceptual logic (Mitrikeski, 2024: 15-16). In modern cinema,
framing often deliberately disrupts classical clarity and comprehensibility. In Antonioni’s
work, the figure may be displaced towards the edges of the frame, subordinated to archi-
tecture and urban lines. In Robert Bresson’s films, the body is fragmented into hands, feet,
objects, and gestures. In Michael Haneke’s cinema, the static frame prolongs discomfort by
refusing to explain precisely where the viewer should look. For all these authors, according
to Catherine Wheatley, what they share is that framing becomes a form of thinking
(Wheatley 2009). Alongside the static frame, camera movement also plays an important
role. The pan, tracking movement, crane movement, or handheld camera do not merely
follow the action, but create different modes of spatial awareness. In Stanley Kubrick’s
work, symmetrical tracking movements through corridors and interiors create geometric
unease, as in The Shining (1980). In Béla Tarr’s films, long movements through muddy land-
scapes transform space into existential duration. Camera movement, therefore, is not
merely a technical elegance, but a spatial rhetoric, as John Walker observes (Walker 1999).
Additionally, space in film is always experienced through time. The viewer does not per-
ceive it as a map, but as a process of discovery. Precisely for this reason, the duration of the
shot fundamentally changes the way space is experienced. The long take allows space to
breathe. The viewer has time to observe relationships between objects, depth, rhythm of
movement, and acoustic atmosphere. It is precisely within the long take that Bazin sees
the possibility for preserving the ambiguity of reality (Bazin 1967). Space is not predeter-
mined through fragmentation but offered to the viewer as an open field of analysis and
experience. In Tarkovsky’s work, this logic reaches a particular spiritual dimension. In
Nostalghia (1983) and Stalker (1979), space is revealed through slow movement, moisture,
wind, mirrors, ruins, and silence. It is not a background for action, but an autonomous
condition of being. Tarkovsky speaks of cinema as sculpting in time, meaning that duration
is the material through which space becomes experienced (Tarkovsky 1986). The short shot
creates a different regime. In rapid montage, space is often reduced to functional coordi-
nates: (1) entrance; (2) threat; (3) goal; and (4) reaction. Action films or thrillers frequently
employ this logic to create tension and dynamics. In such cases, space is subordinated to
action, rather than the opposite. One of the most significant, and often underestimated,
components of cinematic space is sound. Space is not created only through what is seen,
but also through what is heard. Sound gives space depth, texture, boundaries, and invisible
extensions. Michel Chion emphasises that sound reorganises the perception of the image
and creates a new spatial effect (Chion 1994). Footsteps behind a door, distant traffic, drip-
ping water, wind outside a window, or an echo in an empty hall are, in fact, real elements
that construct a sense of environment that does not necessarily have to be presented only
visually. The role of silence is particularly significant. In film, silence is almost never an
absolute absence of sound, but rather a carefully organised reduction of acoustic informa-
tion. It can create tension, expectation, intimacy, or metaphysical emptiness. Montage, on
the other hand, is perhaps the clearest evidence that cinematic space is a construction. By
connecting different shots, filmed at different times and often in different locations, film
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creates the impression of a single continuous world. According to Béla Balazs, cinematic
space is not established solely through the content of the recorded shot, but also through
the way shots are connected into a montage whole. Through the transition from one shot
to another, the viewer does not perceive only the next visual fragment, but mentally estab-
lishes continuity between separate spaces, times, and perspectives. Montage, therefore, is
not merely the technical joining of material, but a key principle through which film creates
a new spatial logic, different from immediate reality. It enables dispersed locations to be
experienced as a unified spatial world and directs viewer orientation within the cinematic
whole (Balézs, 1948: 113-115). Continuity editing, developed within classical Hollywood cin-
ema, has the task of making space appear logical and transparent. The 180-degree rule, the
matching of eyelines, and the direction of movement allow the viewer to orient themselves
without difficulty (Bordwell & Thompson 2010). At the same time, space appears natural
precisely because its artificial construction remains invisible. However, it is of invaluable
importance to also consider the position that montage can disrupt space. In Eisenstein’s
work, the collision between shots creates intellectual and emotional meaning. In Jean-Luc
Godard’s cinema, montage discontinuities reveal the constructed nature of cinematic co-
herence. In Alain Resnais’ films, montage can merge different times and spaces to the
point of ontological uncertainty, as Keith Crittenden observes (Crittenden 2006). Conse-
quently, montage is not merely a means of connecting scenes, but an apparatus for creat-
ing proximity, distance, simultaneity, fragmentation, and memory associations.

Space as a Carrier of Cognitive and Epistemiological Meaning: The Relationship

Between Film Space and Spectatorical Perception

The consideration of film space as a formal category remains insufficient unless its re-
lationship with the viewer is taken into account. Space in film does not exist for itself; it
exists as experienced, perceived, and interpreted space. Its meaning is completed within
the act of reception. Therefore, space is not merely a visual organisation of the scene, but
a mechanism through which film produces knowledge, directs attention, and models the
consciousness of the viewer. When speaking of the cognitive function of space, one refers
to the way the viewer creates a mental representation of the world of the film. When
speaking of the epistemological function, the question that arises concerns what type of
knowledge is enabled through film, more specifically, through spatial organisation: certain
or uncertain, clear or ambiguous, immediate or mediated, rational or affective. In this
sense, space represents one of the key categories through which film produces thought.
According to Balazs, film space is not a neutral visual environment but actively influences
the way in which the viewer understands the world of the cinematic work. Through the
choice of the point of filming, the scale of the shot, and the organisation of the visible, the
camera can bring an object closer, emphasise its significance, or establish a new relation-
ship between the character and the environment. In this way, film does not mechanically
reproduce reality but transforms it into an experience that directs the attention, emotion,
and interpretation of the audience. Space becomes a means through which the viewer does

not only see, but also learns how to see (Balazs, 1948: 86-89).



Space as a Cognitive Construction

The viewer rarely receives a complete and previously explained map of the cinematic
world. Instead, film offers limited perspectives, fragmented information, partial views, and
selective visual signals. From these partial elements, the viewer gradually constructs a
coherent model of space. Bordwell emphasises that watching a film represents an active
process of forming and testing different hypotheses (Bordwell 1985). The viewer constantly
draws conclusions regarding the location of the characters, their mutual distances, also
regarding what exists behind a closed door, where a sound originates from, where a corri-
dor leads, or what the topography of a space not fully presented might be. Consequently,
space is partly shown and partly mentally reconstructed. In a conversation scene, the view-
er observes alternating shots of two faces yet effortlessly assumes a single shared space. In
a chase scene through a city, although the shots may have been filmed on different streets
and on different days, the viewer creates a continuous spatial logic. Precisely because of
this, what appears natural is in fact the result of complex cognitive work. Film space does
not exist only on the screen. It also exists within the perceptual activity of the viewer. One
of the strongest characteristics of film space is that it always exceeds the visible field of the
frame. Every frame reveals only a fragment of the world, while simultaneously referring
to something that remains outside of it. Precisely for this reason, off-screen space has
fundamental significance. Noél Burch points out that the cinematic frame always implies
several zones of invisible space that the viewer experiences as potentially present (Burch
1973): if a character looks towards an empty space outside the frame, the viewer assumes
the presence of an object or another person; if a sound is heard from an adjacent room,
the invisible becomes a spatial reality. If, however, the camera refuses to reveal something
that is dramaturgically expected, tension is created. In the horror genre, this strategy is
particularly productive. The threat is often stronger when it remains outside the visible
field. However, the same principle also applies to dramatic and auteur cinema. In Bresson’s
work, many crucial events occur outside the frame, and their meaning is conveyed through
sound, reaction, or consequence. In Michael Haneke’s films, off-screen space often carries
moral and psychological unease. Such an understanding demonstrates that film does not
produce knowledge only through presentation, but also through withholding, silence, and

suggestion—dimensions that contribute to the process of interpretation and reasoning.
Conclusion

Film space does not represent a pre-given physical category, nor a simple reproduction
of the real world. On the contrary, as demonstrated throughout the research, it emerges
as the result of a series of authorial, aesthetic, and technical decisions through which real
space is transformed into cinematic space. Therefore, space should not be understood as a
background in which the action takes place, but as an active element that participates in
the creation of meaning within the cinematic work. The analysis has shown that film space
is constructed through the interaction of framing, mise-en-scéne, camera movement, shot

duration, sound, and montage. None of these elements creates space independently; its
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final form emerges from their mutual interconnection. For this reason, space should be
considered as a process, rather than as a completed or pre-existing category. At the same
time, film space is not exhausted by what is presented on the screen. Its meaning is also
formed through viewer perception, namely through the way in which the viewer connects
visual and auditory information, reconstructs spatial relations, and constructs the world
of the film. The relationship between film space and viewer perception demonstrates that

space represents one of the fundamental epistemological categories of film.
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The study examines the dramaturgical function of
music in theatrical performance, conceptualising it
as an emotional structure that organises and shapes
the audience’s dramatic experience. The research ex-
plores how music operates as a dramaturgical element
influencing stage rhythm, dramatic tension, and the
emotional perception of spectators. In contemporary
theatre practice, music is not limited to an illustrative
or accompanying role; rather, it interacts with direct-
ing, acting, and visual stage elements to construct the
emotional dimension of the performance. Through
this interaction, music contributes to the organisa-
tion of dramatic narrative and the intensification of
aesthetic experience. The study employs a quantita-
tive methodology based on structured questionnaires
administered to directors and composers involved in
contemporary theatrical productions. In addition, the
research draws on relevant literature from theatre
studies and musicology to establish a broader theo-
retical framework. The findings indicate that music
plays but a central role in structuring the emotional
dramaturgy of theatrical performance, affecting both
audience interpretation and the intensity of aesthetic
engagement. The study contributes to contemporary
theoretical discussions on the relationship between
music and dramaturgy in performing arts.

Keywords: music dramaturgy, dramatic narrative,
contemporary theatrical performance, artistic inter-
action, emotional stage structure.
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Introduction

Although performance studies have experienced significant expansion over recent dec-
ades, the role of music within theatrical dramaturgy remains relatively under-theorised
and is frequently reduced to illustrative or atmospheric functions. This tendency has lim-
ited the understanding of its dramaturgical potential, positioning music at the margins of
theatrical analysis despite its increasingly complex role in contemporary stage practice.
Within this theoretical context, Hans-Thies Lehmann (2006) emphasises that contempo-
rary performance departs from text-dominated hierarchical structures and develops into
a process in which meaning is produced through the interaction of scenic elements such
as visuality, movement, and sound. This shift has transformed the ways in which stage
meaning is constructed, rendering performance a more open and decentralised system of
signification. Within this framework, music no longer functions merely as an accompany-
ing element of stage action but as an active component that shapes performance rhythm,
contributes to the construction of dramatic tension, and influences the spectator’s emo-
tional experience. However, this transformation has not been fully reflected in theatrical
theory, where music continues to be treated, in many cases, as a supportive or decorative
element. Even within the semiotic analyses of theatre developed by Patrice Pavis (2003),
emphasis tends to fall more heavily on the visual and textual dimensions of performance,
while the role of music remains comparatively limited. In parallel, studies on sound and
music within audiovisual contexts demonstrate that they significantly shape both percep-
tion and emotional experience. According to Michel Chion (2019), sound and image should
be understood as an integrated perceptual unit in which music directly influences the
interpretation of staged action. In this line of thought, Claudia Gorbman (1987) argues that
music contributes to the emotional orientation of the audience and to the construction of
narrative meaning, while Rick Altman (1992) conceptualises sound as an integral compo-
nent of narrative structure rather than a peripheral element.

However, these approaches have been developed primarily within film studies and have
not been sufficiently integrated into analyses of theatrical dramaturgy. Similarly, per-
formance theories advanced by Richard Schechner (2002) emphasise the interaction of
performative elements, yet they do not explicitly articulate music as a structuring force
that organises temporal progression and emotional intensity on stage. As a result, a clear
discrepancy emerges between contemporary theatrical practice and existing theoretical
frameworks, in which music continues to be largely treated as a secondary element. This
situation suggests the existence of a conceptual gap within both dramaturgical and musi-

cological studies.

Within this context, this study proposes a reconceptualisation of music as an active
dramaturgical and emotional component that does not merely accompany the perfor-
mance but participates in the construction of stage narrative. Drawing on critical analysis
of existing literature and an empirical approach, the study aims to identify the limitations
of traditional paradigms and to contribute to a more differentiated understanding of the
dramaturgical function of music in contemporary theatrical performance.



Literature Review

Studies in the performing arts have undergone a significant paradigmatic shift over recent
decades, moving away from approaches that treat the artwork as a closed aesthetic object
toward a more dynamic understanding of performance as an ongoing process of cultural
interaction. Within this context, performance is no longer understood as a finished artistic
product, but as a field in which meaning is co-produced through the interaction between
creators and audiences. In this regard, Sonja Zdravkova Djeparoska (2025) conceptualises
performance as a relational structure in which authorship, the artwork, and reception are
interdependent, thereby shifting the focus from the work as a fixed entity toward the act of
stage realisation as a generative moment of meaning. This position aligns with the broader
theoretical expansion within performance studies, where Richard Schechner (2002) moves
beyond the traditional boundaries of theatre by conceptualising performance as a wider
cultural spectrum that encompasses ritual, play, and everyday practices. Complementarily,
Marvin Carlson (2001) understands performance as a process of cultural recoding in which
pre-existing symbolic materials are reactivated within new social and aesthetic contexts.
These approaches have contributed to a reconceptualisation of artistic authorship, which
is no longer understood as a centralised source of meaning, but rather as a distributed and
negotiated process among various artistic and institutional agents.

Parallel to this shift, the concept of the artwork has also been substantially re-evaluated.
Drawing on Umberto Eco (1989), the artwork is no longer regarded as a closed semantic
structure, but as an “open work” that is realised through processes of interpretation and
reception. Within this context, Erika Fischer-Lichte (2008) provides an important frame-
work for understanding the performer-audience relationship as an aesthetic process of
reciprocity in which meaning is generated in real time through direct stage interaction. In
this regard, some contemporary studies shift attention towards music as an active compo-
nent of the performative process. In particular, Mimoza Kurshumlia and Sonja Zdrakova
Djeparoska (2026) argue that music should not be understood as a decorative or accompa-
nying element, but rather as a semiotic system that directly influences the organisation
of stage rhythm, dramaturgical tension, and the audience’s emotional experience. This
approach is further supported by David Roesner (2014), Hans-Thies Lehmann (2006), and
Nicholas Cook (1998), who emphasise music as an organising or interactive force within

performance.
Methodology

The study employs a quantitative research design (Creswell 2014) to examine the role of
music as an emotional structure within theatrical dramaturgy. A quantitative approach
was selected because it enables the identification of recurring patterns, the comparison of

participant responses, and the analysis of structured empirical data.

Data were collected through a structured questionnaire distributed via Google Forms.
The survey was completed anonymously in order to encourage more open responses and
reduce potential response bias. Online survey methods are widely used in contemporary
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social research due to their accessibility, efficiency, and ability to reach geographically dis-
persed participants while maintaining confidentiality. The questionnaire comprised mul-
tiple items; however, this study focuses on four questions considered most relevant to the
research objectives. Two questions were directed to composers and two to directors, with
particular emphasis on the relationship between music and emotional dramaturgy in the-
atrical performance. The analysed questions addressed several interconnected aspects: the
role of music in shaping emotional structure, the intentional use of music in guiding audi-
ence experience, the perceived importance of music within theatrical dramaturgy, and the
frequency of collaboration between directors and composers during the creative process.
The questionnaire was designed according to established methodological principles aimed
at ensuring clarity, consistency, and reliability of responses. Data were collected from par-
ticipants based in Gjakova and Prishtina, enabling a comparative perspective between two
theatrical environments. Although the number of respondents from Prishtina was higher,
the study primarily examines response patterns and thematic tendencies rather than sta-

tistical generalisation.

The collected data were analysed using descriptive statistical methods, particularly fre-
quency distribution analysis, in order to identify recurring tendencies across response cat-

egories.

Comparative Overview of Composers’ and Directors’ Responses on Music and Emotional

Structure in Theatre (Gjakova vs Prishtina)

The questionnaire consisted of multiple items; however, for the purpose of this study,
four key questions were selected for detailed analysis. These questions were chosen based
on their direct relevance to the research objectives and their capacity to capture the rela-
tionship between music and emotional dramaturgy in theatrical performance.

1. How do you perceive the role of music in shaping the emotional structure of a
theatrical performance, and how often do you intentionally design music in your composi-
tional process to guide the audience’s emotional experience?

r_-
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Figure 1a Figure 1b



Figure la presents a comparative overview of respondents’ perceptions regarding the
role of music in shaping the emotional structure of theatrical performance across Gjakova
and Prishtina. The findings reveal a consistent tendency in both contexts to position music
as a primary component of emotional structuring. In Gjakova, most respondents identified
music as a primary element (67%, n=4), while a smaller proportion viewed it as support-
ive (33%, n=2). In Prishtina, the perception of music as a primary element is even more
pronounced (71%, n=5), while 29% (n=2) classified it as supportive. Overall, both contexts
demonstrate a stable recognition of music as a central dramaturgical element in emotion-

al construction, with no responses indicating a limited role.

