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KOH CEIMUOT BPOJ HA APC
AKAJTEMUKA

OTKaKo yCIelIHo ja 3aBpLIMBMe copaboTKaTa Co CJIOBEHEYKOTO
criicanue Am¢uiteaitiap 1 o objaBuBMe MUHATHUOT OpOj 3ae-
HUUKU (BO KOj TPUja3MUHO — HA MAaKeJIOHCKU, Ha CJIOBEHEUKU U
Ha aHIJIUCKH ja3uK, I'U pe3eHTUpaBMe pesynTaTuTte oj buia-
TepasHUOT NPoeKT MakegoHCKo — C0BeHeuKU WeailapcKu BPCKU:
0g 1990 go genec), cegmuoT Opoj Ha HAILIETO CITMCAHKE, PeLIMBMe
na bune pokycrMpaHo Ha pa3rie/lyBabeTo Ha JIeHeC akTyeJiHa-
Ta TeMa Medy wpaguyujaiia u cospemenocuia. Vi3Benysaukure
YMETHOCTH JieHec ce (POKYCHMpaHU Ha OTKPUBAETO Ha HOBOTO,
MCTPa’KyBaaT U MeHyBaaT 'paHuULIU, T 0TBOpaaT »XaHPOBUTE U
xubpuHO rv noBp3yBaat. Ho, moctou v Tpaguniujata. [lpegmer
Ha HallIMOT MHTEepec e Ha KOj HauMH JIeHellIHUTe 13BeJyBauku
YMEeTHOCTH ja TpeTupaar TpazuLuujata v gaau SOBOJHO ja Mo-
3HaBaaT. Bo BpeMe Kora eBporickaTa KyJTypHa MOJUTUKa ce
okycupa Ha 3auyByBam€e Ha HACJIe[CTBOTO, TOTPeOHO e [ja ce
ochopMU CcTaB KOH TpajulivjaTa M Ha KOj HAYMH MCTATa MOXKe
[la ce MPMMeHU BO COBPEMEHUTE N3BelyBauky yMeTHOCTH. Tek-
CTOBUTE IITO Ce BKJy4YeHU BO OBOj Opoj Ha criucaHueTo Tpeba
Zla ro Hajmat u ia To ilebrHMpaaT MOCTOT Mery TpajuiijaTa u
COBPeMEeHOCTa BO CHMTe U3BelyBauYK/ yMETHOCTH.

[TounyBajku o aKTyeJTHUTe MPOMUCTYBama Ha TAaHLIOBUOT Te-
arap kaj Hac Bo Tpy#oT Ha Comba 3apaBKoBa-llenapocka, ncrpa-
JKyBauykaTa JIMHWja Ha BpCKaTa Tpaguluja - COBPEMEHOCT BO
MOJIeTO Ha TAHLOT ja MPOAOJXKYBaMe co TpyAoT Ha Catuo [lumo-
CKM Kajie IITO aHAaJIMTUUKH ja Ipe3eHTupa TpaHcgopManujara
Ha PUTYaJIOT BO COBpeMeHUOT baneT Jepsuuiowi u cmpuiia. Ma-
KeJJOHCKMUOT PeXXKMCEePCKU Tearap JeHec, KaKo Mo3uljuja Koja
ja uctpakysa BpckaTa Mel'y TpaZguLMOHAJIHNOT PeXXKUCEePCKU
CUCTEM U COBpeMeHaTa KOJIEKTHUBHA peXKuja e CJIeLHUOT TPY[
Ha AHa CrojaHocka. [TprkakyBambeTo Ha OfHOCOT Mef'y Tpaiu-
LujaTa M COBPEMEHOCTa BO COBpPeMeHaTa MaKeJOHCKa Jpama
e MpocJie[JleHO BO UCTpa)kyBam-eTo Ha XpUCTHHa LIBeTaHOCKA.
CoBpeMeHaTa TeaTapcka npoayKiuja Bo LpHa ['opa kako mpe-
IV3BUK 3a TpaHChOpMalivja Ha TpaguIMOHAIHUTE TeaTapCKul
MOJIeNI e BHUMATEeJHO Mpe3eHTUpaHa BO TPYZAOT Ha Mpodeco-
poT ox YHuBep3uteToT Ha LlpHa ['opa — Janko JbymoBuK. Toa



IITO IO MPaBM HALIETO CMMCAHUWe aKTyeJHo U fla 6ujie BO TeK
CO CBETCKUTE UCTPAXKYBAYKU TPEHIOBU € U HAYMHOT Ha KOj ce
06paboTeHM TeMUTE Ha MOCJIeJHUTE ABA TEKCTa — 3a Moaudo-
HujaTa BO feyiata Ha Kommno3utopoT CrojaH CTOjKOB muIyBa
TruxoMup JoBUK 1 3a AUTKUTAJIHOTO YIIpaByBake CO IIpaBaTa Ha
YyMETHUUKUTE M3BeAyBaun Bo MakesoHUja MCTParXKyBameTo
Ha JumuTpu YankaHos. Ha Toj HAUMH KOMIJIEKCHO M KOMITJIET-
HO e 0OpaboTeHa oBaa TeMa Ofi CTpaHa Ha TeaTapCKUTe eflyKa-
TOPU Kaj HaC U BO PErMOHOT.

On 0BOj O6poj cuTe TPYIOBU Ce peLeH3UPaHyu U OLeHYBaHU Ol
CTpaHa Ha pecreKkTabuIHU pelieH3eHTH, eKCTIepTH ofi 00J1acTh-
Te MITO Ce UCTPAXKyBaHU BO 0BOj Opoj Ha cniucaHneto. HosuHa
KOja ce HaZileBaMe Ke CTaHe TpajuLMOHAjHA o[ 0BOj Opoj e u
IBOja3MYHOCTA — HA MAaKeJOHCKY U Ha aHIJINCKHU ja3UK.

bnaromapume Ha YHusepautetoT ,CBeTr Kupun u Metonuj* -
Cxomje 3a pMHAHCUCKUTE CPeACTBA 3a 06jaByBarbe Ha 0B0j Opoj
Ha CM1MCaHUeTo.

Co >keyiba ¥ MOHATAMY fla IO MPUBJIEKYBa BHUMAHUETO HA CTPY Y-
Hara jaBHOCT, He CaMO Kaj HaC M HaJIBOp Of, TpaHMLIMTe Ha Haluara
3eMja, 0B0j Opoj ro 3aTBOpaMe Co ujejaTa geKa Ke npeu3BuKame
1ITO rorosieM 6poj Ha MJIa[iM UCTPa’KyBadu KOU Ke cakaat fia ce
Mpe3eHTUpaaT HKU3 CTpaHuLUTe Ha Apc Akagemuxka.

Amna CrojaHocka



YK 792.78:793.3(091)

Amnctpakr: [loHekoram norpebara oz kjacuukaiiuja, mogpe-
IyBame U rpyrnupame He cTaBa [Ipefi CepruosHa 3aziada Koja of
ellHa CTpaHa 3Hauu NoABeAyBan-e Ha U3BeLyBauKUTEe YMETHO-
CTV BO HEKaKBM paMKK U KaTeropuu, HO Of, pyra H IO OJIeCHY-
Ba HQUMHOT Ha HUBHO TOJIKYBaH€, UCUMTYBae, JeKOLpame.
Caxajku [ja ce mo3aHMMaBaM CO efiHa 0] MOYKHUTE Kiacudu-
Kaluu, ce MOBUKAB Ha KyJITHaTa KHUra Ha [lutep bpyk, [Ipasen
upocuiop, BO Koja Toj mpasu nogenba Ha COBPEMEHUOT TeaTap.
[Toarajkn 0TTyKa, HO BO HUTY efieH 00U He TPyejku ce ia '
ariMyupamM CTPUKTHO HEroBrWTe TUIIOBM TeaTap, MCTPaky-
BameTO JlaBa CBOja MHTepHa kyiacudukanuja. [lpu Toa pesyn-
TATOT MOKa)<a [leka TeaTapoT U HeroBata (yHKIIUja MOXKe 1a
ocuMaMpa LpacTUUYHO BHATpe ceKoja kareropuja. [sara mo-
JJapyuTeTu BHaTpe, CeKOj TUTI MOKa)kyBa APacTUUYHO pa3jiuyHU
O[IINKU, HAMeHa, pelieninja u peakiiuja. Cexoj off yTBpAeHUTe
TUIOBHU (TpK Ha OPOj) e MOTKpPerneH CO COO/IBEeTEH HayueH MH-
CTPYMEHTApUyM U MPAKTUYHO MPOBEPEH HU3 COOABETHO W3-
OpaHu 13Be0M, HAaBeIEHU BO TEKCTOT.

Knygyuu 360poBu: n3penba, taHi, bajer, Tearap.

ITPOMUCIIYBAIE HA TAHITIOBUAOT TEATAP:
COIVIEAYBAIA U ITAPAJTEIN

Coma 3gpaBKoBa - [lemapocka

YKUM Daxynmieii 3a mysuuka ymeunocid, Ckotije

TexcToT e moTpeba fja ce U3BPIIN TPOMUCITYBAH€ HA TEATAPOT W HETOBUTE TIPOjaBH fie-
Hec, JOMWHaHTHO MOBP3aHM CO TaHLoBaTa NpoAyKuvja. IMYHO HeMaM Hamepa fia ce
3aHMMaBaM CO MUHATOTO UCTOPUCKM, Mel'yToa MOATOTBEHA CYM [a U3JI0>KaM pa3MuC-
JlyBama, fja [oBjleyaM OfipefileHU rapajeiid U KoMIlapaluy, fla aHajln3aM HeKou Beke
npucdaTeH CTaBOBU 3a TeaTapoT U fla ce obuaam Jja U3BpiiaM HMBHA MPOBEpKa MpeKy
KOHKDPEeTHU TeaTapCKu MpOoAYyKTHU. TeaTapoT MOCTaByBaH BO HEKAKBU CTPOTU €CTETCKU,
bopMaTUBHHU, COOPIKMHCKM, UILJHU IpaHMLM TpOHAOra HajHeBepojaTHW MaTMIITA 3a
peanu3aluja Ha CTOjaJIULITA IITO YeCTO Ce BO KOJIM3Uja CO HeKaKOB HaMeTHaT KaJall
ObMucayBajky ro TeaTapoT, Ke ce TIOBUKAM Ha COCTOj0UTE BO TAHLIOBUMOT TeaTap, HO efl-
HOBpEMeHO BpLIejKU KoMMapaliuja Ha noseke pamHuiita. Of Apyra cTpaHa, OTCeKorali
Me MpoBoLKpaa efHa ocobeHa KHUra Koja JOMUHAHTHO e MALTyBaHa 3a PaMCKHUOT Te-
atap. Toa e kHUrarta Ha KyaTHUOT pexkucep [Tutep Bpyk (Peter Brook), [Tpasen tipociiop.
ABTOpPOT Cce 00MjIe 1a 'O IPOMMCJIM TBOPEIITBOTO MOJPe1yBajKu I'o, laBajKu HEroBa TH-
nu3alyja 1 MOXXHOCT 3a KiacudurKalija, HoO He HAMeTHaTa, KpyTa U He)yHKI[MOHAJIHA,
TYKY MOIIIHe JIMYHA (KaKo UCXoAuITe, BpyK ro KOPUCTH COMCTBEHUOT TBOPEUKU OIMUT).
OBoj TeKCT HU ofijajieKy HeMa Hamepa fia ce Bp3e 3a MofeuTe Ha bpyk u fga ru npo-
eKTHpa BO JIeJIOT Ha TAHI0BATa, OJHOCHO BO KOHKPETHUOT CIydaj bajeTcka ecTeTuKa,
TYKy THe MpeTCTaByBaaT HeKakBa IM0jJoBHa CTaHMIla BO UCTPa’KyBambeTo Kaje Tpeba
Ja ce IBMOKM TAaHLOT fleHec. OBie Ke 6buaT MOHYeHU, TPOTOJNKYBaHU, TPobieMaTu3u-
paHu 1 aHAJIM3UPaHU TPU MOJIEJIH (3a pa3inKa o] YeTUPUTUITHUOT CUCTeM Ha Bpyk) Koj,
BCYIIHOCT, TIOKA)KyBaaT JUBEP3UTET 1 MepMyTaTUBHU cocTojou. CTtaBoBUTe Ke OUpaT
MPOKOMEHTHPAHU BP3 HM3a MPaKTUYHU MPUMEPHU CO TEHAEHLM]a Kafle e Toa MOXKHO Ja
ce ynotpebaT nprMMepu off MakeloHCKaTa CLeHa, Cernak Co Harjacka jleka Hie uMame
JajieKky MoKyca UCTopuja of, pyruTe eBpoIcKu 3eMju.

XubepHUpaH, My3€jCKH UJIM MPTOBEUYKH TeaTap

,AKaZIeMU3MOT" e CBOEBM[IHA MapajiurMa 3a BUCOKWTE, eTUTUCTUUKN YMETHUUKN PO-
JOBM KaKo oriepaTa u 6ajeToT, HO eJHOBpeMEHO 0Baa MpoAyKIi1ja MMEHO Topay Toa,
criara BO T.H. TpyTia Ha - mpuioseuku Wieawiap' necbunupana o bpyk. laau MHT Gemre/e
MpPTOBEUKHU TeaTap 1 Kako (pyHKIMOHUPaA 0BOj BUA? Toa e TeaTap Koj criopef; aBTOPOT e

1 Tlutep bpyxk mecrHupa 4yeTUPH THIIA TeaTap: ,MPTOBEUKH", ,[IOCBETEH", ,FPYO" 1 ,HETOCpeIeH".




JoBefleH 10 HaHAJHOCT, PyTUHUPAHOCT U TPUBUjAJIHOCT, HO TOA YeCTO Ce TIOBP3yBa CO
eKOHOMCKaTa JIOTMKa Ha MOTPOIIyBauKUTe ApyIITBa (Mo3uiKja JOMUHAHTHO MOBP3aHa
Co ipaMcKuTe n3Ben0u). ENMHCTBEHO BO MPBUOT BU (MPTOBEUKMOT Teatap) BpyK r'v Cro-
MeHyBa oriepara u banetor. ,l'osemMara omepa e cekako, MPpTOBEUKHM TeaTap OBefeH 1o
ancypz” (Brook, 1996: 17). OBa ce omHecyBa 1 Ha 6a1eTOT KOH KOj € HaCOYeH UCTpakyBau-
kuot oxyc. OBoj apTUdULIKeNIeH TaHILIOB CHUCTEM CO CTPOrW MpaBuja Ha u3Benba, ce
MOTMMpa Ha SBe3/IeHNTe MOMEHTH MOCTUTHATH BO XIX BeK U ce TPyu 10 ceKoja 1ieHa fa
I'M 3a4yBa, 3aMp3He, xubepHupa. 3a pa3simka off MOXKHOCTA Of] Pa3JIMUHUTE UATaHa Ha
IPaMCKHOT TEKCT, HeropaTa OTBOPEHOCT, bajieTckara MapTUTypa e Kay3aaHo MoBp3aHa
CO CIIEHCKUMOT OJHOCHO KopeorpadcKuoT TeKCT. Bo 0Boj TeaTap Kako MpaBujIo Ha Kope-
orpacujaTa i1 ce ofieyBa MPUOPUTETHO MECTO, MPeJl camaTa TeKCTOBHA MPeJJIoNIKa.
Arncypnor oy joTaMy HITO My3WMKaTa Ha HajIIo3HATOTO baneTcko neso Jlebegoso esepo,
rofijHa 10 CMPTTa Ha KOMIIO3UTOPOT, BO 1894 r. mocTaBeHa Kako (gparMeHT (jaHyapmu
1895 1. e KopeorpacupaHa KOMIJIeTHA MOCTABKA) € JeKOHCTPYHUPAHO 3a MoTpebuTe Ha
xopeorpaccknor TuM Ha Mapuyc [letuna (Marius Petipa/Mapuyc Visanosuu [letumna)
u Jles MBanos (Jles MiBaHosuu ViBaHoB). Bo 0B0Oj ©3MeHeT BUJ TOa € MPUCYTHO [0 fie-
Hec, MMHOPEH e OPOjoT Ha OHME KOU ce obuziesie CLIeHCKH fia ja ,0)KMBeaT  OpMrMHaIHa-
ta naptutypa Ha Yajkoscku ([1éTp Mnbnu YaitkoBckui). BHUMaTe THOTO UyBate Ha T.H.
,KJIACMUHO HACJIe/ICTBO" € e[HA Ol TIPMOPUTETHUTE 3a/laui Ha CBeTCcKaTa kopeorpaduja.
,CTpeMe>KOT 3a 3alITuTa Ha 6ajeTcKoTo HacleACTBo (0 Koe BO pernepToapoT ocTaHaa
caMo OKOJy JiBaeceTHHa MpeTCTaBK) e MPUCYTeH Kaj MHOTY MpaKThUJapy KOou ce 3ajia-
raaT 3a HeroBa aIconyTHa HernpoMmeHausocT (Barcnos, 1980: 107). Bo oBoj nmpaser; ogu
M CTAaBOT Ha AMHpramaaeBa 1 YcoBa Kou BO JIeJIOT mocBeTeH Ha [leTnmna 3abeneryBaaT
».CO TEKOT HA BPEMETO HOBUTE TaJleHTHMpaHU Kopeorpacdu Ke cu MmocTaBaT 3ajada He
na ro mpepaboTaTt TBOPEMTBOTO Ha [leTuna, TyKy BHUMATEIHO, CO MHOTY JbyOOB [1a IO
BpaTaT BO MpBOOUTHUOT 006/MK" (AMupramaaesa, Ycosa, 2002: 363). Ceto Toa ro npasu
0BOj TeaTap ,MPTOBEUKU", ,My3ejCK1‘ OIHOCHO ,eTpuduimpan’. Maejata 3a KOHEUHO
MPOHajZieHu pellleHrja KOU MoIoIHA MpeoraaT BO HAMETHATH MaTPULIU TO 3abesie)xyBa 1
bpyx. ,MpTOBeuKMOT TeaTap MpUCTanyBa KOH KJaCUIIUTe 0f] MO3UIIUja leKa HEKOj HEKO-
ratr OTKpuJI 1 fecbrHupa kako Tue ce urpaat” (Brook, 1996: 14).

Tyka ce benerxu TeHAeHLM]a 38 HEU3MEHIUBOCT, aJIaTKMUTE KOM C€ KOPUCTAT Ce KOH3ep-
Balluja, @ pe3yJTaToT [iela KOU TO0CTOojaT MoBeKke ojl efleH Bek Ha cieHaTa. OBOj BU Ha
TeaTap e ceKako KOHTPaUuHAMLMPAH CO MOoCaKyBaHUTE OJJHOCHO MPOEKTUPAHUTE O JIU-
K1 Ha HOBMOT, MHOBAaTUBeH TeaTap. Ho maniu e HAaBUCTHHA TaKka KaKo IITO U3TJiefia Ha IPB
morJyie] ¥ fajiy 0BOj TUIT He e MoJIoyKeH Ha mpoMeHn? AsTopkara Xenen Tomac (Helen
Thomas) Bo eiHo oz norasjaTa Ha cBojata kuura The body, dance and cultural theory nu-
1IyBa 3a HAYMHWUTE 32 PEKOHCTPYMpPake Ha TAHLIOT, Ha OHUE Jiesia KOW ce UCUe3HaTH, HO
TOa ce OJIHECYBA 1 Ha JleJlaTa KoM Ce O P KyBaaT, a ce MPOM3BOj, Ha AaMHEIIHO, U3MUHATO

2 [JleranHo 3a OCTaNKKTe 3a peJioLMpane, MpOMeHa Ha COCTABOT Ha [eJI0BM MUIITYBa KOMIO3UTopoT Acadijen
BO kHurara 3a banewiow (1974).

Bpeme.* OBa He ja MOTTUKHYBA UJejaTa 3a My3ej Ha u3Begbaltia, TYKy MOYKHOCTA 3a TeHe-
pUpame Ha TPO)KMBeaHU W YKUBY TPAAUIIAN... TOCTOjAaT Pa3IMUHU MOYKHOCTU ITOMET'y aB-
TeHTUUYHOCTA Ha eIHUOT Kpaj Ha cKajaTa M UHTeprpeTaTUBHOCTA Ha ZipyraTa BO OJJHOC
Ha PeKOHCTPYKI[Wja, TpeKperparmbe, peMHBEeHIIW]a, HAcCOUyBatkhe Ha TAaHLIUTE Off U3MUHA-
tute neprogu” (Thomas, 2003: 144). Toa Beke ro mpeocMUCIyBa, OJHOCHO OTBOpa HOBa
MepCrekTUBA BO OTHOC Ha PeBUAMpPakhe Ha TBPAUOT CTaB 3a ,Kay3aJHOCT  OfTHOCHO ,KOH-
3epBaliuja‘ Ha MPeTCTaBUTe, U MMIITMIMPA MOXXHOCT 3a MpOMeHU. BHecoT Ha ofipefieHu
TIPOMEHH, He € HOBMHA, TYKY KaKo IITO Ke BUAMME 1 OfI CJIeTHUOT LIUTAT KOPHCHA ajlaTKa.
,HoBata nocranoBka [70-tute rom. Ha XX Bek - aBT. 3a0.] Ha Jlebegoso e3epo mocTaBeHa
Bo I'ABT [[Ip>kaBHUOT akazieMCKu TeaTap ,bBasbioj‘ Bo MockBa - aBT. 3a0.] e mpakTUUHO
3a4yByBame Ha KJIACMYHOTO HacsecTBo. OCHOBHATA 1€ € 3auyByBathe Ha HajaobpoTo
on mocTaHoBKkaTa of 1895 T. M oTCcTpaHyBake Ha Ce IITO e 3aCTaPeHO: MaHTOMUMHUTE Jie-
JIOBU KOM COBPILIEHO ja obecMucyBaar, obpeMeHyBaaT poMaHTUUHaTa prkasHa’“ (Aaca-
dbeB, 1974: 189). Bo LieHTpasHaTa MHCTUTYLM]a, aMmbyieM Ha coBeTcKaTa bajieTcka KyJi-
Typa, yUITe BO CeiyMleCeTTUTe rofMHU MOUHa Jla 103BOJ1yBa CyCclieH3uja Ha ofjpefleHU
IeJIOBY 1 HUBHO CYTICTUTYMpaH-e CO HOBU, 0coBpeMeHeTu. Toa e moTpebHO mopaju npo-
LIeCOT HAa MOJlepHU3aluja, KOj ce oIBUBAllle U BO 3eMju CO LieHTpaln3rnpaH, napTusrnpan
U CTPOTO KOHTPOJIMpPAH KyATypeH MeHaMeHT kaksa mto Geme CCCP. Cnegume 1iena
HU3a Ha MpUMepH (HajuecTo MpUKaXKyBaHM BO 3aMafiHOEBPOINCKMOT Teatap) Kafe IITo
MOCTereHo ce MeHyBalle Kopeorpadujara, ClieHaproTo, U3BelyBadyKaTa CTUINCTUKA.
Wnu He Taxa nocreneno? Ke ce 3agpiume Ha noctaskata o 1995 r. (TOBTOpPHO Hekako
CUMOOJIMUHO MOBP3aHa, 0JJHOCHO MIOHYIeHa TOYHO CTO FOJMHM 0 peflakiinjaTa Ha [leTu-
ma 1 MiBaHoB). EfeH Miaz 6putaHcky Kopeorpad mocTaByi KOMIJIETHO PEKOHLETTYa1-
3upaHa Bep3uja Ha Jlebegoso esepo. Matukure nebenu Ha MeTjy bopH (Matthew Bourne) n
HMBHATa HarjlaceHa MoJiepHa TaHLoBa ecTeTUKa MOTKPereHo CO KOHTpOBep3HaTa Mpu-
Ka3Ha 3a KpaJICKOTO CeMejCTBO, XOMOCEKCYaJIHOCTA, fiehOPMUPAHUTE CEMEJHU OJIHOCH,
eMoOlL[OHaJIHaTa epo3uja bea (hMHAJHUOT yap 3afaieH Ha ,xubepHupaHaTa“ Bep3uja Ha
6anerot’. Ho mto ce ciyuu noToa co nesioto Ha bopH? Toa u mokpaj MHOIITBOTO MoJie-
MUKW, KPUTHUKY (KOM TTaTeM Oea ofiIMYHa pekJilaMa Ha PO yKiMjaTa) CBojaTa npemuepa
ja mo>KMBea BO BTOPUOT TI0 3HauUeHe TaHIOB TeaTap Bo Jlonmon, ,Cagnepc Benc’. OBaa
pefaxiivja peurcU KBapTas Mo MOCTaByBaWHEeTO e Ce yIITe Ha periepToapoT U Ce yIITe e
nposiaBaHa. Taa uMalile u OCTOjaHO UMa TYPHEU, U He CaMO TOa, TYKY KOMITJIETHO Ce T10-
CTaBM/MpeHece BO HEKOJIKY TeaTpH, MOCIe[JHaTa ce CJy4yu caMo Tpej| HeKoja roJiiHa Ha
enHa o bponBsejckure cuenn. OBOj yMETHUYKU MTPOAYKT KpeupaH of, bopH dhpya HoBa
CBeT/IMHA BP3 OHA MITO Hellle HapeueHO neTpuduiiupad Mogen. OBoj iea UHULMpa He-
KOJIKY Ipalliamba KOU Ce 0JJHeCcyBaaT Ha BOCTAHOBEHUTE MOMMU — KJIACUUHO HACJIe[ICTBO,
(bukcupaHu KopeorpadCcky TEKCTOBU M ,My3ejcky Tearap’. [laju oBoj peBONyIMOHe-

3 McropujaTa Ha 6anetor Ha XX Bek Gesie)ku v ApyTi Bep3un KoM TIOHy/Mja cCoceM HoBa Kopeorpadcka
naprurypa: [lon Hojmaep (John Neumeier) ja mocrasu Maysuu kaxo Jlebegoso esepo (1976), Mati Ex (Mats Ek)
Jlebegoso esepo (1987) n ip., HO KpealjaTa Ha BOpH MOOYaM OrpOMEH MHTEPEC, TTIONEeMUKH, KOHTPOBEP3U 1
MOpaji TOa e M3ABOeHa BO aHaIM3aTa.
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PEH MPOEKT IoJIeKa ce peTBopa Bo ,x1ubepHupan? Jlanu co Toa mTo nybaukara npexy
COTICTBEHUOT MHTEPEC 3a [IeJIOTO IO BTypPHA UCTOTO BO IPymaTa ,KJIaCUuIHO HACJIe/ICTBO"
(HeITo WITO TEPMUHOJIOWIKY Ce BP3yBa 3a [ejaTa Ha [leturna, Ha ViBaHoB, Ha DOKMH) 1
COCeM TM U3MECTU MOCTOjHUTE (hOPMATHUBHU KOHCTPYKTHU?

ITonuTuKY, aHTa>KMPaH TeaTap

On TeHJeHLMjaTa 3a 3a4yByBakbe NNPEeMMHYBaMe KOH TearapoT KOj e Bo (pyHKLMja Ha
OMILTEeCTBOTO HA efleH UJIM Ha APYyT HauWH. Bo ofipefileHN ypellyBama, CUCTEMU, PEIKUMU
oulinjasHaTa KyJTypHa MOJUTHKA UM KJIMMa (BO CMHUCJIa HAMeTHaTa oj ToTpebuTe Ha
MOJIUTUKATA) Kperpa ,lIporaraTopcku’ ,aruTaTopcku® Tearap.

Ke HarpaBvMe MaJ1 eKCKypC HU3 CTPaHULATE HA PYCKMOT bajeTcku Teatap. Pyckure Ko-
peorpadu - Visan Banbex (MBan MiBanosuu Banbbepx) u Agam I'nymkoscku (Agam [Tasio-
BUY [ TIyIIKOBCKM) BO OAPEeZeH UCTOPUCKM MOMEHT OTIIOUHAJIe CO3[jaBate Ha aHra)kupaH
Tun npercrasu. Bojuarta Ha Pycuja co Typuuja (1806-1812) 6ua noTkpereHa co co3iaBame
Ha afieKBaTeH perepToap. Bo 0Boj neproj ce co3maBajie MpeTCTaBy KOU ja jakHesie ,Hal1o-
HaJiHaTa CBeCT U MaTproTuamMot . CaMuTe HACJIOBU HA bajieTUTe HU ja OTKPUBAAT UjejaTa
3a HUBHOTO co3/1aBame: Hosaa xepoura unu JKenawia-kozax (1910), /by6os kox Wattik0BUHAAG
(1912), Pycuwie 8o I'epmanuja (1914). Iymkun (Anexcargp CepreeBud [ymikuH) Bo efieH CBOj
TeKCT HY ja TIpeHecyBa aTMocepaTa Ha efieH ofi OBUe u3Bezbou ,kora r-rata Kosocosa ..Bo
pycka obreka, beckajku co MajurHCKa TOPJIOCT, M3J1e3e BO MOCJIeIHMOT HaeT, cé 3arpMme,
cure nosrkaa“ ([Mymikun, 1949: 11). Bo oBaa rpymna BepojaTHO caMo MOMaTHO OM I'i CIIOMeHa-
Jie bajieTuTe KperpaHu Mo OKTOMBpPHCKATa peBoJylirja Kou Hea CTPOro KOHTPOJIMPaHU 1
UJEoNIOIKM HacouyBaHM off HapokommpocoT. HajaHauajuure xopeorpacu Bo TOJUHUTE
Ha CO3[jaBame Ha KOMyHUCTHYKATa BIacT v nocrasuja Caasjancka mapcenesa (1921), [[pse-
Huowi Buop (1924), Butuen (1927). OBre npuMepy ce olHECYBaaT Ha HAMEHCKHW TPOU3BeIeHN
Zlesia KoM HajiMpeKTHO Ke TIPOoKJIaMKpaaT 1 Ke Mpornarupaar ofipesieH ctaB. Mo)kxHocTa 3a
MOJIMTUYKY KOHOTALMK TIOCTOU 1 BO OfIHOC Ha KOPHUCTEH-€ Ha TOCTOeUKM TTUeCH, TEKCTOB-
HY MaTPULIM M KMITPerHMpare Ha akTyeHn nmopaku. ABropkure Xoser (Julie Holledge) n
TomnkuHc (Joanne Tompkins) ro aHann3supaa heHOMEHOT Ha OrpOMHa MOMyJIapHoCT Ha M6-
3eHoBaTa Hopa Bo HapomHa Pertybivka KuHa nopagy HQUMHOT Ha 4MTake MoBP3yBaH CO
eMaHIMIalLjaTa v TpoMeHaTa Ha IoJioxcbaTa Ha »keHaTa BO OMIITeCTBOTO?,

Beke conpBaranpercraBa Ha MHT® ce HaceTyBa nieoolKa HACOUEHOCT M CBOEBUHA &1y~
Kaluja“ Ha myObnMKaTa BO HOBUOT COLIMJANIMCTUUYKM AyX. Bo TEKOT Ha 0OBOj Ieproj, MMalle
MHOIITBO BaKBU TMOJIUTUUKK MPOEKTH, LIeH3YPUPAHH [iej1a, ZUCLIUIIIMHUPAHU TeaTapCcKu

4 ABTOpKUTe BO OBOj eCej TO pasrieiyBaaT Au(epeHTHUOT HAUMH Ha TOJIKYBame U CLIEHCKO, OTHOCHO
dunmcko ocbopmyBame Ha Hopa Bo Jaronuja, Kuna u Mpas.