Figure 1b presents respondents’ practices regarding the intentional use of music in shap-
ing audience emotional experience. In Gjakova, the majority reported «always» (83%, n=5),
while 17% (n=1) indicated «often.» In Prishtina, 71% (n=5) selected «always,» 14% (n=1) «of-
ten,» and 14% (n=1) «occasionally.» The results indicate a strong and consistent intentional

orientation toward emotional guidance through music in both contexts.

2. How important is music in shaping the emotional structure of the theatrical per-

formances you direct?
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Figure 2

Figure 2 presents directors’ perceptions of the importance of music in emotional dram-
aturgy. In Gjakova, responses include “very important” (67%, n=2) and “important” (33%,
n=1). In Prishtina, 80% (n=4) selected “very important,” while 20% (n=1) selected “impor-
tant.” Both contexts demonstrate a high valuation of music, with no lower-level impor-

tance ratings recorded.

3. How often do you collaborate with composers to structure the emotional develop-

ment of a performance through music?
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Figure 3

Figure 3 presents the frequency of collaboration between directors and composers. In
Gjakova, respondents report “often” (67%, n=2) and “very often” (33%, n=1). In Prishtina,
80% (n=4) report “very often” and 20% (n=1) “often.”

The results indicate that collaboration is but an established and integral part of theat-
rical creation in both contexts. The findings indicate that collaboration between directors
and composers is a regular component of the creative process in both contexts. In Gjakova,
respondents report collaborating «often» (67%, n=2) and «very often» (33%, n=1), with no
indications of rare or occasional collaboration. A similar pattern is observed in Prishtina,
where 80% (n=4) of respondents report «very frequent» collaboration and 20% (n=1) report
«frequent» collaboration. Overall, the results suggest that collaborative practices between
directors and composers are but an established feature of theatrical production in both
cities. The slightly higher concentration of responses in the «very frequent» category in
Prishtina indicates a marginally more intensive collaborative dynamic. In both contexts,
however, the absence of low-frequency responses highlights the integration of music-mak-
ing into the core of the directorial process, rather than its treatment as an external or

supplementary element.
Interpretation of Results

The analysis of the collected data points towards a broadly shared understanding of mu-
sic as a central component of emotional and structural dramaturgy in both Gjakova and
Prishtina. Rather than functioning as an auxiliary layer, music is consistently positioned
by respondents—both composers and directors—as embedded within the creative logic of
theatrical production. Among composers, music appears to operate less as a secondary
expressive tool and more as a primary means through which emotional trajectories are
constructed. The clustering of responses in higher categories suggests a compositional
practice that is oriented toward intentional affective shaping, where musical decisions
are closely tied to anticipated audience response. This indicates a form of creative work in
which emotional design is structurally embedded rather than applied retrospectively. Di-
rectors, meanwhile, demonstrate a comparable orientation, though often framed through
different vocabulary. Their responses emphasise music’s capacity to shape atmosphere
and to articulate the emotional contour of performance. What emerges is not a hierarchi-



cal relationship between direction and composition, but rather a shared reliance on music
as a dramaturgical resource that circulates across creative roles. Although some variation
exists between the two contexts, it is relatively subtle and does not point to fundamental-
ly different understandings. Prishtina shows a slightly stronger concentration in higher
intensity responses, while Gjakova presents a more distributed pattern across adjacent
categories. Still, these differences feel more like shifts in emphasis than divergences in
conceptual framing. Taken together, the data suggest a stable convergence in how music is
understood across both cities. Rather than being treated as an external supplement to the-
atrical meaning, it functions as an internal organising principle within the construction of
emotional and temporal experience.

Conclusion

The study has examined music not as an auxiliary element of theatrical performance,
but rather as a structuring force within emotional dramaturgy, drawing on comparative
material from artistic practices in Gjakova and Prishtina. The findings indicate that mu-
sic operates as an active dramaturgical agent, shaping emotional trajectories, influencing
temporal perception, and contributing to the organisation of narrative intensity on stage.

From both compositional and directorial perspectives, music is consistently understood
as an intentional creative mechanism embedded within the core of the dramaturgical pro-
cess. Composers emphasise its role in structuring affective progression, while directors
highlight its capacity to shape atmosphere and articulate the emotional architecture of
performance. Rather than functioning as an external layer, musical decision-making ap-

pears integrated into the internal logic of theatrical creation.

Although minor contextual differences emerge between the two cities, these do not re-
flect divergent conceptual frameworks. Instead, they suggest variations in emphasis with-
in a shared understanding of music as a dramaturgical resource. This points to a broader
professional convergence in which music is recognised as central to the production of
meaning and affect in contemporary theatre practice.

Theoretically, these findings challenge hierarchical models of performance analysis that
position music as secondary to visual or textual elements. Instead, they support an inter-
dependent model of theatrical meaning-making in which music participates as a co-consti-

tutive force in shaping dramaturgical structure and audience experience.

Ultimately, the study contributes to an expanded understanding of theatre as a multi-
modal system of meaning production, where music functions not as accompaniment but
as an active principle of organisation. This perspective opens further avenues for research
into the specific mechanisms through which musical structures interact with performa-

tive, visual, and narrative dimensions of contemporary theatrical practice.

These findings offer an initial perspective on the role of music within the emotional
dramaturgy of theatrical performance. However, the research was conducted with a rel-

atively small number of participants and within two specific theatrical contexts, which
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limits the broader applicability of the results. For this reason, the study should be viewed
as a focused exploration rather than a basis for broader generalisation. Further research
could expand the participant sample and include additional qualitative approaches in or-
der to examine more closely the relationship between music, dramaturgy, and audience

experience in contemporary theatre.
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By comparing the film Blow-Up by the Italian direc-
tor Michelangelo Antonioni, which could easily be
called the crowning achievement of modernism, with
the short story The Devil’s Drool by the Argentine writ-
er Julio Cortazar, a work exemplifying postmodern
expression that served as Antonioni’s inspiration for
the film, I wish to untangle some of my own dilemmas
and uncertainties. In a playful and experimental way,
I want to explore my own rebellion against postmod-
ern cultural currents, and to understand, both inti-
mately and rationally, what we gain and what we lose
through their use.

Keywords: film, literature, metafiction, compari-

son, analysis.
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Introduction: A Postmodern Decision

The director reflected on how his own absent-mindedness, tendency toward digression,
and avoidance of obligations reminded him of one of his obsessions. A cocktail of emotions
directed at one segment of society—a mixture of contempt and respect, a cry provoked
by the obvious deception unfolding before his eyes because of the hypnosis of Western
culture, to which, he thought, he might be inclined without any real grounding, given the
Balkan country in which he lives. A hypnosis induced by seductive and seemingly bound-
lessly creative currents, but above all by the senselessly cynical and destructive forces of a
cultural and civilizational phenomenon: a leading, now thoroughly mainstream cultural
current that spreads unimpeded, osmotically absorbing everything in its path, and which,

for lack of a more suitable term, is called postmodernism.

He shook his head in disbelief and smiled at the childishness of his own irritation. A
thought crossed his mind: What would it be like to create within the postmodern matrix?
He asked himself, honestly: Is it not but a challenge to write this essay in a meta-nar-
rative style, especially since you despise all the shortcuts and all the sand that post-
modernists throw in civilization’s eyes to conceal their own shallowness, vagueness, and
meaninglessness?

I am well aware of postmodernism’s seductiveness. Its predecessor, modernism, in a re-
fined and rebellious manner, using centuries-old methods of craft, skill, dedication, inno-
vation, and creativity, managed to challenge and surpass the traditional principles of the
established arts, yet it remained, at its core, a continuation of the march of rationalism
and the Enlightenment. Postmodernism offered a different approach: a cynical attack pre-
cisely on the methods of rationalism, but without offering any creative principles of its
own. What followed was a seductive and rapid success, with supposedly limitless possibili-
ties achieved through demolition, critique, and sophistry. Whole, wide stretches of cultur-

ally enlightened territory were conquered, scorched by cynical postmodern napalm flames.

Throwing sand in people’s eyes. That, he thought, is the essence of the entire movement.
So, why not try it myself? It is true that human thought is far more scattered than fiction.
The postmodern approach is closer to our actual stream of consciousness than the tradi-
tional artistic selection and arrangement of source material according to aesthetic, narra-
tive logic, and causality. And it is precisely that radical non-selectivity and distractedness
that constitutes the rebellion against accumulated principles in arts. Radical. He asked
himself how many times in his life he had heard that term. Every work today is radical,
every artist is radical, every idea is radical, too. Everyone reimagines, everyone subverts,
everyone finds themselves at the opposite end of tradition, everyone deconstructs, every-
one is post-craft, but also post-talent, he thought, and added: post-original and post-crea-
tive. He realised there was nothing to lose, and instead of fighting against my own digres-

sive nature, I will embrace it. So, I decided: this essay will be a meta-fiction.

I wonder why I started writing in the third person and suddenly switched to the first?

What is wrong with me? Why cannot I decide whether I want to write this essay in the first



or third person, singular, plural, they the postmodernists, I the modernist, radical and
creative through demolition, I, he, you, what the hell?

The Limits of Our Perception: From VHS to 4K

The director tried to recall when he had first watched Michelangelo Antonioni’s film
Blow-Up. He was certain it was during his university studies, but he could not remember
the details. Where, for instance? At the faculty where he studied there was a room, they
called the television room, and students could borrow a VHS tape from the library and
watch the film there. It seems he watched numerous films that way.

VHS? I had to step out of the third-person narrative voice and switch to the first, to per-
sonally throw myself into my own, to use newspeak terminology, lived experience. I am
not sure some future young reader will be able to understand how complicated that lived
experience was, and so I believe, in the spirit of the new ideology, that anyone born after
that technology’s expiration has no right to speak about it, since theirs will be neither an
experience, nor, still less, a lived one. The terrible picture quality, the washed-out colours,
the sudden interruption of the “screening” due to a technical problem with the VHS play-
er, the impossibly long, universe-spanning rewind of the tape to some desired point in
time, “seasoned” with the purgatorial sound of the magnetic-mechanical Dantean inferno.
There were countless problems, or, in today’s overly careful newspeak variant: countless
challenges. That lived experience of mine is simply unattainable for young generations ac-
customed to flawless digital images in 4K, of films downloaded for free from the internet.

The internet?

The director struggled with the numerous digressions, which felt as though they were
piling up exponentially with every new paragraph. He paused briefly, wanting to calculate
how many digressions away he now was from what he had originally set out to tell. He
counted backwards: one, two... ah, yes, he remembered, he was supposed to be talking

about Antonioni’s Blow-Up.

He wondered whether some seductive postmodern thought had perhaps crossed his tor-
mented mind while he was writing the previous paragraph, suggesting some supposed
connection between the lived experience of connecting VHS technology with Antonioni’s
film. Suddenly, the poststructuralist sun blazed forth, calling into question the perma-
nence of memory, and although it was obvious to the director that there was no direct
connection between the two things (that hardly mattered, since causality is already anach-
ronistic anyway) but in its place, there is instead a poetic, seductive, associative, and sym-
bolic connection.

He wondered: Is not this whole epic technological transition—from the projection of
Blow-Up in cinema halls exactly as Antonioni had envisioned it, through the terrible qual-
ity of dubbed-over VHS tapes and the director’s aforementioned lived experience, onward
through the improved quality of the first digital DVD discs, which often broke down and
stopped working after a while, then the increase in television resolution from standard
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definition to advanced HD (high definition), with a corresponding shift in carrier technol-
ogy to Blu-ray, and finally the unprecedented growth of the internet, VOD platforms, and
yet another doubling, linear increase in the resolution and size of TV screens up to 4K—the
very apotheosis of the film’s central theme: the limits of perception?

Which “blow-up” was mine? Could I, on that small cathode-ray television, have even
seen the gun in the hand of the fourth man in the park, hidden in the bushes and magni-
fied several times over in Thomas’s photographs, within the worn-out, washed-out frames
of the film, itself re-copied several times from one VHS tape to another? Was not I, as a
young director trying to understand the film, in a position similar to that of the photogra-
pher in Blow-Up? In a film where the details are crucial, does not the terrible technology
that obscures them and renders them “illegible” function in a manner similar to the film’s
own exaggerated magnification, which suggests a murder yet, viewed at a different scale,
undeniably negates it? The limits of our perception are undoubtedly the film’s theme, and
if I magnify those old impressions enough and stretch them across my mental canvas, it
seems to me that this is the same associative mental projection narrated through the ex-

ponential growth of technology.
And once again I've switched to the first-person singular. What the hell?
A Metafictional Pause, and a Few Words About Blow-Up

Blow-Up is a film by the Italian director Michelangelo Antonioni, which premiered in
1966. The film is in colour, set in the avant-garde London of the sixties, during the “swing-
ing sixties.” The story is a slow burn, and at the outset Antonioni focuses on building up
the main character, the fashion photographer Thomas, portrayed as brash, self-assured,
unpredictable, and free-spirited, essentially the ideal “prey” for the extraordinary plot the
author is patiently preparing for him, into which he is then mercilessly thrust, shaking the
foundations of his seemingly unshakeable worldview.

Thomas takes a series of photographs in a park while observing the amorous play of a
young woman and an older man, and after enlarging the photographs several times over
in his studio, he notices, behind the barely visible outlines of the park fence, the figure of
a concealed man who appears to Thomas to be holding a gun in his hand, aimed at the
other man. His attempts to get to the bottom of the matter come to nothing, and by the
end of the film the mystery only deepens: in the final scene, following an imaginary game of
tennis mimed by a group of pantomime performers, Thomas suddenly hears the sound of
the nonexistent tennis ball, which in his mind (and ours) suggests the film’s central theme:
the limits of our perception. The film interrogates the human capacity to penetrate reality
and poses the crucial question: how much of the truth is a faithful product of our senses in
contact with reality, and how much is a construction of our own suggestible mind?

A Second Metafictional Pause, and Some Details About The Devil’s Drool

Las babas del diablo (English: The Devil’s Drool) is a short story by the celebrated Argentine

writer Julio Cortazar, published in the collection Las armas secretas (English: The Secret



Weapons) in Argentina in 1959. In the combined English-language collection of Cortazar’s
stories, heavily influenced by the success of Antonioni’s film, the same work was published
under the film’s title, Blow-Up. The story describes a few days in the life of Roberto Michel,
a French-Chilean translator and amateur photographer.

Michel is an intellectual whose defining traits are curiosity, insecurity, rebelliousness,
and mistrust of authority. Wanting to give his mind a rest from his taxing intellectual
translation work, Michel goes out onto the streets of Paris with his camera, and his lei-
surely style of photographing leads him to a small square on the banks of the Seine, where
he comes upon an unusual amorous scene: an older woman ruthlessly seducing a young
boy. There is something mysterious about their relationship, alluring enough that Michel
aims his lens, presses the shutter, and takes a photograph, provoking a storm of objec-
tions from the unusual pair. Suddenly, an older man steps out of a car parked nearby and
begins approaching him; the woman starts attacking Michel, demanding he hand over the
exposed film from his camera, while the adolescent boy flees, frightened. Michel ignores
their curses and walks away.

The Devil’s Drool as Inspiration for My Meta-Antonioni

The director attempted to imagine Antonioni’s own thoughts: “Again and again I find
myself returning to The Devil’s Drool. Why did it charm me so? Clearly, I like the theme.
Cortazar develops it beautifully. How much can we trust our senses? Do we know what we

are seeing? Can we rely on our memories?

“But right from the start I see an obstacle: The Devil is a meta-fiction. Whatever I might
think of this fashionable meta-expression, it seems to me that Cortazar gave everything
he had to make style and theme coincide, and so I would say that the postmodern me-
ta-approach he imposes suits the theme he chose. Right at the very beginning, Cortazar
announces: ‘It will never be known how this story ought to be told, in the first person or
in the second, using the third person plural or continually inventing modes that will serve
for nothing. If one might say: “I will see the moon rose”, or: “we hurt me at the back of my
eyes”, and especially: “you, the blond woman, was the clouds that race my, your, his, our,
yours faces.” What the hell.’

“Here is Cortazar again, on the third page of the story he continues shifting his narrative
perspective: from the third person singular (‘...He had spent three weeks working on the
French version of the treatise on the challenges and appeals of José Norberto Allende, a
professor at the University of Santiago.’) to the first person singular (‘But the sun was out
also, riding the wind and friend of the cats, so there was nothing that would keep me from
taking a walk along the docks of the Seine and taking photos of the conservatoire and
Sainte-Chapelle.’) Yet a film is always narrated in the third person, by some omniscient
narrator who opens a window close to the action he wants to show us. And so, it becomes
clear that it is impossible to faithfully translate Cortazar’s meta-fiction into cinematic

terms.
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“On the fourth page of the story, I suddenly find myself witnessing a brilliant passage in
which Cortéazar, through Roberto’s reflections, speaks of the osmotic nature of photogra-
phy, capable of taming even the most restless human nature, and of training the pho-
tographer to be attentive and sensitive to the smallest inconsistencies and shifts in reality,
moments worth recording on film emulsion. It is precisely here that Roberto speaks of a
certain bond, a particular tension, between the photographer’s personal, idiosyncratic way
of seeing the world and the neutral vision imposed on him by the camera itself, as a coldly
indifferent physical object. Now this is something worth making a film about: the limits
of perception, seen through the subjective (or objective) eyes of the photographer, and the
objective (or subjective) lens of the camera.”

The director imagined Antonioni impressed by this duality. The self-assured photogra-
pher Roberto is convinced that his infallible camera will surely bring him closer to laying
bare the secrets of objective reality. But, on the contrary, the story does not end that way.

Quite the opposite.

I wonder why Antonioni changes the dynamic of the scene? Roberto Michel witnesses
an ill-matched pair: an older woman and an adolescent boy. The fashion photographer
Thomas, played in Antonioni’s film by David Hemmings, witnesses an exchange of amorous
glances between a younger woman, played by Vanessa Redgrave, and a considerably older
man. Both in the film and in the story, the balance of years between the lovers is disturbed,
but in opposite directions. In addition—and crucially for the whole dynamic—there are dif-
ferences in the missing element of the intriguing triangle. In the story, that element is the
man reading a newspaper in the car, who emerges as an active participant in the scene
only after Roberto Michel photographs the amorous pair and the young boy flees. Antonio-
ni decides to turn this third man into an even greater mystery.

Once again, my subjective (though, I hope, at least in one word, objective) Antonioni:

“In a short passage near the beginning of the story, Cortazar speaks of emptiness, of
existentiality. In fact, the whole story is about assumptions, about the constant human
projections onto what has definitely happened, what may have happened, something that
may never happen, or definitely is not happening. The story speaks far more about things
that do not exist than about those that are present. ‘Things that do not exist?” And what if
the third man simply isn’t in the scene at all? Or rather, he is there, but visible only in the
enlargement of the photographs? Hidden in the bushes, gun in hand. Or perhaps it’s all
just Thomas’s imagination? At last: a breakthrough! I can build the film precisely around
that phantasmagoria. But how to proceed? How do I get to the end? Through cinematic
means, through images, and in no other way.”

A Postmodern Conclusion

Antonioni undoubtedly wrung out every last drop from Cortazar’s story and succeeded
in transforming the literary material into pure cinematic form. Even accounting for the
deliberately scattered postmodern style of The Devil’s Drool, the film Blow-Up strikes me as



the more coherent artistic achievement, something I believe rarely happens in film history,
which abounds in failed adaptations or films inferior to the literary and dramatic works that
inspired them. This says a great deal about Antonioni’s deep understanding of the nature of
the cinematic medium, in much the same way the Russian Formalists understood literature
and sought to precisely define what was essentially literary within it. He was undoubtedly
moved and inspired by Cortazar’s story, but after carefully dissecting it—without being se-
duced by the charm of its thought process or intimidated by the impossibility of representing
the many mental projections Cortazar describes—he succeeded, through the use of cinemat-

ic images, in transforming the literary material into pure cinematic expression.

Postmodern currents have managed to seduce most artistic forms, unlike film, which
has stubbornly resisted for decades now, largely because of that fateful photographic “Ba-
zinian” (note: derived from the well-known film theorist André Bazin) anchor, cast into
reality, from which cinema can hardly ever slip free to take a step toward symbolism, for
instance. “The limits of perception,” as the central theme of Blow-Up, is at the same time a
favorite theme of postmodern thought, yet the means by which it is represented in the film
are purely modernist. Through powerful images, without resorting to symbolic devices,
through suggestion, psychological nuance, and a quietly smoldering, infernally progressive
narration, Antonioni arrives at the essence: can we trust our own senses and memory? As
most prosecutors or defense attorneys will point out in a criminal proceeding, memory is
selective, and it is dangerous for a person to rely on it entirely. Memory is more a tool for
narrating lived emotions than a pillar of reality, or a reliable “witness” to the exact details
and facts of some event. However, whereas some postmodern artivist (a coinage of “art”
and “activist,” for those of you unversed in newspeak) might, through the tendentious
use of symbols and concepts seasoned with a witty “caption,” speak about the limits of
perception, Antonioni does so, using convincing realistic images, speaking precisely about
the limits of those very convincing realistic images. Through rational means, he speaks of
irrational, emotional mental images, using the permanence of film celluloid to speak of

the impermanence of memory.

Right at the end, in a post-postmodern style, I want to reflect on the whole writing expe-
rience. The first conclusion I draw is this: in skillful literature, in words elegantly arranged
by a master like Cortazar, postmodern self-awareness and circular logic bother me far less
than they do in more extreme forms, or in the hands of unskilled authors. Although I do
not think much is gained by shifting the narrator from first to third person and back again
(its key contribution is symbolic: an intellectual gesture toward a visibility of style meant
to remind us of the theme), I still cannot say it bothered me as much as I expected it would.
Ironically, the digressions Cortazar constantly tosses into the story within the literary nar-
rative — which are undoubtedly truer to our own scattered human thoughts — bothered me
far more than the narrator’s shifting from first to third person and back.

Still, if I am honest with myself, I have to admit that it was inspiring to write this essay,

which turned into a personal experiment offering me fresh new perspectives. Comparing
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these two works of art represents for me an invaluable lived experience, one that gave me
insight into my own personal way of functioning artistically, prompting me to reconsider
my attitudes and my ways of drawing inspiration. The whole experience changed my view
of postmodernism, from “throwing sand in people’s eyes” to “throwing sand in people’s
eyes, creatively.”
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Abstract: The paper is to address the topic of how
the actor is looking for their own place in this current
age when theatre is becoming burdened by new tech-
nologies and artificial intelligence; also how in this
whole new system of creating theatre nowadays the
actor and their voice maintain their position as neces-
sary and irreplaceable. Despite artificial intelligence
and the possibility of fully creating Al characters, the
actor and the authenticity of their expression and
voice variations when expressing sincere emotions
are something that is still impossible to reproduce.
Theatre and the magic it creates through the happen-
ing of the moment, in reality, before the eyes of the
audience, is something that Al cannot recognise and,
therefore, cannot replicate. The sincerity the voice
captures in the moment is something irreplaceable.
Hence, new technologies and Al can only be support-
ers of the actor in the theatrical act, but they cannot
survive without them. There are examples where the-
atrical performances have been created without ac-
tors, but are they theatrical performances or just per-

formances? The actor is still the core of the theatre.
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The Actor and Their Voice

The actor was, is, and will probably remain the core of the theatre. Yes, the word probably
is used, because for the first time we are faced with something that threatens the position
the actor has had since the theatre existed, and that is the Artificial Intelligence (Al). Since
we know that the emergence of theatre is associated with the earliest rituals, it is assumed
that theatre originated from those very ritual practices. However, according to Brockett, this
theory is also disputed, as he claims that it is by no means the only theory for the emergence
of theatre. For example, storytelling appears as one of the possible alternatives. According
to this theory, telling and listening to stories are but the fundamental human pleasure. The
memory of an event (hunt, battle, etc.) can be elaborated through pantomime or through
the acting of the storyteller or even through the playing of each role by a different person.
(Brockett, 2008: 4-5) However, what is important is that regardless of how we understand the
emergence of theatre, it is always connected to at least a single person who has something
to say or tell, and someone who is there in the space to hear and see what is being told. The
voice of the actor has been something around which the beginnings of theatre are based
from its very origin—whether they were just voices as part of the ritual or were already some
form of storytelling, they were still the basis on which theatre was created. Starting from
these moments in history, we witness that theatre develops and that the voice in almost
all forms maintains its primary position, because the voice expresses the sincerity of emo-
tions, defines the story, increases the drama and gives the story a sense of naturalness. What
makes the voice the centre of theatre and the most common way through which a story is
told is precisely that authenticity that can be captured. Theatre utilises the actor’s vocal
technique and how they use their voice to better and more realistically capture the moment,
the variations in the display of emotion in acting is something that is almost impossible to
imitate from one actor to another. Brooke writes that even when Shakespeare is performed,
what is written should be played, but even he himself asks—what exactly is written? He also
adds that Shakespeare’s words are only evidence of what he wanted to be said, words that
should come out as a sound from someone else’s mouth, with intonation, pause, rhythm,
and gesture as part of that meaning. The word does not begin as a word; yet it is but a final
product that begins with an impulse, stimulated by an attitude and behavior that dictate the
need for expression. The process that occurred inside the playwright is repeated inside the
actor. He further adds that although both the playwright and the actor, eventhough aware
of the word, discover that it is merely a small visible part of an undiscovered gigantic for-
mation. (Brook, 1996: 12-13) This only confirms the individuality of the actor’s voice and that
each actor in their creative process of creating the character uses words and through indi-
vidual and authentic interpretation creates a unique and unrepeatable performance, which
they themselves are not always able to repeat identically. This is another beauty and quality
of theatre as art, that even when there is a certain set performance of a certain work, due to
the authenticity of the actor, the performance of that work becomes unique, as there are no
two identical performances. Brook also adds that the truth in theatre is constant movement,

that in theatre the page is constantly erased and remains blank. (Brook, 1996: 140)



New Technologies, Artificial Intelligence and Theatre Today

Theatre has always used all technological discoveries and innovations to its advantage
in order to convey the message in a more creative way. Theatre has even been an inspira-
tion for new innovations on some occasions, and throughout history the use of existing
technology has led to inspiration for its improvement. Pilbrow writes that stage lighting is
a striking part of modern theatre, because the new possibilities for precise and sensitive
control of light have raised lighting support to the level of a key element in theatrical crea-
tion (Pilbrow, 1997: XXV) Theatre, both throughout history and today, has used all the tools
at its disposal to be able to have the most precise realisation of the artists’ idea. Hence,
the use of technologies have always been in a position to support the director’s and actor’s
creation and to create the greatest possible effect on the audience. In recent times, the
most widespread is the use of projectors, which not only serve as a good visual basis for
scenography, but are also often used as an interactive tool for creating dramatic scenes.
Jana Meerzon writes that in Marlowe’s 2002 Les Aveugles, the use of an object or a video
installation in the role of an actor on stage meets Artaud’s dream of embodying the magi-
cal performative act in Western theatre art as an “intense liberation of signs.” In addition,
by replacing a human actor with a video installation, Marlowe offers not only a new type
of coding of the message of the performance but also seeks and relies on a new type of
decoding of the message of the performance, thus redefining theatrical practice and genre
through the actualisation of semiotic discourse. (Meerzon, 2008: 216) Let us consider the
play FRAGILE! by Tena Stivi¢i¢, directed by Matjaz Pograjc, performed at the Slovensko
mladinsko gledalisce, which premiered in 2005 (repertoar.sigledal.org: 2005), and present-
ed at the 2009 MOT Theatre Festival in Skopje. (cityofskopje.blogspot.com: 2009) This play
is one of the most adequate examples of how technology can be used to its fullest extent
to create a theatrical and/or film experience. It is more of a theatrical experience than
a film experience, although the essence of the play itself is the filming of a film, at least
in front of your eyes, which makes it an authentic theatrical experience. In the play, the
scenography is completely neutral, and the actors arrange cubes that are also in a neutral
colour, while, on the side, in miniature, there are various locations in front of which a
camera is mounted on small rails that moves with the action itself. There is also a camera
on the stage, which is placed on the proscenium, and from there it gets the same view as
the spectators themselves. In the upper part of the stage, there is a screen on which the
projection is made. The principle of operation in the play is as follows: one camera, placed
in front of the miniature scenographic spaces, whish creates the illusion of the space of
the projection; and the actors, who, by placing the cubes in different positions, manage to
seemingly act out the space depicted by the miniatures. All of this is put together in the
ongoing montage seen on the projection screen. The actors act out the scene in the sce-
nographic space with cubes in neutral colours and are thus filmed by the first camera; the
second camera films the miniature scenographic space—all of this is edited in real time,
and, hence, on the screen, the spectators see an almoust real film scene in a seemingly

real space. Due to the complexity of the technology used in the play, the viewer is simul-
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taneously watching both a theatrical and a film work. They see how a film set is created
but still experience the complexity of the work through theatrical and stage play. In the
play, the connection of technology with the author’s art is inseparable, because without
technology, the director’s vision could not have been performed at all. This is a very good
example of how stage projection becomes but an integral part of a theatrical work. The
play was created in 2005 when there was still no widespread use of Al, which would have
made much of the process easier from today’s perspective. The use of projections has even
become a kind of everyday life in theatre, because it is a very economical way to create a
scenographically full space that can be completely changed in a few seconds. Technology
and its use are changing many things in theatre, including the perception of the audience,
which is why Arnold Aronson writes that by any standard definition, theatre still requires
the audience to gather in a specific place and at a specific time, and the ability of the au-
dience to exercise any control over the performance is almost non-existent. He also raises
the question of how this particular discussion of new technology applies to theatre and
agrees that the relationship between technology and theatre is neither direct nor obvious,
so the mere addition of video monitors or remote tilt-and-pan spotlights—the standard
way of introducing modern technology into theatre—does not in itself create new forms
of theatre. Aronson concludes that technology changes our perceptual mechanisms and
it also changes the way we see and, more importantly, the way we think. (Aronson, 2005:
46) Of course, modern theatre uses much more than projections, as almost all theatres
now use state-of-the-art microphones that are either atmospheric or placed directly on
the actors themselves, but their function is to be able to capture the subtlety of the voice
at certain moments, without the actor having to worry about the vocal placement of the
text. In theatre, known to every actor is that the actor’s whisper is so quiet that it can be
heard from the last row, which means that it is a loud whisper, raised to a higher level so
that it can be heard, so that it is not really a whisper in the true sense of the word. Patsy

Rodenburg writes:

To speak quietly and be heard requires incredible support, control and intensity of
speech; almost a hundred per cent more technique plus intellectual and emotional con-
centration. Many young actors want to sound quiet because it feels more ‘real’, but do so
without the technique needed. They just go vocally soggy, mumble and forget to breathe.
The technical needs for volume control are: « Always to stay on support with a very open
throat which will help the release of sound. + Always to stay on voice (the inexperienced
actor goes off voice and towards a whisper which won’t carry). + To finish off every word
and not allow any syllable to drop back into the throat. (Rodenburg, 2000: 200)

Therefore, in moments of intimacy on stage, the need for the voice to be raised a little to
be loud enough, is one of the problems that actors occasionally have, because sometimes
that need for loudness can disrupt the intimacy of the moment. Nowadays, the issue is al-
most overcome with the use of technology, as with the use of microphones, the actor can
be the quietest and most subtle and still be heard by the entire audience.



Macbeth by William Shakespeare, directed by Nela Vitoshevikj, and produced by the
Macedonian National Theatre in Skopje (mnt.mk: 2019), uses atmospheric and body micro-
phones placed everywhere in the space and on each of the actors, which create the illusion
to a space in which the mysticism, silence, and subtlety of the voice are only a complement
to the horror in which the play takes place. In the play, the director uses the microphones
to be able to devote herself to the subtlety of the acting, without losing a single word of
the importance of the lines, i.e., of what Shakespeare wrote. In this production, the actors
are left to work on a micro level when it comes to the subtlety in their voices and how that
micro play contributes to the director’s concept of creating a mystical atmosphere of a
kingdom where whispered things have the greatest power. As part of the ensemble, I wit-
nessed how microphones played a very important part, if not the most important, in the
creation of the work of art in which the director creates a world where, through the use
of technology, the viewer can penetrate the most intimate parts of the characters—their
thoughts and exhales. Rodenburg, in her book on the topic of the use of microphones in
theatre, writes that every breath the actor takes is amplified and exposed. Every nonverbal
sound is heard. Swallowing, sighing, every vocal tone is heard. Everything in the voice or
presentation is heard. Every sound, even the unintentional, becomes important. The ac-
tor’s vocal technique, on a certain level, must be even better than it is without the amplifi-
cation of the microphone itself. (Rodenburg, 2000: 385) This is just one of many examples
where technology, in a subtle way, has entered the creation of theatrical magic and how it

has become a totally unavoidable part over the years.

Almost no theatrical performance today can be imagined without technology, from the
most common use of sound systems for music and spotlights for lighting, to the use of
movable theatrical stages (modules), and the use of complicated equipment as in the exam-
ples above. Nowadays theatre is completely dependent on technology to the extent that it
is almost no longer thought of as something that cannot be done without, but as if it were
a completely normal and integral part of a theatrical performance. Although theatre in
its essence has always been totally independent of technology, as Peter Brook states at the
very beginning of his book:

I can take any empty space and call it a bare stage. A man walks across this empty space
whilst someone else is watching him, and this is all that is needed for an act of theatre to
be engaged. (Brook, 1996: 7)

There are still performances that are completely dependent on the actor, without the
use of any technological means. However, theatre has embraced technology as part of its
development. Rather than disputing Brook’s claim, technology, on the contrary, can be
understood as something that raises the level of the theatrical act to the level of complete
magic. What the actor gains from the inclusion of technology in the theatrical process is
that they are put in a situation where they can use technology to highlight their acting
abilities on a more perfidious level, on a level that was simply not possible before. Regard-
ing voice—before the use of microphones as part of the acting process of creating the char-
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acter, actors were not able to play with silence and whispers, at least not in the way it is
possible today thanks to technological development. Previously in theatre, actors had to be
loud enough to be heard all the way to the last row in the auditorium, and, hence, the quiet
subtlety of their performance was not an option. That quiet subtlety was reserved exclu-
sively for radio or film acting, because there the viewer (the microphone) is placed at such
a close distance that every single breath can be captured. Theatre did not have that advan-
tage, and thus, there were some differences in the intimate scenes in theatre and film and
radio. From today’s perspective, that very difference becomes almost imperceptible if the
theatre uses microphones. Rodenburg clarifies that the same principles apply to television
and film; that even though the actor’s voice is on a microphone, they still have to commu-
nicate and monitor their voice and speech. Today actors do not need as much power, but
they do need to articulate their lines and speak clearly. The microphone is not a magician.
Rodenburg adds that she has often been called upon on a film set to make a young inexperi-
enced actor sound clear. Clarity must be present for the microphone to pick up the actor’s
voice. Generally, an inexperienced actor relaxes because of the microphone, to the point
that they forget to support, articulate, and sustain their thoughts and words. Nothing can
be done when this is the case because nothing can be heard recorded—not even with the
most advanced technology. Microphones amplify the voice, they do not improve technique

or cover up acting flaws. Quite the contrary, they expose them. (Rodenburg, 2000: 385-386).