5 [lpBarta mpeTcraBa MpeMKUepHO e TpUKakaHa Ha 3 anpuit 1945 roavHa, Toa e fipamara [1rauwion Kpeuewi of,
Anexcangiap Kophejuyk (Onexcanap €pgokumonnd KopHiriuyk), Bo pesxuja Ha Jumutap Kocrapos, mpesog Ha
Braxke Konecku. [lpamara ce 3aHMMaBa co 0fipeflyBarhe Ha MeCTOTO, yJlorata v MpouIoT Ha UHTeJMreHIujaTa
BO HOBOTO KOMYHUCTHUYKO OMIITECTBO M (hOPMUPAHETO Ha HOB BUJ] COBETCKYM MHTEJIeKTyasIell,

paboTHUILM. 32 0OTBOPaH-€TO Ha HOBUOT 00jeKkT® Ha JieBaTa cTpaHa Ha Bapmap Bo 1983 r, base-
TOT ja TIOATOTBU TpeMuepara Ha Jlezenga 3a wybosiia, neno ocobeno nonynapHo o CCCP. Bo
Hero riaaBHUOT MK dPepxaz ja ocTaBa JbybOBTa HA CBOjOT >KUBOT, TpuHLie3ata [npuH, u um
ce MPUIPYIKYBa Ha CeJIaHMTe BO MPOKOIOT HA KaHaJIOT o Bofa. Jlypu v ucTouHaTa jiereHa
Oelite npepaboTeHa ¥ UAEOIOKY (PyHIAMpaHa, IOMUHUpallle CUjlaTa Ha KOJIEKTUBHUOT AYX.
BpepHocTUTe Ha COLMjaIMCTUUKATA CTBAPHOCT Gea cepBUpaHy Mpef CKorcKaTa myoinka,
KaKo 1 IIpY OTBOPameTo Ha peusrpajeHror MHT. M36opor Ha npeTcraBuTe He Gelie Cy-
yaeH. Tvie Hocea cUJTHA TIOPaKa, HO UCTUTE COCEM Ce pa3IMKyBaa BO CBOjaTa CoOipKMHA U MH-
TeHIWja mTo berie AUKTUPAHO Off COLMO-TIONMUTUUKUOT KOHTEKCT. [leuHUpamkeTo Ha 0BOj
BUJ Teatap e IMpeKTHO MOBP3aH CO Heropara LeJt, OTHOCHO eheKT Koj ce ouekyBa. M mokpaj
OpMeHTallMjaTa KOH KJIACUYHUOT OajieTCKy perneproap cliefiuMe MpUMepU Ha HaMeHCKU
COo371aBaH KYJTYPeH MpoAyKT BO aBTOPCTBO Ha MakeZoHCKUTe kopeorpacdu. Of perepTo-
apoT ru u3zaBojyBame: Boera upukasna (1971), my3. Jb. Bpanronuiia, kop. B. Koctuk; Toa e uo-
gek (1981), my3. Jb. bpanromuia, kop. M. Lipeeros u A. CrojaHoBuK; Xepojcka cumeporuja (1985),
my3. T. Tpores, kop. A. CrojaHoBuk. Cute oBue [iejia UMaaT BoeHa/xepojcka TeMaTtrka. 1oa
e 4oBex e MUPEKTHO MOCBeTEH Ha JIMJEepOT Ha Jyrociasuja, Jocun bpo3 Tuto, mpuka<yBajku
enu30/u ofi BojHaTa 1 nobepata Hazl pammctute. OBUe NpeTcTaBu He Taka OpojHH, HO ce-
MaK MPUCYTHM Ha perepToapoT ro busigaa Beke rof3abopaBeHUOT oYX U cekaBarbe (efHa
nocraseHa Bo 70-Tute, a apyrure ase Bo 80-TUTe) HA HAPOAHO-OCI0O0UTEIHATA BOjHA, HA
3aeIHAIITBOTO KOe Oellle Mof, cepruo3Ha 3aKaHa Ha BUOPOT Ha [le3nHTerpaTuBHuTe njeun. Ho
OBOj TUIT HAa TPETCTABU HE € OBP3aH CTPUKTHO CO TIONUTUYKUOT CUCTEM, HATTPOTHUB, flefia Off
OBaa rpyra cjerMme 1 Bo ieMokparcka Maxegonuja o 1991T.

Ho oBoj chopmar nma 1 cBoja Apyra cTpaHa, Teatap Koj ja KOMeHTHpa OMIITecTBeHaTa
Mo3uLIKja, TeaTap Koj perimuupa u KOMeHTUpa. ,AHra)K MpaHuoT, ,IOATUUYKUOT TeaTap
ce TMOBP3yBa CO Ipyla Ha repMaHCKy pexkucepu Mery kou ce: Bepront bpext (Bertolt
Brecht), Epsun ITuckatop (Erwin Piscator) utH. Mgejara Ha 0Boj TeaTap e ga MOTTUKHE
KPUTWUYKO Pa3MUCIyBakbhe Kaj rieflaunTe. BepojaTHO Kako HEKAKOB 0/IeK BO TepMaHCKa-
Ta KyJTYpPHA CpeJIMHA, HO U KaKo MPOZ0JKeHWe Ha TePMAaHCKHUOT MOJiepeH TaHl1l ce hop-
Mupalie efiHa MOIIHe crieludryHa IK0Ja/CTUII KOj 0 MOZeIpalle U ' Jaje MpBUTe
npoaykT Bo 30-Tute o XX Bek co genara Ha Kypr Joc (Kurt Jooss), a mpogonoxu co
efleH BOCTaHOBEH KOHTUHYUTET CO MpoayKiujara Ha [TuHa Baym (Pina Bausch) u Jo-
xaH Kpecnuk (Johann Kresnik). Bo npercraBure Ha KpecHUK 0CHOBHATa MaKCUMa e ,ceé
e 7103B0JIeHO0 . Hajrosiem fiest ofi HeroBMOT KopeorpadCck Omyc BO TEMCKH MOTJie] 3a3e/ie
besierxerbeTo Ha MOJUTUYKUTE IeBUjalliK Ha 3anagHUoT crcteM (XookaycTot, Buet-
HaMcKarta BOjHa, peyHuMKaljaTa Ha ['epMaHuja, TOAMHUTE Ha COBETCKO BIIMjaHUe U
ci). Ilybnukara e cBecHa ieKka Kora ofu Ha KpecHUKOBUTe rpeTcTaBy, Taa Hema Boajep-
CKM [la Y)KUBA, TYKy Ke bupat HajopyTaimHo bombaparpann’ cuTe ceTusa co Le ia ce

6 O06jeKT BO K0j ieHeC ersucTrpaat ancambiuTe Ha MakesioHCKaTa orepa 1 basner.

7 Kpecnuk criope edpektrte ce mpubIMKyBa 0 KOHLENTOT Ha Tealllapoil Ha »ecilokociia Ha AHTOHeH ApTo
(Antonin Artaud).
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axKTyajM3upa ofipefieH rpobiem Koj Ke ro HaTepa riaefadoT U 110 CIyIiTale Ha 3aBeca-
Ta CO [03a Ha ropuKHa [ja ce HaBpaKa IIOBTOPHO U MOBTOPHO. [locTaByBajku ro genoTo
Paj (1968) mocBeTeHO Ha aTEHTATOT Ha JIMAEPOT Ha CTYAEHTCKOTO ABMKere Pyan [lyuke
(Rudi Dutschke), Kpecnuk mazme cBoe BUiyBame Ha HACTAHOT. BUHOBHU 3a CMPTTa, CII0-
pen KpecHuk Gea feporupaHuoT MeMyMCKM CUCTEM U TporaraHjjHaTa MalliHepuja.
CakajKku JUpPeKTHO a IO BIIePU IIPCTOT KOH OJFOBOPHUTE JIMLIA U Y PeJHULIUTE HA IPOCHU-
CTeMCKUTE KOHTPOJIMPaHW MeMyMHMU, TOj BO €[lHa Of] CLIEHUTE Ha aTeHTaTOT, UCTYPU BP3
CLeHaTa UCeYoLy o] BeCHULMTe. [lyuKe, BCYLIHOCT, yMUPa O] UCTPEJIOT Ha MeIUyMCKHU-
oT padaJi, a He 0] Ky pIIyMOT KOj (PU3UUKU 'O JIMKBUAMPALIIE.

3a pasnuka of KpecHHWK U HETOBUOT aHTa>KMPaH MOJMUMTUYKHK cTaB, [InHa bBaymr ja uH-
Tepecupaa OfHOCOT Mery MoJjIoBUTe, erpafalinjaTa Ha )keHaTa, hpycrapaluure, oca-
MEHOCTa, CTpacTa 3a MOK. EeKToT oz Toa e akTUBKMparme Ha TefladoT, MoHeKorall 1
nupekTHo. Bo Jojgu u wianyysaj co mene (1977) Taa ja npedekopu bapuepara Koja r'v pas-
IBOjyBallle clleHaTa ¥ mybJuKaTa U ' COeiMHU, He camMo (PU3NYKH, TYKY U MUCJIOBHO,
HaMeTHYBajKH ja iujiemMaTa 3a YoOBeKOT M HeropaTa oriiuTecTBeHa nojoxba. bayui ro 06-
pa3noy<yBa HAUMHOT Ha yHKLIMOHUPAaH-e Ha Hej3auHuTe feja: ,Moute nuecu He ‘pacrat’
Ofl TIOUeTOK [0 Kpaj, TYKY pacTtat ofHaTpe KoH Hagsop" (Schmid, 11). Taa ru oronyBa Haj-
JaboKUTe 9yBCTBA U MTOHEKOorall Toa H0JTHO BJIMjae Bp3 OHUE KOW AUPEKTHO Ce Mpero3Ha-
BaaT BO HUB.

Bo MakeOHCKMOT TaHLIOB TeaTap besie)xuMe MUHOPeH 6poj u3Besou o 0Boj THI. [leaH
[Ton-XpucToBa Bo KoaBropcTBo co Cama EdTuMoBa, Bo npoaykiija Ha ,Pebuc” ja kpe-
upaie npercrasata [Ienzen (2004). [IpeTcraBara ro akTyaausupa 4yBCTBOTO Ha KJiay-
CcTpopOOMUYHOCT Ha MaKeJOHCKMOT I'palfaHUH BO KOHTEKCT Ha lLeHreH-BU3HaTa 3aBeca®.
Cama EdprrmoBa Bo efHO UHTepBjy ucTakHyBa: LlleHreH ce pofu off MOETO IMYHO Uy B-
CTBO Ha HEMOK MopaZu HEMOXKHOCTa [ia peajin3rpam efjHa Moja ufeja. Kora u ro xakas
Toa Ha ['oppana [leaH, Taa MM MpeJIOXKK [ja HarpaBrMMe npeTcTasa 3a Toa“ (Konescka,
2005). OBaa npetcTaBa belre fUPeKTeH KOMeHTap Ha MaKeJOHCKaTa CTBAPHOCT U Orpa-
HUYeHUTe ciob0M Ha [BKXKeHe. Bo TypOyJIeHTHUOT MOJUTUYKU Tepuoj Hesex ume
YIITe eZleH MOIITHe NHTepeceH MpUMep Ha ,TAHLIOB aKTHBU3aM". Bo BpeMe Ha aHTUBIAIU-
Hute npotectu (2016) beliie opraHM3UpaH 1 CErMEHT Ka/ie IITO U PeKy YMeTHUUKA Ipo-
IyKLKja ce IIpKocCellle Ha Cy4dyBatbara. EfHa o Hajak TUBHUTe Oellle pe)xucepkara 30ja
By3ankoBcka Koja ja moAroTBu rnpercraBarta Bpewme 3a 3abasa. Bo Hea bea MHTerprpanu
rOBOPH Ha MPEeMKUepOT, CHUMKHM Off TPUCIYIIKYBAHM Pa3roBopu (rTo Oelire TpUrepoT 3a
MOYeTOK Ha MpoTecTuTe) Bo muecute Ha ITuHTtep (Harold Pinter), Ho Geliie MOArOTBeH 1
TaHLOB fleJl. TaHIlyBalle akTUBUCTOT, TOOOPHUK 32 YOBEKOBH IMpaBsa 1 npocdecop Ha H-
CTUTYTOT 3a COLIMOJIMIIKHY, TIOJIUTUUKK U TIPaBHM UCTpa)<yBara, MupjaHa Hajuescka.
HejzunuoT HacTamn numatlie LeJi 1a IOTTUKHE pa3MUCIyBame U peakiija Kaj myonuKkara.
Taa camara azie objacHyBarbe 3a CBOjOT HACTal BeJiejku ieka BO epo/IMpaHo, 1eBUjaHT-
HO U KOPYTITHMBHO OTIITECTBO CO UCKPMBEHU BPELHOCTH U HOPMU, Taa MOXKe Jia CU JI0-

8 Bu3HMOT pe)xKM 3a MaKeJOHCKUTE rparaHu 3a eBporcKuTe Ap>kasu belre ykuHat Bo gekemspu 2009 .

3BOJIM [ia TIPeMIHe BO fipyTra npodecuja u ja ctade OanepuHa. OBa cexako He e fies of
npoaykiujara Ha MHT/MOD, Ho e mpuMep 3a aneakupar, akiiusuciiuuky rmepdopmaHc.

Camuor bpyk Bo kHUTaTa Hulliku Ha Bpemenio 3a efieH CBoj 06Uz nuinysa: ,OBa belire He-
JlarofieH MOMEHT Ha COMHE K KOj oOpUOT MOJTUTHYKY TeaTtap Mopa [la o Mpeau3BrKa,
COMHEX Koj Tpeba [1a Hé cJiein Ha YJIUIa, M aKo € Toa MOYKHO MOCTOjaHo fia Hé Maun®
(bpyk, 2004: 135). Bo ,aHra)kupaHuoT Teatap’ ciegume efeH payKTyrupadku MpoLec Ha
aHTa>XMpPaHOCT Off CTPAHA Ha MOJMTUUKY aKTyeJlHaTa HOMEHKJIATypa Cé 10 KOMITJIETHO
MEeHYBaHe ,Ha CTpaHUTe" MOTOUHO HAYUH 32 aKTyau3upame Ha IeBUjaHTHUTE M0jaBu
Ha COBPEMEHOTO OMIITeCTBO. Mo>KeOUu MPEeKTHOTO COCEM TOTPEITHO TOJIKYBakhe Ha 300-
pOT TOJUTHUKK, HEé TypKa BO eZiHA 3aMKa Ha MOBP3yBake HA aKTyeJHUTEe COCTOjOU U
,KoprcTemeTo Ha Teatapot‘. OBOj T Ha U3Be0a Koja Tpeba [ja TM MPOKOMEHTHpA He
CaMo aKTyeJHUTe, TYKYy MHOT'Y MoBeKe MapruHaju3upaHuTe rpyIn, COCTOjOu, acTieKTH
MOXKeOU MOCOOZIBETHO € J1a TO UMeHYBaMe aHZaXUPaH, AKWUBUCUUYKU OTKOJIKY UOAUMUY-
ku. Ho mpecexkoT HM Moka)kyBa fieKa KOJIKY MapajfijoKcaiHO fia U3rieia, 0BOj KOHKpEeTeH
BU/JI TO TIPOHAOraMe U BO TaHIIOBATa MPOAYKIja.

ExnepumeHTasieH Teatap

Bo oBaa rpymna mMoxe fia ce BOpojaT cuTe 00M M MpeKky eKCrepUMEHT Jla Ce U3HajJie HOBa,
aBTeHTUUHA, crienuduyHa popma Ha u3segba. Bo MHT/MOD cnegume moBpeMeHu o6u-
I1 Ha eKcrieprMeHTasieH Teatap. Co 3ajjayaTa [ja MpoHajaT HOBa TeaTapcka MoeTuka,
aKTUBHO Ce 3aHMMaBaa 1 aBTOPUTe Ha PYCKMOT aBaHrapzeH Teatap: Mejepxosbn (Bce-
BOJIOZ, IMUIbeBUY Meitepxonbg) co cBojata 6uomexanuxa, Taupos (Anexcanap Slkos-
nesuu Tanpos) MpeKy HeroBUOT Heopeanusam v Baxranros (Esrenuit BarpaTnonosnu
BaxTaHros) co curitiesaiuia. OBaa rpymna co CBOMTe UCTpa)kyBama ja 3boratysa I'poTos-
cku (Jerzy Grotowski) co paboraTa Bo cBojaTa Weaiapcka rabopaiopuja, Eyuernno bapba
(Eugenio Barba) v HerosuTe rctTparkyBama U eKCepruMeHTH BO PAMKW Ha WeailapcKkaiia
anuipouonocuja. HoBUOT TeaTap e cekorair HOCUTEJ Ha MHOBALIUU, CeKOTalll ToCaKyBaH,
HO He cekorati 1 flobpeojaeH. BpBuiiuTe KoM BOJAT /10 HETO, Ce TelIKO AocTanHu. Toa e
TeaTapcKa ajaxeMuja, HeKou ce ofdpaHu M TTOCBeTEeHU Ha 0Baa YMEITHOCT, APYTH U TTOKPaj
TPYZAOT He yCIleBaar fia ja OTKpHWjaT TajHaTa ¥ HUBHATa YMETHOCT Ipeofa BoO OaHaJIHOCT,
6e311ejHOCT U MAHUPU3AM.,

Bo 60-tuTe roguHu Ha MUHATHOT Bek, Bo CAJ] ce ohopMu MOCTMOZEPHUOT TAHIIOB Mpa-
Bel] KOj MMalle HUXUJIUCTUUKU CTaB Mo cé mTo Oelle MOBP3aHO CO TeaTapCKUOT UMH,
U ja MOCTaBM eKCMePUMEHTaTHOCTa KaKo eJIMHCTBEH BaJMJeH KPUTepUyM Mpu co3jia-
Bat-eTo Ha flesiata. OBaa rpymnaiuja r mOMeCTH IpaHULUTe Ha MOMMameTo 3a TeaTapor,
nybyivKaTa, u3BesbaTa, TeXHUKATA, WKoJIaTa, cleHara, Teaoto. MBox PajHep (Yvonne
Rainer) rv MCKJTyUM TpeHMPAHUTE UT'PAYM M KOPUCTEIIe aMaTepy OIHOCHO JIyT'e KOU He-
Maa HMKaKBa TaHLoBa 0byka nin uckyctso. Tpuiia bpayt (Trisha Brown) 6etiie haciiu-
HUpaHa Ofi TPOCTOPOT, Taa He CaMo LITO I'M peaju3uparie CBOUTe U3Bea0M HaiBop Off
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TeaTapCKUTe SUJOBU, TYKY OTHJIe UeKOp MOHATaMy MIPayuTe TH MOCTaBKu BO MO3UIIUja
KOja e HaJBOp Of IPMPOJHUTE 3aKOHU Ha rpaBuTaiujata. Tsajaa Tapmn (Twyla Tharp) cu
urpaitie co HeornpeieJIeHOTO BpeMeTpaeHe v MpoCTOPOT Ha CBOMTe jlefa. ,ExcrnepumMeH-
TaJIHUOT TeaTap CTaJIHO U3JieryBa HaZiBOp Off TeaTapCKuTe 3jaHuja U Bjierysa Bo coba
vy punr.. (bpyk, 1995: 77). TlocTMofepHaTa BO TAHLIOT He Oelle 4eKop Hampes, TYKY
YyeKop HaJIBOP Off U3BeJyBauKaTa KOHBEHIIUja, MPeKy KOHLUMUPaHke Ha MOTMOJIHO HOB
Teatapcku ¢gopmar. Toa bemre OYHT MPOTUB HOPMUTE, MPOTUB popMaTa Ha MOZAEPHU-
OT TaHLl, MPOTUB CTEPEOTUIIOT U eTyTaHTHOCTA HA MAHUPHU3MOT U KOH(POPMU3MOT Ha
ycTaneHure hopMu.

ExcrieprMeHTanHUOT TeaTap e NMporpecrBeH, aBaHrap/ieH, CeKorall HOB U TPOMEHJIUB.
[To oHOj HeBepojaTeH bpaH Ha MHOBAILIMK U COCEM HOB BUJ Ha U3Be0a Bo 60-THTe U rove-
TOKOT Ha 70-THTe, CIeflejKU T HOCUTEJIMTE Ha TaHI[OBUOT MOCTMOZEPHN3aM OTKpUBaMe
HEBEepOojaTHO CKPIIHYBakhe, Bpakarhe KOH KOHBEHIIMOHATHWOT, TIa IYPY U ,TPaAuloHa-
JileH" TaHLOB TeaTap. Tpuila bpayH Bo efjHO cBoe MHTEPBjy 3abesiexxyBa: ,IlpBute mner
TOZIMHU O]] KapyepaTa ' TOMWHAB HaZBOP Of TPAUIIMOHAIHUOT TeaTap, Taka IITO MO-
JKeB [1a TO elleHTpaJIu3rpam MpoCcTOPOT... He HU COHYBAB ieka HeKorail Mo)KaM Jla Ka-
’KaM [leKa TeaTapoT HyIM MOXKHOCT 3a CO3/laBathe Maruja Kako HUTY e[JHO IpyTo MecTo"
(Brown, 1988: 267). Tapm Beke og 70-TuTe nepMaHeHTHO Oellle MPUCYTHA BO OaJeTCKUTe
KOMITaHUM ¥ BO HALIMOHAJHKWTe KyKu. Taa MCcTo Taka umalie nmoBeke copaboTKM €O Haj-
rosieMuoT bajieTcku TaHdap Ha kpajoT og XX Bek Muxaun BapuumHukos® (Muxann Hu-
KoJsiaeBUY baphIIHUKOB) paboTeHu Bo peHoMupanunoT American Ballet Theatre. Jlycuna
Yajnzc (Lucinda Childs) Bo 2003 r. 3a KeneBckaTa ornepa ro kopeorpadupatie Jagrec u
Xnoe. Bo maj 2009 r. Hanmonanuuor 6anet Ha Mapcej ro nogrorsu Temiio Buyuto, nonexa
Bo 2016 1. Bo Haunonanxata onepa Ha JIuoH ja moctasu Grosse Fugue. [IpeTcTaBHUUKUTE
Ha HajaBaHTapAHWOT, HAjaBTEHTUYHUOT TAHIIOB TIpaBel] TTOCTENeHO ce Bpakaa KOH Te-
aTapckara ClleHa ¥ Hej3MHUTe KOHBEeHIWU. YIIITe MOoBeKe TUe ce aHra)KUpaH! BO TOje-
MHTe HallMOHAJIHM KYKH (KakBa 1mto e MOD) Kou ce CMHOHMM 3a ,MpTOBEYKHUOT TeaTap”.
[Tocnegnara hasa of TBOPEIITBOTO Ha OBMe Kopeorpadu e creuduueH JBOHACOUEH
Mpoliec Kajie MTO THe ja BHeCYyBaaT HOBaTa TaHLIOBA eCTeTUKa Ha ,0(pulirjasHa’“ clieHa
U cexako rv npudaraaT ycJIoOBUTe KOU BafieaT Ha Hea, BO OBOj KOHTEKCT 1 MPOUIOT
Ha efyupaHy 6aaeTCcKy Urpayu co HUBHATA PUTHIHA YUCTO KJacudyHa TexHuka. [1pu-
Kas3HaTa 3a eKCreprMeHTaJHUOT TeaTap YMHAM HajaJleKBaTHO e Jia ja 3aBpliaM co efleH
uurat of bpyk: , EkcrieprMenTaneH’ e na)xaus 36op. ExcriepumeHTaneH Tpeba fa oume
CeKOj BUCTUHCKU TIPOLIeC, IYPH U BO HAjKOHBEHLMOHATHN OKOJIHOCTH. 3aT0a BO CIPO-
TUBCTABYBAWHETO HA eKCUepUMEHIAIEH U WPpAGUYUOHAIeH UMa HEeILI TO BellTauyko. BucTuH-
CKOTO 3Hauyere Ha 300poT e ‘[a ce UCTparkyBa’ He e ‘BeKe [a Ce eKCIepUMEHTUPA, TYKY
eJIHOCTABHO Jla ce UMa HeorpaHMYeHo BpeMe fia He ce paboTH Mo MPUTUCOK feKa Ha
oapezeH gaTym Tpeba ga nokakere gobap pesyarat (bpyk, 2004: 130).

9 Tapn 3a Bapummukos ru nocrasu: Push Comes To Shove (1976); Once More, Frank (1976); The Little Ballet u
Sinatra Suite (1983) u Baryshnikov By Tharp (1984).

Hekonky pa3muciyBama 3a Kpaj

[ToBTOpHO moafaMe [0 MpallamkeTO fajlyd MOXKeMe Taka efJHOCTABHO [la TY MOoApeuMe
M0 MOJIMLU TUTIOBUTE Ha TeaTap U TBOPELITBO, IaJiu MOXKe OfiHATIpes; 1a 0OMUCIUME U
nannanrpame? [ToHexoralnn oricecuBHaTa MoTpeba ofi lepMHUParhe CU MOUTPyBa Co HaC,
MPUKAXKyBajKu HY OMjaMeTpaiHO pa3IMuHU IPUMepPHU Off ,MUCT TUIT“ HA TeaTap.

HeszaBucHo 3a koj Tumn ce paboTu HU3 MpUMepUTe cieMe Tpoliec Ha TpaHcdopMaliuja
u npoMeHa. HajaBaHrapziHUTE MPeTCTaBU CO TEKOT HA BPEMETO MOXKAT Jja MOCTAHAT MY-
3ejcKu, HajripoBepeHrTe (DOPMU Ha MOJIMTUYKO BJIMjaHUe TIPeKy TeaTapoT MOXKAT fia ce
UCTIOJNTHAT CO HAjKPUTUUKA COAPIKMHA. EJHOCTABHO He € MOYKHO CO e IUHCTBEH UeKop, pe-
HIeHue UJIM OJIJIyKa Jla ce U3BPLIM TpaHchopMaliKja, 3a Toa e MoTpebHO 0OMUCTyBate
He caMO Ha ecTeTUMKaTa Ha HOBaTa MpeTcTaBa, TYKY ¥ Ha MHCTPYMEHTHUTe (afjeKBaTeH
1300p Ha M3BeJIeHU JleJia, KBaJIMTeTHA eKu1Ia Koja ke paboTH Ha MPOeKTUTE, MOXKHOCT 3a
npeseHTalMja Ha pa3IMUHU PeXXKMUCepCKu/Kopeorpadcku KOHLenTH). ,CeKoj HOB (TorHa-
KOB) TeaTap, KaKOB 1 [la e TOj He ce co3/1aBa caMo CO OfiJlyKa/pelieHune 3a ' HOBUOT HaulH
Ha HEroBO OpraHM3upame, TyKy 6e3pyro - o HeKakoB HOB, TOMHAKOB HAUMH HA HETOBO
yMeTHUYKO npodunupame” (Jlyskuna, 1996: 104).

TeaTapoT Kako MITO MHOTYTIATU Jjocera ce MOTBPAMIIO € 3auyyBauky BUTAJIeH, YKUIaB
opraHusam. [lanau e MOXKHO IpeKy e[leH BAKOB TEKCT [ja Ce Aafie PeLerT 3a TeaTapoT, 3a
u3Beznbara, 3a hopMaToT Ha ,BUCTUHCKATA" TaHLO0BA peTcTaBa? OAroBOpoOT € jacHOo He.
TeopeTnsupameTo BO 0BOj CJlyyaj MOBeKe e MeHTaHa MPOBOKaLMja OTKOJIKY 3alipTaH
CeT Ha MPOTO3ULIMY U ITOCTYIaTU 3a HOBUOT TeaTap. OHa ITO e MoTpebHO e fla My ce J10-
3BOJIM HA TeaTapoT He3aBMCHO 071 KOj POJi TOj fla bupe ci000/ieH, OTBOPEH, IJIypajeH,
HCTPA’KyBayKH, IOJTUBAJIEHTEH.
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YK 792.83:141.336(049.32)

AmncTpakrT:

Texcror ,JlepBuiior u cMprTa: of CyQU3MOT, [IPEKY POMaHOT
10 coBpeMeHMoT baneT” HyAu objacHyBame Ha CJI0XKEeHUTEe Ka-
HaJIM 3a peceMaHTH3aluja MPeKy KOW pUTyaauTe Ha Cypus-
MOT, KOZMpaHu Bo poMaHOT Ha CeTMMOBHK, CTaHYBaaT rOBOP
Ha TeJIOTO BO KPU3a BO COBpeMeHUOT baneT Jepsuiowd u cmpud-
wa, npoaykuurja Ha XHK Crinur, 2017.

TexcToT e, BCYIIHOCT, TeOpuCKku pediekc Ha YMETHUUYKUOT
MPOM3BOJI: KAKO aBTOP Ha TEKCTOT 3a KopeorpadoT 3a oBaa
MPOJyKII1ja, CyM OrepaloHan31upai u Co POMAaHOT U CO 10K-
TPUHKTE Ha Cy(OU3MOT, CO 1T a CO3a/laM ,TeKCT 3a U3Be]-
6a“ 3a 0BOj coBpeMeH bOaJiet. TekcToT Oelle TpaHCKpHOMpaH BO
rOBOp Ha TeJIOTO BO Kpu3a oj kopeorpacdot Mrop Kupos, a Bo
ayJMoOBU3yesHa ceMaHTUKa ofi Koctumorpador AjekcaHzaap
Homumnan, cuenorpacdor CnaBen Paoc u komnosutopot 'opan
bBojueBcku - co 1L1eJ1 f1a ce co3ajie CeBKyIMHOCTa Ha u3Benbara/
COBpEMEHUOT OaJier.

OBOj TEKCT TM HaTJIaCyBa BPCKUTe Mely TpafuiiujaTta u CoBpe-
MEHUOT TpeTMaH/4nTame Ha TpajuiinjaTa Bo cleHckara op-
Ma coBpeMeH bajieT ofi ejHa CTpaHa, a Ofi pyra rpaBu OCBPT Ha
TeXHOJIOTUUTE U MeTOJMTe TIPeKy Kou TpajuliujaTa ce TpaHC-
Kpubupa, MpeKy rnpo3Hara Hapaluja (pomaHoT Ha Merra Cenu-
MOBHK) M IOKTPUHUTE Ha CY(PU3MOT, BO COBPEMEHA CLIeHCKOM 3~
BejlyBauka popma.

Knyunu 360poBu: /lepsuniowi u cmpiuiiia, poMaH, cypusam, Mo-
nepeH Oajet, Kopeorpad, TEKCT 3a Kopeorpad), KOMIO3UTOP,
Koctumorpad, cuenorpad, Mema CenumoBuk, Mrop Kupos,
Camo lumocku, Anexkcangap Homman, ['opan bojuesckn, Cna-
BeH Paoc.

OEPBUIIIOT U CMPTTA:

o CY®U3MOT, IIPEKY POMAHOT, 1O
COBPEMEHHMOT BAJIET

Camro Jlumocku

YKUM Daxynwiewi 3a gpamcxu ymewinociiu — Ckouje

Cexoj cyducui, upexy unsokayuja, wiextee ga
cliare yHugepsaJjien Upouiowiun.
JI. BakxTujap

T'o uosurxysam 3a csegox Bpemewio, Uo4euloKow
U Kpajoid Ha ce,

3aUINIO CeKO0j Y0BEK cexozaul e 8o 3a2y06a.