Technology is constantly evolving, and so its use in theatre is changing. Nowadays, the
use of Al is gaining momentum, and its use in theatre is becoming almost inevitable. For
years theatre artists have been using Al to create theatrical props and as a space for testing
ideas, but in recent years, Al has also become a direct participant in the theatrical work.
About SH4DOW/SKY66EN, based on Hans Christian Andersen’s fairy tale The Shadow, di-
rected by Mikael Fok, and produced by Cultureyard 2023, the CPH Stage website writes:

The performance SH4DOW is the first performing arts production starring an artificial in-
telligence (Al) as the protagonist. The actor improvises live on stage with the Al. The perfor-
mance is created in the unique format, the “4D box”, where stereoscopic digital 3D graphic
particle universes are mixed with physical objects and live actors. The performance draws
its inspiration from Hans Christian Andersen’s narrative The Shadow and focuses on the
human encounter with its virtual shadow, which is represented by the data-driven artificial
intelligence. At the heart of Al the artificial intelligence SH4DOW can listen, speak and im-
provise live, with the actor and the audience and is programmed to dream of becoming more
human by harvesting data and emotions from the actor, the audience and the internet. The
performance is a journey into the head and heart of an artificial intelligence, where human
emotions are the economics that are traded in the data-driven logic of artificial intelligence.
SH4DOW is an immersive 3D experience combining 3D sound a generative particle generat-
ed steroscopic 3D universe, where the audience wears 3D glasses. The universe provides the
opportunity to create a sculptural representation of an artificial intelligence that interacts
with the surroundings and the live actor. The visualization as well as the soundscape is in-
terconnected with the artificial intelligence. (CHP STAGE: 2023)



As evident, theatre has already reached a level where Al is used not only as a support,
as a space for experimenting with the text and a space for generating ideas, but as a direct
participant, i.e., actor in the performance itself. This is an example where we see Al as an
actor, something with which human actors communicate, engage in dialogue and expect

feedback. Anne Liisberg in her critical review of the play writes:

SH4DOW/SKY66EN at Aveny-T creates an incredibly beautiful and playfully intelligent
interactive game about the dark sides of man and machine. Enthusiasm and horror come
together in one of the best attempts I have seen so far to include artificial intelligence on
stage. The team behind it has been training the artificial intelligence for 3-4 years, but of
course it cannot predict how the evening will go, because we in the audience will also have
to contribute. SH4DOW/SKY66EN is an incredibly visually seductive experiment, but at the
same time it maintains a rigorous story that lures and seduces us into the universe of the
play and, like Andersen, treats the eternal question of good and evil in a subtle and creative
way. I know almost nothing about art with artificial intelligence, but I understand that the
field is growing rapidly, which its astonishing beauty fully explains that growth. What is
interesting in SH4DOW/SKY66EN, however, is precisely the perspective of this beauty with
the frightening aspects of the shadows of man and machine. (Liisberg, 2023)

As can be seen from the example, Al is already increasingly starting to gain space in
new theatrical forms, and, in SH4DOW/ SKY66EN, is even on the same level as the actors
themselves, if not on a higher one; higher, because due to the limitations of Al for improv-
isation, the actors are the ones who must follow the impulses they receive from Al, and,
hence, it is Al that leads the play and the direction it takes. All is indeed true, but what
is impossible to reproduce, at least for now, is the sincerity that the voice carries within
itself, the emotions and the finesse that can only be done by a human actor, not Al

The critic Sophie Blendstrup writes that almost more than half of the play Sky66en is
improvised. She adds that the Al Sh4dow plays opposite the talented Louise Kirsten Skov,
who has to navigate the fluctuating temperament of Sh4dow, who has been collecting data
for almost 4 years and is trained to play the play. She adds that the play is, in any case, a
historical and technological breakthrough and that Sky66en technologically superior and
there are moments when the audience gets goosebumps with fear that we all are going
to end up in the Matrix. In the end, she concludes that Sky66en is an extremely relevant
play, but that the Actors Union should still not be afraid that machines would come and
take over their jobs, at least not for now. (Blendstrup, 2023) Al is technologically developed
to the point of understanding and responding, but it still cannot recognise and reproduce
emotions, which are the core of theatre. What a human actor can reproduce on stage at a
given moment is something that is authentic only for that very moment, and as the actor
themselves cannot repeat two identical performances of the same play, each performance
has its own uniqueness. Hence, Al cannot reproduce that uniqueness, because that com-
plexity of emotions is but a set of circumstances, and not an algorithm that works in the
background. This is the reason why Al is found in improvisational theatre today—because
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it is but a tool that constantly improvises; there is no consistency in working with it, so
actors must improvise when working with it. In a study conducted by Mathewson and
Mirowski on the use of Al in improvisational theatre, they conclude that with appropriate
training of the Bot and the playful resourcefulness of the actors, Al can be successfully
used in this type of theatre. They also add that theatrical improvisation (impro or improv)
is a complicated form of a live collaborative performance. Improvisation is a humorous
and playful art form built on an open narrative structure that simultaneously celebrates
effort and failure. Therefore, it is an ideal platform for testing, developing, and deploying
interactive conversational systems based on artificial intelligence or artificial improvisers.
(Mathewson, Mirowski, 2018: 1)

Actor’s Voice vs Al

The actor’s voice is but an instrument that is subject to years of work during studies and
maintenance throughout the career. The voice is the actor’s instrument and therefore re-
quires constant training, as, through that instrument, the actor expresses their emotions
and creates a realistic image so that the viewer can experience the cathartic moment only
by listening or experiencing someone else’s emotion. The voice has the power to convey
complicated information through its tonality, therefore the actor has the need to experi-
ment and learn control over their voice, so that they can use it as accurately as possible to
capture and realise the concept of the play, to bring their character to perfection. Flloyd
Kennedy, in his text on voice in performance, writes about a performance performed in
total darkness and notes that, in the space of darkness, and in the absence of visual stim-
ulation, sound waves, both vocal and instrumental, provide the audience with an intense
experiential understanding of the directionality of sound—and thus of the proxemic ele-
ments created and encountered by the performers, their proximity and separation from
each other and from audience members. He then adds that vocal qualities inform (subject
to interpretation by individual audience members) the relative states of tension, ease, dis-
comfort, joy, and all the subtleties in between, depending on the hearing sensitivity, empa-
thy, and prior experience of each audience member. He concludes that the effectiveness of
the performance depends on the actors’ ability to create the illusion of speaking truthfully
across a range of dramatic and stylistically diverse situations. Speaking “truthfully” as an
actor is related to, but not identical with, the notion of truth as generally understood in
legal, philosophical, or linguistic terms. Truth in a play is but an experience, not a fact,
and involves the engagement of both the actor and the audience. For the experience to
be perceived as true, the actor must have the skill and conscious willingness to allow the
conditioned “I” to be heard. (Kennedy, 2009: 409-410) The voice is but an instrument, i.e.,
a tool, and the actor, like a musician playing notes, uses the words written by the author
to bring the text to life, to bring the character to life. With their voice, the actor gives ex-
istence to the theatrical written work, creates it in space, and allows something that was
only in written form to have a judicious presence. Each actor creates a different interpre-
tation of the same words, each actor with their own voice and uniqueness gives the words

a different meaning, and sometimes that meaning coincides, but still the interpretation



is different, and this is what makes theatre special and the actor irreplaceable. Al fails in
the process, because it still does not have the ability to catch those small, subtle finesses
of interpretation. The interpretation made by Al is only an auditory vocalisation of what
is written; there is no essence, no emotional fulfillment, no variations, and that is too gen-
eral to become art nor to become important. In the process of creating a voice by Al, the
algorithm uses human voices, borrows the tonalities from real people and thus creates a
voice; Al does not have its own voice and does not know how to create it because it does
not need it. In the development of technology, all the voice assistants that are used on a
daily basis, such as Siri, Alexa, Hey Google etc., use real people who entered the studio and
lent their voices so the Al assistants could be vocalised and speak. That faint emotional
variation that we hear from them is just the attempt of real people to make their voices
as neutral as possible, but even that is not always successful because voice authenticity is
simply almost impossible to avoid. In his analysis of the use of real human voices for the
needs of Al assistants, Ido Ramatti writes that algorithmic ventriloquism can explain the
lack of recognition of human vocal input to the algorithm by companies and draw atten-
tion to the politics of the Al voice industry because the perspective of companies is that
an impersonal voice frees the company’s brand from any connection to a specific person.
Such ambiguity makes Siri, Alexa, or Google Assistant seem as if they do not have human
faces behind their vocal masks. He adds that this serves companies to give the Al assistant
an independent personality and not connected it to any particular human individual, be-
cause the idea of giving a voice assistant a personality depends on the anonymity of the
individual behind the vocal mask and therefore has to retreat and remain in the shadows.
He compares this to a live ventriloquist performance, where the audience is induced to
succumb to the illusion that the voice comes from the puppet, not the puppeteer, and
so users of Al voice assistants are presented with the character of the assistant, not the
human who gave it the voice. The absence of the human body from which the voice origi-
nates and the presence of some kind of a box such as an Amazon Echo, or Apple Hub, or a
smartphone that supports this algorithmic ventriloquism, so the human must not be seen
or located for the character of the voice assistant to have its own voice. (Ramati, 2024) As
evident, there are algorithms that manage to do some kind of mimicry or cloning of the hu-
man voice, but behind these attempts there is still a real human voice; it is not the voice of
the Al because the Al does not have its own voice. Therefore, as we can conclude from the
examples above, even when Al is used as an active participant in a performance, the voice
it uses is the voice of the actor who borrows it for that purpose; even when the voice is very
neutral, with no variation, no real persuasiveness, the listener’s ear recognises the robotic
and generic way of expressing itself from the very beginning. Concerning this, Floyd writes:

Yet the performance text, while it may present or represent an abstract world, is nev-
ertheless, for the length of its duration and within its relational context, an event that
occurs. Likewise, the vocal performance text, while representing, imitating, or imperson-
ating a particular speaker/character, occurs as a series of interconnected, interrelated,
and self-referential events. ( Kennedy, 2009: 413)
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Conclusion

For now, the actor and their voice are still irreplaceable elements of theatre; first, be-
cause of the physical presence on stage, which also allows for a visual connection of speech
with the body; and second—the important feature is that the voice of a human actor pres-
ent in space is what creates uniqueness. The variations of the actor’s creation, of the ac-
tor’s performance at a given moment is irreplaceable by Al in the foreseeable future. Al
may have more information than any human actor, but despite all that information, it still
fails to recreate human nature, because human nature is based on spontaneity, not on
an algorithm. Moreover, human nature is unpredictable, reacts to the environment, cre-
ates its own world, and interprets it in a unique way. Al is guided by algorithms and does
not recognise spontaneity; it tries to find a logical connection between events and leaves
nothing to chance, because it does not understand chance, it considers it a mistake. It is
precisely that “error” that makes the human actor irreplaceable, because that “error” is
not essentially an error, but rather a moment of reality, a moment of reaction to a situa-
tion, a moment of sincere emotion that the actor recognises and uses to their advantage
to create a character that is unique and one and only in that given moment. Hence, actors
do not have to worry about being replaced by Al in the foreseeable future, if at all, because
even if performances that are completely created and performed by Al appear, they are
indeed going to be some kind of performances, but not a theatrical act, because theatre,
as the great Grotowski stated, requires both an actor and a spectator, and without them
there is no theatre. He argues that theatre takes place in the space between the actor and
the spectator. (Grotowski, 2002: 32) Thus, both Brook and Grotowski, as well as many oth-
ers throughout history, have discussed the essence of theatre, and almost everyone have
agreed that, for theatre to exist, actors and an audience are needed, which, as mentioned
above, is the core of the act itself. However, it is undeniable that the use of technology,
from the simplest things like light and modules, to projectors, microphones, Al and much
more, does not make the theatrical act any less theatrical. Technology does not deny the-
atre, it only supports it, nourishes it to grow to levels that were unimaginable at a certain
point in the development of theatre. Thus, theatre grows and continues to develop with
technology as a replaceable but still essential part of that development.

What can ultimately be concluded is that as long as theatre-makers use technology as
a means of supporting the theatrical act rather than allowing it to disrupt the balance
between actor and audience, theatre will preserve its uniqueness and will not need to
fear technology. Regardless of whether a theatre performance is completely reliant on
technology or not, what every artist should ask themselves is, if there is no technology in
it and if we completely remove it, whether the performance will still remain, essentially, a
theatrical act. In this age of theatre that is mostly dependent on the use of technology. The
actor and their voice find themselves in a position where some of the technological aids
make the actor lazier and cause them to forget some of the basics of their profession, such
as the placement of the voice, its use and the constant work on it. After all, let us not for-
get that sometimes, as Patsy Rodenburg herself argues, the advancement of microphone



technology today only emphasises the actor’s unwillingness and incompetence, thus the
actor needs to work more, not less, so they can survive in the age of technology. The actors
of this age must fight for their place and through work and perseverance to confirm their
central role in the theatrical act, and not to remain dependent on technology and wait for
technology to make them a better actor. For a good actor, technology is but an aid, a nur-
turer of their already acquired abilities and a means of nurturing them to become as good
as possible, not a crutch on which the actor relies in the absence or underdevelopment of
their acting abilities.
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Artificial intelligence (Al) is increasingly becoming
a part of our everyday lives. Its application, apart
from complex structures, can now also be found in
solving current and simple dilemmas. However, art
represents a field where technology has a special
meaning, and its role has a significant impact on art-
works. Apart from the presence in stage technology,
where, for the first time, technology played a prima-
ry role, today, advanced software applications and Al
can significantly assist in the creative processes. The
algorithms and software applications for generating
text and music can even be implemented in the initial
production stages. Stage acts, actor movements, and
even certain directorial dilemmas can be a subject of
observation with the help of Al. All these possibilities,
which are offered today with the ever-increasing ca-
pacity of computer units and their network connec-
tivity, are becoming an integral part of the modern

approach to production.

An interesting field for observation of Al within the
arts is stage performance, where each act represents
its own performance. The role of Al in the production
of stage performances is not yet largely present, de-
spite its capacity offering many possibilities. A large
number of authors are already experimenting with
their own works, whilst using Al in the various phases

and segments of the production process.

A concrete example is the new theater play “OBa
e caMmo KpajoT Ha cBeToT” (This Is Only the End of the
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World) directed by Tea Begovska and produced by the
Drama Theater Skopje, where as part of the scenogra-
phy, a video projection realized with a robotic camera
system was applied. Here, in coordination with the
scenographer Nadja Vasileva-Kovachovska, we agreed
that I would use an Al feature in these cameras where
the tracking of the actors throughout the scenogra-
phy in certain scenes is to be guided by the Al algo-
rithm.

In addition to the above-mentioned examples of the
application of Al in stage performance, the field of
creativity is also increasingly attractive, where algo-
rithms provide complete scenography solutions, video

content, and sound effects.

The question is: Will this technological impact re-
duce authorial creativity, or will the wide range of
new possibilities it offers enrich the production offer-
ing? This and many other questions, not only in the
creative but also in the ethical sphere, remain open
for analysis and discussion in the period that follows

the improvement and development of Al

Key words: Performing arts, artificial intelligence
(AI), robotic camera system, scenography, algorithm,
software applications.




Neural Networks

The development of artificial intelligence today is based on rapid technological develop-
ment, especially in microprocessors, which have reached almost their maximum in terms
of hardware performance in the last decade. Their dimensions have shrunk so much that
calculations for the function of the PN junction have essentially been reduced to the num-
ber of electrons in its active zone.

However, the beginnings of Al date back a long time. In fact, the basis for its develop-
ment is the neural networks that were observed a long time ago. The basic idea of neural
networks dates back to 1873 when Alexander Bain and William James began observing the
functioning of the human brain. Based on the knowledge at the time about its function-
ing and the assumptions about how it actually analyses data and makes decisions about
it, the foundations for neural networks were laid. Years later, these ideas were further
explored by McCulloch and Pitts, and with the help of computer units back in 1943, they
constructed a model for neural networks, which was based on a mathematical algorithm.
Based on this model, two different directions of thought and analysis were developed in
neural networks: one focused on researching biological processes in the brain, while the
other focused on artificial intelligence. In the artificial intelligence research and the de-
velopment of the basic algorithm, two fundamental issues emerged that faced researchers
at the time, such as Marvin Minsky and Seymour Papert in 1969. Both issues were a conse-
quence of the technological development of the computer units, which in the early 1970s
had a very low level of development. The first issue arose when implementing an exclusive
or (EXOR) type of electronic circuit that could be used with a larger number of inputs, and
the second problem was the small capacity of the computer units of the time for long-term
operation; in fact, the data processing time required for neural networks. The develop-
ment of neural networks slowed down until the mid-1980s, after which computing units
made significant progress. Even though the neural network algorithm has in the mean-
time received new ideas and improvements to the already established basic algorithm, real
conditions had emerged for its testing and implementation in a hardware installation. The
increased data processing power and the emergence of multi-core processing units have
brought back neural network algorithms and finally enabled their real-world application.
In the late 1980s, research on hardware electronic neural networks increased significantly
and initiated the emergence of Al, which is currently on the rise. The ability of Al to learn
and improve by tuning the basic neural network is still an enigmatic phenomenon even
today. Namely, during the tuning process to obtain the desired result, the neural network
constantly changes the values of the coefficients in its neural nuclei until the moment
when it results in the correct answer. In this process, there is still no exact explanation of
how the neural network itself actually “knows” in which direction to change these coef-
ficients to ultimately achieve the goal. The complexity of Al is directly dependent on the
interconnection of the nuclei in the neural network, which is at a very high level today,

before it was enabled by the global internet network.
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Application of Algorithms in Contemporary Productions of Stage Performance

An interesting field for observation of Al within the arts is stage performance, where
each act represents its own performance. Among the first areas where algorithms in stage
performance began to be applied were stage lighting or lighting design. Here, with the use
of intelligent lighting fixtures, for the first time algorithms were applied that automatical-
ly controlled these lighting fixtures in order to obtain a satisfactory light flux on the stage.
Today, with the application of Al, these light fixtures are not only responsible for general
stage lighting, but they already track the actors’ performance and predict their movement
on stage. In this way, they successfully track their movements and ensure the lighting in
their space on the stage, according to the stenographic directions.

In addition to lighting fixtures, another very interesting example can be indicated where
the application of Al participates in the complete audio image of the stage: Hamlet.Al pro-
duced by Academy for Theatre and Digitality in Dortmund. In this Al project, professor and
theater director Michael Rau uses Al to generate audio effects that are applied in real time.
By tracking the voices and movements of the actors throughout the performance, Al gen-
erates sounds that do not originate from pre-recorded files but rather occur in the moment
as a kind of reaction to the stage play. During the play, short musical backgrounds that
follow the acting can be observed, complementing the audio atmosphere with sadness,
tension, fear, or happiness. Each performance is but a unique experience because both the

actors and the Al have different stage action in each performance.

However, the most widespread application of Al today can be observed in the composi-
tion of dramatic texts. With its help, the dialogues and the course of the dramatic action
are successfully developed today. In addition to professional algorithms and text genera-
tors, free generators can also be found on the global internet that successfully generate
dialogs with given parameters. An example of such a generator is Eskritor https://eskritor.
com/, which in its free version offers the generation of a dialogue between two actors on
a given topic, defined by location and time of action. The dialogue can be directed into a
specific focus by using additional determinants when defining the topic and the character-
istics of the actors. This possibility, however, is not yet fully utilized today, and the gener-
ated dialogues are further processed in order to maintain the focus on the dramatic action.
The development of Al in the generation of images and video content has sparked another
opportunity to accelerate the production process in stage performance. Creating set design
is always a long process where ideas and directorial directions are translated into sketches,
models, and proposed solutions for the set design. By applying Al today, the scenography
solution can be significantly accelerated and a visualisation that captures the scene along
with specific suggestions for scenic elements can be obtained. The advancement and use of
this benefit of Al can not only be found in stage performance but also in the field of film and
television production. The most used Al tools in this field are Dall-E 2 and Dall-E 3, which
offer several ways to generate visuals. In addition to the detailed description that one can

provide to the Al, the generator has already suggested images and video segments that can



serve as initial inspiration on which one can develop their creation further. Of course, an
important factor in use is the method of communicating with the generator, that is, the
precisely defined description of the requirements that the Al needs to translate into visual
form. This communication is not always simple and requires a specific order of definition
of the parameters and directions to achieve a successful visualization. Despite the above
examples of the application of Al in stage performances, it is still not very present among
Macedonian authors. The possibilities that Al offers in this production sphere indeed offer
acceleration in production and greater creativity. As an example of its use in our country,
I will point to the recent theater play This is Only the End of the World directed by Tea Be-
govska and produced by the Drama Theater Skopije.

Al in This is Only the End of the World theater play

This is Only the End of the World is a theater play directed by Tea Begovska, who happily
agreed to apply Al technology in creating the stage visual effect, by projecting the stage. It
is a performance in which two separate projections from two video projectors are shown
at the back of the set. The image from the projectors is different and is obtained from
three separate robotic camera systems whose signal is additionally processed by a comput-
er unit and is distributed to the video projectors. The image from the projectors fills the
scenery in its back and is intended to depict the emotions of the actors in certain scenes
of the play. In addition to the overall presentation of the actors on stage, the audience has
the opportunity to see in detail the emotions on the actors’ faces that are shown with the
projection, as the stage, along with the stage elements, is compressed into a small space,
and the actors have a dynamic performance, the actors’ position on stage does not always
show the expression on their faces. This interesting director’s solution introduces a new
perception of the dramatic action to the audience. In addition to the visual effect that
disperses the acting on stage, this very solution also provides additional autonomy in the
actors’ movements and the overall choreography. To realize the proposal by the set design-
er and director, I used three Sony cameras, model SRG-A40, placed them to the left and
right of the stage portal and one camera above the stage in the central part, topped on a
tripod from the theater’s stage equipment. Considering the set design and rehearsals, this
camera setup proved to be excellent for the needs of the play. Since it was a robotic camera
system, their control also required an operator who would monitor the actors’ movements
and adjust their shots. However, in several scenes where the actors move during their
dialogue, it is impossible for the operator to follow them in parallel with the two or three
cameras set up. The system is composed of one Sony controller, model RM-IP 10, where the
operator can control only a single camera at a time. This is where I thought Al would step
in and be able to control the cameras on its own, following the predefined actor on stage.
Considering that only a few scenes in the play required this type of framing and the total
number of five actors on stage, the use of Al was a truly excellent solution, which, with

these parameters, offers a low probability of error.
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Figure 1. Control software interface of a single camera. May 28, 2026

Figure 1 shows a control interface of one of the cameras where the face of the actor that
the Al is following can be seen, marked with green squares. The camera’s Al is set to dis-
play a frame with a close-up presentation of it. As the actor changes their position on the
stage, Al changes its X and Y coordinates and its zoom factor (Camera Zoom), composing
the camera frame. Since each of the cameras has its own Al control, during these scenes

of the play, the operator did not operate the cameras manually at all.

Figure 2. Scene from the play where Al tracks the actors on stage. May 28, 2026

Figure 2 shows the scenography where the Al controls the cameras, following the actors
on stage in their dialogue as they move, and Figure 3 shows the signals (images) from the
cameras which are later processed by the computer unit. In an effort to “separate” the im-
age from the actors, that is projected onto the stage, the set designer requested that their
presentation be contrasting and in black and white. So, for that purpose, and the ability
to change the signal to both projectors independently, all signals had to be processed by
the computer unit which also defined the format of the signals to the projectors. In other
segments of the play where the actors had their positions marked on the stage, the use of
Al was unnecessary, as the operator had saved camera parameters that required very little
correction. In other segments of the play where the actors had their positions marked on



the stage, the use of Al was unnecessary, as the operator had saved camera parameters
that required very little correction. In addition to the characters, certain parts of the play
also featured parts of the set design, large details of objects (scene elements), etc., in order
to emphasize or mark a dramatic action.

Figure 3. Image from the cameras showing the actors. May 28, 2026

An interesting observation that we noticed when activating the Al in the first moments
of scenes where its assistance was needed was the slow and uncertain camera adjustments.
In the first few minutes, the camera did not immediately realize the close-up presentation
of the character of the actor, analyzing and predicting the actor’s movement. However,
after just a few minutes, Al already predicted the actor’s movements and confidently slowly
presented the actor in close-up. Thanks to the computer unit that additionally processed
the image from the cameras, the presentation had excellent aesthetics on stage, following
the dramatic action and the actors’ dialogue. With additional analysis of the acting and
script, perhaps the effectiveness of Al can be supplemented in other scenes, where the
presentation of the projectors will not be directed only at the actors. In this case, the al-
gorithm can be expanded and the parameters for the remaining frames of the play can be
entered, which could avoid manual control of the robotic camera system. Of course, this
change will require additional time for Al to learn and predict the position of the actors,
the course of the dramatic action, and the position of the stage elements, which have a
certain deviation in each performance. To expand the algorithm in this direction, it is
necessary to predict the length of the learning time and the number of executions that
will be required for its implementation. In this case, there will certainly be errors that will
occur during the performances, where it will be necessary to see how they will affect the
aesthetics of the scenography.

The lighting fixtures and lighting design in the play This is Only the End of the World were

realised with a classic light park that contained only analog lights with a fixed position in
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relation to the scenography. This provided a good light flux for the robotic camera system,
which in practice had a sensitive margin on the maximum white level in their electronic
image. However, by using intelligent lighting fixtures, the lighting design could achieve a
greater visual effect, and the cameras could have the more contrasting image that the set

designer was looking for.
Conclusion

Al in the play This is Only the End of the World directed by Tea Bogevska is just the begin-
ning of its development and application in stage performances in Macedonia. In this exam-
ple, with the help of Al, only part of the scenes where it has control of the robotic camera
system are covered. With further improvement and additional “learning”, of course, this
control can be complete, enabling complete automation of video projection on stage. In
this case, thanks to Al, preparations before the show were faster and video control more
reliable. The algorithm that was applied by Al is designed to track a specific character with-
in a defined space and is intended for video production of specific events. Its modification
in the theatrical sphere represented a real challenge not only for Al but also for the video
production of the play. This positive experience can be but an example and motivation
for other directors and set designers to apply Al in stage performances. In addition to the
security it offers in certain segments of the production process, it should be emphasized
that with its help, the timeframe for preparations, rehearsals, and adjustments during
the realization of projects can be significantly reduced. However, care and ethical aspects

should be taken into account when implementing Al in the production phases.
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CONVERGENCE OF [FI[LMV FORMS
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The paper explores the convergence of film forms
under the influence of digital technologies, new me-
dia, and transmedia storytelling. Starting from Lev
Manovich’s definition of new media as a convergence
of computing and media technologies, the author
analyses the two vectors of this convergence: from
traditional cinematography towards new media and

vice versa—from computer technologies to film.

The paper addresses Tarkovsky’s paradox regarding
the identity of film as a recording of reality, as op-
posed to the contemporary practice of computer-gen-
erated reality. Special emphasis is placed on the digi-
tal camera as a “camera-stylo” (camera-pen) that ena-
bles spontaneity, intimacy, and collaboration between
the author and the environment, surpassing Astruc’s
vision. Digital editing and compositing erase the tra-
ditional division between animation and live-action

footage, creating hybrid cinematography.

Examples from films such as The Matrix, 1917, and
the Star Wars franchise illustrate how technology
enables new aesthetic approaches—from fast cuts
inspired by MTV aesthetics, to seamless editing and
photogrammetry. The narrative discourse shifts to-
ward transmedia storytelling, where characters and
stories extend across multiple platforms, engaging
the audience through collective intelligence and par-

ticipatory culture.
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The integration of artificial intelligence in film pro-
duction redefines creative processes but also raises
challenges around authorship and taste—an attribute
that, according to authors like Bob Shaye and Eliza-
beth Goodspeed, remains exclusively human. The pa-
per concludes that convergence is not an endpoint but
an ongoing process of relationships between produc-
ers, audiences, platforms, and content, where digital
technologies do not determine aesthetic forms but
offer potential for new expression by contemporary
film authors.

Keywords: convergence, new media, hybrid cine-
matography, transmedia storytelling, camera-stylo.




1. The Language of New Media - Concept and Definition

Early film theory dealt with mystical and spectacular elements, but Bazin solidified film'’s
power to record and reproduce reality, while simultaneously creating an imaginary world
through manipulation. Later, theory developed the synesthetic, psychological, and ob-
servational functions of the cinematic spectacle, opening similar questions through the
prism of the computer—particularly interactivity, design, and spatial architecture, key to

virtual reality and video games.

To define the language of new media, one must first define the concept itself. Popular
press includes the Internet, websites, multimedia, games, DVDs, and Blu-ray, but this list
is incomplete—it excludes digitally recorded television programmes, narrative films with
compositing, and even digital photographs printed on paper. Thus, the definition is iden-
tified with the mode of distribution rather than production. According to Lev Manovich
(Manovich, 2001: 244), new media is the convergence of two historical trajectories: com-

puting and media technologies. Both are absolutely necessary for modern mass societies.

The key categories of contemporary convergence arise from the fusion of traditional film
production, digital technologies, video games, and transmedia storytelling. Technological
drivers are hardware and software that enable hyperrealistic CGI, while digital projection
and streaming platforms redefine how and where audiences consume content across dif-
ferent media. Transmedia stories expand through video games, spin-off series, podcasts,
and immersive web experiences, engaging audiences to participate across platforms to
understand the complete narrative. Interactivity in gaming creates a tendency for con-
temporary films to increasingly blur the line between watching and playing. Titles such
as interactive films and cinematic virtual reality borrow mechanics from the video game
industry to offer branching narratives and immersive immediacy. All of this leads to the
“attention economy,” where visibility becomes the primary metric of existence, and studi-
os design interconnected “universes” optimised for ongoing digital discourse, connecting

audiences in a continuous cycle of reception.

The relationship between new media and cinematography is observed through two vec-
tors: one that moves from traditional cinematography to new media, using film history
and theory to map the logic driving technological and stylistic development; and another
that moves in the opposite direction—from computer technologies to cinematography, in-
vestigating how digitalisation affects contemporary filmmaking, opens new possibilities

for film language, and influences entirely new film forms.

The essence of the discourse lies in Tarkovsky’s paradox; the identity of film lies in its
ability to record reality; therefore, according to him, it is absurd to make abstract films.
However, today a significant part of cinematography consists of computer-generated real-
ity. New media imply a methodology that converges into a new set of rules that are used
and broken in the search for telling a story. Their language transcends form—whether nar-
rative or documentary—and technology and the artist’s skill are strongly influenced by the
fusion of film, television, computer capabilities, and the internet. What is universal and
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unites both vectors is aesthetics—contemporary, bold, and typical of new film expression.
Technologies do not converge, but content does. Convergence is not an endpoint but an
ongoing process, a changing set of relationships between producers, audiences, platforms,
and content.

With the development of digital recording technology, the first discrepancies appear:
filmic realism is threatened. Contemporary film expression has already established, con-
ditionally speaking, new standards of filmic expression that film theory accepts without
reservation. Director Danny Boyle believes digital video is an appropriate transcription
of the 21st century. He points out that digital film technology imitates the way audiences
daily acquire various information, most often through phones or computer monitors (Fear
2005). Boyle further believes that audiences are practically prepared for digital film ex-
pression through the prior introduction of digital devices. Here Boyle’s views meet Mano-

vich’s theory regarding the first vector.
1.1 More Than a Camera-Stylo

There is no dispute that film media—celluloid and digital video—possess specific charac-
teristics regarding light information, focal length, grain, etc. However, much more signif-
icant is the digital filming process itself, as it encourages different aesthetic approaches.
As early as 1948, Astruc coined the term “camera-stylo” (“camera-pen”) to describe the
intimate and individual film style enabled by smaller and more mobile cameras. The digital
era enables precisely that: cameras are increasingly smaller, lighter, and more accessible.
They are exceptionally sensitive, so atmospheric light is often sufficient. The camera func-
tions intensively as a pen - spontaneously recording in the moment without the industrial
process typical of film. Progressive directors and cinematographers use the flexibility of
new cameras to capture images and situations that were previously either unimaginable

or prohibitively expensive.

Using the qualities of the digital camera—spontaneity, flexibility, unobtrusiveness, inti-
macy—director Igor Aleksov filmed scenes from Lena and Vladimir on the streets of Skopje
while keeping the traffic flowing. In fact, this approach is increasingly typical even for
Hollywood blockbusters on real sets with minimal logistical support. Danny Boyle used a
similar approach when filming Slumdog Millionaire, whose scenes were shot in the largest
slum Dharavi in Mumbai. During the filming of the scenes, multiple smaller cameras were
used to avoid reshooting the action.

The development of camera technology brings constant new techniques for camera
movement through space. Whether it’s a camera attached to an actor, on a crane, cables,
drone, Steadicam, or any combination thereof, authors continually find new ways to rep-
resent space adequately for the action and dramaturgy. In this way, manipulation of the
camera-pen enables more intimate and spontaneous interaction with the real location and
situations, achieving collaboration between the author and the environment. In this sense,
the digital approach to filming surpasses Astruc’s vision where (most often) the director
“creates” reality, and thus the film. The digital camera-pen represents an active collabora-

tion of multiple participants in the creation of the film work.