M. CenumoBuK

Mogepruowi wiany, e mo3aux co3gager 0g UHGu-
BUGYATIHU WBOPEUKU MOGeU.
C.3gpaBkoBa-Ilemapocka

Bo TeKCTOB WITO CJefiu Ce omepalioHaln3upa CO CeMAaHTUUKUTE BPeJJHOCTU Ha Cy-
(bu-moKTpUHATA KOGUPAaHK BO COBpeMeHUOT baseT Jepsuwiowl u cmpiiia (MpopyKiiuja:
XHK Crur, 2017), 04HOCHO €O HAUMHUTE MTPEKY KO PUTYaIHUTE POPMU Ha LePBULIKU-
OT TaHIL] MMaaT CBOj COBPEMEeH TpeTMaH/uuTame/apTuKynamnuja/Kogupame/peceMaH-
TU3aluja BO HABEeJEHUOT Cyyaj.

dopmuTe Ha COBpEMEHUMOT OajieT ¥ MOJIEPHUOT TaHIL — iBa TEDMUHU KOU MeryceOHo ce
O6MCKY TIopafiy 3ae[JHUYKOTO UM CBOjCTBO HA OTKJIOH OJf HOPMATHUBOT Ha KJIACUYHU-
ot baseT — KaKko MpakTUKW MMaaT CcBoM pediekcuu Bo bajeTckara mpeTcTaBa Koja e
npenMeT Ha MHTepecC Ha TeKCToB. MOCTOT mak, mpexky Kou CeMaHTUUKUTE BPeJJHOCTH Ce
TpPaHCKpUOMpaaT ol MUCTULIU3MOT BO CLIEHCKM FOBOP BO IIMPOYMHATA HA TEPMUHOT (r0-
BOp Ha TaHIIOBOTO TeJIO BO 3a/iajieHa ayInoBM3yejIHa CeMAaHTHKa), € KyJITHUOT pOMaH
Ha CenuMOBUK, /lepBuwiows u cmpiiiia — MpeJioliKa Bp3 Koja 0Boj baser e nusrpaneH. Hus
TEeKCTOB MapajesiHo ONTHpaaT: CypruaMoT, poMaHoT Ha CeIMMOBUK U OJJIMKKATE HA MO-
JIePHUOT TaHIl/COBPEMEHUOT baieT.
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* kX

LlenTa Ha coBpeMeHMOT OajieT, MojaBeH Kako peaklivja Ha TAHLOBATa ecTeTUKa 10 XX
BEK, e [la I'M paCKUHe BPCKMTEe CO TAHLIOBMOT HOPMATKMB Ha KJIACUYHUOT HajieT v 1a co3-
Jaje HOB ja3UK Ha TeJ0To. [loTpararta o oBoj HOB ja3UK Ha TeJI0TO, OAHOCHO CEMaHTH-
Ka Ha IBUIKEH-eTO HaIBOP Of] TOCTOUYKHUOT HOPMATHB Ha KJIACUUHUOT DasieT, ke co3game
peuLa Off MpaBIH, IKOJIM, TEXHUKH, KOMITAHUU (TPYTIH) KOM ja NCTparkyBaaT MO3MIHja-
Ta/MOYKHOCTa Ha TEJIOTO BO MPOCTOPOT (0€3 passuKa gajiu ctaHyBa 300p 3a cLeHaTa uin
BOHCIIEHCKUTe apTUKYJaliy Ha TaHLIOBOTO TEJIO) M ' pa3BMBAaT CBOMTE JlabopaTopumn
BO pa3JinuHu npasiu. [leaTa Ha HOBKUTe TIPUCTATIY € M3HAOTaHe HOBU TUIIOBY FOBOP TIpe-
Ky KOU TeJIOTO CTaHyBa KOMYyHUKALIMCKU KaHaa Melf'y TpakadoT U MpUMMauoT Ha ropa-
KaTa, OJHOCHO aBTOPUTE Ha MpeTcTaBara NMpefBoJieH! ofi KopeorpadoT v nmybiukara.
3a oBaa e, ,MollepHUTe Kopeorpadu moceraar Mo MUMETHYKOTO TIPOEKTHPakhe Ha
ofpefieH KYJITYPeH, UCTOPUCKU WK eTUUKHU cJioj* (3ppaskoBa-Ilenapocka, 2011: 190) u
,CO3JaBaaT MO3auLM o UHAUBKUAyaHU TBopeuku mogenu” (Ibid.). CoBpeMeHnuoT 6amet
Hepsuwowi u cmpuwiia UMa TOKMY BaKBa I0j0BHa MO3MIIHAja BO KOHCTPYKIjUjaTa
Ha ClleHCKaTa CeMaHTHUKa: ce MOBUKYBa Ha ofpefieH KYJITYPOJIOIIKYU U UCTOPUCKU
¢eHoMeH, TOBp3aH co cnenupuyeH peJTUurno3eH cioj.

*kk

[IpBOOMTHUOT CHHKpETH3aM, KaKko MPaobnK Ha yMETHOCTA Of Koja HaTaMy ce JeCTh-
JIMpaatT Hej3UHUTE BUJIOBU M MOJBUJIOBU, COIPIKU MephOpMaTUBHO CBOjCTBO KOe ce Of-
HecyBa Ha 00jacHyBameTO Ha HENo3HATOTO/Hepa3bUpIMBOTO/MUCTUYHOTO. [lepBuri-
KUOT MUCTULM3aM, KaKo 0COOeH BO paMKM Ha IOKTPUHATA HA UCIaMOT, OCe/1yBa CBOj
crietcprveH, aBTEHTUYEH KaHOH, a CO Toa U ,creluduruuHa u3seg0eHoCT Koja pUTyanoT
ro MPeTCTaByBa K KAKO PeJINTUO3€eH U IyXOBEH UMH, HO 1 UMH Ha MPeTCTaByBame, Koj e
Haj6JIM30K [I0 TeaTapckoTo (BO CJIyUajoB CLIeHCKOM3BEoYBAYKOTO UK TO00po - baseT-
ckoTo) mpeTtcraByBamhe” (Ctojanocka, 2005: 93-94). OBa mpeTcTaByBamkhe Ha aBTOXTOHATA
CeMaHTHKa Ha JIePBUIIKMOT TaHIl BO (hOpMaTOT Ha COBpeMEeHMOT bajieT/Mo/iepeH TaHi|
onTupa co heHOMEHOJIOUKUTE OIJINKY Ha PUTYaTUTe HA TIPEMUH.

Criopeq; TUTIOJIOTMjaTa HA PUTYaJIUTe, IEPBULIKMOT TaHI| MOCeayBa OJIMKY Ha ,pUTYya-
nuTe Ha npeMuH” (3apaskoBa-Llemapocka, 2011: 54) 3apaan clefHUBe TPU KapaKTepu-
CTUKM CO KOM Ce MapKupa TUIIOT: pa3genba, MpeMUH 1 coCTaByBame. Paszenbara ce
OJlHeCyBa Ha paCKMHYBameTO Ha BPCKUTE CO CBETOBHOTO, CO MaTepujasiHOTO, a 4ypU
1 CO COTICTBEHOTO TEeJI0 — TOA CTaHyBa CIUpaJieH KaHaJsl 3a MoBp3yBathe CO MoBUCcoKaTa
cmucia. [lpemuHor ondaka TpaH3MiMja BO KOja YeCTo ce BOBeAyBaaT UCKYIIyBata Of
pas3jiMyeH TUI — BO CAYUYAjOT HA IePBUIINTE — 0COOEHUOT BUJ, aCleKTH3aM KOJUpaH BO
cycdu-goxTpuHara. [lo TpaH3ulMjaTa, noeguHenoT 4obrpa obeex<je ik HeKaKoB TUII
obJieKa, mperno3HaeH BO CEeMaHTUUKaTa BPeJHOCT Ha [IePBUILIKATA Of0pa/pUTyalieH Ko-
ctuM. Tokmy oBre rpybu, BOJHEHU OZOPU, OGHOCHO PUTYATTHU KOCTUMHU, IeTeKTUpaaT

ellHa Ofl TPUTE BO3MOYKHU e TUMOJIOLIKY MOBP3HUIIU CO IOKTPUMHATA HA CY(U3MOT: ,cydu
Kako BoJiHa“ (Bakhtiar, 1976: 6), nomeka apyruTe [Be ce ojHECYBaaT Ha ,JIMHK]ATa BO KOja
ce MOCTPOjyBase JyreTo Kou ce mojene BegHa 3a [Tpopokot” (Ibid.) ox emna ctpana
v ofi apyra - ,360pOT e MpeBo3BuleH/00)KeHCTBeH 3a [ja ce bapa of Kaje gepuBupan

(Ibid.).

CycducTtute, CKJIOHM KOH acke3a, MefiIuTallija 1 KOHTeMIJalnja, I'M HaoraaT KOpeHU-
Te Ha CBOETO MUCTHUYHO YUeH€e BO YeKaHeTO ,MCKYCTBO MpaTeHo AUPeKTHO of Anax”
(Vukomanovi¢,2008). OBaa MucTHKa, CBOjcTBEHA 3a 0baTa pojia, Ma CBOj ClIeKyJaTUBeH/
hunoszodcku maT ¥ CBOj MHCTUTYLIMOHAJIEH MMaT — JepBUIIKKUOT pen/6paTcTBo/TapuKar.
I'maBHUM yunTenu Ha cypusmot buie: Abyaxacan Anu Xyysupu (X1 Bex), [lenanyguu En
Pymu (XII Bex), Abyxamug Myxamen en 'azanu (XI Bek) n Mon Anabu (X1 Bek). Bo op-
raHu3upaH 06Kk, bparcreara ce nojaBuie Bo XII u XIII Bek Kako ,IJiaH, mporpama, me-
TOJ M PeXKUM Ha Hekoj cyucku pea’ (Ibid.) m nmare BaujaHuja of l1aMaHM3MOT, jorara,
TaHTpaTta u Oyau3MOT — TIOpaJy ITO Ce IeTeKTUpa v MpobIeMOoT Ha HUBHOTO MOTEKJIO.
Cydusmor 0b6pHyBa 0c06€HO BHUMAaHKE KOH TPK acleKTH Ha MCIaMOoT: [epujaT (Hy KHa
OCHOBa 3a crarnHyBame Ha [laror), Tapukar (camuot Ilat) u xaknka (Bucrunara). Kako
yeTBpTa 0COOEHOCT Ha Cy(U3MOT ce fofaBa cro3Hanueto (mapuder). Criopes manurte
pasIMKK BO LIEPEMOHUKTE, TPUEMOT BO PeJOT, U3BeyBambeTo Ha MHBOKaLMjaTa (zikr) n
eTUUKHMTE KOIEKCH Ce pa3nKyBaaT HeKOJIKY ePBUILKM pelOBU: KaJMpU, [Ia3uJIHu, MeB-
JIeBY, MaKIMbeH 11, XaBeTu, befieBu, IeCKyKU, CMUHaHU, CyXxpaBapaiu, KyOpeBu U IpyTi.
MumaTa Ha pefloBUTe BOOOMUYAEHO Ce lafleH| CTIopes UMKH>aTa Ha HUBHUTE OCHOBAYM.
JlBa ocHOBHM 0Ope/in Ha CHTe pefloBr ce 3UKP (MpucekaBame Ha bora, mHBOKal1ja Koja
BO PUTYaJIOT Ce U3BEyBa CO MOBTOPYBae Ha DoXKjuTe UMUIba U aTpubyTH — 99 BKYIHO
BO KypaHOT) 1 ceMa — puTyaJsiHo Ciyliatkhe My3uKa i TaHIlyBakbe, crielinuyHo 3a pefjoT
MeBJIeBU, TIOTOA AUCTIeP3MpaH KOH fpyrute pefnosu. OBoj BTop obpe1, BCYLIHOCT, € apXe-
TUTICKA CJINKA 32 IePBUIITUTE U HUBHUTE PUTYAJIH.

CLeHCKOTO MpeTCcTaBy Bakhe Ha PUTYaIoOT, OIHOCHO peceMaHTH3al1jaTa Ha pUTyasoT BO
CLIEHCKY apTUKYJIMPAH roBOP/YMETHOCT, 0 OJHOC Ha IEPBUIIKMOT TaHL, BO OBaa MpeT-
CTaBa, MoceziyBa Mopeke KaHAJIH NMPeKy KOU peceMaHTHU3aljaTa ce 0oCTBapyBa:

e CaKpaJieH [POCTOP/CLIeHCKH IIPOCTOP

e puryasHa ogopa/6aneTcKku KOCTUM

e [IepBUIIKH TaHL/Kopeorpaduja

e pUTaM Ha TPaHCOT/ My3MUKa ApaMaTypruja Kako BUJ CLEHCKU TeKCT

BaxkBUOT TUIT aHAJIMTHUKA FOBOPM 3a TOA [leKa BO MpeTcTaBaTa Koja e mpegMeT Ha UHTe-
pec ,He ce MaTepurjaau3upa lepBUIlIKaTa yXOBHOCT, TYKY LITO € MOIIIHe 3HAa4YajHO, HUB-
HaTa IyXOBHOCT ce eTabjMpa, 3a [1Ja MOJKe Ja Ce J10j/ie 10 MOMHAKBA CLieHCKa U3Pa3HoCT"
(Crojanocka, Ibid.). HeTupure HaBeileHM KaHaM 3a peceMaHTU3alja Ha eppopMaThB-
HaTa OJJIMKa Ha PUTYaJoT BO MepdopMaTHBHA KUHECTETUKA Ha COBPEMEHUOT OaseT ro
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IeTepMUHMPaaT TOKMY M3HaofameTo MOUMHAKOB THUIl CLEeHCKa M3pa3HoCT. Konusujara
Mery HMB TaK (CO3/1aBambeTo KaHaJ-0j-KaHaJli 3a peceMaHTu3alujal), ja 3a0KpyKyBa
CJIo)KeHaTa ClIeHCKAa CeMaHTHKa, 3a YMe Kofiupate Ke cTaHe 300p oHAaTaMy BO TEKCTOB.

*kk

Co wen nojacHo 1a ja npeTcraBaM JUCTUMHKLMjaTa Mel'y KJIaCMYHUOT OajieT u CoBpeMe-
HUOT OasieT/MoZepHUOT TaHLl, Ke ce ToCay)KaM Co efieH 3aKJydok Ha IllekHep Mo ogHOC
Ha coBpeMeHuTe (hOpMU Ha TeaTapoT: ,eKCIIepMMEHTAaJHUOT TeaTap Medurae ga bupe
TaHL: la UMa TOTaJIeH CLIeHCKM TeKCT WM MapTuTypa. Toa e mpuurHaTa 301ITO TOJNKY
rojiem Opoj eKCIIepUMEHTATOPU Ce IIPUBJIEYEHHU Of a3UCKUTe (DOPMU KO I'i KOMOMHMpa-
ar Teatapot u taHuoT (Sekner, 1992: 109). Og oBoj 3akJyuoK Ha LllekHep npousserysa
IeKa COBpeMeHUTe CLIeHCKOM3BeyBauky (pOpMU, BO KOU MIpUIlara ¥ MOJEPHUOT TaHL/
coBpeMeHMOT bajieT, TpraT rojeMo BJiMjaHue Off UCTOUHUTE TAHLIOBU JUCLIUIJIMHU —
BIIMjaHKe KOe CO3/1aJI0 CePUO3HMU IKOJIN/TIIaT(MOopMU/IPaKTUKH 3a TIOMMae Ha TeJIOTO
BO OasneTckara ussenba. OBa BaujaHue 0f a3UCKOTO/MCTOYHOTO BP3 MOZEpPHHUOT bajer
€ KyJIMMHATUBHO IPUKaX>KAaHO BO OajeToT KOj OBZie e IpeMeT Ha MHTepec, Ouiejku He-
roBaTa KopeoceMaHTHKa BO rojieMa Mepa ce MoTiupa Ha puTyaiuTe (mpaus3sesdeHuTe
obpa3su) Ha ZepBULIKKOT pe. MogepHHOT O0aJieT e MoCTU3BeyBauKU BO CBOjOT OCHO-
BEeH KOHI[EIIT: BO HeroBHOT (hOKYyC e IeKOHCTPYKI[MjaTa Ha popMaTa 3aZazeHa BO
00pa3oT Ha KJIAaCMYHHUOT OajieT; Toj MeuTae Aa Ouje coBpeMeHa TeaTapcka popma,
Zla HeMa TOTaJIeH CI[eHCKHU TeKCT/mapTuTypa. yKenbaTa 3a 0BOj OTKJIOH Off TOTAJTHUOT
TeKCT/TapTUTYPa, BO 0BOj bajeT ce ryefja Ha HeKOJIKY paMHHUIITA: HeroBara CUCTeMa-
TU3UPAHOCT BO IEBET CJIMKM — KPIIEHeTO Ha JIMHEAPHUOT HApaTUB KOj I'o MMa 3a CBoja
[pe/JIOIIKa, KAKO U [IPeKy BOBeyBatbe OMHapHU JIMKOBY, 3a LITO Ke cTaHe 300p HaTaMy
HU3 TEKCTOB.

*kk

,KaKo IITO TAHLIOT BO PUTYaJIHUTE U3Be0U Ce KOPUCTH 3a Co3[jaBatmhe/Kpenparme CBET
MIPOCTOP KOj € HaZBOp U ce pa3nnKkyBa of npodaHuoT” (3gpaskoBa-Llenapocka, 2011: 92),
TaKa Ipe3eMeHUTe TAHLIOBY 00paciiy 1 HUBHOTO MHTErpupame B0 (DOPMUTE HA MOJEP-
HUOT basieT ro cakpaansupaar CLIeHUYHUOT FOBOP Ha TeJIOTO ITo TaHIyBa. OBaa cakpa-
JM3aluja Bo MOLIepHUOT OaeT, Koja ce 0BO3MOIKYBa 3apagi IIpe3eMare Ha PUTyaaHIUTe
KOJOBU Ha TAHLOT ((POPMasIHUOT acreKT Ha IePBUIIKUOT TaHLL), BO baneToT Jepsuuioi u
CMpUWia ce OTYMTYBA Ha HEKOJIKY paMHMUIIITA Ha UrpaTa (M3BebaTa Ha Kopeorpadckara
CeMaHTKKA) ¥ Ce HAJIOMOJIHYBa CO HEj3SMHMUOT ayIMOBU3yeJIeH CeMaHTUUKM KO,

Kopeorpadckara cemaHThKa Ha nmpeTcTaBaTa npesema obpacuu o AepBUlIKaTa 00-
pelHa urpa: crelMMUHUTe MO3ULMK Ha palieTe U [IJIAHKUTe, TO3ULMUTE Ha CTalajaTa,
HAUMHOT Ha KOj ce 0hopMyBa TaHLIOBUMOT KPYT Ha/BO JePBUIIKMOT TAHLI, HO ¥ Of JpyTU

pUTYaJIHU MTPAKTUKKU HA MCJIAMOT — TIOBTOPHO LIMTUPAHO BO creliupudHaTa nosuiiuja
Ha JJIAaHKKTe TIPU MOJIMTBA, Ha TIPUMep — 3a IITO Ke cTaHe 300p HaTaMy HU3 TEKCTOB,
Kora Ke rv pasriefiyBame kopeorpadckute ejemeHTU. CLIeHCKHOT MPOCTOP MakK, KOj
€ CMMyJIaKpyM Ha CBeTHUOT MPOCTOP Ha PUYTAJIOT, € TpPAaHCKpUOUpaH/peceMaHTH-
3MpaH BO CLIEHCKA CEMAaHTHUKA CO BUCOK CTeIeH Ha aHaJIOThja Mef'y OpUTHMHAJIOT U
CUMYJIaKPyMOT.

[lo ogHOC Ha @BTEHTUUHUOT CLIEHCKHU MPOCTOP (casia, CBEeTUIINIITE, TeKE) BO KOe aBTeH-
TUYHO Ce U3BeyBa IePBUIIKMOT puTyas, Mupua Enujage sanuuysa:

,<Cajara Bo Koja ce IBUYKAT JIePBUILKTE ja CUMOOJIM3Upa BCesieHaTa — TMJIaHeTUTe MITO
ce BpTAT OKOJIy COHIIETO M OKOJy camuTe cebe. KpyroT Ha TaHYapu e MofiesieH Ha ABa
MOJIYKPyTa Off KOM e JHUOT r'o IPeTCTaByBa JAKOT Ha CJIeTyBambeTO UJIU Ha BIeTyBamheTo
Ha AyLIATe BO MarepujaTa, a pyruoT Jlak — UCKayyBaweTo Ha AylmuTe KoH Bora. Kora
pUTAMOT CTaHyBa MHOTY Op3, IIejX0T ce BKJIy4yBa U Ce BPTU BO CpeJiMHATa Ha KPYroT,
npeTcTaByBajku ro conueto’ (Enujame, 2005: 114, Tom I1).

KoMyHMKaLMCKUOT CUCTEM KOj Ce Mpe3eMa OJf pUTyaJioT U Ce MHCLeHWpa BO IMpeT-
CcTaBaTa ja MoOYMTYBA CBeWOCa Ha U3Begbaiia: cTaHyBa 300p 3a OTBOPEH MPOCTOpP KOj
cueHorpador Crasen Paoc co momorn Ha Tpu suoBu'® (MOPTU KOM BO TOPHUOT e Ce
M3BeJIeHK BO JIAKOBM — CIeln(UUKM 3a OpUeHTaHaTa apXUTeKTypa) ro 00JIMKyBa BO
MpOCTOP-O/I-TIPOCTOPM BO KOj ce pa3puBa dabynata ofi pomaHoT Ha Cenumonuk. Kora
MPOCTOPOT € L[eJIOCHO OTBOPEH, TOj 0 METOHUMU3MPA aBTEHTUUHUOT apXernpocTop Ha
pPUTYaJsoT, OGHOCHO AEePBUIIKOTO TeKe BO Koe >kusee Axme[ HypynuH, moctaByBajku
LIMPOK SUJ, OfL € AHUOT A0 APYTMOT Kpaj Ha 3afHUOT AeJl Of CLieHaTa, yKpaceH MOBTOp-
HO CO opueHTaHu efeMeHTU. Co TIOMOIII Ha JpyryTe ABa SKUJa, BO MPOCTOPOT BO KOj Ce
CJyuyBa MpeTcTaBaTta ce ofieyBa MaTeprjaiHOTO Off IYXOBHOTO, aHAJIOTHO Ha (aby-
JlaTa Ha pOMAHOT, TTOBTOPHO Ce TJie/la pa3BOjOT Ha HACTaHUTe BO U HaZIBOP Of KacabaTa.
Baka movmaH, CLIeHCKMOT TPOCTOP IO OCTBAPYBA AyaTUTeTOT, OMHAPOT HA e PBUIIKU-
OT peJ, BO KOj e BO3MO)KHa MHULMjaljaTa Ha ToeIMHeLOT: ,[IaTyBakheTo 3all0YHYBa COo
MIOBJIeKYBakhe Off MAaTepPUjaJHUOT CBET BO KOj moefuHeloT e BrteTkaH" (Bakhtiar 1976:
10). Bo BakBOTO CLIeHCKO 0OJMKYBaHe Ha TAHL[OBUOT MPOCTOP, BU3yesHaTa CeMaHTUKa
Ha MpeTcTaBaTa ce 3a0Kpy KyBa O KOCTUMOTrpaduja Koja e acoldjaThuBHA CO PUTYal-
HaTa oflopa Ha AIepBUIIOT, TPAHCKPKUOUpaHa BO KOJIOPUT Mpe3eMeH Off UcJaMcKaTa ce-
MaHTHKa. Anexcanzgap Homman ja pa3suBa koctumorpacdujata npeky GopmMu 1 o6Jiu-
[ KOM KOMYHUIIMPAaT CO PUTYaJIOT Off €[lHa CTPaHa, HO U CO KOJIOPUTOT Ha KacabaTta
(aBTeHTHUHUTE 6OM M HUBHU HUjaHCH KapaKTePUCTUYHM 3a McaaMoT) Ha CeMMOBHK Of
apyra. Bo koctumorpadujaTa BMETHYBA U1 MTperno3HaTiMBa MKOHorpaduja Ha UCIaMoT,
KaKo LITO e CBeTaTa SBe3fa Co 0CyM KpaLly, KaKo AeTalb Ha TOPHUOT [leJ1 OJf KOCTUMOT Ha
nepBuinte. Ha 0Boj HaurH, KocTumorpadujaTta 3a mpeTcrTaBaTa CTaHyBa I'yCTO Me-
CTO Ha CeBKYITHOCTA Ha CI{EHCKUOT TEKCT CO KOe TpauiiijaTa/puTyasnoT ce moBp3yBa

10 dotorpadwuja 1 Bo mpuoror Ha KpajoT o TEKCTOT.
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CO COBPEMEHOCTA, eJTHOBPEMEHO AUCTAHIUPAjKK ce of Hea. CieliupUIHUOT JepBUILKHI
KOCTHM € peceMaHTU3MpaH BO 6eiu MaHTaJIOHW BO YMj 3aJleH Jle)l e TIpUKadeH, MpeKy
rojacHu Habopu, Marepujaj Koj ja METOHUMU3KUPA puTyasiHaTa ogopa. OBoj MaTepujall,
BO pa3JIMYHU CLIeHU Off 6aJieToT e BO pas3inuHu 60w, Co LieJl [1a ce TpPeTCTaBu Iy XOBHaTa
BepTUKaJja/cocTojba Ha IepBUIIOT U HerosaTa AylleBHa npomeHa. Taka, benaTta Tkae-
HMHAa Koja e MprKaueHa 3a HaJBOPELTHMOT pab Ha MaHTaJIOHUTe Ha UTpadnTe TepBUIIH,
(Ha cuTe mepBUIIY, Ta U HAa AXMeJ) ce 3aMeHyBa Co LipBeHa'!! kora cropeji KOCTUMCKUTe
onyvku Axmen HypynuH craHyBa Kazuja, ogeKa TOpHUOT fies o7 6eJi cTaHyBa 3eJieH —
KapakTepucTudHa 6oja 3a Biacta Bo uciamor. [lepBuiikata crnenuduuHa, BUCOKa Karmna
ucTKaeHa of febesnia BoJiHa BO KadeaBa 060ja e 3aMeHeTa CO MJIMTKU KaIu, MOBTOPHO
BO KadeaBa 0Ooja kou ce Hebape 3ajielieHU 3a IJIaBUMTe Ha TaH4YapuTe. EneH ox HajMmap-
KaHTHUTEe KOCTMMU e OHoj Ha [lymara'?, koj Homman ro ussesyBsa Bo TpaHCHapeHTeH
TyJI BO O0ja Ha KOyKa KOj IIpU TaHLIOT 100MBa CBOjCTBO Ha Jieberme Hall clieHara. [lokpaj
peceMaHTH3Mpam-eTo Ha JIepBUIIKATa PUTYaiHa ofiopa BO bajieTcKu KocTruM, Homrman
Co3/laBa ClieHcKa ceMaTHUKa Koja cropefi boute u hopMuUTe BO KOU € 00JIMKyBaHa aco-
L[MjaTUBHO COOJIBETCTBYBA CO OCOOEHOCTUTE Ha MOegUIMTe/TMKOBUTE BO POMAHOT Ha
CenuMMOBUK.

Cymupano, Houmnan ja mexoHcTpyupa Mperno3HatinBaTa WKoHorpaduja U 0JJHOBO T'U
KOHCTpyHpa JeKOHCTPYUPaHUTE eJleMeHTH BO aBTeHTUUYEH KocTuMorpadcku obpas. Bo
KOJIM3HWja co cleHorpadujaTa, peTcraBaTa noce1yBa BU3yeieH A13ajH KOj e BUCOKOope-
(hepeHTHa TOUKa Ha IEPBUIIKUOT 00pe[], Mperu3Ho CMeCTeH BO HACJIOBOT Ha OaJeTor,
OJTHOCHO Ce MOBUKYBa Ha Cy(OU3MOT KaKO IOKTPMHA KOja ce UHTepIpeTrnpa BO ejeMeH-
TUTE Ha BU3yejiHaTa CeMaHTUKaA.

A noeguHenoT, gepsuinoT AxMesn HypynuH, riaBHUOT/HacCI0BeH npoTaroHuct Ha Cesu-
MOBHUK, BILJIETKAH € BO CBOjaTa kacadd BO KOja My € CMeCTeHO TeKeTO He I10 CBoja BoJija U
He 3apafu cebe — TYKy 3apajii HEMOXKHOCTa COCeM fla ce TpaHCLeIeHTUPa KOH [y XOB-
HaTa ocka Ha OUTHeTo. 3apajin TeJI0TO BO Koe yXOT e 3apobeH. Bo kacabaTa, oHaa cBe-
TOBHA BEepPTHKAJa BO KOja e BrHe3[ieH MaTepujaHuoT »KuBoT, Axmen HypyauH ja ryou
Bepbara Bo bora 1 BUCTMHCKMOT/TIpaBeJHUOT MOPEIOK Ha 3eMjaTa BO MUTOT Kora Teme-
JITE HA HEerOBUTE 3eMCKM/MaTepujajHi OfHOCK Ce TpecaT: HerOBMOT Opat 3aBpliyBa
BO 3aTBOP U € OCY[leH Ha CMPT, @ HETOBUTE HAIOPpU [a AO3Hae 30LUTO Toa Ce CJAy4uJIo
ocTaHyBaart besycremHu. BepbaTa Bo mpaBgata 1 Bo bora My ce Bpakaat, He3aBUCHO O/
GpaToBaTa CMpPT, BO MUTOT KOTa TOj CAMUOT CTaHyBa 3aCTalmHUK Ha OoyKjaTa mpasfa, oji-
HOCHO Kajiija 1 Ha KPajoT 0] POMAHOT MOBTOPHO ce rybar, oBoj maT 3apaju aTaJlHUTe
OKOJTHOCTH BO KOM HETOBMOT 3€MCKH )KMBOT Ce pa3BKBa/3aBpiiyBa. 3o oBa nareriecTsue
Ha ymaTa u TesoTo, CeTMMOBUMK MY COOUYBa Ha CBOjOT TJIaBEH MPOTArOHUCT JTUKOBHU OF
CeKOjoHeBHMETO Ha Kacabara, NUINYBajKku ja ncuxo-cduso3zodckara, HUKIUUYHA CTPYK-
Typa Ha pOMaHOT BO IlleCHaeceT Morasja, MojfieJieHa BO [iBa fieJla, HU3 KOU LIUPKYyaupa-

11 dororpaduja 2 Bo MpUIOTOT Ha KPajoT Off TEKCTOT.

12 dotorpaduja 4 Bo MPUIOrOT Ha KPajoT Off TEKCTOT.

at opgyomku ofi Kypanot. [IpukasHaTta of mpukasHy Ha Axmen HypyzauH ja cioskyBaart:
enu3ozaTa co beranenoT ojf 3aKOHOT Koj bapa 3aCOoJIHUIITE BO TeKeTOo, Mprka3HaTa Ha
MIaguoT gepBuil Myna Jycyd, mpuka3sHara Ha 6paToT Ha AxMen — XapyH, IprKa3HaTa
3a XacaH, HajnoOproT npujaTes Ha AXMe, TpUKa3HaTa 3a KaZujaTa u HeropaTta >KeHa,
KaKO ¥ MPUKA3HUTE Ha JIPYTUTe TUKOBU CO KOU AXMeJl BJeTyBa BO pa3jiMiyeH THUIT O HO-
cu/koHpaukTU. CUTe OBKME JTUKOBK TO HArjJacyBaaT MPUMapHUOT KOHMIUKT Koj AXMe[
Hypynuh ro nma co cebecu. Kongaukrot co cebecu, Koj BO pPOMAaHOT € IpeTCTaBeH
MpeKy UCMOoBe, BO 6aeToT e TpaHCKpUubupaH Bo gyeT. Co 11e1 1a ce ,pasurpa’‘ cTaTu-
KaTa Koja BO pOMaHOT e KOoAupaHa MpeKky WHTPoCNeKIrjaTa v gaabokoduao30pcKoTo
paMHUIITe HA AUCKYPCOT, TMKOT AXMen HypynuH e cenmaprpat Bo [1Ba JIMKa: HETOBOTO
cusnuko Teso (T. [lerpanoBuk) n Herosata gyia (E. Kysmwerosa). OCHOBHUOT fiyeT Mery
UrpayuTe HU3 MpeTcTaBaTa pacHe BO TpUja, KBAPTETH, KBUHTETH U aHCJIaMOJIOBU UTPH,
Ce pa3yoyKyBa BO COJIO-IeJTHALIU 1 3aBPILIYBA BO CIMKA BO Koja AXMe/l ja u3HeCyBa CBoja-
Ta Ayia (MpTBa — 1 Criopei TeKCTOT 3a KopeorpadoT u criopes CeIMMOBUK) Ha patieTe.
OBa ABOjCTBO HA JIMKOT MOTKPEIEHO € U CO eiHa Of] AOKTPUHUTE Ha CY(U3MOT KOU Ce Ofi-
HecyBaaT Ha fymara. [1o ojHOoC Ha TpeTMaHOT KOj Cy(hU3MOT ro UMa KOH JyiiaTta, bakx-
THUjap MOABJEKYBa: ,JyIlIaTa e YKeHCKMUOT MPUHLUT Mel'y TeJIOTO U IYXOT, KOja BCYLIHOCT
jaipe3emMa moTparara u ce mpeobpasyBsa off pr3rMUYKaTa U CeH3UTUBHA (PyHKIMja BO Iy-
XOBHa (pyHKIIMja, of Kaje mto u norekHysa‘ (Bakhtiar, 1976: 18). Bo mpBUYHMOT TEKCT 3a
KopeorpadoT, CHTe JIMKOBU-TIEPBULIN BO OAJIeTOT MUMaat CBOj XXeHCKM OMHApP, 0OJJHOCHO
MalllKy — CO MITO Ce HarjacyBa OJJHOCOT KOj IEPBUIIOT TO MMa CO CBOjaTa AyIla, OJJHOC-
HO ,eIMHCTBOTO Ha OMTUETO KaKo 1ieJIMHa Mer'y TpaHCIeeHTaJlHOTO U UMAaHeHTHOTO"
(Ibid.). Haramy HI13 T€KCTOT 3a KopeorpadoT ce JeTeKTHUpaaT OJHOCUTE MeFy JTMKOBUTE
BO TIPELM3HUOT CLEHOCIe]] Tpe3eMeH o poMaHoT Ha CeTMMOBUK, peopraHu3npaH BO
IeBeT ryaBHu clieHn/carku/uenunu. Of TeKCTOT 3a KopeorpadoT MpousJierysa iema-
Ta Ha OJJHOCU KOU TIpeKy Kopeorpadckara rnocranka ce TpaHCKprbupaar BO eJleMeHTH
Ha Kopeorpadwujara, Ko KOHEUHO Pe3yaTUpaaT Co Mpeln3eH aBTOPCKX rOBOP Ha TeJIOTO,
3a71a/leH o7 Kopeorpador.