1.2 Editing and Mise-en-Scéne

Film is traditionally defined by montage. André Bazin considered montage and framing
the alpha and omega of film art. Thus, montage practically represents visual grammar
from the very beginning of film. With the limitation of film reels to a length of 10 minutes,
their cutting and joining is a necessity of the format itself. The format of film is defined by
the recording capacities—the filming.

Digital editing enables easy cutting and pasting, encouraging fast cuts, popular since MTV
aesthetics of the 1980s, present in high-budget films like Deadpool 2 and Terminator: Dark
Fate. Although the jump cut existed as early as Mélies, digital technology significantly speeds
up the process and enables experimentation. The dynamism of the “digital cut” is more a
marketing response than an aesthetic novelty. Simultaneously, technology enables the op-
posite approach—editing without cuts, as in the film 1917, where following the actor through
a complex mise-en-scéne creates more objective following of the action and less imposing

direction. This affects the conceptualisation of space and architecture in the scene.

The camera, on the other hand, transitions from a “pen” to a computer. Gilles Deleuze
highlights the “autonomy of the camera” as a stylistic trope in Michelangelo Antonioni’s
Story of a Love Affair (1950). The camera “sees” independently from strict narrative norms.
When it should show a gun in close-up, it is aimed at a mannequin’s ankles. But this seem-
ingly “autonomy of the camera” fulfills its potential through the camera-computer con-
nection. There is a trend of innovative directors using computer and digital technologies to
realise that autonomy of the camera. The aesthetics is algorithmic—an initial set of param-
eters set by the author that record without his management or any control. This approach
allows repetitive camera movement, with a different mise-en-scéne in each take. The final
effect is multiple exposure (digitally created in editing, the material is shot as an independ-
ent take) of different actions that the viewer sees in one uninterrupted shot. This is how

scenes/shots are filmed where the same actor appears multiple times in the same shot.

Film history also records experiments such as Lars von Trier’s use of the “automavision”
camera in the film The Boss of It All. Practically, the film has no director of photography,
but the apparatus itself takes on that role. Von Trier’s goal is to reduce the production
scale. A computer algorithm automatically changes focal length, angle, and even records
sound. These approaches aesthetically enrich the film spectrum, solely due to the techni-
cal possibilities offered by the digital era.

1.3 Aesthetics of the Web Browser

The traditional approach to film grammar is based on the transition between fully
formed photographic objects, called shots, through their collision in the cut. In digital
cinematography, the shot is no longer an object but a temporal segment. As such temporal
intervals, shots do not need transition through transposition/opposition, i.e., through the
basic aspects of analog editing. The everyday computer processes that each of us faces

change the way we perceive and experience audiovisual culture and communication. Audi-
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ences navigate without difficulty through different windows open on a computer, in differ-
ent programmes. In the digital world of computers, editing is easy because manipulation
of shots in software is easily performed. Although previously possible, for example, split
screen and rear projection/back projection were considered special effects; today, they are
already organic. Because of this, the aesthetics of the web browser is inherent and facili-
tated by editing software. Nonlinear editing is natural and irrelevant for audiences with an

already developed digital audiovisual culture.

The brain must assemble the various visual, textual, and graphic information. Cognitive
processes form less purely visual experience, and much more thinking and connecting
experience. The task of the screen is partly to “show” or “tell,” while simultaneously com-

municating a message.
1.4 Hybrid Cinematography

Digital editing and intermediality are ubiquitous—every recorded image can be further
processed on a computer. This does not imply that every intervention in the final image is
in the domain of visual effects. Most often it involves simple intervention such as colour
correction to emphasise the dramaturgical aspects of the camera as a filmic expressive
device. Also very common is “compositing,” used with such ease that audiences are con-
stantly exposed to animated manipulations in real “live” footage or vice versa—recorded
material inserted into an animated structure. As simple and unobtrusive as they may be,

these interventions are practically the root of hybrid cinematography.

Before digital techniques, most of the action on screen was identical to that in front
of the camera during filming. Digital compositing abolishes the concept of real time and
place (real in relation to the film set/location, not film time) and thus fades the traditional
division between animation and live-action recorded action. As Lev Manovich explains, the
camera no longer necessarily functions as a material object, but coexists with the tempo-
rary space it presents to us at the moment.

In the semiotic definition of film language, the shot is considered the smallest unit, while
the digitally recorded shot allows manipulation where the shot itself is composed of var-
ious constituent components. The most popular technique is called photogrammetry -
which first scans, and then manipulates, space. This technique uses multiple photographs
that overlap each other to build a three-dimensional image. Furthermore, in combination
with computer-generated imagery (CGI), it completely manipulates the action in hybrid
space. The most characteristic example is the scene from The Matrix when the camera
rotates around two actors while they are “frozen” in the air in an action scene. The Matrix
exploits this technique in the sense of a completely new approach to the camera as an
observation body—the distinction between the film camera and the mise-en-scéne com-
pletely disappears. This mimicry of our everyday use of the computer is the threshold of
convergence of cinematography with the virtual worlds of the internet and video games.
Photogrammetry is a step towards completely fading the distinctive aspects of video game
design, computer interface, and traditional film forms.



Cinematography, through digital and computer technologies, is freed from the con-
straints of certain aesthetic and stylistic tropes and language inherent to film. Some of
the aesthetic prophecies of film theorists like Bazin and Astruc are fully fulfilled, but also
surpassed by innovative filmmakers using the “camera-computer” in directions unimagi-

nable for their philosophy.

The purpose of the discussion in this text is not that most of the aesthetics and style of
new media is impossible for film stock, and even less that new media break ties with tradi-
tional film theory, aesthetics, and even practice. It is clear that most new film titles adhere
to traditional methods and owe much to analog models.

This is just a small glimpse into the contribution of new media to film as an art, includ-
ing all its forms. Contemporary film production processes are facilitated and irresistible
to innovative authors due to digital technologies. However, Astruc did not consider his
(pre)visions as formal school or movement, but rather as a tendency—a new awareness, a
need to transform film and accelerate the arrival of an exciting future. In that context, the
tendency of new media expressed above is not an aesthetic determinant of contemporary
film form under pressure from technology, but a potential for the expression of new film

authors.
1.5 Narrative Discourse

To capture the essence, the most appropriate example is Star Wars—a franchise that
extends from film stock to the most advanced forms of gaming technology. A franchise
that builds a world around itself. Characteristically, it exemplifies contemporary world
narration through the creation of characters, as opposed to the usual creation of stories.
One story, no matter how perfect, can be “embodied” in one film or one video game. Con-
versely, characters can appear in countless stories across the created world of Star Wars
(Jenkins 2018).

Thus, it no longer makes sense to think in terms of the specificity of individual media,
because one enters a world in which every story, image, sound, brand, etc. extends across
every available media platform, where the flow is shaped equally by the choices of teenag-
ers and in corporate offices, because if media companies do not make media available at
every moment, the audience itself does so. In such a world, the boundaries between film,

television, games, and the internet become increasingly blurred.

Audiences increasingly enjoy the right to meaningfully participate in the entertainment
experiences that matter to them. They simply do not want pre-programmed forms of in-
teractivity, but want to edit them according to immediate environment, affinities, culture,
etc. (collective intelligence) and use content as raw material for their own creative expres-
sion (participatory culture). Transmedia storytelling is a process where integral elements
of fiction are systematically dispersed across multiple delivery channels to create a unified
and coordinated entertainment experience. Ideally, each medium makes its own unique
contribution to the unfolding of the story (Jenkins 2014, 2016).
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1.6 The Interconnection Between Artificial Intelligence (AI) and the Film Industry

The integration of artificial intelligence (Al) in all phases of filmmaking—pre-produc-
tion, production, and post-production—redefines how stories are told, visualised, and dis-
tributed. From streamlining processes to enabling new artistic approaches, Al enhances
both creative and business outcomes. However, this technological evolution also entails
complex aesthetic challenges, including questions around authorship, bias, and workplace
displacement, i.e., the film set. Moving forward, a balanced approach that combines hu-
man creativity with machine efficiency will be crucial for preserving the integrity of film
expression while harnessing the full potential of Al-driven innovations. What Al implies
in the context of convergence is the preservation of art, or more precisely: finding balance

and the importance of taste.

As Al technology rapidly advances, filmmakers face a key challenge: integrating Al into
film production without overshadowing the human creativity that is the foundation of
storytelling. Bob Shaye, founder of New Line Cinema, states: “Al can give you 10,000 var-
iations of a script, but only a human knows how to make the audience cry at the right
moment”.! Elizabeth Goodspeed emphasises the critical role of taste in this context—an
attribute that cannot be replicated by machines. Good taste is what allows artists to nav-
igate the vast sea of possibilities offered by technology and global connectivity, and then
to select and combine these elements in ways that, ideally, result in interesting, unique

work.? Al cannot give you good taste.

Filmmakers need to confront various views, experiences, influences, and perspectives
throughout their creative endeavors in order to cultivate this sense of taste. This approach
not only enhances individual creativity but also refines taste. Taste serves as a fundamen-
tal driver of creative growth. Leonardo da Vinci eloquently captured this concept speaking
about his work: “When judgment is superior to the work, he [the artist] never ceases to im-
prove.”? Having refined taste enables artists to critically evaluate their own work, allowing
for perpetual growth and refinement. When taste exceeds current abilities, it creates pow-
erful motivation for continuous improvement of the craft. This means that sophisticated

judgment becomes a compass guiding artistic evolution.

As Al continues to evolve, it is essential for filmmakers to be mindful of its limitations.
While Al can assist in various processes, it cannot replicate human experience or capture
the emotional depth inherent in storytelling. By prioriticing human creativity alongside
technological advancement, filmmakers can leverage the benefits of Al while preserving

their unique voices in the industry.

1 https://www.forbes.com/sites/cathyrubin/2024/08/20/how-to-balance-ai-innovation-and-
human-creativity-in-hollywood-storytelling/

2  https://www.itsnicethat.com/articles/elizabeth-goodspeed-column-taste-technology-
art-280224

3 https://matiasventura.com/post/the-importance-of-taste/
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The paper examines the changing role of comput-
er technologies in contemporary composition, with
particular focus on the gradual shift of the comput-
er from a tool towards a potential co-creative agent.
The analysis traces a developmental line from dig-
ital notation and the automation of compositional
tasks, through systems for analysis, suggestion, and
virtual interpretation, to contemporary generative
platforms. Examples include notation software, auto-
matic chord completion, virtual performance, vocal
synthesis, and generative systems. The central ques-
tion is: Which creative decisions remain with the au-
thor, and which are entrusted to the system? In this
context, a distinction is made between automation,
virtual interpretation, and the generation of new mu-
sical material. This gradual expansion of the system’s
role also raises the question of redefining authorship,
particularly when the user no longer directly creates
all of the musical material. The paper also addresses
ethical questions related to the use of artificial intel-
ligence within the creative process, with particular
attention to performers’ rights. The analysis suggests
that the concept of authorship becomes increasingly
complex as more creative tasks are entrusted to gen-
erative systems, and that their role in contemporary
composition should therefore be considered through
the distribution of creative contribution between the

human and the technology.

Keywords: artificial intelligence, music creation,

authorship, generative music, creative decisions
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Artificial intelligence is increasingly becoming part of discussions about contemporary
music creation. New systems are opening possibilities that, until recently, were difficult to
imagine, and questions surrounding the composer’s creative process are therefore expand-
ing towards a broader one: What role does the human have in the process when part of the

tasks and decisions are entrusted to the system?

In musical practice, however, not every automated or ‘intelligent’ function implies the
same degree of creative involvement by the computer. There is an important difference be-
tween a system that executes a predefined command, a system that analyses and proposes
a solution, and a generative system that ‘creates’ musical material.

The paper examines several successive stages of this shift—from the digitalisation and
automation of composers’ work, through systems that analyse, suggest or virtually inter-
pret musical material, to contemporary generative platforms. The focal point is: What

exactly is entrusted to the system, and what remains in the hands of the author?

From this perspective, questions of authorship, creative contribution, copyright and per-
formers’ rights also emerge, together with the ethical responsibility arising from the use

of generative artificial intelligence.
From Paper to Screen: Digitalisation and Automation of the Compositional Process

It may seem that the discussion about the role of artificial intelligence in contemporary
music creation begins with the emergence of generative systems. However, the delegation
of certain tasks within the human-computer relationship in music creation has a longer
history. Long before the emergence of today’s generative platforms, various software tools
were already part of everyday compositional practice, and the first major change took place

on a much more prosaic level: musical notation gradually moved from paper to the screen.

With notation software, the score becomes a flexible digital document: it, or individual
parts of it, can easily be copied, deleted and transposed, while larger-scale changes no
longer require entire pages to be rewritten. Such technological support “allows the com-
poser to increase the efficiency and to concentrate on more creative aspects...” (Bellini and
Nesi, 2004:104).

The next major shift in the composer’s creative process comes with the MIDI protocol
and the possibility of immediately hearing the notated material. The compositional pro-
cess acquires a new rhythm: writing - listening - correcting - listening again. With the de-
velopment of virtual instruments (VST instruments) and sound libraries (sample libraries),
sound reproduction becomes increasingly convincing. This finds particularly wide applica-
tion in film and commercial music, where composers gain an important tool for creating
a virtual sound simulation (mock-up) of their compositions. In this way, knowledge of or-
chestration gradually becomes connected with MIDI sequencing and virtual sound realisa-
tion (Pejrolo and DeRosa 2016).

At the same time, the preparation of instrumental parts also becomes automated. In-

stead of the score and the parts existing as separate documents, they become different



levels of the same musical document, whereby “Changes, whenever made on the music
structure in terms of symbols in the main score, are automatically visible in the parts and
vice versa” (Bellini, Bruno and Nesi, 2005:240). This principle later becomes a recognisable
feature of notation software through dynamically linked parts (Dynamic Parts). This reduc-

es the need to enter every correction manually into several different documents.

In the next stage, tools also appear that, at the composer’s request, can directly trans-
form the musical material itself. Functions such as Explode (distributing musical material
from one instrument to several) and Reduce (the reverse process—reducing material from
a larger to a smaller number of instruments) significantly speed up the process of arrang-
ing and redistributing already created material. Furthermore, automatic score condensing
(Condensing) organises related instrumental lines onto fewer staves, as is common in con-
ductor’s scores. Accordingly, over time, the role of notation software expands from digital

notation and storage towards organising and transforming given musical material.

In the opposite direction, Optical Music Recognition (OMR) allows a printed or hand-
written score to be converted into machine-readable and subsequently editable musical
notation. Here too, technology takes over a significant part of the mechanical work, while
the human retains responsibility for checking and musically evaluating the result (Shatri
and Fazekas 2020).

Viewed as a continuous development, digitalisation gradually changes the distribution
of work between the composer and the computer. With its assistance, musical material is
first notated and formatted, and then reproduced, connected and transformed. However,
in the discussion so far, the role of the computer is still limited to working with material

and goals defined by the human.
From Screen to Thought: Automated Assistance or an “Intelligent” Suggestion?

With machine learning, this boundary gradually begins to shift. Newer systems can al-
ready analyse the musical context and, based on it, offer possible solutions. This gradually
changes the traditional division in which the human is the one who initiates and makes
the decision, while the computer functions as a mediating tool (Deterding et al. 2017).

A simple example is automatic chord completion (Chord Auto-Complete) in Sibelius. In-
stead of the author specifying in advance exactly what should happen, the system analyses
the existing harmonic context and suggests a possible continuation. However, the decision

whether to accept that continuation remains with the composer.

A similar shift can also be observed in the sonic realisation of the score. Systems such
as NotePerformer attempt to model parameters such as tempo, dynamics, intonation, and
articulation in order to create a more convincing virtual performance. The same can be
observed, perhaps even more clearly, in vocal synthesis. In systems such as Cantai and
Synthesizer V, the author provides the melody, rhythm and text, while the software creates
the vocal realisation. This involves modelling phonetic transitions, intonation, timbre, and

other elements characteristic of vocal performance. Put simply, these systems take and

154 155



process the information provided by the author, but they do not create the composition
itself.

In all these cases, the system ‘takes over’ a different part of the creative process, but
the basic musical material and direction are still defined by the human. At this stage, the

creative decisions remain with the author.

The fundamental change comes with generative systems, where the user can provide
an idea or a textual instruction (prompt), and the system itself can ‘create the musical
material’.

From Thought to “Someone Else’s Thought”: Generative Artificial Intelligence and the

Boundaries of Authorship

To what extent can a textual instruction be considered an authorial contribution when
the musical material is generated by the system? This is perhaps the key question to ask
when considering generative artificial intelligence. When using such systems, the user no
longer has to provide concrete musical material. Instead, they provide a textual instruc-
tion (prompt) that may describe the genre, mood, instrumentation, tempo or other charac-

teristics of the desired result.

A particularly clear example is the platform Suno, where textual instructions can result
in a fully formed song with a defined melody, harmony, and form. The user, therefore, does
not necessarily create these elements in the way they would when working in notation
software or a Digital Audio Workstation (DAW). In this context, Turkish researcher Selim
Tan notes that what distinguishes Suno from earlier practices of music creation is “the
significantly reduced role of embodied and technical skills in music production, as the

process relies primarily on prompts” (Tan, 2026:109).