Kopeorpadot Urop Kupos ru ocmucnyBa ereMeHTUTE Ha KopeorpadujaTa criopes
CBOjCTBATa KOU JIMKOBUTE TU MOCEAYBAaT M BO POMaHOT U BO TEKCTOT, KAKO U CIIOpef,
ofHOCUTE KOU The MefyceOHO v rpagaT. Kupos ro oTBopa 6aneToT co KoJIeKTUBHA Clie-
Ha BO Koja ['M JaBa JuYHuuie Kapiiu Ha CeKOoj 0L CBOUTE JIMKOBY, [IPe3eHTUpPajKu I'M IABU-
YKeraTa KOU ce KapaKTepUCTUUHM 3a CeK0j Ol HUB, KAKO ¥ MOHOJIUTHOCTA/BO€eHAUeHO-
CTa Ha uUrpata Koja e Bp3HO TKMBO Ha KopeorpadCKuTe eJleMeHTH. YIITe BO BOBeIHATA
ClieHa ce CoryiefiyBa ryCTHOT paKornuc, Op3uHara Ha urparta, HabueHoCTa/moJMBaJIeHT-
HOCTa Ha 3Hally KOW ro TpafiaT roBOPOT Ha TeNoTO Koe nMpou3BenyBa Kpusa. Crnefejku
ja Kopeorpacwujarta, ce U3/1B0OjyBaaT CJe/HMBe [JIABHU OAJUKYU HA KOpeorpadCKUOT
PaKOMUC MPEKY KoM ce MHTepnpeTupa ¢abynara, 0fHOCHO ce MHCLLEHHPA TEKCTOT
3a KopeorpadoT: Urpa co palle 1 IJIaHKHM Koja BOCIIOCTaBYBa aHAJIOTeH rOBOP Ha TeJI0TO
CO TIO3ULIMUTE Ha TeJIOTO BO AEPBUIIKUOT PUTYaJI/TaHI M CO TO3ULIUUTE KO IJIAHKUTE 1
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rjaBaTa rv iMaaT BO MOJIMTBUTE HAa UCTAMOT'; UCTUCHYBakhe HAa PUTYAJIOT 1 Mpeorarmbe
KOH arcTpaKTHA TaHIOBA CTPYKTYpa; CJ0O0HO ABMIKeHe BO Koja OMJI0 HAacOKa; HaB-
JleryBame BO pa3jiMyHU, HeTaHI0BU chepu MpeKy MyHKTOBK BO KOU MOJIEPHUOT TaHIL/
COBpEMEHUOT HaJieT ce gouupa co TaHI-TeaTapoT; WJIM CYMUPAHO — co3JjaBambe 300py-
BayKM CJIMKHM KOM Ce M3pa3yBaaT CoO TOMOII Ha ABUKeHwha, (PUTYPU U T€CTOBU IITO
rpajlaT aconujaTUBEH CUCTEM CO KOJOT Ha IePBUIIKUOT PUYTaJI off efiHa cTpaHa. Of
IpyTa cTpaHa, oBaa acoljyjaliyja co puTyasoT ce pacKpllyBa MpeKy TeJecHUTe u1jaio-
31/TOJIUII031 KOU IJIAaBHUOT JIMK ' Ma CO IPYTHUTe JTMKOBU BO basetoT. Kopeorpadcku-
Te efeMeHTU Ha KUPOB, BO 0BOj HasieT 0OTKpUBAaT HOBO TAHIIOBO TEJIO KOE e[JHOBPEMEHO
ce MOTYMHYBA HAa TpaAulAjaTa, HO U MPaBX OTKJIOH Off Hea CO 1ieJl la U3Hajzie CBOj Corl-
CTBEH, aBTeHTUYEH roBOp.

KommnosuTopoT bojueBcku, criopes ClieHOCIe 0T MOHYIeH BO TEKCTOT 3a Kopeorpador,
co3flaBa My3UUKO flesio — 6ajieT opraHu3upaHo 1o CleHU, CO Pa3JIMUHU BPEMETPaeHa,
BO COOJJHOC CO JpaMcKaTa HaITHATOCT Koja TeKCTOT ja bapa ofi My3uKaTa co 1eJl ja ce
OCTBapu MpeLy3HO TEMIIO HAa KOpeourpaTa Bo IpeTcTaBaTa. 3a oBaa LeJi, bojueBcku co3-
IaBa rnojuBajieHTeH My3nuku cucteM. O ejHa CTpaHa, BO My3uKaTa CUJIHO e TIPUCy TeH
OPUEHTOT, U3BeleH BO CBOUTE aBTOXTOHU UHCTPYMeHTHU. HacmipoTu 0B0j 3BYK, bojueBcku
jarpanuv Konu3sujaTa BoO My3nuKaTa ipaMaTypruja BoseyBajku CMUPEHU, MeJIUTaTUBHU
aTMocdepu Ha [ilepBUIIKaTa MoJiTBa. My3uUKOTO TEMIIO, IITO ja 3aflaBa TpaeKTopujaTa
I0 KOja Ce ABUKU TeJI0TO LITO FOBOPYU, MMa LiesI aCOLMjaTUBHO Jla T'M MOKaXKe ,3BYUHUTe
bpexdeHIH ITO ce jaByBaaT 3a BpeMe Ha eHOJMYHUTE, HeMMPeKMHATU PUTMUYKU pe-
neTULMK KoM BogaT g0 TpaHc” (3apaskosa-llenapocka, 2011: 81). [Ipeky aHajorujata Bo
MY3UYKHUOT CEIMEHT, PUTYasIoT MOBTOPHO Ce MHBOJIBMpPA BO COBPEMEHUOT OaJieT U MpeT-
CcTaBara, yuITe Ha eJHO HMBO, CTaHyBa MHCLeHaLlKja HAa pUTYaJIoT, aJlyqUpajKy Ha Mpo-
MeHaTa Ha TEMIIOTO MPeKY Koja ce MHUILMPa MOCTUTHYBakbe TPaHCOBa COCTOj0a.

* kK

CoBpemenunoT banet Jlepsuwow u cmpitia e npoaykiuja Ha XHK Crnnut. CBojaTta npe-
MuepHa u3Begba ja umatie Ha 14 aBryct 2017 r. Bo pamku Ha hecTuBanoT CUAUNCKO eUiO.
[IpercraBaTta ja co3amgoa: Kopeorpadot Mrop Kupos (co Mojua MajueH n Anbuta Paxma-
TyJIHA KAKO aCUCTEHTKM Ha KopeorpadoT), Komrno3utopoT ['opaH bojueBcku, nubperu-
cror Camo Jumocku (criopes pomaHoT Ha M. CeuMoBUK), kocTumoradgoT AnekcaHzap
Homnan, cuenorpadgot Cnasen Paoc, fofeka HacoBHaTa yyiora — gepsuior Axmen Hy-
pyIuH - ja TaHuyBaiie npseHeroT Ha XHK 3arpe6, Tomucnas [lerpanoBuk. OcTaHTUTe
yJioru ru TaHiyBaa: Ekarepuna Kysumerosa ([ymarta Ha Axmen Hypyaun), CanBaTtope
Yepynu (Xacan), Pomynyc Oumarr (XapyH), Apon Kok (Myna Jycyd), Pemyc Jumam (Ka-
nujara), Mpuna Yabau bunanuuk (kenara Ha Kapujata), isan boko (Mycenum), Ackata-
bek Jycynsanos (Kapasaum), Mapuo Bynnuuk ([TpectanHukoT), jogeka kop ge baneiioii

13 dororpacuja 3 Bo MpuiIor Ha KpajoT Off TEKCTOT.

Bo cocTaB: Ypoiu [Ikamnep, Jles [HlanomHukos, [Janujen Jarap, Cunsuy TaHace, [TaBen
Anexcanzpos, Enena Hukonaesa, Cawa [umam, Degepuka Buuudopu, Matea Muiac,
AHactacuja bouko, TuHa Xatnak, Camwa buxkuk, Uupepbopr Xenapuk, Maja Jlonuap,
bojana Jlunosiruak, Kopana bunan, Hukon Mapuuk u Munopu Hakajama, Tanijysatie
yJorY Ha JepBUIln. [IpeTcTaBaTa e akTuBHa Ha pernieptoapoT Ha XHK Criiut Beke BTO-
pa ce3oHa 1 1o cera roctyBasia Bo: [lyopoBHUK (BO paMKu Ha (hecTUBaoT JyoposHuuku
newinu uzpu, 2018); CapaeBo (Bo pamku Ha (ectuanot Capaescka suma, 2018) u 3arpe6d
(koHuepTHa cana Bjawipocaas Jlucuncku, 2019). 3a ynorara va Axmen Hy pyant, Tomucias
[TeTpaHoBUK ja f06U Hacpagaitia Ha xpBawickowio Zaymuwiitie 3a Hajoobpo oCTBapyBathe
Ha baJjieTcka yJora.

*kk

CymupaHo, coBpeMeHUOT baset JepBuwioi U cmMpuiida € MHTePAUCIUITIIMHAPHA UHTEep-
npeTtalyja Ha MUCTMKATa Ha JePBUILIKKUOT TaHL [IPeKy HOBA ONTUKA, IPEKY HOB Me MY M,
MpeKy UCTpa)kyBame Ha (POPMUTE Ha COBPEMEHMOT OaneT/MOLepHUOT TaHL, KO CTaHy-
BaaT rOBOP Ha TE€JI0TO BO CLIEHCKMOT IPOCTOP HU3 COOJIBeTHA, ACOLIMjaTUBHA ay JUOBU3Y-
eJIHA CeMaHTHKa.

WMuTepaucuunaMHapHaTa nocranka koja ce KOpUCTHU BO TpajieH-eTo Ha 0BOj basieT ce uc-
YUTYBa BO €UHCTBOTO KOE I'0 CO3[jaBaaT pa3IMuHNUTe TUITOBU JIUCKY PC:

e [IMCKYpPCOT Ha POMaHOT KaKo MpeJioKa 3a 6aaeToT ofi Koj mpousjerysa v
TEKCTOT 3a KopeorpadoT, 0IHOCHO peceMaHTU3UPAHUOT KHUYXKEBHO YMETHUYU U
MCUXOJIOMIKO-(1I030(hCKM AUCKYPC/TOBOP BO fleBepbaninsnpaH roBop — CLeHoC-
Jen;

e [MCKYPCOT HA TAHLIOBOTO T€JIO BO IIPOCTOPOT M 0CObeHOCTUTE Ha mepdopma-
TUBHATa KMHECTETHKA Ha TOa TeJIo;

e IMCKYpPCOT Ha ayAUOBM3yeJiHaTa CeMaHTUKA KaKo CUHTe3a Ha KOCTUMOIpa-
cujara, ciieHorpacujarta u My3uKara 3a mpeTcraBara u

e IMCKYpPCOT Ha KopeorpadoT, OJHOCHO creluduKaTta Ha KopeorpadCcKuoT
paKIoNKC Koja onTupa co nepcdopMaTUBHATA OJIIMKA HA PUTYAJIOT 3apajy aHa-
Jiorvjata Mery kopeorpadCKuTe eJleMeHTH U U3Be[j0eHnTe KapakTepucTUKy Ha
pUTYaoT.

Bo oBaa konu3uja, coBpeMeHUOT Oanet JJepBuioi u cMpltittia Ce YUTa KaKo peceMaHTU-
3alMja Ha MUCTHUKATa Ha CY(PU3MOT MpeKy KHUYKeBHUOT NUCKYPC BO JabopaTopuckara
chopma Ha coBpeMeHMOT baJeT.
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ITpunor: dpororpacdpuu

Mororpacuja 1: Tomucnas [erpanosui Bo HacoBHATa Poija Of IOC/IE/iHATA CLieHa Ha IPeTcTaBaTa. ®dororpaduja 3: Tomucnas [TerpanoBuk (kako Axmes HypyauH, eHTpasHo Ha hotorpadujaTa) Bo ClieHa Ha

KOJIEKTUBHaA AepBUlIKa MOJINTBA.

dororpacbuja 2: Tomucnas [erpanosuk (kaxo Axmen HygyauH, entpano), Ypom Lkanep (1eBo, kaxko BojHMK), dororpaduja 4: Tomucas [Merpanosuk (Axmen Hypyaun) u Exatepuna Kysumeriosa (lymara Ha Axme
Jles LllaromH1KOB (lecHo, KaKo BOJHUK); ClieHaTa Ha aricerseTo Ha Axmes, HypyauH. HypyauH) - ciiena o yéuctsoto Ha Xapyt V3sop: Apxus Ha XHK Crutur.
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YK 792.071.2.027(4977)
YK 792:111.852

AmnctpakT: Pe)xucepckuoT TeaTap e KOHLeIT Ha TeaTtapoT Ha
XX Bek. HeroBure KopeHu BO MaKe[JOHCKMOT TeaTap Ce Ipe-
rno3HaBaaT Bo paborara Ha Jumutap Kocrapos u Ha Mnuja
Ml/lﬂ‘{l/IH. BO ceagyMmageceTTuTe roAMHM Ha MUHATUOT BeK, pe-
JKUCepPCKUOT TeaTap Bo MakemoHuja ce etabnupatie co ,da-
Mo3HaTta“ Tpojka: Jbybuia l'eopruescku, Bragumup MuaduH u
CnobogaH YHKOBCKM M Ha HEKAKOB HAYMH I'0 00eierxa pexxu-
cepckuoT Tearap kaj Hac. Criopesi akTyeJIHUTe TeaTpoJIOKN
CTaHIapAM Toa € TPagMLMOHAIHUOT KOHLEIIT Ha PeXKUCePCKU
Teatap. Ho 1miTo e co pesxucepckunoT Teatap geHec? [lanu Mmosxe
na 30opyBame 3a perxuCcepCcKy Teatap BO MaKeJOHCKM TIPUJIK-
KU, KOV Ce TOMUHATHUTE Pe)KUCEePCKM eCTeTUKM U KAaKo THe ce
pasBuBaaT BO OJHOC Ha CBeTCKAaTa Tearapcka npakTuka? Toa
ce KJIYJYHUTE Mpallala KOH KoM e Haco4yeH 0Boj Tpyx. Mcrpa-
JKYBameTo Ke ce hoKycHupa Ha HeKOJIKY MaKeJoOHCKM TeaTap-
CKM pe>KMcepy U HUBHUOT OJJHOC KOH TeaTapoT, BO KopeJialivja
CO CBeTCKaTa TearapcKka npakTuka. HayuyHo-MeTom0I0mKUOT
MHCTPYMEHTapuyM e (poKycupaH KOH COBpeMeHaTa TeaTpoJio-
ruja. PeKOHCTpyKILMjaTa Ha PeTCTaBUTe, HEOUCTOPULUCKUOT
METOJ M TeaTpoJioliKaTa aHajau3a ce basMyHM ajlaTKU 3a oBa
UCTPaXKyBarbe.

KayuHu 360pOBU: pe)XUCepcKky TeaTap, MakeJOHCKK TeaTap,
pe>kucepcka rnoeTuKa M eCTeTUuKa, COBpeMeH TeaTap, CBeTCKHU
Tearap.

MAKEIOOHCKUOT PEJKUCEPCKU TEATAP OEHEC
- NU3MUCJIEHA NN ITIOCTOEYKA KATETOPHJA

Amna CrojaHocka

YKUM Daxynwiew 3a gpamcku ymewinocwu — Cxouje

Peskucepcku TeaTap Kako (peHoMeH, feHec, BO MakenoHnuja. Toa e kyiyyHaTa npemuca
0l K0ja TIOUHYBa OBa UCTpakyBame. [lamu Bo MakegoHmja feHec Moske fia ce 36opyBa 3a
KOHLETTOT pexxucepcku uleaiiap Ui cTaHyBa 360p 3a KaTeropuja Bo nsymupame? [1o3u-
LiMjaTa 0f, Koja TPrHyBa 0Ba UCTPakyBake e [peryefi Ha pernepToapoT Ha MaKeLOHCKUTe
VHCTUATYLMOHAJIHM U He3aBUCHU TeaTpHu, KaKo U BJIMjaHUETO Ha CBeTCKaTa TeaTapcka
MpaKkThKa fieHec. 3a fia Mo)ke fia ce 300pyBa 3a (He)oCTOeHheTo Ha PeXKUCEPCKU TeaTap
Kaj Hac, Tpeba fla ce HAMpaBy MperJjiefl Ha Ky YHUTE TOTIOCU Ha PeXKMCePCKUOT TeaTap BO
CBeTCKM paMKU 1 HerosaTa eMaHaluja fjleHec.

Bo npBoTo nornasje [logemowi Ha pexxucepoltd, of KHUrata Pexucepcku wieawiap/Directors
Theatre, Ha aHrmckuTe Teatposiosu [lejsua bpenom (David Bradby) u [ejsu Bunujamc
(David Williams), ce necbrHMpa peXxcepCcKUOT TeaTap, MOTOUHO, Ce HAariacyBa fieka ,1o-
MWHAHTHATAa CWJia Ha IeHeITHMUOT TeaTap e pexkncepoT. He moBeke caMo Kako opraHu3sa-
TOP, PEIKUCEPOT JIEHEC ce riefila KAaKO YMEeTHHUK 10 HerOBOTO/HEj3MHOTO OCHOBHO MpaBo”
(Bradby; Williams, 1988: 1). Toa e npBaTa nosutiuja oj Koja ce Tpruysa(iie) Bo Mpe3eHTH-
pameTo Ha KOHIIEMTOT HA PeXKUCEPCKUOT TeaTap BO MUHATHOT BeK. TepMUHOT pesxucep-
CKM TeaTap HajuecTo To cpekaBame Mpu ejabopalija Ha ZOMUHAHTHUTE PeXKUCEePCKU
noetnku Bo XX Bek. Criopes ppaHijyckuot Tearposor I[atpuc [Tasuc (Patrice Pavis), pe-
JKMCEePCKUOT TeaTap e TeaTap LITO Ce ,KOPUCTU CO YCIAYTUTE Ha PeXKUCEPOT, 3HAUU 11 ITpU-
JlaBa rojemMa Ba>KHOCT Ha UHTepripeTaliujaTa Ha TeKCTOT M OPUTUHATHUTE PEXKUCEPCKHU
OMILMK — YMETHUYKATA Tpara M MOTIHUCOT ce BBy tamy” (Pavis, 2004: 317). OcHOBHO
ITO MOpa /la Ce aKlleHTUpa Mpy MPoyuyBambeTo HAa pe;KUCEPCKHUOT TeaTap € akTUBHUOT
OJIHOC Ha PeXKMCePOT KOH MPEeTCTaBara, He caMo KaKo MocTaByBay Ha rpeTcraBaTa (op-
raHM3aTop HA MpoOUTe U n3Be0aTa), TYKYy M KAKO aBTOP-KPeaTop CO COMCTBEeH KOHLIEMT
Ha TIpeTcTaBaTa kKako yMeTHUYKO siesio! Toa ro u3gBojyBa pe)xucepoT Ha OBaa eCcTeTu-
Ka 0] KJIACMUHOTO TOJIKYBak-e Ha pexkucepckaTa pabora. KpeatjujaTa oBfie ro Harjaacy-
Ba aBTOPUTETOT U MOJpeIyBakheTo Ha CUTe IPYTY UMHUTEJIM Ha TeaTapckaTta peTcTana
BO pPAaMKU Ha KOHIIEMTOT HA PeXKUCePOT. PeskncepoT Kako yMeTHUK-aBTOP Of] TIPeTCTaBa-
Ta Cco37iaBa CBOe OPUTHMHAIHO yMeTHUUKO fiesio. Toj ro Kperpa TeKCTOT Ha MpeTcTaBara,
BP3 OCHOBA Ha KOOPJIMHATUTE OJ] HETOBUOT KOHILIeNT. O KOHIIENTOT Ha PEXKMUCEPOT MOXKe
Jia ce ,MpouMTa‘ HeroBaTa JuuHa noeTuka. HajemHocTaBHO ennabopupaHo, pexxncepcKu-
OT TeaTap e TeaTap/rpeTcTaBa BO KOj JOMUHUPA PEXKUCEPOT M HETOBOTO BUYBakhe Ha
npetcTtaBata. [log azupekTHa KOOpAMHAIMja Ha PeXKUCEPOT Ce CO3/laBa TeKCTOT Ha MPeT-
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cTaBara, OJHOCHO MpeykaTa of] peslaliii, yMeTHUUKY KpeaLuy U UIpa, Ha CUTe yYeCHU-
Uy Bo TeaTapCcKkuoT ynH. OBOj KOHLIIT M HAUMH Ha CO3aBakhe Ha TeaTapcKaTa [peTcTa-
Ba ZOMUHMpaLIe BO LearMoT XX Bek, MoceOHO BO MoeTUKaTa U MpakTUKara Ha peguLa
rOJIEMU PEXKUCEPCKU UMUEbA, Kako wTo ce I'poroscku (Grotowski), Bap6a (Barba), bpyk
(Brook), llekHep (Schechner), Buncon (Willson) 1 MHOTY fipyT.

XpBaTCKUOT TeaTapCKy PeKucep, TeaTposior u KHMKeBHUK, [Tetap Cenem (Petar Selem)
B0 2001 1, Bo cBojaTa [Iposezomena 3a uosuxow pexucep, oy kKnurara /loba Ha pexcujauia,
HaroMeHyBa JleKka: ,pekujata e paboTa Ha I0XKUBYBaH-eTO Ha KUBOTOT. COCOOHOCT Ha
cobupame, 3rycHyBame Ha XXUBOTHOTO UCKYCTBO BO HEKOW TPy TKU MITO MO>KeOu J0JITO,
DOJITO BpeMe Ke ce Tajioxkat Bo Hac. M Torain HaBpamnuTo, peu3BrUKaHu Ol HEKOj TEKCT,
0Jl HEKOj IpaMCKH ja30J1, 07l HEKOj COCTaB Ha 3BYLIM, O] HEKOja CLieHa Ha JbyO0B MJIM CMPT,
ke u3bujar HaZBOP, rope, Ha cBeTIMHATa Ha geHoT u cuenara’ (Cenem, 2001: 12-13). Co
TOA HeroBara eKCrjiMKaluja MoBTOPHO IO HarjacyBa KPeaTUBHUOT AUCKYPC HA PeXXU-
CepoT BO MPOLECOT Ha co3/laBame Ha npeTcTaBaTa. CriojyBajku rv oBUe Ba pesieBaHT-
HU (haKTU ce KOHCTPYMpa pejieBaHTHATa Te3a LITo ro obesiexxa LeanuoT Teatapcku XX
BeK, [leKa aBTOp Ha MpeTcTaBarta, Hej3uH KpeaTuBeH TBOPel] U JOMUHAHTEH JBUraTen e
pexxucepoT. Co Toa TeaTapckaTa MpeTcTaBa ce LoXXUBYBalle, riefalle, nepLunupalie
KaKo YMETHUYKO [IeJI0 XMepapXucku BOZEHO Off efleH YOBeK — PeXKUCepoT U HerosaTa
Te3a, nzeja, KOHLErT.

Make[joHCKaTa TeaTpoJsioruja TMOYeTOUTe Ha COBpeMeHaTa MaKe[oHCKa pexkuja
(peskucepcku Tearap) ru Oejie)ku CO CO3/aBameTO HA HalMOHaJHATa MHCTUTYILHM]a
Maxkenoncku HapogeH Teatap (1945), u co aKTMBHOCTA HA HEKOJKY DPEXKUCEPCKU U

dKTEepPCKU MMHWKEA 3Ha‘{ajHI/I 3d MaKeldOHCKaTa TeaTapCKa IMpaKTHKa. Toa ce rognuHure
KOra ce co3gaBa MaKeJOHCKHNOT TeaTap, KaKO HalilMOHaJIeH, IIPerno3HaTJInB U 110 CBOjaTa
periepToapcCKa IMMpakKTHKa, HO CCI)aTeHO n 6YKBaHHO, KOra Ce OCHOBa M1 Ce IIoAroTByBa 34
cJedHUTe TOOWHN. Pe>xycepckroT TeaTap, Kako eTa6m/IpaHa HpaKTI/IKa/HOGTI/IKa BO

MakeoHuja ke ce 11ojaBy CKOPO IBaeCeTUHA TOAUHU [TOJOLHA (CIIope; CUTe TeaTPOJIOLIK U
MHTepIpeTanuy Ha TeopuckaTa pedepeHia pesxucepcku Tearap). Meryroa, op 1945
rofIuiHa MOYHYyBa [la Ce Co37aBa U fia ce febUHUPaA MAKegoHCKAWa Weaiapcka pexuja,
6narozapenue Ha paborara Ha Jlumurap Kocrapos. Ocsen Koctapos Bo Toj mepuog
Cce aKTUBHU M HEKOJIKY APYIrY pexkucepu, Kako wmto ce: Wnuja MuauuH, umurpue
Ocmannu, Tomopka KoHpoBa-3adMpoBcKa, cé [0 TojaBaTa Ha (paMo3Hara TpojKka Ha
MOJIEPHUCTHUUYKM TeaTapCKM PeXXUCepu BO CeOyMAeCeTTUTe TOLMHM Ha MUHATUOT
Bek — Jbybuma leopruescku, Baagumup Munymn u CrnobogaH YHKoBcKU. HuBHaTa
paboTa ro etabjarpa pe)XxMCcepCKUOT TeaTap Kako JOMUHAHTHA TeaTapCcKa eCcTeTUKa Ha
BTOpara rojoBrHa Ha XX Bek. Toa noppa3bupa fexa HUBHUTE MPEeTCTaBU Ce Tenaat
KAaKO aBTOPCKM M aBTOPUTAPHM, KAKO LIEJIOCHO M KOMIUJIETHO 3aBpII€HM 3aTBOPEHMU
yMeTHUUKH fiena. [IpernenoT Ha TeaTporpadujata Ha OBMe TPOjLia peyKucepy MoKaskyBa

JeKa HOMUHAJIHO W (DaKTUUKKM HUBHUOT OJIHOC KOH TeaTapoT € TUMMYHO BO PAMKUTE
Ha flechUHMIIMjaTa HA PEXKUCEPCKUOT Teatap. bumejku cute Tpojia cBoeBpemMeHo Hea
aKTUBHM 1 Kako npodecopu Ha DakyaTeToT 3a Apamcku ymetHocTu — Ckormje (BO
IBeTe IOMUHAHTHMU MOZpavja — TeaTapcka peXkuja M akTepcka urpa), ro mpoMoBMpaa u
ro pa3BrBaa PeXXKMCepCKUOT TeaTap U ro rnjaacrupaa Kako yHUKaTeH CUCTeM 3a HUBHUTE
CTyIeHTU. HUBHWTe HacJefHUIIU, HUBHUTE CTYAEHTU U PEXXUCEpPUTe IITO 3aBpIliuja
pe’kujaBO peruoHaJHUTe eyKaTUBHU LIeHTPU, TO TPAaHCTIOHMpaa peXXucepCckuroT TeaTap
KaKo eMHCTBEHA TeaTapCka MpaKTWKa BO MaKeAOHCKWTE TeaTapCKU WHCTUTYLIUMW.
['onem 6poj Ha MaKeZIOHCKU TeaTapCKy PeXKUCEPU Off reHepalirjaTa POAeHU BO IOLHUTE
[eeceTTH U CeyMIeceTTu TOJUHU Ha MUHATUOT Bek, o Mpouampaa MakeJoHCKUOT
TeaTap Kako pexxucepcku. TBpAewmeTO WITO TO LOKAXKYBa MperjiejoT Ha perneproapure
Ha MakeJJOHCKWUTe TPO(eCUOHAJIHU TeaTapCKu MHCTUTYLUU e JleKa PeXKUCepCKUOT
TeaTap M Ha KPajoT Ha MUHATUOT U BO MOYETOKOT HA HOBUOT BeEK e IOMUHAHTHa eCTeTcKa
KaTeropuja Ha TeatapckaTa ymeTHocT. Of pexxuunte Ha: Anekcangap [lornoscku, Cpran
JanukujeBuk, 3natko CrnaBeHcku, 3oja DyszankoBcka, [ejaH IIpojkoBcku, MapTun
KouoBscku, [lean [lamjanoBcku, Kymrpum bektermuy, [putepo Kacamu, 1o nomnazara
reHepauuja: Henma Burtomesuk, [Iparana Munomescku, Codguja PucreBcka, .., Kako u
o[l perepToapcKkaTa MoJUTHKA IITO € BOJIeHa BO TOj TIEPUOJ, MOYKe [ia Ce TIOTBPAU fleKa
peXXUCEepCKUOT Tearap fIoMMHKpa. AKO ja bapamMe MprUYMHATA 3a TOQ, TOCTOjaT HEKOJIKY
ONITOBOPU — HACJIE[ICTBOTO Off MaKeIOHCKMUTE MOJIEPHUCTUYKYU PEXKUCEPH, TIPAKTUKATA
Ha MWHUCTEPCTBOTO 3a KyJATypa IITO I'M (pMHAHCUpA HAlIMOHAJIHUTE TeaTapCKu
MHCTUTYILIMY (Ha KOHKYPCUTe ce bapa TeaTapoT ja KOHKYPHpa Co PeXKMCep LITO e 010paH,
KOj MaK ro 6upa TeKCTOT M aHCaMOJIOT Ha TeaTapoT), KAaKO M KHEPTHOCTA Ha He3aBUCHATA
(roramn) mpoAykiuja Koja camarta ro mnpesefse MomesoT. Mogesnor e HaciencTBO U
Ha eqyKaTMBHUOT MpOLeC (CHUTe TeaTapCcKW eAyKaTWBHM WHCTUTYLMU Kaj HAc ro
npoTeXkupaaT MoziesioT). Toa He 3Hauu fieKa e TOrperieH MeTOO0T, TYKY MOXKe fia ce peue
JeKa e yHupuIupaH Kako e AUHCTBEeH, HAMeCTO fla ce bapa HellTo HOBO, MOWHBEHTUBHO
UM TIaK, MoKpeaTuBHO. MakefoHCKAaTa MHCTUTYIMOHAJIHA TeaTapcka MpaKTHUKa [0
JeHec ce TIOKaXKyBa KakKo MHepTHa BO OIHOC Ha OMpameTo HOBU, eKCIIepUMEeHTAJHH,
aBaHTap[HU MIPUCTATM BO KPEMPamkeTOo Ha TeaTapckarta MpeTcTaBsa.

KoH kpajot Ha XX Bek, MakeZJOHCKaTa TeaTapcka MpaKTHUKa, CO MOMOIL Ha PeXXUCePCKU-
Te UMHH-a Kako Anekcanzap [lormoscku, Ha TpuMep, MOYHA fla TO TTPOMINPYBA KOHTEK-
CTOT BO KOj PEXXMCEPOT I'0 KOMITJIETUPA TeATAPCKOTO YMETHUYKO [1eJ10 1 1a OTBOPA MOXK-
HOCTH MCTHOT Jia copaboTyBa He caMo CO PaMCKUOT aBTOp/apamMarypr, TYKY 1 CO CUTe
yUeCHMLM BO KpeaTUBHUOT unH. Bo kHurata Jpamu op Hejan [JyKoBCKU WITO ja pupe-
Iy TeaTpoJioroT JeneHa Jly)KHa, OCBeH BOBeJTHUOT TEKCT Ha MpUpeflyBaukara, npef ia
ce TIpe3eHTHpaaT ipaMUTe U eJHOUNHKUTe Ha [lyKOBCKU, KaKO U HeroBaTa KOMIIJIeTHa
TeaTtporpaduja, bunamorpacduja u bubnuorpaduija, BMeTHATH ce J[ge Maiu ZeHepayucku
UpUKAsHU TITO TY MUIIYyBaaT HETOBUTE MePMaHEHTHU COPAabOTHULM U TIpUjaTeNd — pe-
sxucepot Anekcangap Iomoscku (Xomep og moewio maano) v aktepoT Hukona PuctaHos-
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cxu (Tue gpamu, Hezosu u Hawu). VI 1Bata TeKCTa, BO KOM JOMUHUPA JTUUHOTO U UHTUM-
HOTO aBTOPCKO MMCMO TO HarjacyBaaT HauMHOT Ha paboTa Mery pexxucepor [lornoBcku,
nucaTesnoT JIyKoBcKkH, akTepoT PucrtaHoBCcKM (M apyrute akrepu Bo MHT) nocebHo 3a
npercraBata Mame my ebam koj ups uouna Bo MHT, mocebHo mosiBIeKyBajky ro gesor:
Loupejku e npamu, HEI'OBM ama u HAIIHY, BeyiiHocT ru cobupaar cuTe 3aegHUIK M/
reHepalucKu MeUTH, HaJleXk 1, IUJIeMU, PafiocTu U cTpaBoBu. CeTo OHA IITO, CBOEBpeMe-
HO, CO CUJTHA CTPaCT U HUKAKBa 3ajipliKa ro UCTypaBMe BP3 HAlIUTe TPOIIHU WTHULU U
MemuBH cueHn.. (Puctanoscky, Bo yxoscku, 2012: 25) Bo oBaa n3jaBa, a 1 BO MHOTYTe
MpOUNTAHU HU3 pefrliaTa MHTEPBjya U JIMUHU CBeJIOLITBA Ce HarjacyBa TOKMY KOJeK-
TUBUTETOT O] KOj MOUHAJ [1a Ce pa3BMBa eflHa Off HajMapKaHTHUTE MPeTCTaBy Ha MaKe-
IIOHCKMOT coBpeMeH Teatap. [IpeTcraBaTa ITO peMuepHo bellle n3BefeHa Ha 23 anpui
1997 1. Ha cueHata Ha MakeZlOHCKMOT HApOJieH TeaTtap, HacJoBeHa Kako Mawme my ebam
Koj Ups UouHa unu [onema Op3uHa Ha clioerwe (Uaparoja) e MOYeTHUOT UMITYJIC BO HOBUOT
HAYMH Ha TpeTUpamme Ha CIIeHCKaTa YMEeTHOCT He CaMo Kaj Hac, TYKY U BO CBETOT — KO-
JIEKTUBHOTO aBTOPCTBO. Mojke fla HarjacuMe jleka oBaa MpeTcTaBa e MpuyrMHaTa fa ce
OTBOPM BpaTara Ha KOJIeKTUBHOTO aBTOPCTBO BO MAKeJOHCKUOT TeaTap, mocebHo feHec,
Ha KpajoT o BroparTa fietieHuja Ha X X] Bek. Tyka Tpeba fa ce nocTaBu NpamambeTo Jaiu
Toa bellle KPajoT Ha PeXKUCePCKUOT TeaTap UJM Mak caMo YIITe eJiHa rapajeHa JuHuja
Ha TpeTHpame Ha TeaTapoT, KaKko LITO Toa I'o MoKa)kyBa MaKeZloHCKaTa TeaTapcka uCTo-
puja?

PesxucepcknoT TeaTap U BO CBETCKM paMKU MocTou eHec. [TocebHO BO UHCTUTYIIMO-
HaJIHUTe U TPaAULMOHAJIHU TeaTpu, NocebHO Kora cTaHyBa 300p 3a rojieMu peXkucep-
CKM UMWFbA HA HOBUOT MUJIeHUYM. EJIHO oy HUB ¥ Mpunara Ha aHIJIMCKaTa TeaTapcka
pexxucepka Keru Muyen (Katie Mitchell, 1964) koja moMuHMpPa CO €BPOIICKUTE 1 CO CBET-
CKUTE TeaTapCKy CLUEHH, Off IeBefleCeTTUTe TOAMHN Ha MUHATUOT BeK 710 neHec. Hejau-
HaTa aBTOpPCKa ecTeTUKa CIIope, TeaTapckaTa KpUTHKa MoyKe ja ce neuHUpa Kako
HajONIMCKY 10 TeaTapCKy aBTOp LITO focera ro uMa 6putaHcKuoT Teatap. Bo HejsuHaTa
KHura Pexxucepckuowi 3anaewi: [Tpupaunuk 3a wieawiap (The Director's Craft: A Handbook
for the Theatres, 2009), Taa ro HarjgacyBa pe>xMCepCcKOTO MajCTOPCTBO KaKO MOTITUC LITO
peXkucepoT (UMTaj aBTOPOT Ha rpeTcraBara) Tpeba a ro cTaBy Ha ApaMcKaTa rpeJIoL-
Ka.,llItou ga npasuur’, Beau Ketr Muyen, ,uu ja He MpaBuILL, TBOjOT MOTIHC Ke Ou[ie Ha
IPaMCKUOT TeKCT. Moykebu Ke Oujie HamuiaH cjaabo MM HarjgaceHo, HO cemnak Ke oupe
BU[IJIMB 3a CeKOj ITO ryiefia. 3aToa e MOIIHe BaXKHO, CUTe U300pH LITO Ke T HaTlpaBUTe,
WJIA CO aKTEPUTE UJIK CO KPEATUBHUOT TUM, [ia Ce BHUMATEHO U IPeLu3HO CTOKMEeHU"
(Mitchell, 2009: 222). Bo ogHOC Ha MaKe[OHCKaTa TeaTapcKka MpakTuKa, Tpeba ma ce uc-
TaKHe JIeKa 0BOj MojieJl Ke Oujie mpe3eMeH U Ke 0TBOPY MOXKHOCT 3a MPOLIMPYBat-e Ha
UCTHOT BO KOpeJalyja co Co37aBame Ha KOJIeKTHBHO aBTOPCTBO, JOKYMEHTapUCTUUKI
WJIA IOCTAPAaMCKHU Tearap.

[IMmyBajky 3a IpoMeHKTe BO TeaTapCKUTe CUCTEMU BO HOBUOT MUJIEHUYM, IIO3HATUOT
TeaTapCKu UCTOpUYAp U KyaTypeH ananutudap, Iparan Knauk (Dragan Klaic,1950-2011)

BO KHUTaTa Jla ce ouHe UoBWLOPHO, UpomeHa Ha Weawiapckuoid cuctiem (Resetting The Stage:
Public Theatre Between the market and Democracy, 2012), necbuHMpajku ro moCcTApaMCK -
OT TeaTap, ja akl[eHTUPa MpoMeHaTa Ha TeaTapCKUOT CUCTEM Off aBTOPUTATUBHUOT pe-
JKUCepCcKHy TeaTap Ha XX BEK KOH TeaTapCKUOT ruypaiv3am Ha X XI Bek. 3aToa rnoise-
KyBa fleKka ,JIeHeC HeKOU Ol BOIEYKUTE YMETHUILIU U TPY U, PAMHOJIYIIIHA HACTIPOTH KJia-
CUYHUTE U COBPEMEHWTE ipaMu, fieJlyBaaT HaZBOP Ofl IPAMCKUOT TeaTap, pa3BUBajKu
T fiefiaTa BO KOU I'M KOPUCTAT Pa3MYHUTE BUJIOBU TEKCTOBU, HO Kajle IITO TEKCTOT He
e IBWraTesl HUTY TI0jI0BHA TOYKA Ha MpoAykuujara. [1ojqoBHUTe TOUKM 32 OBUE aBTO-
pu, Kou cebecy He ce TeflaaT KaKo TeaTapcky PeKucepy BO KJacuyHaTa CMUCTA, TYKY
KaKO KpeaTopu Ha TeaTapoT, ce aBTOPCKUOT KOHLIENT, eCTeTCKUTE UIIeU, TEMATCKOTO WH-
Tepecupatbe, Metacopa unu cutyauuja“ (Klaic, 2016: 67-68). 1lITo e Torai pasianyHOTO
Ofl PEXKUCEPCKHUOT KOHLETT BO PEXKUCEPCKUOT TeaTap Off aBTOPCKUOT KOHLIEMT BO TO-
CTIPaMCKHOT TeaTap? Ha Koj HAUUH AeHelllHaTa TeaTPoJIoOTHja MoYKe Jia ja eBUAeHTHUpa,
JIeTepMUHUPA U J1a ja leprHUpa TpoOMeHaTa 1 Ha KOj HauMH MOJKe 7la ja cMeTa 3a repmMa-
HEHTHAa 1 yCJIOBHA?

AKo HampaBuMe Tperye]] Ha aKkTyeJiHaTa TeaTapcka MPOAYKIKUja BO MaKeJLOHCKUTE
TeaTpu Ke BUIMME JieKa JleHeC HaJBjaZlyBa KOJIEKTUBHOTO aBTOPCTBO BO He3aBUCHA-
Ta MpoJyKIIWja, a Cé yIITe BPCTO U KOHKPETHO Ce [IP>KW PeXKUCEPCKUOT aBTOPUTET BO
MHCTUTYLIMOHATHUOT Tearap. Bo pereproapute Ha TekoBHaTa ce3oHa (2018/2019) Ha
MaKe[JOHCKMTe TeaTapCky UHCTUTYLIMU MOJKe fia ce JoKayke MocaeIHOBO TBpAeHe. Ma-
KeZIOHCKMOT HapOZieH TeaTap KaKo [leHTpaJjiHa HallMoOHaHa TeaTapcka MHCTUTYIIUja Of
centemBpu 2018 I. Ha pemepToapoT T UMa CIeHUTe TIpeMuepu: Egen mecey Ha ceno of,
Mean Typremmes Bo pexkuja Ha [Taoso Manesnu (mpemuepa: 29 cenremspu 2018); Bo copa-
6orka co ,CrioHa“ IeHOBM Ha CpIicKarta KyJaTypa Bo MakeznoHuja, Ha 6 gekemBpu 2018 T.
NpeMUepHO e M3BeJleHa rpeTcTaBaTa Peasuciiu o JoaHa Kajro, Bo perkuja Ha CpraH Ja-
HUKKjeBUK; [azeb on Hexos Bo perxuja Ha Huna Hukonuk (mpemuepa: 18 nekemspu 2018).
Op HampaBeHUOT KPaTOoK Mperjief Ha TPeMUEPUTE, KaKO U Ha ITPETCTABUTE Off TEKOBHU-
OT perepToap, IOTUUHO e Jla ce 3aKJIy4U Jleka HalloHaJIHaTa MHCTUTYMja Make joHCK U
HapOJIeH TeaTap KaKo U CEeKOj HAallMOHAaJIeH TeaTap BO 3aMajlHUOT TeaTapCKu KOHTEKCT
paboTH O TpafULMOHATTHUTE TIPUHIAIINA HA TeaTapoT, Tpajiejku perepToapCcKku TeaTap
guja e e a eayuupa u ja Kyatusupa. icToto Moske fia ce 3abesiesku v co IperyiejoT Ha
OCTaHATUTE TeaTapCky MHCTUTY1IMK BO MakesioHuja. OHa mTo Moke ia ce 3abeniexxu of
TOj Mperjiefi € HefJOCTAaTOKOT OJ] CTPATErMCKO K eCTeTCKO PO UIMpathe Ha TeaTapCKuTe
WHCTUTYLIMU, KOe e TyMHO MOXKe fla ce TIPUTINIIE Ha rjiobanHaTa TeaTapcka MoanTuKa,
TeaTapoT Bo MakefoHuja fja e puHaHCcUpaH oy MUHUCTEPCTBOTO 3a KyITYypa. 3a pas3jiu-
Ka Ol KIYUHNUTE TeaTapCKUu eCTeTCKU JIOMMHAHTHY Ha MUHATHUOT BeK, TPaJUIIMOHATHO
BOZIEHU Off UjiejaTa, pernepToapoT fia e MUKTUPAH Off MOJIeJIOT Ha TeaTapckaTa UHCTHU-
Ty1#ja (ma cranyBasio 360p 3a OTPOMHU €CTETCKU Pa3IUKM — MHTePHUOT, TPaANIIMOHA-
nieH mogien Ha MHT HacripoTu coBpeMeHaTa, akTyeiHa U MOZEPHUCTHUYKA TIPAKTUKA Ha
Hpamckuor Teatap — CKorje, ITO MOXKe Jia ce cyie[ld HU3 KyJATYPOJOMKKTE Mapajurmm
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Ha MUHATUOT BEK HU3 JHEBHMOT U HEZIEJTHUOT Meyar, MoceOHo), IEHeITHUOT TeaTapCku
CUCTEeM Kaj Hac ro ofiberHa TpajguliMOHAaJIHOTO HaZrpaiyBate U ce Pa3BOJeHII BO Me-
IaBMHA Koja He e HUTY eCTeTCKM MpoduanpaHa, HUTY aKTUBHA U arpecrMBHa BO CO3/ia-
BamETO HA @BTEHTUYHA eCTeTUKA.

[lITo ce omHecyBa o He3aBMCHATA TeaTapcka ClieHa, TaMy MOXKe fia ce 3abesiercar TeH-
TeHIMK KOU ce MOOJIN3Y A0 aKTYEeJHUOT CBETCKM TeaTapCky MOJes Ha TIOCTAPAMCKUOT
Tearap, KOJeKTUBHOTO aBTOPCTBO, JOKYMEHTapUCTUIKUOT TeaTap, XUOPULHUTE )KaHPO-
BY, TepOpPMaHCUTe U XeTNeHWH3UTe, KAKO U Ha eKCITePUMEHTAJTHAOT M aHTa>KUPAHUOT
TeaTap BO COBpeMeH KOHTeKCT. HezaBucHaTa Teartapcka cueHa Bo MakemoHuja opbu-
TUpa okony MiaguHCKHUOT KyATYpeH LeHTap, KuHo Kyatypa u yiTe HeKOJIKY BOHTe-
aTapcKu MPOCTOPY BO KOU MJIAIUTE TeaTapCKU YMETHUIIM MOYKe Ia TO pa3BMBaaT U Jia
ro OTKpPMUBAAT CBOjOT YMETHUYKU M3pa3. Bo moBekeTo of MpeTcTaBUTe MpoAyLUupaHu
on Apwiouua, Teawiapowi Ha Hasucawiopowi Lsewixo, ... Moxke fia ce 3abesie)ku TeHAeHLMja-
Ta 3a KOJIEKTUBHO aBTOPCTBO, MITO BO €BPONCKUOT TeaTap Kako MOJel ja floHecoa He-
KOJIKY Tpyru o, Pumunu [Ipowiokon (Rimini Protokol) no ®opcg Enuepiiejmenii (Forced
Entertainment). Ha mpumep, npetcrasara /a 2o to3gpasuui u ga mu 2o bayuul, mpeMUuepHo
u3BeneHa Ha 3 jynu 2016 1. ce urpa fjo geHec Bo MK, Cxomje Bo mpogykuuja Ha Apwiouud,
BO CBOjOT OMUC HABeYBA fieka ,JJOKyMeHTapHa MpeTcTaBa, aBTOPCKO [ieJio Ha YeTBOPULia
aKTepu W efileH pekucep. Ja packa)kyBa MprKa3HaTa 3a PacTemheTo, 3a COHUIITATA, 3a
cebeoCTBAPYBAH-ETO 1 38 COOUYBAHETO CO OMIITECTBEHUTE MEXaHU3MU Ha (PYHKIMO-
HUpame* (07l OCHOBHUTE MIOJATOLIM 3a [IpeTcTaBaTa 0bjaBeHn Ha HUBHATa (pO-CTpaHuLIa).
IlokyMeHTapHHOT TeaTap MoceOHO U Kaj HAC U BO CBETCKU PaMKK CeKorail ro Tpacupa
KOJIEKTUBHOTO aBTOPCTBO KaKo MPUMAapPHO BO CO37laBalmeTo Ha Toj TUI Tearap. Mako
>KaHPOBCKU TIOAPE/IEHO Ha IOKYyMEHTapUCTUKATa, MOCTAPAMCKUOT MPUCTATT U aKTyesl-
HUTE TeaTapCKU TeHIeHIMU, KOJIEKTUBHOTO aBTOPCTBO BO MAaKeJOHCKUOT TeaTap UHCHU-
CTHpa 1 Ha IPUCYCTBO HA PEXKUCEP, KOJIKY TOj 1a € pAMHOIpPaBeH CO aKTepuTe BO Mpo-
1IeCOT Ha MOATOTOBKA Ha MpeTcTaBara. 1oa ro moTBpAyBa M OBOTOAUINIHATA ITpeMUepa
Ha npetcTasaTa Kako ce upasu 4ogex — KOJIEKTUBHO aBTOPCTBO, CO TPeMrepa Ha 2 anpui
Bo Knno Kyntypa - Ckomje. Mlako e HaBefieHO fleka pe>krcepKa Ha rpeTcTaBaTa e XaHa
MuneHKoBCKa, certak BO MpeTCcTaBaTa ce rnefiaatT IoOKyMeHTapHUTe TIOTeHIIUjaii Ha CO-
BpeMEHMOT Tearap: Tpyra Koja e u3bpaHa oy MJIaJjJi aKTepH IITO TO UCTPAXKyBaaT CBOjOT
MOTeHI[Mjall, pe)KUCcepKa Koja eKCrepuMeHTUpa Co CONICTBEHUOT M3pas, TeMa Koja e aK-
TyeJIHa, HOKYMEHTAaPUCTUUKY ITPUCTATT...

Hanu Tyka Mo)ke fa 300pyBaMe 3a U3YyMUPamheTo Ha PeXKUCePCKUOT TeaTap Kako Mo-
nen? [lanu TpaguLMOHANHOTO chakarke Ha PeXXMUCePCKUOT Tearap MoXKe Jla ce cMeTa
3a 3aBpllieHa CTUICKa hopMaliuja, Koja MeCTOTO M o OTBOpA Ha KOJIEKTMBHATA peXkuja
KaKo COBpeMeH TeaTapCKu mpucTtamn? Bo ycioBuTe Ha pa3Boj M Ipe3eHTaldja Ha Tea-
TapckaTa npakTuka Bo MakegoHMja He MOXKe J1a cTaHyBa 360p 3a feUHUTUBHO pas3-
IrpaHUuyBakbe Ha MOJEeJIUTe, HUTY, [aK, 3a MoJesida Ha e JHOTO KaKo TpajulMOHaJIHO, a
IpPYyroTo Kako coBpemMeHo. Ha MakegoHCKMOT TeaTap Ke My Tpeba nmoBeke eKcrnepruMeH-

TaJHU, aBaHTapJHM PeTCTABM HAa He3aBUCHATA ClIeHa, CePUO3HO MPOoduIIMpam-e Ha Tea-
TapCKUTe UHCTUTYLIMU, KAKO U CepMO3Ha CTpaTeruja 3a ia MoXKe Jia ouHe 7ia ro oTdpa
pPeXXUCEePCKUOT TeaTap Kako HopMa. TakBOTO TpeTupamwe Ha TeaTapoT Tpeba fia 3armovyHe
yIITe BO elyKaTUBHUOT CUCTEM, 3a [la MOXKe Jla ceé OTBOPM TeaTapcKaTa MpakThKa KOH
HOBHTE MOJIEJTU Ha CBETCKUTE TeaTapCKy TpeHJoBU. Toa nmospasbupa fgeka MakeoHCKa-
Ta TeaTapcKa npakTuka Tpeba fia ro Hajie CBOjoT CYTITHIIeH TPeMUH Off TPafULIMOHATHO
110 COBPEMEHO.

Bo KOHTEeKCT Ha NpeTxoagHO M3HeCeHOTO, HO M BO OAHOC Ha MPeTXOAHWTe UCTPaXKyBakha
Ha TeMa COBpeMeH MdKeJOHCKHM TeaTap, MOJKe [a Ce 3aKJIy4Un JeKa Pe)XMCepCKUuoT Tea-
Tap ce yuiTe € JOMMHAaHTHATa TeaTapCKa eCTeTHuKa 1<a]' HacC geHec, HO He3aBMCHAaTa CleHa
Ce OTBOpda KOH COBpeMeHuTe HOTeHLLI/IjaHI/I Ha CBeTCKHUOT TeaTap.
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YK 792:821.163.3-2

AncTpaxT: TpruyBajku of mMOCTMOAEPHUCTUYKATA, OJHOCHO
HEOUCTOPUCKA AeTepMUHallMja Ha TpajuljaTa Kako OTBOpe-
Ha CTPYKTYpa, 0BOj TPy A Ke ce (hoKycupa Bp3 Hej3uHaTa MHTep-
rnperaiuja BO COCTaBOT Ha JJpaMCKOTO MUCMO Ha AiBajlia Halln
MCKJIYUMTEJIHU fJpaMaTudapu, Pycomup bormanoscku u boro-
muni ['ysen. CoBpeMeHoCTa, BO 0BOj KOHTEKCT, HECJIy4ajHO Bpe-
MEHCKM Cce OrpaHMYyBa Ha ceiyMmieceTTUuTe roiuHu ofi X X BeK:
FOJIMHUTE KOT'a MaKeJJOHCKMOT TeaTap ja 0CBECTYBa U ja BOCIO-
CTaByBa MHTEPJMUCKYp3MBHATA pejialiidja co CorcTBeHaTa Tpa-
auLmja. Jpamatypuikara nocranka Ha BorgaHoscky u Ha ['y-
3eJ1 injasioru3upajku co TpajuiidjaTta, 3a3emMa akTUBUCTUUKI
CTaB KOH coBpemeHocTa. [ToryiegHyBajku ja o, COBpeMeH aro,
TUe, BCYIIHOCT, peceMaHTU3MpaaT ofipeileHu acreKT Ha Tpa-
ouLmjaTa, Ha mpumep, MOMMambeTo Ha HapOJHUOT jyHak, T.e.
XepojoT UK peobJIMKyBaeTo Ha OMOIUCKUTe MOTUBU KAKO
OJITOBOP Ha COBPEMEHUTE OMIITECTBEHO-TIOJUTUUKHN TI0jaBU.
[IpenMeT Ha MHTepeC Ha HallleTO UCTPaXKyBate € TOKMY OBOj
OJIHOC KOH TpajulirjaTa Kako MeJJuyM MpeKy Koj Ke ce Mporo-
BOpU 3a aHoMaJinuTe U gedopMaluuTe Ha COBPEMEHMOT MU,
TpajuiMjaTa Kako npeaJioiKa 3a efjleH aHra <upaH, MoJuTuy-
KU1 Teartap. 3a Taa LeJ, ke ce hoKycupaMe KOH aHajM3ara Ha
IpaMcKnoT TekcT Agam u Esa na ['ysen n gpamata Ha Borga-
HOBCKU, Papca 3a Xpabpuows Hayme unu xaxo ce upasaui xepou u
KAKO KOPUCHO C€ UCKOPUCULYBAAU.

KnayyHn 360poBM: aHra)kupaH TeaTap, MOJUTUYKM Teartap,
OMIUTEeCTBEHO-TIOJIUTUUKY aHTraXKMaH, Pycomup borpaHoBcky,
boromun I'y3en, komezuja.

TPAOUILINJATA BO ®YHKIHUJA HA
COBPEMEHOCTA

XpucturHa l[BeTaHoCcKa

YKUM Daxynwew 3a gpamcku ymewinociu - Cxouje

IloueTHHN KOOpAWHATM...

Texcitioli wiltio ciegyBa e gesi 0g egro U0Z0NeMO UCIUPAXKYBAE WO KAKO Upegmeuier Wolioc
20 UMA MAKeGoOHCKUOW weatiap 8o 70-wuiie Z0gUHU HA MUHAWUOW BeK. Mciipaskysareulo
e (okycuparo Bp3 geuruparwe u yuBpgysare Ha Qopmuilie B0 Kou ce tojasysa UoAUMUUKY
anzaxkupanuoi weawiap. [lowpazaia o HeZosuilie U0jaBHU 00UYU BO MAKEGOHCKAWLA gpama
u Weauap, ce 0gBUBAULE BP3 OCHOBA HA UPEXOGHO geUHUPAHUNIE 3aegHUYKY, UPUMAPHU KA~
PAKWEPUCTIUKY Ha pA3UYHUTLE POpMU HA UOSUWIUYKY Uealiap: AKUWLYeSHOCU, MACOBEH/jaBEH
Kapakuiep HACUpowiu UHIUMUCTAUYKU, KPUWIUYKA OPUEHIUUPAHOCTL HA YMEWHUYKOWO geo/
aBUOPCKUOW KOHYEUIW U AHZAXKUPAHOCTU. AUNUYUPAHU BP3 0gpegeH Kopuyc WeKciioBU, 0Bue
Kpuiiepuymu omBopuja UHWepecHU UepcuekuiuBy U pelayuu Kou HeCOMHEHO UOWMUKHYBAGW
Ha UOHAWLAMOWIHO, UpogriaboueHo wpeiupare. Egna og nus ja ougara koperayujamia uomezy
AHZAXUPAHOCTIA KAKO YMeWHUYKa Kaliezopuja u wipaguyujaiua. Bo wioj Koxltiekcud, 08oj ecej
WpPEHYBA 0g OCHOBHAWLA XUUOWE3a COGPXKAHA U BO CAMUOW HEZ0B HACI0B — Wpaguyujaiia 8o
dyHkyuja Ha cospemenocitia. Bupouem, Upauiarewio Ha Koe Wipeba ga 0gzoBopu 0BOj Wipyyg e
Kaxo Wpaguyujaiiia, 8o pamKuiie Ha gpamckowo UWUCcMo, gejciuByBa aKUBHo, W.e. 3a3ema ax-
WUBHA U03uyuja Upeky Koja cu peprekimiupa Upobsemuitie Ha COBpeMUEUi0/geHeUHUYATLA.

TpagunujaTa Bo MaKeIOHCKHMOT TeaTapCKU KOHTEKCT Ha 70-TuTe

[Tepuogot Ha 70-TUTe TOAMHU BO MaKeJOHCKATA ipamMa ro KapakTepuanpa M BOCrocTa-
BeHaTa MHTeH3UBHA ,BUCTUHCKA, TPOYKTUBHA, KpeaTMBHA aBTopedepeHL1jaiHa peJia-
[1ja moMery MaKkeJoHCKaTa JpaMaTuKa U MakegZoHCKUOT okiop” (JTysxuna, 2000: 77).
BaxBoTO CBpTyBame KOH TpafuiiijaTa, CBOjCTBEHO TOKMY 3a 0BOj ITepUO]] 01 pa3B0ojoT Ha
Make[JoHCKaTa Jjpama, Ha TpB Morjes e 3abeie)KIMBO U Ofl camaTa pernepToapcka Tek-
crypa. CucTeMaTU3MPaHUTE PENepTOapCKy MOJATOLM 0 aKLeHTMpaaT MHTeH3UBHUOT
MHTEepec 3a Aujasoru3npare co TpaguiinjaTa, MpeKy Hu3a 0CTBapyBaka Off KOU YIITe BO
CaMMOT HACJIOB Ce HACeTYBa OIIITeheTO CO HAPOAHOTO TBOPEIITBO/HAapoAHATA KYJITy pa
1 MUTOJIOTHja. Bo TOj KOMOPUT 0y UHTEPTEKCTYa Ha KOMYHUKaIMja cO KYJATYPHOTO Ha-
CNIeCTBO, ce mpoduarMpaaT Hajpa3aMyHM APAMCKM TMCMa, Of OHMe KOU MMaaT U3pasu-
TO apTUCTUUKHK KapaKTep JI0 TAKBY KOU Ce caMo ClieHCKa ajanTaliija Ha (hoJKJIOPHUOT
Matepujant

14 Kako nmpumep 3a Toa ce cpekaBaaT MpoAyKLuu of, TUroT Makegorncku uevanoapcku ecru (1977, MHT)
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HammoT nHTepec, BO TOj KOHTEKCT, IO TPUBJIEKYBaaT OHKME TeKCTOBU KoM TpaiulijaTa ja
MoJieipaaT/apTUKyarupaaT BO MOMHAKOB MOJIeJT Ha IpaMCKO MTUCMO, TPEKY efileH MOofiep-
HUCTUYKM ceH3ubunuTet. Bripouem, peJiaiijata Koja TeaTapoT ja BOCIIOCTaByBa CO Tpa-
IuivjaTa, ke Mpein3BUKa M MPOMEHaA Ha ,CTPYKTYpaTa Ha UyBCTBYBaH-€", T.e. Ke ro u3me-
CTU eMOLIMOHAHUOT CyTCTpaT Ha KojaeKTusoT (Jlysxuua, 2017: 70). HuBauot gujanor ke
pe3yJiTupa Cco rojaBa Ha yuITe efleH MOIePHUCTUUYKH XKaHp, moeTckaTa Apama. Mefytoa,
peJIeBaHTHOCTA Ha BAKBMOT OJHOC 3a pa3BOjoT HA MaKeJJOHCKaTa COBpeMeHa jpaMa, He
ce uclpmyBa Tyka. [IpBaTa MakefioHCKa TTOCTMOJIEPHUCTUYKA JipaMa Jane 3agpoias Ha
l'opan CrechaHOBCKM!, KAKO MHTEPTEKCT IO MMa TOKMY 300pOT KOj HU I'O OCTaBUJI ToJie-
MUOT cobMpad Ha HapogHU yMOTBOPOU, Mapko Llenenkos. [TocTMoiepHU3MOT BO TeaTa-
pOT, OJHOCHO eJleH HEeroB 13pa3s, e MoBp3aH U co cebecrno3HaBayKaTa TpeCcKa Ha TeatapoT
3a CBOjOT @HTPOTMOJIOLIKY U COLMOJIOLWIKY KapaKTep, BOCIIOCTAaBYBajKy KYJTYPOJIOLIKYU
IMCKYPC BO KOj KAKO HEMMHOBEH cobeceIHUK ja MMa Hea, TpaguuujaTa. BeymHocT, no-
OJIMOKYBaWeTO 10 TpajiuiiujaTa ro BOJM TeaTapoT KOH CBOUTE KOPEHW, KOH PUTYaJIOT.
Co 0BOj (heHOMEH Ha 301Ky Bakbe Ha TeaTapoT/ApaMara co TpajuiidjaTa (M Teatapcka
1 KYJITYPOJIOIIKA), MOYKe CI000[JHO fla ce Kayke IeKa MaKeJJOHCKUOT TeaTap Beke 3ade-
KOpyBa BO UCTUOT PUTaM CO eBPOMNCKUOT. He ciiyyajHo v mpBaTa npeTcTaBa 3acHOBaHa
Bp3 MPUHIIUIMTE Ha TeaTapcka jJabopaTopuja e paboTeHa criope[] BeTe CTUX030UPKHU
Ha C. JaneBcku Esancenue tio Miap [lejo u Kaunaseauja's, mpoTKaeHu CO apXauyHoOCT BO
13pa3oT, co 300pOBHU COCTaBM Of] CTAPOCIOBEHCKATa (hOJIKJIOPHA JIEKCUKA, U TP Cé CO
CeTUJIHOCT KOja ,Hy[ MOXKHOCT 3a HaBpaKate KOH pUTyajHaTa eHepruja Ha TeaTapoT”
(Crojanocka, 2006: 39).

OBa 36MeHO Tpe3eHTHpare Ha HajOMTHUTE MOMEHTU MOBP3aHU CO OJHOCOT TPaju-
[Mja-Ipama/Teatap Ha Haiie TJ0, belle MOTPeOHO KaKO KPAaTOK BOBE U YBUJ, BO MOJXK-
HOCTA 3a Hajpa3/IMUHK BapWjaHTU Ha MHTEprpeTUupar-e Ha TPajUIMOHaHOTO BO CO-
BPEeMEHUOT TeaTapcku cBeT. Toa BoefjHO Tpeba [ia MoCay>K1 Kako KOHTEKCT BO KOj Ke ce
CMeCTH YIITe efiHa peJialiija Koja ce n3IB0jyBa KaKo MOIITHEe MHTepecHa: TpajuiijaTa u
OTIITeCTBEHWOT aHTa)KMaH. Bo Taa cMucia, ako ofipefieHr aBTOPU ja TeaTpaausupaaT
TpajulijaTa caMo Ha MJIyCTPATHUBHO HUBO, IPYTHM yCreBaaT BO HEj3SMHUTE MOTHUBHU fia ja
MpOHajAaT MmoeTcKaTa MOK U Jla I'M U3pasaT CoCTOjOuTe Ha YOBeKoBaTa Aylla, TPeTH Ke
ce HaBparaT Ha HeKOM MOCTapu TeaTapCcku OpMU M OTKPUBAjKU ja HEMOCpeJHOCTa Ha
HUBHMOT M3pa3, ke ' TpaBecTrpaaT of CoBpeMeH actekT. Tpaguiujata, cchaTeHa Kako
OTBOpeHa CTPYKTypa 0cTaBa MOXKHOCT fa bufie ucnuiaHa,/HaarpajeHa/Biuion3MeHeta
1 Ofi ceramuuoT MoMeHT. Ho 1 o6paTHO. MMHATOTO, IOCTUTHYBahaTa 0f MPETXOJHUTE

v baaxcena ¢opa 3esnena, n300p of HapopHUTe MecHH 3a [ [lesueB. BakBUMOT ofHOC KOH TpajjuLinjaTa e of
WJTyCTPAaTUBEH/perpe3eHTaTUBeH KapaKkTep, OfJHOCHO MCKJTy4IyBajKu ro KpeaTUBHUOT, aBTOPCKH MoTdhaT/
KOHLIETT OCHOBHUOT JBUTaTeJ Ha BAKBUTE MPOAYKIMU € HOCTAJIrMYHOCT. Bo CYIITHHA, BAKBaTa KOMYHUKaL1ja e
Ha HEeKOj HaYMH MacKkBHa 1 eJIHOHACOYHa.