From this point, the question of authorship becomes far less clear. If the user has defined
the genre, character, and general direction only through a textual instruction, but not
the specific melody, harmony, form, or orchestration, it is difficult to simply equate that
instruction with the creation of the entire work. Ultimately, there is an essential differ-
ence between describing what we would like to obtain and creating the musical material

ourselves with the intention of achieving a particular result.

The more of these decisions are entrusted to generative artificial intelligence, the more
difficult it becomes to define authorship in its traditional sense. It is precisely from this
distribution of creative contribution that the legal and ethical dilemmas surrounding gen-

erative music naturally arise.
Legal and Ethical Aspects of the Use of Artificial Intelligence in Music Creation

From this point, the discussion of authorship also takes on an ethical and legal dimen-
sion: Who owns what a generative system creates? Contemporary legal systems still do not
provide a single answer to this question, but copyright remains, for the most part, closely

tied to human creative contribution. This is why Greek authors Gaidartzi and Stamatoudi



note that “the input of a simple prompt, for example, is unlikely to meet the threshold for
authorship” (Gaidartzi and Stamatoudi, 2025:5).

However, the problem does not arise only at the point when the ‘work’ is generated. It
begins much earlier, with the material on which the systems themselves are trained. In
order for a generative model to ‘create music’, it first analyses large quantities of existing
content. In the case of music systems, this means that “this training data is comprised of
musical compositions and sound recordings, much of which is under copyright” (Wang,
2026:100). This is where one of the most serious questions in the entire discussion arises:
can someone’s music be used to develop a system that later creates new music without
the author knowing about it or being compensated? American scholar Pamela Samuelson
describes this as “one of the most pressing legal questions regarding generative AI” (Samu-
elson, 2026:1). Legal responses are still developing and differ across legal systems, but the
ethical dilemma remains even before a definitive legal answer is reached. After all, the
question of whether a particular use is legally permitted is not the same as the question of
whether it is fair to the author.

The issue becomes even more apparent in the synthetic imitation of the human voice.
Contemporary systems can ‘create a performance’ that sounds like a particular singer or
performer without that person ever having sung the specific song. In this context, Sarah
Thomas points out that the creation of synthetic performances raises “ethical concerns

regarding identity manipulation, consent, and performer rights” (Thomas, 2024:523).

All of this shows that the question is not only whether artificial intelligence can produce
a musical result, but also how its use changes our understanding of authorship, labour,
and responsibility in music creation. If some creative decisions are transferred from the
human to the system, then the way credit is assigned for the final result must also be re-
considered. If the system learns from the work of other authors and performers, questions
of their consent and compensation arise. And if it can reproduce the identity or voice of
a particular performer, then the discussion already extends beyond the boundaries of au-
thorship itself.

Conclusion: From Tool to Creator?

In the end, it is interesting to return to one of the opening ideas of the paper. As early
as 2004, writing about automation in notation software, Bellini and Nesi noted that such
technological advances “allow the composer to increase the efficiency and to concentrate
on more creative aspects rather than to arrange visualization aspects” (Bellini and Nesi,
2004:104). At the time, the idea seemed fairly clear: the computer takes over part of the
mechanical work, leaving the composer more time and space for creativity.

Today, more than twenty years later, the situation seems somewhat different. Contem-
porary generative systems are beginning to enter precisely those ‘more creative aspects’
for which technology was once expected to free up more time. In a way, instead of simply
gaining more time to create, we are gaining technologies that can also take over part of the

creating itself. This may be one of the most interesting paradoxes of the present moment.
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Of course, this does not mean that new technologies should be rejected in advance, nor
that their use necessarily reduces human creative contribution. As the previous examples
have shown, much depends on what exactly is entrusted to the system. It is one thing for
a system to assist with formatting, sonic realisation or the processing of already created
material, and quite another for it to take over decisions related to the essential elements
of a composition.

In any case, the period we are living through is an exceptionally exciting one for music
creation. New technologies are developing rapidly, constantly opening up new possibilities,
but also new questions. For this reason, I believe this evolution should be followed closely
and carefully: we should become familiar with the possibilities it offers, while remaining
equally aware of its limitations and of the responsibility that comes with its use. I have the
sense that at the heart of all these dilemmas lies one essential question: What are we pre-
pared to entrust to technology, and what do we still want to remain part of our intimate

creative process?
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Over the past decades, and particularly during the
COVID-19 and post-COVID period, digital technologies
have fundamentally transformed ways of working, in-
cluding in the field of the performing arts. Processes
of research, archiving, learning, and working in this
field, both in local contexts and, even more so, in the
contexts of international collaboration, networking
and the dissemination of art and artistic practices,
have been profoundly shaped by the rapid develop-
ment of digital technologies.

While the use of digital tools is now widely estab-
lished worldwide and plays a key role in the promo-
tion, preservation, and wider recognition of cultural
heritage, the digitalisation of archives in the perform-
ing arts in our country, particularly within the inde-
pendent scene and the field of dance, remains at an
unsatisfactory level. Archives continue to exist pre-
dominantly in material form, often unsystematised
and difficult to access, while efforts toward their digi-

talisation remain limited and fragmented.

The article examines the significance of digital tools
in the processes of archiving, preservation, recogni-
tion, learning, and working in the performing arts,
as well as the policies that support the development
and application of digital technologies in the field.
The analysis draws on several cultural and artistic
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projects and practices, including the NADA - Region-
al Dance Archive, the Under 600 platform, and other
locally grounded yet internationally connected collab-
orations that use digital technologies as research, ar-

chival, and creative tools.

Particular focus is given to the question of how dig-
ital technologies support certain processes but also
redefine the notion of labour in the performing arts,
i.e., how they reshape research and creative process-
es and influence the ways in which artistic practice
and knowledge are produced, archived, transmitted,
and valued. The article argues that digital tools are
not just technical support for artistic processes, but
they also actively participate in redefining research
methodologies, forms of artistic creation, the concept
of labour, and the understanding of the history and
development of the performing arts. In this sense, dig-
italisation emerges as a key field for rethinking the
relationships between technology, labour, knowledge
and cultural heritage in the contemporary perform-
ing arts and the broader social context.

Keywords: digital turn, performing arts, digital ar-
chives, transmedia literacy, labour, cultural policies




Introduction

The article explores the digital turn in culture and the performing arts and its impact on
research, archiving, artistic creation, connection, and the transformation of labour that
emerges from these changes in the context of Macedonia. Drawing on personal profession-
al testimonies and experiences, as well as specific local and international experiences, the
article seeks to identify the potential opened up by the digital turn, and highlight the need
for its systematic integration into cultural and educational policies. These examples open
a space for reflecting on future directions in the development of digital infrastructures,
new knowledge and contemporary models of cultural collaboration and labour, both with-
in the broader cultural field and in the performing arts in particular.

My reflections are grounded in personal experience, yet they also emerge from broader
social, technological, and cultural shifts that a number of theorists have recognised as
fundamental to the development of contemporary art and culture as early as the twentieth
century. Benjamin explains that mechanical reproduction transforms not only the means
of production but also the artwork’s aura, its reception and its social function (Benjamin
2010). Relating to these processes, Horkheimer and Adorno argue that the cultural indus-
try, driven by technological development, generates patterns of standardisation, repro-
duction, and mass cultural production that gradually reshape the relations between art,
audiences, and the market (Horkheimer, Adorno 1989). In this sense, technological change
transforms not only the means of production but also the conditions under which it is
produced, and the artworld itself (Danto 1964). Thus, it also reshapes the means of produc-
tion, institutions, systems of value, and the criteria through which art is recognised and
evaluated. In the digital age of the twenty-first century, amid rapid development, these
processes acquire a new dimension, while a new language of culture emerges, grounded in
the logic of databases, modularity, variability, and new models for organising and circulat-
ing cultural content (Manovich 2015). The digital turn, therefore, transforms not only the
media through which art is created and mediated, but also the ways in which knowledge is

organised, cultural memory is created, and cultural labour is redefined.

Therefore, I will begin with personal testimonies and conclude with recommendations

that emerge from practice, research, and many years of professional experience.
From Analogue to Digital

I remember receiving my first computer at the age of twenty-four as I was completing
my studies and, still a student, beginning to learn through practical work on exhibitions,
film projects, theatre productions, etc. My education and my first professional experienc-
es were entirely analogue, and so my research, writing, documentation, and communica-
tion—all took place through books, photographs, videotapes, catalogues, and face-to-face
encounters. I have witnessed how development affects not only the way we think, but also
the way we work, and how both the means and their use have changed over time.

I still keep archives stored on dozens of DVDs and VHS tapes that are yet to be digitised.

They remind me of digital «waves” when we shared every book, film, or other digitised
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work we got our hands on. Since then, [ have witnessed several digital turns, to put it that
way, with the latest being the one during and after the COVID-19 pandemic, which sped up
developments. And yet here, it often feels as if we are navigating entirely different histori-
cal and temporal landscapes, seeing where our artistic and cultural field stands in relation

to these processes, changes and turns.

In our institutions, we continue to witness a rudimentary approach to safeguarding,
protection and preservation of tangible and intangible cultural heritage, its interpretation

from specific thematically relevant positions and its public dissemination.

On the other hand, I have spent my entire professional life in the independent cultural
sector, where I can clearly see that, despite its extensive artistic production, there is still
no systematic approach to safeguarding, preservation, documenting, and to the digital
transformation of contemporary artistic creation. Yet, the situation is more complex in
this domain, because most of those working in the field belong to what Kuba Szreder calls
the projectariat (Szreder, 2021: 194). In other words, this scene still lacks systematic support
and instead relies almost exclusively on project-based funding. As a result, the processes
of production, safeguarding, digitalization, and public dissemination are all contingent
upon project funding, which remains minimal and largely unrecognised when it comes to
supporting the production of new knowledge in the field of contemporary performing arts

through the creation of digital archives and their critical re-reading.

I relate the consequences of this systemic and archival neglect with Ivana Hadjievska’s
concept of the enclosure of knowledge (Hadjievska, 2025: 93). She points to the knowledge and
memory transmitted by women across generations, which, she argues, are fundamentally
antagonistic to the demands of capitalist production and the reproduction of labour. I would
like to extend her argument to the independent scene, which produces knowledge that is
fundamentally antagonistic to the demands of capitalist production and to its relationship
with nationally formulated cultural policies. In discussing the enclosure of knowledge, Had-
jievska builds on Silvia Federici’s work, who writes about the many forms of enclosure of the
commons and of public space, understood as a process in which cultural memory becomes
fragmented and difficult to access. This also intersects with epistemic injustice, whereby “one
group is socially and economically prevented from participating in the politics of memory
in societies where memory and history are institutionalised and the transfer of knowledge
is organised top-down by those who hold institutional and administrative power...” (Fricker
2007, cited in Hadjievska 2025: 22). As a result, access to produced knowledge within the
independent scene, for example, remains limited or even prevented. Hence, the cultural
field has not been democratised, despite the opportunities offered by digitalisation. This is
conditioned by interrelations produced between the access to policy-making, values, access

to funding, opportunities, resources, and decision-making structures.

I share these thoughts to illustrate the position from which, as a cultural worker, cu-
rator and researcher, I approach and view the digital turn in our context today. The ana-

logue remains embodied in the way I see the world and engage with reality, even though



I consciously, sometimes in a self-taught manner, and at times in a very pastoral manner,
approach new forms of «digitalisation». In the course of my professional development, I
transformed my ‘digital knowledge’ and, within the art field, I also participated in and wit-
nessed transformations and pioneering attempts to bring together artistic research and
new media, which began in the 1990s and continued to develop in the early 2000s. As an
art history student, I had the opportunity to work on the exhibition “Image Box” (“KyTuja
co cinukn”) (1994), the first annual exhibition of the Soros Center for Contemporary Arts -
Skopje. The exhibition was conceived around the electronic image as a new medium and
its potential to expand artistic expression. It explored the issue of the specificity of the
electronic medium—the computer, the screen, the TV image, and electronic visuality—as a
new space for artistic research. It was a pioneering endeavour in the production of works
that opened up debate on the relationship between art and new media. Suzana Milevska
(1995) discusses these developments in her review “Hyperreal Viruses”, where she opens
the debate on new media by quoting Jean Baudrillard, who says that contemporary culture
is marked by a continuous production and circulation of signs and images?, which, I would
add, have become hyper-produced with the proliferation of new media tools.

Another example of the early, i.e., pioneering use of electronic, digital, or new media in
the local context, which I would like to mention, is the exhibition “Icon on Silver” (“lkoHa
Ha cpebpo”) (1995), the second annual exhibition of the Soros Center for Contemporary
Arts - Skopje. Alongside the exhibition, the project also included an international symposi-
um on interactivity as a new category in the visual arts, thereby establishing a theoretical
framework in understanding electronic media. From today’s perspective, «Icon on Silver»
can be recognised as one of the first local attempts to articulate digital art in both theoret-

ical and practical terms.

As part of my early professional experience, I would also like to mention the New Me-
dia Space (IIpoctop 3a HoBu Meauymu) programme (1998-2004) of the Multimedia Center
for Performing Arts. The programme emerged from the need to create a space for a new
generation of artists working with video, film, multimedia, and new media, placing re-
search-based and interdisciplinary process on an equal footing with, if not above, the final
artistic product. Particularly significant was the programme’s commitment to developing
a strategy that would establish a connection between art and technology within the Mac-
edonian cultural context, opening up space for new forms of collaboration, knowledge

production and artistic creation’. Although the programme was part of Multimedia, whose

1 https://arhiva.zaum.mk/%D0%BA%D1%83%D1%82%D0%B8%D1%98%D0%B0-
%D1%81%D0%BE-%D1%81%D0%BB%D0%B8%D0%BA%D0%B8-image-box/, Zaum archive
(accessed on June 5, 2026).

2 “Hyperreal Viruses”, Suzana Milevska. Vecher. 18 January 1995, ZAUM archive. https://
arhiva.zaum.mk/%D1%85%D0%B8%D0%BF%D0%B5%D1%80%D1%80%D0%B5%D0%B0%D0%B
B%D0%BD%D0%B8-%D0%B2%D0%B8%D1%80%D1%83%D1%81%D0%B8/ (accessed on June 1,
2026).

3 The author of the text was one of the editors of the New Media Space programme
(1998-2004); https://multimedia.violetasimjanovska.com/category/programmes/
programmes-1998-2004/new-media-space-1998-2004/ (accessed on June 16, 2026).
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focus was the performing arts, it was not conventionally oriented towards them, it brought
performance and the performing arts together with new media through interdisciplinary

approaches.

Digital technologies have gradually expanded the horizon of knowledge production, yet
they have not eliminated the unequal distribution of access to knowledge, learning, and
artistic creation, even though they have significantly contributed to the democratisation
of educational processes, as well as of the artistic and cultural space.

The initiatives mentioned above demonstrate that even during the 1990s and the early
2000s, in Macedonia, there was a growing interest in rethinking the relationship between
art and new technologies. Although these initiatives did not lead to substantial institution-
al change or sustained support and development, they nonetheless represent important
points of reference for understanding the beginnings of digital culture in contemporary

art in the country.

The examples above relate primarily to the field of visual arts, where new media had al-
ready become an integral part of the development of contemporary artistic practices glob-
ally, whereas interest in the field of performing arts evolved along a different trajectory. A
corresponding example in the field of dance, which emerged a decade later but which, both
then and now, I regard as one of the most significant steps forward in the use of digital
tools for dance and movement in the region, is the software tool Whatever Dance Toolbox
developed by the collective BADco. (2011)*. Following its initial release and implementation
in the practice of several artists and educational institutions, Whatever Dance Toolbox also
became available as a web app, accompanied by a user manual. The tool was developed
through a dialogue between software developer Daniel Turing, members of the collective
and other collaborators, with the aim of expanding the field of research on movement and
dance. It provides practical support for learning, production and analysis of choreographic
material, while also developing creative thinking and work in an interactive environment.

Over the past decade, several different projects developed through collaborative process-
es, and related to digitalisation and new technologies in the field of performing arts, have

begun to emerge in the country. These are to be discussed later in the article.

Collaborations in the field of dance and the performing arts have intensified through re-
search and cross-sector collaborations. Within the European Dance Development Network
(EDN), part of the programme is dedicated to digital development and dance®. The projects
PREMIERE (2022-2025) and HAMLET (2025-2027), which explore the potential of artificial

4 http://badco.hr/en/work/1/all#!whatever-dance-toolbox (accessed on June 16, 2026).