15 BoepmHo 1 HEroOB MpPB AAPAMCKY TEKCT!

16 U He ciyuajHo Tokmy Pycomup BorpanoBcky pabotu Ha gpamaru3sanujaral

CTPYKTYpPH ,CO cebe HOCAT XeTeporeH, KOMIIJIeKCeH 30Up Off CUJIM IITO I'M 00JIMKYBaar
HaCTaHMTe OJ] CeramrHocTa’, OfIHOCHO ,HAIIeTO MOCTOeke e (DYHKI[Mja Ha HAIIeTO HacTa-
nysame" (Kynaskosa, 2007: 553). [Ipeno3HaBajkn ja oBaa MHTEPAMCKYP3UBHOCT, Ofpe-
IeHU IpaMCKM aBTOPH, TIOBUKYBajK1 Ce Ha MUHATOTO (TeaTapCKo Mpef Ce), BCYLIHOCT,
MUIYBaaT 3a aKTYeJTHUTE OMIITECTBEHU COCTOjOM 1 32 COBPEMEHUOT YOBEK BO HUBHUOT
LeHTap.

[IpegmeT Ha MHTepeC Ha HALLETO UCTPaXKyBakbe e TOKMY 0BOj OJHOC KOH Tpajulujara
KaKo MeJJMyM TpeKy Koj Ke ce MPOroBopy 3a aHOMaluuTe U fedopMalLnuTe Ha COBpe-
MEHUWOT MUT, TpaZiuliujaTa Kako pejJiolika 3a eJleH aHra>kupaH Teartap. 3a taa LieJl, of]
KOPMYCOT TeKCTOBU KOM ce rocTtaBeHr Bo 70-TuTe U KoM (DYHKLMOHMpAAT Mo OZHOC Ha
HUBHATa pejaluja co TpaaulidjaTa/MUHATOTO/TAMETEHETO, OBOj TPy I'M MU3[BOjyBa
Dapca 3a Xpabpuowi Hayme op Pycomnp Borganoscku n Agam u Esa on Boromun ['ysenn.

AHanu3a v MHTepIpeTaluja

®apca 3a Xpabpuowi Hayme e HanumaHna Bo 1968 1., a Ha KOHKYPCOT 3a OMalllHa Jjpama
pacnumad og MHT Bo 1969 1. ja mobuBa Tperara Harpaza (Apyrure gBe He ce JOAeNIeHN).
Tyka Tpeba fa ce HarmoMeHe 1 fieKa Toa e TofiIMHaTa Kora HajMapKaHTaHMOT UTaJIMjaHCKW
,TeaTaplidja‘ Bo cekoja cMucJjia Ha 300poT, COBpeMeHUOT giullare, akTepoT KOj BO CBoja-
Ta CLIEHCKA eHepruja ro uma cobpaHo/Hacae/[eHO KCKYCTBOTO Ha aKTePOT pacKarkyBad,
Ha MMMMYAPOT, HA XUCTPUOHOT, fipaMckuoT aBTop lapro Mo, ja ocBojyBa eBporickara
Teatapcka ciieHna co Mucuepujaia bygo (Mistero Buffo). Bo 1977 r., peanusnpaH Kako Te-
JIEBM3UCKO 1I0Y, OBOj TEKCT Ke MpeiIn3BuKa OCTPU peaklny off CTpaHa Ha BaTukaH u ke
buze oLeHeT Kako ,HajooroxXyaHOTO 110y BO ucTopujaTa Ha TejeBusujara‘’. Co cBojoT
KapaKTeprCTUUeH HauMH Ha MUIlyBame, co n300poT fla ce HaBpaTu Ha cTapaTa aTuy-
Ka, pUMCKa ¥ peHecaHCHa KoMeJuja, Ha YKMBOTBOPHOCTA U PAa3UTIPAHOCTA Ha JINKOBUTE
0l CTUJIOT Komeguja ges’ apitie, CO TPOCTOPOT KOj HETOBUTE KOMEAIUU 1 o OCTaBaaT Ha
u3BezsbaTa M Ha aKkTepcKaTa MMIPOBU3alija/BeliTHa 1 TIpej] C&, CO OCTpaTa MOJUTHY-
Ka KpUTHKA Koja ja ymaTyBa MpeKky 0Boj u3pas, Pycomup TBOpY mapajiesHO CO aBTOPOT
KOj BO MCTOpMjaTa Ha CBETCKUOT Tearap Ke Bjie3e KaKo efleH oj] HajcyOBep3nBHUTE U
OMIITEeCTBEHO HAjaHTa)KMpaHUTe aBTopu BoomnuiTo. OBaa mapanena,’® camo ja uctakHy-
Ba UCTOBpeMeHaTa noTpeba Bo [[Be pa3jiMYHU KYJTYpU Jia ce TTPOTOBOPU 3a COBpeMe-
HUTe cOCTOjOM Ha cirM4yeH hapCUUHO-CATUPUUEH TOH O6a3upaH Bp3 MCTOTO, TeaTapcko,
HacezncTBo. [IpansBenbara Ha Papca 3a Xpabpuows Hayme e iypu 10 B TOJMHU OFf, pac-
MUIIAHUOT KOHKYPC 3a fomaniHa gpama Ha MHT. Ce paboTu 3a KoMeinja Koja BO CAMMOT

17 http://ricercagelocal.it/gazzettadireggio/archivio/gazzettadireggio/2007/05/03/EA3PO_LA503 html
(ITpucraneno Ha: 20.04.2019).

18 MUctpaxcyBameTo nokaxa geka [lapuo do, Bo Toj mepuof He e rpesefieH Ha MaKeOHCKY, HUTY Ha HEKOj
O jyrOCJIOBEHCKHMTe ja3uLlM BO CKJIOM Ha 3aeJHMUKATa ApyKaBa, HUTY MaK e U3UTPaH Ha HeKOoj Off TeaTapCKuTe
ectusanu. Bo Benrpap nps nat e noctaseH Bo 80-tute roguu. Criopes Toa, He MoXKe fia ce 30opyBa 3a
HeKaKBO BJIMjaHue Off HerlocpeieH THIL.
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HaCJIOB yraTyBa Ha cBOjoT »kaHp. CocTaBeHa e Off IeCT HeHaCJ0BEeHU CLIeH! CO aKLeHT
Ha CLIEHCKUTe/TeaTapCKuTe ejleMeHTH, be3 onmupHu gugackanuu. Cé e mogseseHo Ha
UTPUBOCTA Ha IjAJIOTOT M recTUKaTa/MUMUYHOCTA.

Yiite off HaZiBopellHaTa aHaa13a Ha jpamMaTa - Hej3WHUOT YTBPAEH XKaHp, Ce cornenysa
aHTa)XMaHOT Ha oBa fiesio. Ha nmpBo HMBO, TOj ce ocTBapyBa hOpMaHO, CO CAMUOT U3-
6op paMCKKUOT MaTepujall ia ce 0OJIMKyBa BO )KaHPOT Ha koMesinjaTa. [loHaTamomHara
aHaju3a MoKarka JleKa ipamara e aHra)krMpaHa v Ha COIpXKUHCKO HUBO, CO M360POT Ha
camara TeMa. AHTra>KupaHoCTa Ha KoMeJiMjaTa Kako >KaHp HajlipBo ce MoBp3yBa Co Hej-
3UHWOT MpeaMeT Ha MHTepec — 0OMYHMOT YOBEK M HEFOBOTO CEKOjHeBUe, KAKO U BO aK-
TyeJlHaTa BpeMeHCKa paMKa KaJie IITO HajuecTo ce CMeCTyBa BpeMeTO Ha [1ejCTBUETO BO
KoMepujaTa - cera v opjie. [loHaTaMy, aHTa)KMpaHoCTa ce coryieflyBa v BO HejauHarta cy6-
Bep3MBHA (hyHKIIM]ja Koja ce objacHyBa NpeKy KapHeBaJicKaTa AMMeH31ja U1K KaKo LITO
toa ro fedpunupa Kan Knog Kapuep: ,ctapata komezauja, € MHCTUTYLMOHAIM3ali1ja Ha
COLMOPENIUTHCKMTE KapHeBaJICKU MPOCJIaBu MITO rpe3esie 061K HAa (hUKCHA TeaTapcka
MpeTcTaBa, 3a BpeMe Ha Koja e[leH aBTop e opuLrjasiHO 3a[0JXKEH Jia ja Urpa, Ha rpoTe-
CKEeH HauuH, LJeJIOKYITHOCTAa Ha MeHTaJIHUTe pellpe3eHTaluy U Ha 3aKOHUTE BP3 KOU Ce
3acHoBa rpagoT-gpyxasa’ (Cuiie auya Ha cmeutnodo, 2013: 139).

TemaTcKMOT KOHCTPYKT BO OBaa ipama Ha Pycomup, ro peakTuBUpa MpamameTo mTo
3Hauu fla ce OUfe Xepoj BO JeHeIHO BpeMe. MiejaTa ce mpoBjiekyBa yiiTe BO CAMUOT
MOJIHACJIOB — KAKO0 ce Upasaill xepou U Kako KOpUcHo ce uckopucuiysaaid. [ToctaBeHO BO KOH-
TeKCcTOT Ha (hamo3HaTa 1968 r., HO ¥ BO KOHTEKCT Ha LeJKoT XX BEK, BO MUTOT KOra CBe-
TOT € MIperiaBeH Co PeBOJIY LM, TPOTECTH, OTUTUIKM YOUCTBA, CO TPyTIa CTYIeHTH KOU
BO 3HAK Ha MPOTEeCT U BO MMe Ha U[iejaTa ce caMmo3arnasyBaar 1o Mo TafuTe, B0 KOH-
TEeKCT Ha BEUHO Hepas3pelleHOTO MaKeJoHCKO Mpallathe U BeUHUTe HerpujaTesnn UTH.,
WTH., TOA HECOMHEHO TOKPaj aKTyeJIHO, CTaHyBa U OMacHO Tpaiiame. Hu3 KoMu4HOTO
oryiefiano, PycoMmup HajlpBo ro co3fiaBa MUTOT, 3a TOT0A LeJIOCHO a 0 PEMUTU3UPA, Of-
HOCHO [1a ro IeKOHCTpyrpa. [JleKoHCTpyrpajky o MUTOT 3@ HAPOAHUOT jyHAK, BO CAMUOT
LleHTap Ha MocTankaTta ro cTaBa U CUCTEMOT KOj co3faBa jyHauu. HapogHuoT jyHak e
TpajuiMoHaaHa hurypa nmprucyTHa Bo ceuuja KyaTypa. Toj moceysa HaTYOBEUKA CUIA 1
4yZOBUIITHU 0COOEHOCTH, MMa KOPUCHA colrjaiHa hyHKIUja — OpaHU U 3alITUTYBA, He-
roBara buorpaduja e cocTaBeHa off Hi3a KyJITyPHO-UCTOPUCKU TIpeflaHija, Of HeTOBOTO
4yzleCHO parame J10 HeroBata 6ecMpTHOCT. McripeBpTyBajku 't OBKMe KapaKTepUCTUKM
Ha HAPOJIHUOT Xepoj, 0A3eMajKku MY ja CUJIaTa CO TOA WITO Ke TO CMeCTU XepOjoT BO JIMKOT
Ha eJleH KyTap YeBJiap Haj KOj IOMUMHKPA 1 HeroBaTa COTCTBEHA JKeHa, Ke TO ToCTaBu
,BO TIOTPEIIIHO BpeMe Ha MOorpelieH TPH' KOj CydajHO Ke MY T'o ,HaTOBapu  XepojcTBOTO
BP3 IJ1aBa, BO [Ip)KaBa IITO e/1Baj YeKa [ja HaripaByu Xepou 3a [ja MOoXKe fia MpouTHrpa oj
HUB, PycoMup MoKkpeHyBa aKTUBUCTUUKM aHTa>KMaH TOKMY MPeKy MPencriuTyBameTo
Ha hurypata HapoJieH jyHaK off fieHeliHa repcrektTrsa. OHa [ITO To 0COBpeMeHYBa TeK-
CTOT € TOKMY Taa MHBep3uja Ha 0pULUjaTHUTE BPeJIHOCTH ¥ HOPMU TIPEKY OJJHOCOT KOH
xepojoT. XpabpuoT Hayme Ha Pycomup e cé camo He xpabap. 3a 1a bujie MpoHujaTa yiiTe

MoroJjiemMa, HemMa HUKaKBU MpeTeH3uu fa buze xpabap u xepoj. Xpabpuot Hayme, KoKy
ITO e CMeIIleH, TOJIKY € ¥ TparrueH BO ceTa Taa KOMUKA, OUflejku e CBeCeH JIeKa XepouTe
1 ce moTpebOHM Ha [ipykaBata caMo KaKo TProscku bpeHp. Papca 3a Xpabpuow Hayme e
napojiija Ha 1ieJ1 efileH O TeCTBeH MeHTanuTeT. Toa e 3ab6ejiexkJIMBO U 0f OIHOCOT Mery
Bojunue danbaunue u Jounkara, MacHoTuj u PacTpOyLieHTHj KOU KpraT Kpaj co Kpaj,
PactpbyuenTtuju [Ip>kaBaTa 3a Koja ,caMo MPTOB Xepoj e fobap xepoj', ma 1 Toraii Kora e
>kMB. Komukara Ha Pycomup 6ecriomiteiHO yiupa 1o HajKpeBKUTe Mpalliakha BO CPLeBU-
HaTa Ha HAaIMOT Hapo,. I paMaTypiikaTa nocranka Ha PycoMup pacro3HaBa ofipeieHu
MOCTAMNKKW HA IOCTMOZIepHaTa, Mef'yToa cerak oBaa fipama e ojf 3aTBOPEeH, MOJIePHUCTUY-
KU TUIT CO CTPOTO KOHIUIMpaHa CTPYKTypa U jacHO ynareHa nopaka. OnmrecTBeHaTa
aHTaXXMPAHOCT Ha OBaa Zipama Mpou3JeryBa TOKMY Ojl MocTankaTa Ha peMuTH3aliuja
Ha urypara Ha Xepojor.

Agam u Esa (1966) Ha Boromun ['y3en, e cTpyKTyprpaHa criopes er3sucTeHjanucTuIKa-
Ta IpaMcKa MaTpuia Kako hopMa Ha OILITeCTBeHO-aHTIa)KMpaHo nucMo. yKaHpupaHa
e KaKo MUpaKJ BO TPY CJIMKHU co ripoJior. [IpemuepHaTa n3Besba ja ma Ha 28 heBpyapu
1970 ., 3aefiHO co y1iTe efjHa pama Ha |'y3en, Jos, Bo pesxnja Ha Jbybuiua ['eopruesckn
Ha cleHaTa Ha [lpamckuoT Tearap. OpurnHasnnocTa Ha ['y3en ce cornesjyBa BO KpeaTuB-
HOTO TpaBeCTHUPakhe Ha CAKPOCAHTHUTE MOTUBM of] bubiujaTa Bo eflHa MOIEpHUCTHYKA
npamcka ¢popma. BakBaTa rmocTarnka Ha jpaMcKka TpaBecTHja e KapakTepucTHYHA 3a aH-
TJIMCKUTeE ipaMaTrudapu off KpajoT Ha LieeceTTuTe, Mef'y Kou u Tom CTomapa, unj oyx ce
IeTeKTnpa 1 Bo Tekcrypara Ha Boromu ['yzesn (Jlysxuna, 1996: 195). Ha osa ce HafioBp3y-
Ba 11 MHTepeceH 6uorpadeku akt — ['y3en, 3aBpulyBajku I CTyAMKUTe 110 aHIJTUCKH ja-
3UK 1 KHIDOKeBHOCT Ha Dutonomk ot dakyireT 3o Cxorje, Bo yuebruaTa 1964 /65 roguHa
3aMUHYBa Ha MOCTCTYAMUCKHY [IPECToj Ha YHUBEep3UTeTOT Bo Enunbypr. Beke cnepHaTa
rofiHa, flofieka ja BpuIv (hyHKIIMjaTa Ha ApaMaTypr Bo JlpaMcKUOT Tearap, ja muIyBa
Agam u Esa. OcTaHyBa npalialbeTo 301ITO IOMUHYBa TOJIKY BpeMe [0 h3Be0aTa Ha OBOj
ZoCTa Mpefiu3BUKYBAuKM TEKCT KOj HOCK e[leH coceMa MOMHAKOB/HOB MMIIYJIC, TPUTOa
MMajKku ro npeasup hakToT 3a npodecroHaiHaTa JOIXKHOCT Koja ja BpLIx ['y3en Bo Te-
atapoT une hopMupare e pe3yyTaT Ha efjHa peakiikja MPOTUB eCcTeTcKaTa MoJUTUKA
kojajaBogu MHT. OgrozopoT Moske caMo fia ce MpeTocTaByBa, MOXKe a ce JOJIXKU Iy PU
1 Ha CAMMOT aTpubyT ,MIPeIM3BUKYBAUKM, HO OHA LITO € 3a HaC Ba)KHO e Toa LITO ,4e-
Kajku®, ycriesa fja Oujie npernos3Har oj CBOjoT PerKucep Koj ja roceysa TOKMY Taa ykejba
3a Npein3BUIIM Koja TeKCTOT ja bapa, Jbybuina ['eopruescku. XKaHposckara onpeien6a
0fl CAMUOT aBTOP € Ha HEeKOj HAUMH HeroB MPOHUYEH KOMeHTap KOH camaTa Oubiucka
CONIP)KWHA — He ce [paMaTu3upa HWUKAKBO UyJo, 3allITO BeKe HUKOj He BepyBa BO 4yjia.
IpamaTa 3amoyHyBa Co MPOJIOT KOj MPeTCTaByBa UHTEPTEKCT, T.e. cI000/IeH MPeBoj, Ha
Cosgasawewio u uaéarewio Ha JIyyugep, CpeJHOBEKOBEH MUPAKJI KOj e 0bjaBeH BO 30Mp-
karta Everyman and Medieval Miracle Plays. OCHOBHOTO ApaMCKO [IejCTBMe BO Apamara
ja cnepu bubnKnckara MprKkasHa, cé 10 OHOj MOMeHT Kora KauH mokpaj cBojoT 6par, Bo
npamara Ha ['y3en ro ybusa u Bor, Herosara efuHcTBeHa MeTa. Criefiejiku ja Tparara Ha
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6ubnuckara npukasHa, ['y3es ke rv pa3HMIIA OZHOCUTE Mely TMKOBUTE, T.e. GUOINCKNTE
JIMKOBU Ke T fobujaT qUMeH3UUTe Ha COBPeMEH UOBeK, KOj Ke 3a3eMe ornpefiesieH CTaB
KOH [lejcTBMjaTa WTO I'M TIpe3ema, He MOTIUPajKy Cce Ha OHa yBepyBale CBOjCTBEHO 3a
MIMPOKUTE HAPOJHM Macu - ,TakBa buya 6okjaTa Bojja‘. AHra)KMUpaHoCTa e MpUCyTHa
1 BO CAMMOT 3aIlJIeT Ha JjpaMara, BO OCHOBHUOT KOH(JIMKT - CO3HAHMETO/CBeCTa 3a Ma-
HUMynanujata Ha bor 1 ciobosiHaTa Bojija HA YOBEKOT, HETOBUOT COMCTBeH n36op. Bo
TOj OIHOC Ce U3rpajieHu 1 TUKOBUTe Ha AflaM U EBa Kou BO 0Ba aBTOPCKO BUZAYBame Ha
6ubnuckara mpuKasHa, ja UMaat cujaTa NpBOOMTHUOT ,IPeB’ APCKO [1a MY I'O MPUTTUIIAT
M Ha OHOj KOj I'M CO3[jaJl, HO U Ha MOMEHTOT KOra KOHeUHO Ke ja mocjyuaaT CorncTBeHa
COBECT K0ja ce oCMesiyBa [la MTPOroBOPU Pa3inuHo o1l ,boKjuoT riac”

,EBA (Ha boz¢a.): 3ap ouekyBaliie MoCcTOjaHO [ja TU IO CJIYIIAM TOj fIaJIeUeH I1ac, KO eX0 Off
nemiTepa fia SBOHM BO MojaTa coBecT? He, He cu ro Muciesn cekako Toa Cepuo3Ho, bosxe.
3ap [ja uekam Ha TBOjOT IJ1ac, MJIM Ha MOjaTa COBECT 3a Cé HeIllTOo Mpej ia 'o HarpaBaTt?
Kage Tv e ceprio3HocTa Ha bor, ako cTBapHO cu ro MucJjien Toa? OuekyBalr 3ap fia CIroy-
JaBaM of ciaywmame? CakaB [ja ro CTOpaM OHa ILITO OYMTe MU IJIeflaaT v Taka MocTamnms.”

(Agam u Esa, 1982: 21)

EBa Ha ['y3en He e uckyuena o ['aBonoT nMpeTBOpeH BO 3MUja, TYKy OF CONCTBEHaTa
BoJija. BosjaTa Ha YOBeKOT, 3a BJlacTa e TI0CTpalllHa Off CeKaKoB ,faBOJI, 3aIITO ITIpe]l HeTO
MO>Ke ia U ja Mepu MoKTa. Ho cBoeBoJiHaTa ,HETIOCAYIIHOCT 3a KOja He € BUHOBEH HUKA-
KOB IIOCPeHMK Ha ,3JI0TO" ja 3arpo3yBa BJIACTa, 3aLITO € 3HaK 3a Tpe3BeHa cocTojba Ha
YMOT KOj 3Hae [ja JJoHece COMCTBeH cTaB. AKO Tpafuiiijara ja cpaTuMe Kako CUCTEM Off
IOTMH, O]l PeJIMTUCKM ¥ MOPaJHU MpaBuja ¥ MPaKTUKH, TOPUBOT [la Ce U3MEeCTH Hej3U-
HaTa CTPYKTypa Ke Oujie pe3ysitar Ha OMIITeCTBeHUTe/PeIMICKI/MOpaJIHU IOrMU KOU
ce npomenue. EBa Bo 70-ture roguHu OypHO IpoTecTupa 3a cBojata cjaobogHa Boja.
MeMUHUCTUUKOTO JIBUIKE e Yuj IpB OpaH ce Cy4yu Ha caMuOoT Kpaj Ha XIX 1 moueTokoT
Ha X X BekK, a Koj ce ofHeCcyBallle Ha HeeJHAaKBOCTA Of ITpaBHa refjHa Touka, Bo 60-Tute n
70-TuTe rogMHu Ke ce (hoKycupa U Bp3 KYJTYpoJIolIKaTa HeeIHaKBOCT, T.e. BP3 yjoraTa
Ha YKeHaTa BO OMIITeCTBOTO. Bo Toj norses, TekcToT Ha ['y3es1 e HeCOMHEHO aKTyeseH 1
KOHCEKBEHTEH Ha OIIITECTBEHO-TIOJIMTUUKHUOT peajuTer.

AHraxupaHaTa guMeH3uja, 'y3e ja ;aBa v mpeky ApaMCcKUOT MPOCTOP: CO eHOCTABHO
IofaBarbe Ha TpubuHaTa, MyJITOT 3a TOBOPehe U 3BYUHUMKOT, CLieHaTa Ha [Ipojoror ce
3106MBa co MoJMTHUKA KOHOTalnja. OCHOBHOTO Mpalame koe ['y3en ro nocrasysa co
oBaa paMma e ganu Moxke a ce youe bor, 3a ga ce buze cam cebecu bor, 0qHOCHO, 3a/10-
BOJICTBOTO Jla Ce MUMa MOKTa B paile. TeMaTa Ha MaHuUIIyJlaliMjaTa M3pa3eHa MpeKy ojiHO-
cot mery Agam, EBa u bor, uMa ocTpa NoaMTUYKA [103aA1HA. 38 NOJUTUYKATa MaHUITY-
Jlanuja ga bupe ycreliHa, cybjeKToT He CMee Jla CTaHe CBeCeH 3a CONCTBeHaTa noJjoxoa,
Tpeba cJerno ga BepyBa U fla Hema CBoj rjac. Ajam v EBa, LIToOM BeKe ejHalll ja BKYCUJIe
cyobozlaTa Ha CaMOBOJIMETO, HE MOXKAT, a fia He ce 1obyHaT. Ho He MoykaT 1 [1a He ja cI1o3-
HaaT ropkaTta BUCTUHA: ,IITO aKo OOrOBUTE Ce pa3MHOYKyBaaT Kako 1 Hue (.) 1 IITO aKo

THe Beke MOCTOeJIe JOCTa JOJITO 3a fa 3axcuseat Bo Hac?* (I'y3zes, 1982: 57). ['yzen, Beyiu-
HOCT, TO peMuTH3upa KanHoBuot 3Hak. KauH Bo ipamara He e camo bparoybuel, TyKy
npe[| cé e OHOj KOj Ke ce ocMenu fia ro youe bor, BpXoBHaTa MOK, 1 CO TOA Jla CTaHe YOBeK
1 cBOj bor, ucToBpeMeHo. Bo TeMaTCcKOTO jaZipo Ha oBaa Apama e, BCYIIHOCT, hjejaTa 3a
aHapxujaTa 1 6e3BJacTUETO.

AHanu3ara Ha [iBeTe JpaMM 4 MPAKTUYHO ja JOKa)<a aHrakupaHata (popMma Ha JiBeTe
pas3aMYHU IpaMCKM MMCMa, KOMerjaTa 1 er3aucTeHIMjajJucThIKaTa Apama, T.e. ipama-
Ta Ha U[Ien/Te3u, IpPeKy HUBHUOT TeMaTCKU (DOKYC 3aCHOBAH BP3 HAPOLHOTO MAMEeTeHe,
HO ¥ MPeKy HUBHATa MapagurMaTUdHa CTPYKTYpPa, IOBp3aHa Co OfipeZieHu TPpaauiio-
HaJIHU, aHTUYKY, CPeJHOBEKOBHY M peHecaHCHHM TeaTtapcku dopmu. U kaj ['y3en u kaj
borpaHoBCcKM, TpagULiMjaTa e Ha HeKOj HauuH UITep MPeKy Koj ce MOCTUTHYBa oTpeod-
HaTa JMCTaHIla, 3a COBpeMeHUOT MUT Jia ce MorylefiHe ,3a9yAHO0 . A TaKkBaTa IepCcreKTUBa
II03BOJTyBa KOMEHTAp, OAHOCHO aHTa)KMPaH CTaB Ha YMEeTHUKOT. M 1BajliaTa aBTOpPU UK
Ipamu Oea mpefMeT Ha aHaJM3a, ja Mperno3HaBaaT MOKTa Ha TpajauLujara (M Tearap-
CKa U HapogcKa) KaKo MepMJIo Ha BPeIHOCTUTE Ha COBPeMEHUOT MUT. AKTyanu3upajku
ja npexy uHBep3uja Ha (DUKCUMpAHUTe BPEeIHOCTU U HOPMU, OBME aBTOPU [OKAXKyBaar
KOJIKY COBpeMeHOCTa MMa IoTpeba o TpaguLMjara, 0 CBOUTE IPETXOHULM [IPEKY KOU
MOJKe J1a IIPOroBOpU 3a cebecu.
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VIIK 792(497.16)(049.3)

AnctpakT: CoBpeMeHMOT TeaTap e 3HauajHa apxXuBa Ha Tpo-
OYKIWUU 1ITO ja gedprHUpa Mporpamckarta MoJuTUKa BO KOH-
TeKCT Ha JOMUHAHTHU TeMHU 3a TpaH3UlMja, a NUCTOBPEMEHO
MpUAOHeCyBa 3a pefieMHUParhe Ha OrpoMHaTa 3ajja4a Ha Tea-
TapoT Bo 0BOj MoMeHT. OBaa cTaTuja ro aHaamusupa u3bopoT Ha
npoaykuuu Ha LipHoropckuoT HapozeH Teatap Bo [logroputa
n Kpasnckuot teatap 3euwicku gom BO LleTume xou ce ocobeHo
3HAYajHU 3a JioKajiHaTa 3aejiHuIla Ofpa3yBajku TO TOJIUTUY-
KWOT, EKOHOMCKHOT U COLUjaJIHUOT KOHTeKCT. CrioMeHaTuTe
npoaykuuu ce: Owiitag op, Jby6omup ['yxuk, Moniienezpo 61y3
on Papmuna Bojsopuk, Eryuxioueguja Ha u3eybeHowio speme
on CnobonaH [llHajaep v ABe Aena Bp3 0CHOBA HA JOKYMeHTa-
peH marepwujan, Tawikosyuuie ¢pag(ea) on Bopuc JlujemeBur m
o xage cwuza uoznegow on Aprnian [lunuur. OBue NpoayKLUUU
NMpuMeHyBaaT pa3iIMUHU TeaTapCKyW W JpaMCKU TpUCTary,
CO pa3JINuHU aBTOPCKU M3pa3yBama W KOPUCTEHe pa3IudHn
coBpemeHu Teartapcku Metonu. CpefuHaTa Ha TpaH3uliuja
e eJIMHCTBEHA KOHCTAHTHA KapaKTepucTUKa Ha TeaTapoT BO
bankaHckuTe 3eMju. Ha 0BOj Tpy [, MCTO Taka, MOJKe [ia ce Tiejia
KaKo MpuioHec Ha ofipa3uTe Ha 30-TofUIIHUHATA Off TaZloT Ha
bepAMHCKMOT sul, UM MoBeKe Kako TMepcreKkTrBa Ha MoJep-
HUOT LIPHOTOPCKM TeaTap 3a MpeAu3BULINTE Off TpaH3UIUja-
Ta WITO M Mpean3BUKyBa. paH3unncKkaTa peajqHOCT Kpenpa
novum (HOBa KapaKTepUCTHKa) BO TeaTapoT, ja 0 UCKOPUCTam
nouMoT Ha [lapko CysuH. [I[porpamupameTo cTaHyBa 3HavajHa
apx1Ba Ha KyJTypHA MeMOpPHUja IITO I'M OZPYKYBa MePCIeK THBU-
Te U MorJie[JuTe Ha OTIITeCTBOTO BO MPOLieC Ha TpoMeHa. Apxu-
BaTa Ha MPOAYKIIUK LITO € aHaJM3upaHa OBJle, CBEJI0YU 3a Bpe-
METO Ha MOYeTOKOT Ha TpaH3ulujaTta W MaToT WTO IO OTBOpa
rjieflaHo MpeKy 0b6jeKTUBOT Ha COBPEMEHUOT TeaTtap. 11re Kpeu-
paat TeMaTCKU [IMKJIYC CO3a/leH Ofi HoBaTa Cuja Ha ipaMarta
BO IIPHOIOPCKMOT TeaTap, IITO Ce OJJHeCYBA Ha MPeiu3BULIUTE
0[l HaZIBOPEIIHUOT CcBeT. [leniTa Ha 0BOj TeKCT, UCTO Taka, e Ja
I Manupa CoBpeMeHUTe MpaKkcy Ha u3Benda Kou ja pefgedu-
Hupaar geduHULIM]jaTa 38 MPOrpaMcKa MoJMTUKA Off PAMKUTE
Ha TPaJMIIMOHAJTHUOT KOHTEKCT, Kafie IITO caMaTa MoJIMTUKa e
nedurHMpaHa Kako HOBA MPOrpaMcKa BpeIHOCT, BpeHOCT 3Ha-
YajHa 3a 3aefHuLIATA.

Knyuynu 360poBu: TpaH3uiuja, MporpaMcka nojnuTruKa, COBpeMeHa TeaTapcka mpojyK-
[[Mja, TeaTapcka MoJuTUKa, 3aeiHnIa, LlpHoropckn Hapogen Teatap, Kpajcku Teatap
3ewicKu gom.

COBPEMEHATA TEATAPCKA ITIPOAYKLIIUJA
BO OPHA T'OPA U IIPEOU3BULIUTE O/
TPAH3ULINJATA: PEAE®OUHUPAILE HA
ITPOITPAMCKATA ITIOJIUTUKA

Janko JbymoBUK

Ynusepsuwiew na Lipna ['opa

TpaH3suuKjaTa e eqMHCTBeHa KOHCTaHTHA KapaKTepUCTUKA Ha TeaTapoT BO OaJKaHCKHU-
Te 3emju. KOHTeKCTOT Ha TpaH3uLIMja MOYKe UJIM He Mopa fia ce pedpJieKTrpa BO CAMUOT
TeaTap, 0c06eHO BO OZIHOC Ha KperpameTo rnporpamu. OBa 3aToa LITO TeaTapoT YecTo
OBEKOBeuyBa TpajuLIMOHaIHX MO/ X U He CeKOrall ja MOCTUTHYBa MOCaKyBaHaTa 3a-
Java fia ja moBp3e MOoJUTUKATA ¥ PENpOAyKTUBHATA YMETHOCT, T.. YeCTO My HeJJOCTacy-
Ba ,KanaluTeToT Ha TeaTapoT [a BiMjae e HeMepJuB, HO Cerak peTKo ce JOCTUTrHyBa"
(Reinelt, 2012: 37).

[TporpaMckatra MojMTHKA € TJIoJIHA 30HA HA MHTEepIpeTaliija Ha TeaTapoT BO TPaH3MU-
uja. Moxxe na moctoun obeM Ha pasriefiyBata Ha MporpaMckarta nojJuTuKa, of Tpaiu-
L[MOHAJIHO KperpaHM MporpamMy Bp3 OCHOBA Ha JpaMaTryplIKW LMKJIYCUM Ha KaHOHCKA
IpamMa uau n3bop Ha COBpeMeHU TeKCTOBH, [I0 MO3ULIMOHUPaH-€ Ha MPorpaMmcKaTa mojiu-
THKa Kako ruaTtdopmMa 3a UCTPaKyBakbe PeKy YMeTHOCT, CO NOHY/la HA UHOBATUBHU U
MPOAYKLIMCKY [TPUCTAIIH.

TeaTapot He MoyKke ia He OGujie 3acerHaT of MPeAU3BUIMTe Ha TpaH3uiujaTa. [Tperme-
IOT Y aHajJM3aTa Ha TaKaHapeuyeHuTe TpaAuLMOHaIHu TeaTpu Bo LipHa ['opa Mokar ga
MOHYZAT MOXKHOCT 3a 3abesle)kyBar-e Ha ToYKaTa Ha Koja ce caydyBa MpoMeHa Ha Mpo-
rpaMcKaTa MnojMTHKa 1, Ha Koja TOYKa CaMOTO Kperpabe MPporpaMu CTaHyBa IIPOU3BOJ
Ha TpaH3MIMjaTa, OJHOCHO, pedieKcHja Ha TouKaTa Ha Koja ce peflevHUpa 3ajadara
Ha TeaTapor.

[Tpu cexoja Hamepa 3a pefleprHUPaE HAa 3a/1a4aTa Ha TeaTapoT BO OMIITECTBA BO TpaH-
3unuja Tpeba fja ce 3eMe MpeiBU/l MpallakheTo 3a yUeCcTBO Ha 3ae/HMIlaTa M Ha jaBHO-
cra. [IpamameTo mTo Tpeba fa ro noctazume e: 3a Koja nybamrKa pazMuciayBame Kora
ja myaHMpame HallaTa NMporpama u, 3a BO3BpaT Ofi KOU MPUYUHU jaBHOCTa Tpeba zia ce
aHra)kupa TyKa u cera?
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Bo xoHTekcT Ha [IpHa ['opa, 1BeTe HallMOHAJIHU TeaTapCKy MHCTUTY LMY, [IpHOrOPCKUOT
HaposieH Teatap u KpanckuoT Teatap 3ellicku gom, ce LIeHTPU Ha TeaTapckaTta MpofyK-
1uja. AHanM3ara Ha KperpameTo MporpaMu mTo e (hoKyC Ha 0BOj HATMC, UCTO TaKa, T'o
MOCTaByBa MPallambeTo 3a OATOBOPHOCTA LITO ja MMaaT HALIMOHAJIHUTE TeaTpu, 0CO6EeHO
BO KOHTEKCT Ha KYJITYypU HA TaKaHAapeyeHUTe Main Haljun. OBre UHCTUTY LU Ce HOCU-
TeJIi Ha TeaTapCKUTe CUCTeMU Ha HUBHUTE 3eMju 1, UMaaT 3HauajHa yJiora BO pa3BojoT
Ha TeaTapckaTa yMeTHOCT. Tue ce KJIyUHM yUeCHUIIM BO COBpEMeHATa YMeTHUYKA Clie-
Ha Ha HUBHUTeE 3eMju. ,KaKko cucTem Ha 3HaUeHe, KpernpameTo MporpaMu Mperno3HaBa
oflpefieHu TeMH KOW, TIPeKy ApaMCK1 TEeKCT UJIM U3Be/lyBauky TEKCT, HACTOjyBa fla Kpe-
rpa KOHTEKCT BO KOj aBTEHTUUHO Ce KpenpaaT HOBU TeaTapCKU fiejia MTO U3jerysaat
ofl MOJIeJIMTe Ha ,TpafuIIMOHaJIHA TporpamMa’, co ITo ja HapylyBaaT TpajullMoHaIHaTa
3afavya Ha TeaTapoT (Ljumovic, 2014: 214).

OBaro oTBOpa MHOI'YIIOTPEOHUOT AMjasior BO pAMKMUTE Ha KYJITypaTa 1 BO [IOIIKPOKATa
saeguuia. Co orye[ Ha Toa IITO TeaTapCKaTa CpeMHa NMa KanaLuTeT Ja JUCKYTrpa 3a
TeMU KOUILTO Ce 3HaUajHU 3a 3ae[JHULIATa Ha IMPEKTEH M HeMPUCTPACeH HAuUKH, a CO Toa
Taa e ,HajrojeMa MallrHa IITO HeKoraii 61ia OTKpreHa 3a aricopbupare Ha IPOTUBpeU-
HOCTH: Taa He e 3acerHara ofi HukakBa nportuspeunoct” (Badieu, 2013: 37).

TpansuiuckaTa peasHoOCT Kpeupa novum (HoBa KapaKTepucTuka) Bo Teatapot. Kpeu-
pameTo MporpamMur CTaHyBa CKarolleHa apXuBa Ha KYJITypHaTa MeMopuja, CO MHOXKe-
CTBO Off EPCTIEKTUBY BO €JHO OMIITECTBO U BO MPOLECOT Ha MpoMeHa. TpaH3ulujaTta e
KJ1y4eH 300p 3a npoMenu Bo McTouHa u JyroucroyHa EBporia o nafioT Ha bepinHCKUoT
SUZ.

Bo rnommnpok eBporcku KOHTEKCT, 0 AOLHUTE 0CyMeceT T ronuHu of 20 BeK, UHCTUTY-
L[MOHAJTHUOT TeaTap UMallle CUJTHA oAApIIKa Ha jaBHocTa. OBa belite cyydaj ocob6eHo Bo
counjanucTuakuTe 3emju. Bo geBemecertute rogruu o 20 Bex, TeaTapoT MOCTOEIIE BO
MPOMEHJINB KOHTEKCT Ha HeosinbepaJiHa eKOHOMUja M UTIe0JIoTuja, Cé MoBeKe KoMepiiuja-
JIU3MPaH U TIOCTeINeHo rybejky Tv Ap)KaBHUTE NPUBUJIErMU. HapaTuBoT Ha CTPYKTYp-
HaTa cyaboCT cTaHa TeMa Ha OMIITara KyJTypHa TpaH3WInja, 3a KOjallTo JUCKYTUpaa
KyJITYypHUTE TeopeThyapu U eKCrepTu MojeHakBo, BO KOHTEKCT Ha KYJATypeH pa3Boj,
KYJITypHa TIOJTUTHKA, yTIIpaByBake M KpeaTuBHa npoaykiuja. OBoj HApaTHB ro co3zazoa
MOJINTUYAPKUTE O]l eZlHA CTpaHa M apTUCTUTE U TIPOJIYLIEHTHUTE Off Apyra cTpaHa. U nuja-
JIOTOT e C@ YIITe BO TeK — BCYIIHOCT € TIPoLec, MHOTY IMHAMWYeH, KOjIITO Hema 1et fia
MOCTUTHE Pe3ynTaT 3a 061MKyBamwe Ha cTabunen mogen. Cidabuien moges e MOJIeIOT Ha
OylieTcku cybBeHIuu, kou criopen [Iparan Knauk ,He Moxke a 6ujie mafieHo npaso v 06-
HOBeHa npuBuiernja’, Tyky Tpeba ma bunat ,mojipiika fiafileHa 3a pu3HaBae Ha jacHa
npugobuska 3a onmrectsoro” (Klaic, 2016: 29). OBaa npugobuBKa e 3a rparaHUTe KOu e
aKTWBHA MybMKa 1 KOU BO CBOJjOT TeaTap HaoraaT HAajBUCOKU JOCTUTHYBaHa Ha HUBHA-
Ta kyntypa. TeatapoT Tpeba fa Hyau 6oraTu eyKaTUBHU, IUCKYP3UBHU U COLIMjaJIHA
MO>KHOCTHU 3a mybinKara.

OnroBopoT Ha TeaTapoT BO OMUITECTBEH KOHTEKCT U jaBHa KyJTypHa MOJUMTUKA Kperpa
HOBM TeaTapCKu peajHOCTH, TeaTapCKy MOJUTUKHM U TTPAKCU KOUILTO ja pefieprHUpaaT
yjioraTa Ha TeaTapoT BO CeralHMoT MOMeHT. ,KaKo jaBeH MpocTop, TeaTapoT Ce TpaHC-
chopMupa BO TIPOCTOp HA KOJIEKTUBHA Teparnuja, MOKPeHYBajku CUMOOJIMYHO TOMUPY-
Bate (MOYKHO) OTIIOYMHYBAjKM HA MUKPOHMBO Ha MMarrMHapHa 3aefiHu1ia Koja ce rojaBy-
Ba 3a BpeMeTpaeweTo Ha IpeTcTaBara noMmery usseayBadoT u mybaukara (Puric, 2016:
213).

OBaa aHaiM3a Ha KpenpameTo MporpaMy Ha iBaTa HallMoOHaJIHU TeaTpu Bo LlpHa ['opa,
LipHoropckuoT HapogeH Teatap Bo [loaropuua u KpasckuoT Teatap eiicku gom Bo Lle-
THUHe, UCTO TaKa, ke TW UCTAaKHe acTIeKTUTe Ha MporpamcKaTa MojJuTruKa Koja ofrosapa
Ha OMIITEeCTBEHUOT KOHTEKCT BO PAMKHUTE Ha 1IeJIMTe Ha OBOj HATIUC.

ApxuBara Ha MpPOAyKIMU Ha OBYE ZiBa TeATPY CBEZI0YU 33 BPEMETO Ha IT0UYeTOKOT Ha ITPO-
[[eCOT HA TPaH3WIIMja ¥ KAKO Ce OTBOPU BO TeaTapCKu KOHTeKCT. [IpogyKiiuuTe mTo ce
aHaJIM3MpaarT 0BJie, Kperpaa TeMATCKU LIUKJTYC IITO BOCIIOCTaBM HOBY paMCKU TEKCTO-
B BO Hal[MOHAJTHATA paMaTypruja u, KOULITO JUPEKTHO Ce OJIHeCYBaaT Ha OMIITeCTBe-
HaTa peajiHOCT. Bo oBaa cTypuja, T aHau3rMpame MPoAyKIMUTE U TEKCTOBUTE KOUIITO
MOTeKHyBaaT o COBpeMeHaTa IpHoropcka apama. CBeCHU CMe 3a PU3UKOT fieKa lie-
JIOCHATa CJIMKa Ha LIPHOTOPCKUMOT TeaTap Hema [ja bujie KOMITJIeTrpaHa, 3aToa IITOo aHa-
JiM3ara He TY BKJIyUyBa MPOAYKLIUUTE 3aCHOBAHMW Ha JIPYT'Y TEKCTOBH, OJ perepToapoT
Ha KJIaCMYHaTa jpama 1M COBPEMEHUTE TEKCTOBU, MaKO HEKOU Off HUB Ce eKCTIJIULIUTHO
MOJIMTUYKHY U Y>KMBaa IIMPoKa akjJaMaliuja, Kako o mybauKarTa, Taka v oJf KpUTUKaTa,
THe YeCTO yrnaTyBaa Ha KOHTEKCTOT Ha TpaH3ulMja peKy HUBHATA M3BeyBavKa Mpak-
ca WM peKky TeMata. Hekou ofi oBre nmponyKiuu ce: [ opcku BeHey U JIaxxHUow yap BO pe-
»kuja Ha Bpanucnas Mukynosuk, [Tpunuesaiia Keeruja og Lprna Iopa v Cexoj wosex 'unac
BO perkuja Ha Pagmuia BojBonuk, Joreckomanuja i Manoipaéancka caagba Bo pex<uja Ha
Ensapn Munep, Manoipaéanu v Fbezow u jac Bo pexxuja Ha [Taono Marienu.

[TpopyximuTe Kou T U36paB 3a AMCKYCHUja HyAAT IMHAMUYKY HAapaTUB 3a TpaH3ulvja-
Ta 1 4eCcTo ce MOCTaBeHM KaKo MO3aMK Ha IIPUKA3HU 3a TaKaHapedyeHUTe 00MUHU JIyTe,
KOMIITO AMPEKTHO KOMyHMIMpaaT co nybnukara. Tue ce cMUCIeHU BO crielncudeH
OIMILUTEeCTBEH KOHTEKCT ¥ OKOJIHOCTH, a Ce IPOrpaMrpaHu Kako AeJji o4 0c1000ayBame Ha
TPaAULMOHAJHUOT MOZIeJT Ha Kperpat-e MporpamMmu BO HalJMOHAJIHUOT TeaTap.

[Tpogykiiuu 3a TpaH3uiMjaTa Ha LIpHoropckoT HapogeH Teatap ce: Owiag: Tawikosur-
CKO-CeMejHU CUHYpUU BO ipuHaeceii cauku Hannmana og, Jbybomup ['ypkosnk 1 peskupa-
Ha og Huko l'opiunk (mpemuepHo npukaskana Ha 7 mapt 2002 1.); Morienepo 611y3 — uetiu-
PU CUeHU Ha WPUBUjaIHOCI, HATTUIIIAHA U peXxupaHa of Pagmuia BojBoauk (mpemuepHo
npukakaHa Ha 4 gekemspu 2004 r.); Jlacuyu HanuiaHa of bojana MujoBUK 1 pesxupaHa
on CreBaH bogpoyka (mpemuepHo npukakaHa Ha 14 maj 2011 r.); Jlekcukorn Ha jyZocioen-
ckawla MuiosoZuja Hamuilasa u pexkupada off Onusep @prpuk v Jana Kmax, Bo KOrpo-
nykuuja co Acounjaunjata HETA (mpemuepHo nprkaskaHa Ha 6 gexkemspu 2011 1), Jajua
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Hanuiiana o Hatama Henesuk u Bo pesxuja Ha Huko lopuiuk (mpeMuepHo npukakaHa
Ha 23 maprt 2012 r) u Tawikosyuie ¢pag(ea), Hanuimana og bopuc JlnjerneBuk (mpemMuepHo
npukakaHa Ha 5 anpui 2013 1.).

Tpansuuucku npogykiuu Ha KpanckuoT Teatap 3ewicku gom: Eryukiouequja Ha usiybe-
Howlo Bpeme HanuiaHa og, Cinobogan LlHajaep Bo pexxuja Ha Jluguja Henosuk (mpemuep-
Ho npukakaHa Ha 10 HoemBpu 2011 r); [letiepywika Hanuinana of Anekcangap PagyHo-
BUK BO perxuja Ha AHapat YpbaH (mpemuepHo npukakata Ha 26 anpui 2016 r.); Zlo kage
ciduza uoziegoud, HanuiaHa U pexupana of Aprnaj LIuauHr (MpeMuepHo MprKakaHa
Ha 30 okromBpu 2016 r.); Kauuwan - /Jleya, Hanvinana u pe>kupana of Iletap [lejakoBuk
(mpemuepHo npukakaHa Ha 5 jyuu 2017 r); Cun Hanuimana og MupjaHa MezojeBUK BO
pe>xuja Ha Mupko Pagomuk (mpemuepHo npukaykada Ha 29 HoemBpu 2017 r.); u Kaduwian
Hanuiana og Kapa Mapkce Bo pexkuja Ha Anjpatn YpbaH (mpeMuepHo npruKarkaHa Ha 7
HoemBpu 2018 1.).

HpamuTte KouurTo 6ea MpecBpT BO MPOrpaMCKUTe MOJUTUKY Ha iBaTa Teatpu ce Owinag
BO LIpHOTOPCKMOT HapoieH TeaTap U Eryukioueguja 3a usiybeHouio Bpeme BoO KpaackuoT
Tearap. Tve ro obesne)xyBaaT MoYeTOKOT Ha TaKaHAPEUEHUOT TPAH3ULIUCKU LIUKJTYC.

Bo cnyyajor Ha KpajckuoT Tearap, MpOAYyKIMUTe HA MUHATHTE ABe ce30Hu (2016/17 n
2017/18), kako 1 HajHOBUTE MPOAYKLMKU 00jaBeHM 3a TeKOBHATA Ce30Ha, JeMOHCTpUpaar
KOH3MCTeHTHa MporpamMcka rnojuThKa Koja ja haBopr3rpa LipHOropcKkaTa ipaMaTy pruja
Y MPeTCTaBy KOU HOCAT CUJIHM YIaTyBakha Ha TEKOBHUTE U OMILITECTBEHUTE TEMU LITO
ce 3HAYajHU 3a JIoKaJiHaTa 3aefiHuLla. Bo Taa cMuca, MoXKe fia Ka)keme Jleka TpaH3UL1-
CKUOT KOHTEKCT CTaHa paMKa Ha JOJrOPOYHO MPOrpamMcKo MmjaHupawe. Ha Toj HauuH
3aeJlHUILIATa I'o MepLunupa TeaTapoT, He CaMo CO MOBUKOT 3@ yYeCTBO U MTOCTaByBake Ha
ClLleHa TeMU LITO Ce 3HAaUajHU 3a 3aeJHULIATa, TYKY U CO 3eMake BOZleuKa yJiora Bo LipHO-
IOPCKM KOHTEKCT KaKo IOMUHAHTEH HallMOHaJIeH TeaTap, AeMOHCTPUPajK YMEeTHUUKY
MOCTUTHYBAaHa, MPUKAXKYBajKky TOCTYBAYKU TPeTCTaBM, yUeCTBYBAjKU Ha (heCcTUBAIH,
n00MBajKu akjaMaluy Off TeaTapCKUTe KPUTUYAPU UTH.

[IpectaBure Tawikosyuiie ipag(ea) u /o kage ciiuza Uoziegowi ce 3aCHOBAHU HA BUCTUH-
CKM MPUKA3HM, HAa MaTepujan cobpaH HU3 pa3roBopu. Temute Ha Kou ce (hokycupaaT
OBMe [[paMu Ce TpajuLujaTa M HacJaeACTBOTO, TOBAPOT HA MOCTUIHATUOT MaTepujajieH
yCrex ¥ aJuyHoCTa 3a Mapy, eKOHOMCKUTE U KJIaCHUTE MPobJIeMU — eJIeMeHTU Ha CeKojI-
HEBHUOT >KUBOT Ha TIOBEKETO Jyfe KOUIITO CO3JaBaat TypOyJeHTHI UIU UHAU(EePEHT-
HU OJHOCU Mel'y HUB.

TeatapoT Moke fia He ycTiee fia ce MOBp3e CO AMHAMUKUTE Ha MPOLLecoT Ha TpaH3uLuja
NpeKy KOoj ce ypHa CTApUMOT CUCTEM Ha BPeJHOCTU U, KOj uMalie [11aboKo BJivMjaHue Bp3
jaBHOCTA M BP3 )KMBOTOT Ha JyTeTo, 0cobeHo Ha basnkaHoT. [[pocTopoT Ha TeaTapoT CTa-
Ha [IpPOCTOP Ha MOJMUTUKA, KaZie IITO MOJUTUUYKOTO CTaHa COCTABEH el IIPeKy HapaTu-
BUTe Ha 3aefjHuLaTa. ,Ce caydyBa caMo Kora MOJUTUYKUOT TeaTap Ke ycriee fia ja UH-
BOJIBMpA My0OJIMKaTa BO COCTOjOUTe, HACTAHUTE, Kajle MITO ja TTOCTaByBa jaBHOCTA KAKO

cBOja rnaBHa KapakTepuctuka“ (Melchinger, 1989:17).

dectuBanckuot bunarteH Ha Teatapckure cpenbu Bo bpuko, buX (2013) ro gasa ciaemHo-
TO cornieyBame Ha Taikosyuitie Zpag(ea): ,rTaBHOTO MOCTUTHYBAH€ HA [paMaTa 16 MOH-
CTpUpa LIeJIOCHO [IejCTBO Ha MacKMBU3allMja Ha OMIITECTBOTO. Toa e ToYka Kora TeatapoT
Mopa fia pearupa. TeaTapckuoT ofrosop nazeH of LIpHOrOpCcKMOT HapozeH TeaTap BO
[Topropuiia 6erie HaBpeMeH U oeuKaceH 0f OATOBOPOT HA CUTe IPYTH jaBHU MHCTUTY-
pun” (Vukadinovic, 2013: 3).

[Toce6HOTO CLIEHCKO OMKPYXKyBake M MHTepakiujaTa co mybauMKaTa BO 0Baa MpofyK-
LMja Kperpa pasiudeH BU[ IjieHapHa faebara, gebaTa Koja ja BKJydyBa oOMuyHaTa Juy-
HOCT, KaJle [ITO IJIacOT Ha aHOHMMeH TpafaHWH ja 3a3eMa lieHTpaJsiHaTa ciieHa. MeTo-
JoT Ha OyKBajieH TeaTap MITO Ce KOPUCTHU MPOAYLIMPA aBTEeHTUYHA UHTepIpeTalija Ha
60JIHM MCKYCTBA Of] TPAH3MIIMjaTa Koja r'o jajie OMmTeCTBOTO CO CUTE CBOM aHOMAIUU U
3aMKU BO KOU CEKOjIHEBHO KMBeeMe U, 38 KoM NCTO Taka Tpeba fja npesemMeme 0JiroBop-
HOCT. 3aziauaTa KojaliTo CH ja 3agamge cebecu pexkucepot bopuc JlujemeBux bele fa ja
Mpero3Hae jpaMaTa Ha MeCTOTO, ia ja 3rpabu 1 [1a ja MoCcTaBK Ha CclieHaTa 3a fja 3bopysa
BO TeaTapoT. Toj peue: Ajge ga Haupasume gpama TYKA 1 CEI'A. TeatapckaTa KpuTuuapka
AHa Tacuk ja komeHTHpatie aTMocdepara Ha HOKTa Ha TIpeMuepaTa Ha rpeTcTaBaTta:
LAKTepuTe 6ea HEOOMYHO IMPEKTHU M OTBOPEHMU, LITO co3faze eeKT Ha MCUxoapama
u, nybaukara ro npudary oBa co orpoMHa aosepba, COYYBCTBO M CHMIIATHU]a, CKOPO
MOJKellle la ce MOYyBCTBYBa HabueHa eHepruja of, 0Baa pa3MeHa BO ayJMTOPUYMOT Ha
LIpHOrOPCKMOT HApPOEH TeaTap... [lpaMu kako oBaa ce 3Ha4YajHU 3aToa MITO TO BpakaaT
ONTUMU3MOT U (M3rybeHaTa) Bepba ieka Ce yIITe e MOYKHO Jla ce co3fafie TeaTap MIToO
MHTEeH3MBHO Ce ABMYKU 1 Hé Tepa Jla Ce COOYMMe CO caMuTe cebe Ha aBTeHTHUYeH HauuH ",

Teatponorot Josan Kupnsos Hanuia KoJayMHa 3a oBaa pama: ,3a HeKOM, peaJHoCTa
MOXKe fa Ouje MpuKasHa 3a HeceJieKTWBHA HEHACUTHOCT Mpou3Jie3eHa Ofi peajHUuoT
JKMBOT, & 3a ZIPYTM aTpakTHBHO caTUpUUHO Kabape. MefyToa, 3a JlujeieBuk peasHocta
IITO CaKallle Jia ja MprKaske He ce BKJIOMYBa BO HUTY e/leH MOCTOeUKHM TeaTapCKu KaHp.
3atoa ja co3maze Tawikosyuuie Zpag(ea) co TMe MUCTEPUO3HM 3arpazii BO HACJIOBOT U CO
CKaJla Ha CpeJiJMHaTa Ha ClieHarTa Kako nmuTa Bo Heb0To, Besiejku JleKa BO OBa OMIITECTBO
He MOJKe [1a Ce MCKaUMII BUCOKO, ZIYPU HI CO CTUXOBUTE 071 CBEUL0ULO0 HA MUKPOKOCMOCOUL
OBa e Teartap 3a TekoBHaTa TpaH3uiuja Ha LlpHa ['opa, HO M MHOT'Y TIOBeKe of] ClleHCKa
MHTepIipeTalja Ha CTpajamara Ha MoeMHeL0T, 38 KOro, TOKMY KakKo BO JpaMKTe Ha
YexoB (Kako MITO HEKOj CTpaJalHUUKKU 3abesiera), Hue cexoraill 3Haeme KOJIKY Mapu
umaar Bo 11e60T. Camo Bo 0BOj ciiyvaj ce paboTH 3a TOa KOJIKAB [OJIT He MOKe [1a OTIIJIaTH
KapaKkTepoT off ApaMaTa Ha JiokajHaTta baHka“ 2

19 URL: http://www.politika.rs/rubrike/Kultura/Jake-emocije-u-crnogorskom-teatru.
It.html (mpucrtaneno Ha: 12.9.2015).

20 Kupunos, Josat: ,llpHoropcko genec n osze, bauy, 1752013 1.
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o xage ciiuza tioz1egoid KOPUCTHY CIMYHM METOIM 3a 1a ja packaske MprKa3HaTa 3a TpaH-
sunujata. [lpopykiiujaTa ja pexxupaiie AUPeKTOPOT Ha YHTapCcKUOT Teatap, Apmnap -
JIVHT, KOj I00MBa akJlaMalliu Kako efieH Off BOJIeUKUTE eBPOTICKHY TeaTapCKU INPEKTOPH
KOjIITO leHeC paboTH €O MpeHeCcyBame Ha CBOETO UCTOYHOEBPOTICKO UCKYCTBO BO Tea-
TapoT. Kaxo u Bo HeroBaTa f06po nmo3HaTa npojykiuja [{pha 3emja, Bo Koja ce ofjBUBaar
CUTe BUJIOBU TPAH3ULIMCKK Y>KACK BO TlepheKTHO YMCTa, CBEeTJIA CLIEHCKA Kypuja, po-
IyKilujaTa e u3BefieHa Kako MoJUMTUUKO kabape. Bo cBouTe 3abesieniky 3a MpoayKiiuja-
Ta, AMPEKTOPOT MUIITYBa JleKa UCKYCTBOTO BO TPpaH3ulIMjaTa e yHuBep3aiHo: ,OBa He e
npukasHa crenguduyHa 3a LpHa ['opa. M mokpaj Toa mto KopucTMMe UMKUEba Ha MecTa
Bo LlpHa l'opa, Toa He ce ofjHecyBa caMo Ha HankaHckuTe 3eMju. Co TTOMOIIT HA JIMUHUTE
MCKYCTBAa Ha aKTepuTe, Kako U MOETO UCKYCTBO Off YHrapuja 1 ofi EBporia, packa<yBame
NprKas3Ha 3a BUJ| HAa CTOYHA eBporen3alija Kako OMIITo YXUBOTHO UCKYCTBO . TpaH3u-
1[MjaTa ceKorail HOCHU iinjieMu 3a U360pOT HAa BUCTUHCKWOT AT U, 3ae{HO CO aKTEPUTE,
IVPEeKTOPOT MHOTY YCTIEIIHO ja MpeHecyBa 0Baa peajiHoCT. Bo cBouTe 3abesemiku, uCTo
Taka, HaBefyBa: ,CUTe THe ce KOMIJIEKCHU KapaKTepu, MOJIHU CO HaJleXk 1 co cTpab. Tue
COHYBaaT U MpaBaT MJIaHOBM, MAKO He MOJKAT fla OLIeHAT ITOo e peasiHo. Tue He ce crocob-
HU Jla 3aCTaHaT Ha COTICTBEHUTE HO3€e U 3aT0a OUeKyBaaT HellTO 0J] HeKOj pyT, MOMOLI
WJIY pellieHre, caMo 3a Jia 3aBpIiaT CaMy CO COTICTBEHOTO CTpafamke. Mo)kat f1a ce cmear
U fia mjauat CUJIHO, @ CO TOA LITO I'o MPaBaT He MOCTUTHYBaaT HUIITO: He ce CIIoCOOHU fia
IoHecaT BUCTUHCKA OIJIyKa",

[IpogykLumuTe MpuKa kaHu BO OBOj TPy Ce Mpear3BUK 3a Hal[MOHaJTHUTE TeaTpH, 3aToa
LITO TPAAULMOHATHMOT IIPOrPaMCKHM MOJIEJ Ha Hal[MOHAJIeH TeaTap HY>KHO He BKJIy4Uy-
Ba MOJMTUYKU UJIM aHTa)KMpaH TeaTap — Ha COBPEMEHOTO Y MOJIUTUYKOTO TTOHEeKOrall
cerjefia kako Ha HeJIOBOJIHO ,HalIMOHAIHO . MefyToa, cIyyajoT e CIPOTUBREH: UlejaTa 3a
noso6po M rornpasegHo OMIITECTBO € Uea Off HallMoHajieH uHrtepec. [IporpaMupameTo
Ha paMM KaKo 0Baa e eMaHLUIIaToOpCKa IpaKca, KojallTo CTOM BO CPEeUIITETO HA UCTO-
pujaTa Ha TeaTapoT U jpaMarta.

IIBeTe mocaeHU paMU 3a KOU Ke IUCKYTUpaMe Cce IPOYKIUU KOU MOCIef0BAaTeJIHO I'o
OTBOpHja LMKJYCOT HA TPAH3ULMUCKU TEMU 3a [iBaTa HAl[MOHAJIHU TeaTpu. 3a pa3inka
on Tawixosyuiie ipag(ea) v Jlo kage ciiuia Uoziegolti, KOUIITO MpUIaraat Ha TpajnLuja-
Ta Ha OykBasieH Teatap, Owitiag U Eryukoteguja Ha uzeybeHowio Bpeme ce 3aCHOBAAT Ha
I paMCKUM TeKCTOBU HAMUIIAHUW Off UCTaKHATU AipamMaTyp3u of LipHa ['opa u ofi peruoHoT,
Jbybomup ['ypxosuk u Cobogas Lnajzep.

Owiiiag Ha Jbyb6omup ['ypKoBMK ro onmmlyBa MOJUTMUYKOTO CEKOjAHEeBMe Ha KpajoT Ha
20 Bek, BO HajroJeMoTo JOCTUrHyBame Ha HATO-kaMnamara nNpoTus ToramHara Me-
nepatuBHa Penybnuka JyrociaBuja U, Koja BO ofpefeHa CMUCJIA CTaBX 3aBPIIHKULA Ha
KpBaBaTa Je3UHTerpalnuja Ha COLMjaJucTudKa Jyrociasuja. JJpamara e moctaBeHa BO
BO€Ha Cpe[MHa M ce HaBpaka Ha BoeHMOT pacrnaf Ha 90-tute rogunu oz 20 Bek. 360-
pyBa 3a IMoCTjyrocjoBeHcKaTa TpaH3ulKja, CO NMpe3eHTUpPame Ha er3uioT Kako efieH

o[l U3JIe3UTe of Taa cocTojba. Erausor Oelre TeMa ofpa3eHa BO rojeM Opoj COBpeMeHU
TeaTapCcKy MPOAyKIMKM BO pAMKUTE Ha 1iejia opaHelHa Jyrociasuja. Oiilag ce jaByBa
KaKO aHTHMBOEHA JipaMa KOjalllTO OTBOPEHO ja KPUTHMKYBa HALlMOHAJIMCTHUYKATA ey(o-
puja ¥ KUPOKO pacrnpocTpaHeTaTa Kopynuuja. [ meguiteTo Ha ;paMaTa CooJIBeTCTBYBa
CO IJIeIUILITETO Ha My6JIMKaTa, WITO ja crojesiu norpebaTa ojf BKJy4yBakhe MepCreKkTu-
BaTa HA UCTIMTYBaka U CTpajiarbaTa Ha TaTKOBUHATA M CEMejCTBOTO Of] MOIHACIOBOT Ha
Ipamara.