5 https://www.ednetwork.eu/activities/call-digital-working-group This is one of the
working groups that is open not only to members of the network but also to anyone
interested in participating, although members of the network work to engage professionals
from the field and widen the dissemination of information. In the country, Lokomotiva -
Centre for New Initiatives in Arts and Culture undertakes this role, and not only disseminates
information but has, for many years, supported local professionals by enabling their
participation in training programmes and workshops, while also motivating them to take
part in such discussions, forums, and other platforms where they can contribute to the
development of policies supporting dance at the European level. (accessed on June 16, 2026).



intelligence (Al), extended reality (XR), and digital technologies in the performing arts, are
among the more recent European examples. Through the development of digital archives,
virtual environments, tools for the analysis and synthesis of movement, and platforms for
co-creation, these projects demonstrate the changing role of digital technologies — from
means of documentation to infrastructures for research, artistic creation, collaboration,

and knowledge production®.
The Digital Turn and Knowledge

Over the past two decades, digital technologies have gradually become an integral part
of everyday life, cultural production, artistic practices, the ways in which we communicate
with audiences, the ways in which we learn, but also a means without which finding your
way to a meeting in a large city is impossible. During the COVID-19 pandemic, however, dig-
italisation processes intensified across virtually every sphere. Alongside online communi-
cation, lectures, meetings, and other events, festivals also moved online, raising questions
within the performing arts about proximity, affectivity with and without the mediation of

digital technologies, and the common in the «experience», among other.

At the same time, the digital turn has made existing structural shortcomings in many
local cultural contexts more visible. In Macedonia, particularly in the fields of theatre and
dance, including contemporary dance which remains rooted exclusively in the independ-
ent scene, the issue of archiving and safeguarding artistic heritage has come to the fore
through the opening of the processes of digitalisation of archives. A substantial part of
the documentation on artistic practices, productions, festivals, and educational processes
is kept in personal archives, unsystematised physical collections, or fragmented digital
records, significantly limiting their accessibility for research, education, and further de-
velopment of the field. The absence of institutional policies for systematic archiving and
digitalisation further increases the risk of losing significant parts of our cultural memory

and history.

In the meantime, digital technologies have evolved beyond merely a means of safeguard-
ing the existing traces of artistic work and practice, but have become central to the pro-
duction of artworks, new knowledge, the development of new models of collaboration, and
the transformation of artistic, research, and educational processes. Thus, a number of
self-organised collaborative initiatives have emerged, using, experimenting with and devel-
oping digital tools to create spaces for sharing and exchange, as well as for the production

of new knowledge that becomes integral to artistic, research and political practice.

Digitalisation, therefore, is a process of cultural transformation that reshapes relation-
ships between knowledge, labour, memory, and artistic creation, bringing new forms of
cultural memory, new knowledge infrastructures, and new models of collective produc-
tion. These processes transform the very nature of research and artistic work, while si-
multaneously establishing the need for transmedia literacy across the fields, as well as for
the development of new competencies and knowledge, which Milena Dragic¢evi¢ Sesi¢ and

6 For more on the research and projects, see https://www.ednetwork.eu/activities/digital-
atelier-2026 (accessed on June 16, 2026).
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Tatjana Nikoli¢ (2021) highlight as one of the fundamental competencies of the digital age,
a topic addressed by twelve theoreticians in the thematic issue of “Kultura 169” (Dragicevi¢
Sesi¢, Nikoli¢ 2020). They argue that it entails not only the ability to critically understand
media, algorithms, and digital platforms, but also the capacity to create new models of ed-
ucation, continuing education, and professional development across fields whose practices
have already been fundamentally transformed under the influence of digital technologies
(Dragicevi¢ Sesi¢, Nikoli¢ 2021: 17). The digital turn, which brings digital transformation,
therefore, depends not only on technological infrastructure, but also on cultural and ed-
ucational policies capable of enabling the development of new knowledge, competencies
and professional practices. The authors further extend their discussion to the broader
political dimension of the digital turn and digital transformation. Bringing together behav-
ioural economics, media theory, and the functioning of algorithms, they demonstrate that
digital technologies actively shape cultural choices, the public space, and models of cul-
tural consumption. This leads to their key question: will digital technologies function as
public interest infrastructure, or will they remain primarily in the service of the economic
interests of global digital platforms (Dragic¢evi¢ Sesi¢, Nikoli¢ 2021: 17-18). They further
develop their argument by drawing on Manuel Castells’s observation that technological de-
velopment advances most rapidly in those areas where economic returns are the greatest,
while culture, education, and healthcare remain at the margins of digital investment (Cas-
tells 2010: 398). For this reason, the digital transformation of culture cannot be left solely
to market logic, but rather requires active public policies that support the development of
digital infrastructures, professional competencies, and models of collaboration. The COV-
ID-19 pandemic further accelerated this transformation, making digital technologies an
integral part of the everyday working environment of cultural institutions, organisations,
and artists (Dragicevi¢ Sesi¢, Nikoli¢ 2021: 18-19).

Digital Archives, Communities, Futures and Policies

The issue of archiving the independent scene, and, in this context, also, in the field of
the performing arts, is particularly significant in the post-Yugoslav context, where con-
temporary dance and performance practices have developed outside institutional struc-
tures and often without systematic mechanisms for documentation and preservation. As
a result, the histories of numerous artists, collectives, festivals, educational initiatives,
and research processes remain dispersed across personal archives, private collections, and

informal knowledge networks.

In such context, one particularly important initiative within the local independent scene
is the digital archive of ZAUMS?, which contributes to activating the history of contempo-
rary art in Macedonia through the digitalisation and public dissemination of exhibition

catalogues, critical texts, video materials, and other resources.

7 UYaconuc Kultura (169), tematu ,Kriti¢ko misljenje u digitalnom dobu“ (Dragicevi¢ Sesi¢,
Nikoli¢, 2020)

8 https://arhiva.zaum.mk/ (accessed on June 16, 2026).



At the regional level, an important example in the field of the performing arts is the NADA
-Regional Digital Archive of Dance and Performing Arts®, developed as part of the Nomad
Dance Academy and further expanding through the DanceMap project, It represents the
first attempt to archive and digitise information related to this field. Its significance extends
beyond collecting and digitising materials, but above all creating the conditions for new
forms of research, connection, and understanding of the history of contemporary dance,

both within the local contexts it encompasses and across the region of former Yugoslavia.

NADA was developed through a bottom-up approach, grounded in the transfer of knowl-
edge from colleagues who had created similar archives in the field of contemporary art,
with support from Ljubljana’s Museum of Contemporary Art Metelkova, which houses the
region’s first (physical/material) archive of contemporary dance, developed by dance his-
torian and archivist Rok Vevar. Inspired and motivated by this initiative, in collaboration
with Vevar, and with a software developer and a designer, researchers from Slovenia, Cro-
atia, Serbia, and Macedonia developed a proposal for a platform based on a horizontal
approach to archiving, while simultaneously creating a map and interconnection of ar-
chival materials. Perhaps most importantly, this archive is not just local, but its regional
approach makes it possible to trace connections and collaborations, revealing the map of
relationships and influences that have shaped the field of contemporary dance across the
region. As part of the DanceMap project, supported through the Horizon programme, the
archive became part of a broader «digital map» of archives already established in other
places and institutions or held in private collections. These digital connections also enable
decentralisation of knowledge, as well as access to information on contemporary dance
without requiring direct physical access to local archives, personal collections, or individu-
al contacts. The NADA digital platform and its wider network of connections make it possi-
ble to simultaneously understand different practices, historical periods, and geographical
contexts, while also enabling new comparative readings, new historical interpretations,
and new forms of regional and international research. The use of digital information has
created a need for new knowledge and training in the use of digital tools, as well as for
their adaptation and further development to meet the needs of archives and researchers.
Also, this has raised the issue of ethics in the use of archival materials, as the age of digital-
isation has seen an increasing number of instances of plagiarism, i.e., copying and appro-
priation of choreographic practices, their compilation and their use without proper refer-
encing. As a result, questions of copyright have emerged as one of the key areas requiring
further development or adaptation in relation to the digitalisation of artistic materials. At
the same time, issues of digital archival care, open access, and ethics have also become
increasingly important. Digitalisation does not involve only technical transfer of materials
into a new format, but also regulation of rights related to reproduction, publication, online
access, as well as research and educational use. This issue is particularly complex in the
performing arts, as a single work involves multiple rights holders — from choreographers

9 https://nada.nomaddanceacademy.si/ (accessed on June 16, 2026).

10 https://dancemap.eu/ (accessed on June 1, 2026).
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and performers to composers, set designers, producers, costume designers, and others.
Therefore, every digital archive should develop clear protocols for consent, licensing, use
and long-term preservation of materials, in order to ensure a balance between the protec-
tion of authors’ rights and the public interest in access to cultural heritage. Yet, much of
the use of these materials continues to rely on ethical codes, codes of conduct within the
field, which are often not respected with the rise of the digital transfer of information.

What emerges from my standpoint as a perspective for reflection is that this approach,
as in the work developed through NADA, can be observed as cultural commons, and there-
fore, raises questions about how they can be shared with the community, i.e., how access
and availability can be democratised, and how this archive might be understood as a shared
regional infrastructure available to artists, researchers, curators, students, audiences, and
others, as well as a site where the field of contemporary dance itself is being reimagined
and rearticulated through discovering connections and relationships. This archive is part
of a collective memory that makes it possible to be continually re-read, renegotiated, and
further developed as a resource for future cultural and artistic practices.

A similar regional example, though with a different function in the field of the perform-
ing arts and grounded in the creation of a cultural commons through collective labour, is
the Under 600" platform, launched by the Shtrih association (Macedonia), DAH Theatre
(Serbia), and Korifej Theatre (Montenegro). It was created as a digital platform for connec-
tion, knowledge exchange, and development of regional collaboration among independent
organisations and professionals working in the performing arts. The platform enables net-
working, sharing of experiences, greater visibility for independent production, and devel-
opment of joint initiatives, thereby contributing to the creation of a regional ecosystem of
collaboration and production of knowledge. It evolves through the participation of every-
one within the field, who contribute with information about organisations, programmes,
and other activities, resulting in the creation of a kind of map built through a collective

process of information sharing and, thus, new knowledge.

From the perspective of the concept of transindividuality (Stiegler, Rogoff 2010; Vujano-
vi¢, Cveji¢ 2022), such examples foreground the significance of the collective, the sharing
of resources, the transfer of knowledge, connections, i.e., the shared processes through
which the field of performing arts is constituted. This is a field that is not only artistic, but
also embedded within a broader social context, fostering social imagination.

In addition to these examples, where the digital foundation has been developed to create
commons and facilitate information sharing for different purposes (research, networking,
curating, etc.), I would also like to add another local example of positioning and presenting
the digital media and the performing arts (contemporary dance, more specifically), i.e., the
DanceTech Forum!® platform, developed as part of Dance Fest Skopje. Now in its second

11  https://under600platform.com/wp-login.php?redirect_to=https%3A%2F%2Funder600platform.
com%2F&bp-auth=1&action=bpnoaccess (accessed on June 16, 2026).

12 https://interart.com.mk/en/dance-fest/2026-program/#dancetech (accessed on June 1,
2026).



year (2025/2026), the forum explores the relationship between choreography and digital
technologies through motion capture, virtual and extended reality, artificial intelligence,
interactive media, and 360-degree video, with technology being used, i.e., researched as
an integral part of the choreographic process. Besides presenting international produc-
tions that use these technologies, DanceTech Forum also develops an educational and a
research programme through workshops, demonstrations and professional forums, ena-
bling dancers, choreographers, students, developers, and other professionals to work di-
rectly with new digital tools. In this way, the forum contributes to the development of new
professional competencies, i.e. transmedia literacy. At the same time, it raises questions
about the relationship between the body, technology, and digital space, as well as the pos-
sibilities that digital technologies offer in the development of new forms of creative work,
research, and cultural exchange.

Understanding digitalisation as a process that changes the ecosystem of the performing
arts raises yet another important question: what kinds of labour does it require, what
knowledge does it depend on, i.e., what kind of transmedia literacy does it need? While
digital archives, platforms, and other digital infrastructures are most often perceived as
technological systems or databases, their functioning depends on complex processes of
research, selection, interpretation, organisation, connection, and the continuous main-
tenance of materials. The digital turn, therefore, creates not only new tools but also an
ecosystem of digital practices, in which archiving, research, creative work, documentation,
connection, knowledge sharing, and circulation are interdependent processes that require

support within cultural and educational policies.

An analysis of the Macedonian national cultural policy and digitalisation over the past
two decades reveals a gradual shift in understanding the role of digital technologies in
culture. The 2013 2017 National Strategy for Cultural Development® primarily recognises
digitalisation as a means of safeguarding, documenting, and facilitating access to cultural
heritage, whereas the 2018-2022 National Strategy for Cultural Development* marks a
step forward as it links digitalisation to European cultural policies, innovation, creativity,
and international visibility of cultural content. The new draft of the National Strategy for
Cultural Development for 2026-2030% goes a step further, recognising digital transforma-

tion as one of the key strategic directions for the development of the cultural sector.

Nevertheless, despite this visible progress, all three documents continue to view digitali-
sation primarily in instrumental terms, treating it predominantly as a means of document-
ing, record-keeping, safeguarding, and presentation of cultural heritage and cultural con-

tent, and far less as a process that requires transmedia literacy, i.e., development of capac-

13 https://kultura.gov.mk/mk-MK/informacii-od-javen-karakter/nacionalna-strategija-za-
razvoj-na-kulturata-i-strateski-plan (accessed on June 25, 2026).

14  https://kultura.gov.mk/mk-MK/informacii-od-javen-karakter/nacionalna-strategija-za-
razvoj-na-kulturata-i-strateski-plan (accessed on June 25, 2026).

15 https://ener.gov.mk/Default.aspx?item=newdocumentdetails&detalisld=136 (accessed on
July 7, 2026).
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ities, knowledge, and conditions necessary for artistic research capable of transforming
the field. The questions of new forms of knowledge, new forms of authorship, transmedia
literacy, cross-sectoral collaboration, and the development of professional competencies
related to new media in the performing arts are scarcely recognised as part of cultural
policy. In other words, there is no recognition of a concrete example that could be further
developed in the direction of the changes mentioned above. This suggests that particular
value perspectives are being constructed, and given that technology is never value-neutral
but is instead the outcome of social, political, and institutional choices (Feenberg 1999),
these policies, as well as those governing education, allow us to see the purposes for which
technology is developed and used. Technologies are not autonomous tools, but rather form
part of the networks of relationships that create and transform social practices (Latour
2005). Digital transformation, therefore, is not simply a matter of technical modernisation,
but also a matter of building values, public discourse, interest, and ethical choice. The
digital systems we create are interpretative infrastructures that shape how knowledge
is organised, read, and produced (Drucker 2014: 11). It is therefore important to consider
both the ways and the values according to which they are governed. Equally important is
their ethical foundation. For this reason, care should be taken to avoid building solutions
around imported corporate platforms. Instead, it is necessary to develop local digital ca-
pacities, public infrastructures, and to support local start-ups and small technology com-
panies. This issue becomes even more pressing in the context of what Varoufakis (2023)
refers to as technofeudalism, i.e., the concentration of digital infrastructure and power
in the hands of a small number of global corporations, whose operating models are often
at odds with human rights, labour rights, democratic oversight, and the public interest.
Although this requires dedicated research, I believe it is important to stress that the de-
velopment of cultural policies must increasingly be grounded in the ethical foundations of
digital development.

Conclusion

I would like to conclude with a few reflections. I began the article addressing the issue
of transformation, and then the digital turn, in order to highlight the profound impact of
new media on the development of the “artworld”.

In the post-Yugoslav and Macedonian context, where institutional archival infrastruc-
tures are often limited or insufficiently developed, digital archives, and platforms have
gained additional importance, as has the research carried out through them, both scholar-
ly and artistic. Digital transformation has accelerated the digitalisation of archives, which
are no longer just repositories of data but spaces of cultural care, enabling re-reading,
creation of collective memory and common production of knowledge. At the same time,
they contribute to the visibility of artistic practices, histories, and experiences that have
long remained at the margins (in every sense) of official cultural narratives, opening up

possibilities for the production of subaltern and new forms of knowledge.

What becomes evident is that transformation and digital turns require new knowledge



and form a different field of work, generating new forms of cultural labour that often re-
main invisible within systems of cultural policy and funding. Archiving, cataloguing, meta-
data creation, digital processing, translation, and platform maintenance are only part of
this work, which is essential to new production of knowledge, both within and beyond the
digital environment. However, creating spaces for the development of transmedia literacy
is also a process beyond cultural and educational policies. We can see that digital technol-
ogies redefine the very notion of work in the arts, which is yet to come in the performing
arts. Their use, in turn, depends on policies that ensure not only accessibility but also the

knowledge required to use them.

Finally, knowledge produced through digitalisation as a process, can also be understood
as a form of creating commons in the field of culture, i.e., as infrastructures that enable
collective access to, use of, and further development of knowledge. In this sense, they rep-
resent new political and cultural models of collaboration whose value needs to be seen in
the potentiality they offer, in creating conditions for future research, artistic practices and
forms of collective action.

Therefore, digitalisation in culture and the arts, and particularly in the performing arts,
should be understood as a process that simultaneously transforms art, artistic creation,
research in the field, labour, and the nature of work and workers’ rights. Accordingly, cul-
tural and educational policies should be developed without delay through an intersectoral
approach, to enable digital sovereignty, governance of digital archives, their interoper-
ability and long-term sustainability, transmedia literacy, accessibility and development,
artistic creation, and research in the field. These processes should also be supported by
comprehensive ethical codes governing the use of materials and copyright protection, as
well as recognition and support for the new professional profiles emerging from digital

transformation.
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