Bo cBouTe n3bpaHu 3abenemku 3a bueHanero na Lproropckuot tearap (2012), reatap-
ckaTa KpuTudapka, Harama HeneBuk ja onuina gpamara Exyukoueguja Ha uzzybenouio
speme (Harnuiana og Cioboman LlHajmep Bo perxuja Ha Jlnguja [lejoBUK) KaKo HAjmosu-
TUYKA MPOAIyKIivja TToCTaBeHa BO 0BOj EPUOZ;: ,ako ja pasriefyBaMe MoJIUTUKATa Kako
OHa LITO e UCKYCeHO U TeKoBHO. OBaa fipaMa e 3aCHOBaHa Ha JIOKaJieH MOJUTUUKU Ma-
Tepujali 3a MajfioT Ha paboTHUYKATA KJlaca, HO UCTO TaKa, MOOMIIUMPHO TOBOPH 3a OTIIITe-
CTBO BO CJI000JEH TPAH3ULUCKU Maz. AKO o CriopeiuMe Co MOCIeHOTO ABUXKEHe Ha
OyKkBaJjieH Tearap IITO M3berHyBa nucarescka huKiMja 1 ce poKycupa Ha UUCTO MOJIU-
TUUKO UCKYCTBO, EHYuKI0Ueguja MOXKe fia U3riefia Kako ‘HeJJOBOJIHO MOJUTHUUKA’; CO CBO-
eTO MOoBPeMeHo OM3apHO, FPOTECKHO, CUMOOTMYKO U MPOHUYHO BKPCTEHO OTpallyBathe
Ha YCJIOBHOCTH Ha COolivjajiHa MMMUYKA JipaMa 1 YyZeCHU UT'PU, CO TIPeKPUBaHe Ha MU-
KPO- ¥ MaKpOIJIAHOBY (BTOPMTE MPETCTaBeHU CO CMOOJIM Ha BePCKM (haHTa31MK HAZIBOP
Ol CBETOT), 0Baa Mpo1yKiirja moBeke MOTTUKHYBA COCTOj6a HA ecTeTCKa KOHTeMIIIalinja
3a CeBKYITHOCTA Ha YOBEYKOTO UCKYCTBO U €r3UCTeHIMjaHa Kpr3a OTKOJIKY UHCTIPU-
pambe Ha JUPeKTHO MOJUTUYKO fejcTBo. [efajku ja oBaa gpama, fieka ecTeTckaTa KOH-
TeMIlaluja e yuiTe e fobpa npuyKrHa 3a TeaTap 2.

CnobopaHn [IHajpep ja Hanuia oBaa jpaMa Kako 0JjroBOp Ha KOHKYPCOT 3a HOBa fipama-
TYpruja MHCIMprpaHa of gpaMaTa Ha [lanusio Kun. HacnoBoT ce ogHecyBa Ha ERyuk 10~
ueguja Ha mpwisutie of KU, uMja TeMa e CMpTTa, a He )KMBOTOT. Toa ce MPTBUTE Of] TPaH-
3UulIMjaTa, Mcue3HaraTa paboTHUYKA KJjaca, HajMaJiky pasjudyHaTa paboTHMYKA Kiaca
KOja ja ©MaBMe BO COLIMjaIn3MOT, CTIOEHA CO TajKYHUTe, Hen3berkHa KapaKTepucTuKa Ha
TpaH3uLKjaTa, 3APYIKeHM aHreau Ha cmprrTa. 2Kuputo 3abenexxa: ,HarpageHara gpama
Eryuknoueguja Ha uzeybenouio speme yMEIIHO T TPAHCIIOHWPA MOTUBUTE Ha Kul Bo Me-
HyBarbe Ha BPeJHOCTU MOTTUKHATH OJ] TpAH3WLIUjaTa, CTaBajKu TH BO CETalliHO BpPeMe.
OBoj IyIIUZIeH TEKCT, [IpHa KOMeJuja co u300uire ofi eleMeHTH Ha haHTasuja, He pyia
BO CBETOT Ha U3MaMa Ha CeKoj YOBEK — XepojoT Ha CUTe BPeMUH>A".

Bo cnydajot Ha llpHOropckuoT HapofieH Teatap, TPAaH3ULIUCKUTE TeMU Ce U30JUpaHu
CerMeHTU Ha CEeBKYMHOTO MporpaMmupame, f1ofeka Bo KpaJCKUOT TeaTap THe ce e Of
KOH3MCTeHTHa MporpamMcka crpaTteruja. Kako yuecHrK Bo KonekTrBeH ;paMCcKu TPOeKT
Ha EY, KpasickuoT Tearap pa3Bu KOH3MCTEHTHA ITporpaMcka rnojJiMTrhKa Koja ja pegedu-
HUpa 3afiladyaTa Ha TeaTapoT. MHOTY rogunu npef Toa, KpajackuoT Teatap ce 3ajaraiie

21 Katasor Ha Buenanero Ha LlpHoropckuot teatap (2012).
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Ila TO OTKpUE CBOjOT UIEHTUTET BO OIHOC Ha ocebHaTa yJora mToM ja uMalie Bo KyJi-
TypHaTa uctopuja Ha LlpHa ['opa; co MHOBAaTHBHO Kperpame Mporpamu ja n3bertHa cra-
nuarTa fja CTaHe MHCTUTYLHja KOjalllToO er3McTupalle caMo BO CBOjaTa TpaLuljMOHaIHa
ynora. Ha oBoj HauuH, TeaTapoT BO lleTnHe cTaHa MOBUJIMB BO JIOKAJIHATA 3aefHNUIIA,
He caMO HM3 MapTULUIMATUBEH Mpoliec WITO T IoHece CTOPUMKTE Ha 3ae[jHULAaTa Ha Clie-
Ha, TYKY CTIopefieHo co L|pHOropcknoT HapofieH Teatap, CTaHa TOJOMUHAHTEH UTPay BO
KyJITypaTa Ha 3eMjarta BO 1jeJIoCcT. TeMaTCKMOT LUKJIYC Ha [paMU 3a TpaH3UL1jaTa, Kako
IITO Ce MPOAYKIIMUTE IITO I'M CIOMEHaBMe OBJie, TO 3roJieMUja MHTepecoT Ha nmybaukaTa
BO rporpamara Ha KpajckuoT Teatap. MicTo Taka, UMaa ¥ MHOTY YCIIELITHU TIPETCTaBU BO
CTPaHCTBO.

IvckycrjaTa 3a KpeupamweTo MporpamMu, UCTO Taka, To U3HeCcyBa MpaulameTo: To e
TeaTapor JieHec 6e3 KOHTeKCT U 6e3 KOHTeKCTyaln3rupame Ha TEMUTE pesieBaHTHH 3a
3aepHuLarTa. [lonnTUyKaTa nCTOpMja Ha TeaTapoT CBEJIOUU jeKa MOJIMTUUKOTO BO TeaTa-
pOT e MepKaTa Ha HeTOBUOT ycrex. [[porpaMupameTo Koe e 1jaboKo BrpaZieHo BO 3ae-
HULATa, UCTO TAKa, e YCIIex Ha MOJIMTUKATa KAKO eMaHLMIIaTOPCKU U Pa3BOjHO YIIpaBy-
BaHa rpakca. YcrexoT co3fiaBa HoBa My0OJirKa 1 ja Bpaka ctapata, IITo ja BOCIOCTaByBa
MHTeJleKTyaHaTa U MoJMTUYKAaTa CYIITHHA Ha TeaTapoT. Ha 0BOj HAUMH, TeaTapoT cTa-
HyBa MecTO 3a cobupat.e Ha 3ae/IHUIIATa, MECTO 3a fiebaTu, MeCTO Kajie IITO Ce OAPIKYBa
pa3MeHaTa Ha pa3HOBU[IHU MorJiein. TeaTapckuTe npocecroHaly ce Ofir0BOPHU fia TO
MO3ULIMOHMPAaAT TeaTapoT BO jaBHUOT KUBOT, BO 3deqHUYaia, Koja Of, XeJJeHUCTUUKOTO
BpeMe MY [JOZeJyBalle Ha TeaTapoT MpUBKUJIeruja Ha jaBHa YMETHOCT, KperpaHa 1 Mof-
Ip>KaHa ofi uziejaTta fieka e BO MHTepeC Ha jaBHOCTa.

OBoj mpucTan Ha Kpeupame MporpamMmu MoKa)kyBa Ijiypaiu3am BO TeaTapoT, JojeKa
MHTEH3UBHUOT U yeCTo TypOyIeHTeH KOHTEKCT Ha MOJIMTUYKa TpaHchopMalinja Biaujae
BP3 aBTOPCKUOT U300p M MpaKkcu, Kako W MporpaMupa.e Ha caMaTa MoJIMTUKA, KOjallTo
CTaHyBa YUeCHUK BO CeBKYTHaTa TpaH3uluja. ,Bo ceHKaTa Ha JOMMHaHTHUOT U OTIIO-
peH Ha MPOMeHH TpafulMoHaeH KaHOH Ha ZipaMara, Majiata 30upka gpamu 8o WpaH3u-
yuja gorece U0CUIMOgepHa WPpancueypayuja Ha gpamcku tej3ax, eBOIupajku COBPEMEeHO 1
H0JTHO UCKYCTBO Ha JKMBeebe npep ckpuieHo oraenaino (Nelevic, 2008: 6). Kapaktepure
Ha OBUe JpamMu ce 0OMYHMU JIyTe, UeCTo JYFeTo WITO ' HapeKyBame XXPTBU Ha TPaH3U-
uujata. Tve ce rasepuja ;paMaTUUHU KapakTepy KOUIITO TU rIeflaMe OKOJTy Hac, pama-
TUYHU aKTepu Kako HaluTe cocenu. OBre MPOAYyKIMU UHCTIMPUPAAT eMIlaTuja, MOBU-
IeHU eMOLIMU BO TTPOCTOPOT Ha U3Ben10a, BO OJHOCOT MoMery ciieHaTa v nybsinkarta. Toa
e sjabopaTopwja Ha colMjaiHa MMarmHaluja, O TUMOT ITO TO ocakyBast Xajuep Muep.

OBue nprMepu Ha TeaTtap IITO CTaHYBa MOJUTUUKH, UCTO TaKa, MOXKe [ia Oujie U MojaoB-
Ha TOUYKa 3a ;MCKYCHja Ha KarnaluTeToT Ha ybiukaTa ia jebaTrpa npeky yMeTHOCTa U,
OBOj TIPOLleC MOXKe Jla HOCU Ba)KHOCT 3a KamnalMTeTOT Ha MOJIMTUKAaTa Jia ja nepuunupa
eBaJjyalyjaTa Kako Mpou3BOJIHA BPEJHOCT HA KOMITJIETUPAHOTO UM HEKOMITJIeTUPAHO-
T0. KOHEYHO, MCTO TaKa, MOJKe la pa3MUCIIyBaMe 3a OJIFOBOPHOCTA HA UHCTUTYIIUUTE fla

npoayLupaaT Bpe[JHOCT of jaBeH nHTepec. Cenak, TeaTapoT e OHA rojieMO HelITOo, WH-
CTUTYLM]jA Ofl jaBeH UHTepec.
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781.4/42:785+784(497.7)(049.32) HOHI/I(DOHI/I]ATA BO HE]’[ATA HA
CTOJAH CTOJKOB CO3JIATEHY BO IIEPUOIOT
Ancrpakrt: Crojan Crojkos (c. [Togaper, Pagosuiiko, 17.10.1941) 1960 - 1980 I‘OHI/IHA

e efleH Ofl HajUCTaKHATUTe MaKeJOHCKM My31uKu gejuu. Hero-

BMOT KOMIIO3UTOPCKHM OMYC orhaka fiesa of pas3audHu »KaHpo-
BU, lejia KOU Mpou3sJieryBaat NpBeHCTBEHO Ol MaKe[oHCKaTa Tuxomup JoBuk

dosKkopHa 1 yXoBHa Tpaauiuja. Llenra Ha TpynoT e garo 06- YKUM Daxynwiewi 3a my3uuka ymewinocii — Cxouje
pas3JioXKy MPUCTATIOT Ha aBTOPOT KOH MOJUMOHUOT CJIOT, efleH

Ol OCHOBHUTe, TpaAMLIVMOHAJIHN TTPUHLOWIIM Ha OpFaHI/I3aL[VIja

) Onycor Ha Crojan Crojkos (c. Tlogapemr, PamoBHIKo,
Ha My3uykara marepuja. KOHKpeTHO, UCTPaKyBameToO e Ha-

1710.1941) ondpaka mena of pa3aMyHK XKaHPOBH, f1eJ1a KOU
COYEeHO KOH YTBP/lyBaH-€ Ha BUZOT, HAUMHOT W 00eMOT Ha YTI0-

. . . npounsjieryBaaT MPBEeHCTBEHO OJ MaKedOHCKaTa (POJIK-
Tpe6a Ha HOHVIC])OHI/I]aTa BO TBOPEIWITBOTO Ha CTO]aH CTO]I{OB P y P A A Cb

co3pazgeHo Bo nepuogoT 1960 - 1980 roguua. 3a oBaa e e gpop- JIOPHA M AyXOBHa TPaAnLyja. Bo HeroBoTO TBOPELITBO Ce

3acTane’u: JeTCKU MecHW, KOMIO3ULIMKA 3a MaHIOJWH-
MUpaH KOPIIYC Off ZOCTalHUTE fejia (MapTUTy Py U CHUMKH) OF

CKU OpKecTap, COJIMCTUYKO TBOPEIITBO, KaMEepPHO TBO-
OMyCOT Ha aBTOPOT CO3[]aJIeHN BO HABEJIEHUOT Ji1BAeCeTTO/N-

. peliTBo, My3MKa 3a JpaMa, OpKeCTapCKO TBOPEIITBO, MYy-
[IIeH BpeMeHCKU IMepuom. HpI/ITOa, npeaBun ce 3eMeHW: OPUTN-

HaJIHU JleJia, iea Kou npeTcTaByBaat (hosikjopHr 06paboTKu 3UKO-CUEHCKH Aena uTH. Bo nepuopot of 1960 ao 1980

I., BKYMTHUOT OPOj KOMIIO3UTOPCKM OCTBApyBakha Ha OBOj
¥ My31Ka 3a fiella. AHaJiM3aTa Ha fieslata e HarpaBeHa Crope

aBTOD, YTBPIIEHU CO TIPEIMETOT Ha UCTPAXKyBambeTO, 13-

CcTaHAapAHUTE MOCTAINKM KOU ce yrIoTpebyBaar mpy aHaniu3a
HecyBa 51 geno.

Ha Moy oHuTe fea.

KnaygyHu 36opoBu: gena, My3udku ¢opmu, cior, nonudoHuja, Ess;flsaeiz;a avcTpubylmja Ha flesiaTa Cropesi rofMHaTa Ha co3faBate
TpaguLuja. BO nepuogot 1960 - 1980 r.
l'oguna Hena l'oguna

1961 1 1974 7
1962 2 1975 4
1963 6 1976 1
1964 4 1977 2
1965 1 1978 1
1967 1 1979 3
1968 2 1980 4
1970 2 BxymnuHo 51
1971 3
1972 3
1973 4




3aucTparkyBameTo bea goctamnHu 24 fena, a Bo 16 o HUB aBTOPOT MPUMEHUII TONTU(MOH
CJIOT KaKo MTPUHLIMIT HA OpraHM3aliyja Ha My3udKaTa MaTepuja.

Tabena 6p. 2 dpexBeHTHa AUcTprUbYyLMja Ha ocTanHUTe fiesia (6poj Ha CTaBOBY M CHUMKY) BO KOM Ce jaByBa
nonndoHuja

Hdena bpoj bpojHa cTaBoBuU CHUMKU

Tpu komaga 1 3 /
Bapujayuu (wiema co X1V sapujayuu) 1 1 Ha
Rondo drammatico 1 1 Ha
I'ygauku ksapuieiu 1 3 /
Cesncka cyuiia 1 6 Ha
Hexxnocuia Ha paciearowo yuipo 1 1 /
[[etiosu 1 1 /
Ha upowiesare 1 1 /
/lBe HapogHu tecHu 1 1 /
Ouu 1 1 /
[Mucmo (yuxayc) 1 4 /
Konyepiuaniina my3zuxa 1 3 Ha
Tpena jynax 1 1 /
Boxanu 1 1

[acwiopanna (ponknopua) cyuia 1 5 /
bapoxra cyuiua 1 3 Ha
BkymHo 16 36 5

Op mocTanHuTe fiesia BO KOU ce jaByBa MojiudoHuja, 7 lesia peTcTaByBaaT LUKJIUYHY
copmu co 27 cTaBoBU Kako BKyTeH 6poj, a 9 nesa ce komrnoHupaHu Bo 1 ctas. CTaBoBUTE
BO KOM ce jaByBa noudoHuja, Kako u fiesata Bo 1 ctaB, hopMupaaT NCTparkyBauku Kop-
nyc o 29 eIMHULIM BO KOU e yrioTpebeHa moaundoHuja.

Tabena 6p. 3 dpexBeHTHA [UCTPUOYIIMjA HA UCTPAYKYBAYKUTE €IMHUIIM CTIOPET] BULIOT Ha TTOJUhOHM]a

IMonmudonu popmu bpoj
Camoctiiojru 0
Cias og yukauuHu opmu 1

HOHH(bOH CJIOT BO paMKH4 Ha fejia (CTaBOBI/I) KOH IMMPpeTCTaByBaddT APV MY3UYKHU

hopmu

Mmuwiayucka uonrugonuja 5
Heumuwiayucka uonugonuja 12
Kombuhupara uonugornuja 11
BkymHo 29

Kommnosuuwujara Tpu komaga 3a KaaprHeT, haroT v mujaHo e co3gameHa Bo 1963 . Op ca-
MMOT HACJIOB HA MAPTUTYpara, Koja MpeTCcTaByBa OPUTMHAJIEH PAKOITUC HA aBTOPOT, €BU-
IIeHTHO e fieKa cTaHyBa 300p 3a LMKJIMYHa (hopMa M3rpafieHa of 3 ctasa (I1ecH).

1. [ cwas-temno Rubato, TaKT 4 /4.
2. Il cimas - Temmo Allegretto grazioso, TakT 4/8.
3. I ciias - Temno Allegro, Takt 9/8 (mpoMeHIUB).

[TonnchoH cJior Kako MPUHILIMIT HAa OpraHK3aliija Ha My3udKaTa MaTepuja e MpuMeHeT BO
BTOPHMOT U TPETUOT CTaB Off eJIOTO. BTOPUOT CTaB e 11eJ0CHO MoJN(OHO KOHIUTTUPaH.
Op HaBeIeHWOT MPKUMep MOXKe fia Ce KOHCTAaTHpa JieKa JBOTJIaCHUOT MO OH CJIoT (KJ1a-
pUHeT - paroT) e KOHCTPYKpaH Bp3 6a3a Ha UMUTALIMCKAaTa TEXHUKA.

[pumep 6p. 1 Tpu komaga - 11
cTaB
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Bo pamkuTe Ha TPETHOT CTaB (TpUzesHa (hopMa), Mery IpyroTo, ce jaByBa KOMOMHKUPaAH
MOJIMOH CJIOT, KAKO U UCTOBPEMeHa MPUMeHa Ha MOJTUMOH ¥ XapMOHCKU CJIOT.

[pumep 6p. 2 Tpu komaga - 111 ctas, TpeT men (cTpera)

Bo mouetHuoT nepuog of co3maBamkeTo CTOjKOB 4eCTO ja u3pa3yBa CBojaTa TBOpeY-
Ka Mucia npeky nujaHoto (Komuosuyuja [1961], Cyuwa [1962], Hnwepmeyo [1963], Ckepyo
[1964], Conawia 6p. 1 [1964], Bapujayuu [1964] utH.). Bapujayuuiie 3a nujaxo (1964) rerepar-
HO ce paboTeHu BO noaudoH MaHup.?* ['pasieHu ce Bp3 OCHOBA HA [JBOJEJIHA TeMa YUj
TPB [leJ1 IPeTCTaByBa [jBaHaeCceTTOHCKA HK3a M3JI0’KeHa YHUCOHO, Ha LITO Ce HafloBP3y-
Ba BTOPUOT [IeJ1 Koj e paboTeH Bo fiBorjiaceH nojudoH ciior. [Ipy H13aTa of Bapujauunte
eBUZIEHTEH e KOHTUHYUPAHUOT TpaflallMCKy pa3Boj 0 BapujanujaTa IX, o mro cienu
HaMaJyBarhe Ha MHTeH3UTeTOT Ha My3M4YKoTO fejcTBre (Bapujauun X u XI). CiegHuTe
nse Bapujaunu (XII u XIII) moBTOpHO fOHECyBaaT 3roJieMyBakhe Ha MHTeH3UTeTOT Ha
3BYUHOTO TKUBO /10 KyJIMWHaIHWja, Mo WTO hopMara ce 3a0Kpy»KyBa co yrera Bo Ba-
pujanujata XIV. Ha kpajoT of komrio3uiiyjaTa ce jaByBa peMUHUCIeHI[1ja Ha TeMaTCKH1-
OT MaTepujal.

EnnakBodyHKIIMOHAIHA (MMUTALUCKA) TOMMOHK]A e TPUMeHeTa BO KOMIO3UIrjaTa
Porgo gpamawiuko (Rondo Drammatico) 3a knaputet in C u nujano oz 1964 .22 Kako npu-
Mep Ke HaBefiemMe (hparMeHT Ofi BTOPUOT JieJi 07l POHIOTO KaJie ITO TeMara (KJiapuHeT) e
obpaboTeHa Bo Bu[ Ha (byraTo, CI000JHO U3BE/IeHO.

[Tpumep 6p. 3 Pongo gpamawiuko (25 - 37 TaKr)

22 Bpemetpaemse: cca. 9. 'oguHa Ha mevateme: [1KM, 1969.

23 Temmno: Allegro ma non troppo. Takt: 4/4. BpemeTtpaeme: cca. 5 30”. ['ofnHa Ha reyaTerhe:
OKM, 1971
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Nucniupupat o ['ygaukuow ksapudewi 6p. 5 (1934) Ha yHrapckMoT KoMmro3uTtop besa bap-
ToK, Bo 1967 1. CTojKOB ro nmuiyBa CcBojoT ['ygauku kBapiiel, COCTaBeH Ofi 3 cTaBa KOU
MpeTcTaByBaaT KJIACUYHU MY3UUKK (hopMu.>

1. [cimas - BoBen (Temmo Adagio, TakT 4/4);

coHaTtHa chopma, Temrio Allegro energico, Takt 9/8.
2. [l ciuas - Tpugenta popma (mecHa), Temrno Andante, TakT 4/4.
3. I ciias - pOHZO co TpU TeMu, Temrio Allegro vivace, TakT 6/8.
Bo kBapTeToT ce jaByBa MoJu(OH TpeTMaH Ha TeMaTcKkuTe MaTtepujanu. KoH-

KpPeTHO, TyKa CTaHyBa 300p 3a MprMeHa Ha KOMOMHUpaHa (MMUTALMCKA ¥ HeMMUTa-

ucka) noaudonrja. Mlako ofi acrmexkT Ha MPUHLMIIOT HA OpraHu3alyja Ha My3uYKaTa
Marepuja Jeji0To BO OCHOBA e paboTeHOo BO AyXOT Ha He0OaPOKHMUOT CTUJI,

24 TopuHa Ha revareme: 3KM, 1984.

, () BO kBapTeTOT 3abese)xyBame M MPUCYCTBO HA HEOKJIACKYHU €JIeMEHTH BO TeMaT-
CKMOT MaTepujal M COOJIBeTeH HauuH Ha HeroBaTa obpaborka“ (Oprakos 1982: 130).

[Mpumep 6p. 4 'ygauku ksapuiewi - | ctas, 52 - 63 TakT (BTOpa TEMa)

Lagate sanlolie
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[Mpumep 6p. 5 I'ygauku ksapuiew - 11 ctas

Andanle
.

a1

4

Enxo op Haj3HauajHUTe mena of XOpCcKoTo TBopemTBO Ha CtojaH CTOjKOB HECOMHEHO
npercraByBa Komrnosuiujata Cesicka cyuiia 3a >KEHCKU Xop, co3panena 1968 r., , (..) co
KOjalliTo Off e[lHA CTpaHa yKarka fieka hoJIKJIopoT ke OGUzie HeroBa TpajHa TBOpeuKa rpe-
OKyTaluja, a ofi pyra - leKa HeropaTa pMMeHa BO HErOBUTe flesia Ke UMa aBTeHTUYHU

v opuruHaaau uptu’ (Komoscku 2013: 114). KommnosuiujaTta e nuiyBaHa 3a TPUrIaceH
JKeHCKU XOp Kafie IITO MPBUTE ABe IeTHULM Ce Of aBTeHTUUEH KapaKTep, a TpeTaTa fieji-
HUIIA, KaKko M uyeTBpTaTaBo [l lecHa ce KOMMOHKWpaHU ofi aBTOpoT. CynTaTa e coctaBe-
Ha 071 6 CTaBa, o7 Kou 5 ce basupaHu of TeCHU 0J] MaKeIOHCKUOT pyCcTUKaieH (hoskiop,
JofieKa, mak, TPeTUOT CTaB € KOHCTPYUPaH BP3 0CHOBA Ha OPUTHHAJIHA MeJiofirja.?

1. [ cwas - Janko kocu 3esena ausaga - gBojeiHa ¢opma (a b), remno Rubato -
Rustiko, BpemeTpaeme: cca. 2.

2. Il cuas - Mope gse mu gpywiku (deTUpPUriIacHa) - ABofeHa opma (a b), remrno
Allegro, TaxT 4/4, BpemeTpaeme: cca. 15”.

3. Il cias - Jlobpo jytipo bpaitie Janko (opurruHaaHa Mesiouja) - efiHofeHa hopMa
(a), remmio Rubato - Rustiko, BpemeTpaeme: cca. 1’ 30”.

4. 1V cwas - E jy c'uye 3ajge - nBofienHa dpopma (a a,), remmno Rubato - Rustiko, Bpe-
MeTpaeme: cca. 1’ 30”.

5. Vcwas - E cuinu CiiojHo cutinuvapke - nBogenta dopma (a al), Temrio J = 110,
TakT 4/4, BpeMeTpaeme: cca. 15”.

6. VI cras - [llwo mu tune toje - aBozienHa popma (a a,), remrno Rubato - Rustiko,
BpeMeTpaeme: cca. 2”.

OcHOBeH MPUHLIMIT HA OpraHM3aliija Ha My3udKaTa MaTepuja Bo 0Ba JIeJio e pasHOMyHK-
[MoHaJiHaTa nonaudonuja. Bo cBojoT Tpyx [loaugonujaia 8o X0pcKowio WBOPEWINBO HA
Cuiojan Cojkos, KomapoBcku 3abesie)xyBa fieka Bo OBa fieJio aBTOPOT MPUMEHYBA T.H. ...)
nofryiacHa nojrudgoHuja - Buj nojrudoHuja Koja e BorjaBHO ajeKBaTHa 3a (hojIKJIopHaTa
Marepuja 1 Koja e KOpUCTeHa of] CTpaHa Ha MHOT'Y KOMIIO3UTOPY KOM Ce OCBPHYBaaT Ha
dhonxnopot (Crpasuncku, [Tpokodjes, Cronumcku, IHueppun u gpyru)‘ (Kolarovski 2001:
27). ,MeryceOHMOT OFHOC Ha MeJIOAUNUTE e KOMITOHUPaH BO MoaudOoHMja, [ITO ja MMame
1 BO MaKegoHcKaTa HapogHa My3suka ([Tpomes 1986: 248). BepTukaliHUTe CTPYKTYPU Ce
hopMmupaaT Kako Mpou3Bof Ha MefyceOHOTO KOHTPAMyHKTUPahe Ha MeJIOAUCKUTE JIU-
HUU, a TPeOBJIaZlyBaaT CeKYHIHO - KBAPTHO - KBUHTHMW CO3BYYja.

[Tpumep 6p. 6 Cesncka cyuiia - JaHko Kocu ...

Rubato-Rustiko

Soprano

Ao

25 TekcT: HapogeH (TeKCTOoT He e LesioceH). BpemeTpaeme: cca. 7 30”. Togunu Ha nedatere: TEXO, 2002. Og
xopckouio wisopewso na Ciiojan Cuojkos, ctp. 87 - 90; COKOM, 2001. Ciiojan Ciuiojkos - uszbop og xopckouio
WiBopeuiiBo, CTp. 24 - 7.
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,Co cBojoT cneuduryeH NPUCTaI KOH (QOJKIOPHUOT UIMUOM, TpaHC(OPMUPAH BO [0-
TOrall HeBUJEH XapMOHCKM M KOHTPAMyHKTCKU CTUJ, a TPOU3JIe3eH Off JIATeHTHUTe
CO3ByYja COIpYKaHM BO TEMUTE Off HAPOJHUOT renuj, Cesacka cyuila ocTaHa eJJMHCTBEH
nprMep BO MaKeIoOHCKATa My31dKa JUTepaTypa 1 TPajHo ce BrHe3/11 BO perepToapoT Ha
MHOTI'YOpOjHMTE XOPCKM aHcaMbiin Bo 3eMjaBa 1 Bo cBeToT" (Komoseku 2013: 114).

Bo 1972 roguHa, Ha TexcT of ALlo KapaMaHOB, e co3fjaZieHa xopckaTa TBopba Hexxrociia
HA paclieanowio YWipo 3a e JHOPO/IeH (KeHCK1/meTcKku) xop.2 KommosuniinjaTa e HanmiiaHa
B0 1 cTaB Kkoj Bo cebe obenunysa 4 necuu (I - Andante, 3/4; IT - Allegro, 6/8; III - Lento, 4/4;
IV - Maestoso, 4/4). JoMmruHaHTeH MPUHLIUIT Ha OpraHu3alija Ha My3udyKara MaTepuja Bo
IIeJI0TO e XapMOHCKM CJIOT, HO BO MOeMHH [IeJIOBU Ce jaByBa U MOJMMOH CJIOT, reHepasHo
KoMOMHMpaHa noaudoHuja.

26 l'ogunu Ha nevareme: TEXO, 2002. Og xopckotio wisopewiso Ha Cuiojan Citiojkos, cTp. 123 - 29; IKM, 1973.
360pHuK Ha WBOpOU 30 egHOPOGHU: MAWKY, KEHCKU U gelicKu Xoposu, cTp. 69 - 76. 3abenelnika: KOMIO3uLxjaTa e
nocBeteHa Ha Tome PameBcki.

[Mpumep 6p.7 Hexrociia Ha pactiearowio ywipo (I mecHa - MovYeToK)

mysuka: Crojan Crojron
Teker: Ao Kapanmason

Andante
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[To MoyeTHOTO UMUTALIMCKO U3JIaTake Ha TeMaTa BO conmpaHuTe 11 2, Bo ToHaTaMOIITHH-
OT TeK OJI TIpBaTa MecHa e IPMMeHeT XapMOHCKM CJIOT.

[Tpumep 6p. 8 Hexrocuwia va pacuearouwio yupo (I1 necHa)

1 Allegro
s e = L
Y 1 —e=—— ]
mf]]n-,

He ro ac . Ta na e noT K Ko pac ne a hit) e
A :ég_{; = — i e ————=
| f
O mf &
Top
19
|—‘.' 2 » - 2 - d 1 e |
S s = Ty » *— — r - S ]
=T ¥ I 1 o 1 LT ) | L = )
| Y ] | L3 ¥
Re HOT Ka Ko pac ne - 4 - HA - TE ry na - Gm
f f— "
I 1 L I "\ 1 B L‘ .\ —
1 1 r
s2 || H% ey — -'3E'
L v
D) SR - b
Rcee= i
ry T4 - Bu Ha MO - pH - TE TV la fim Hil
0
o ¢ - 1
A |
e =_==== e
B & S 3 39 9
Mo . ro ac - Ta - Ha - @& TICP . M}' « BH - Te MOojg - ])H - TC

- 6 "
g ~ 1 — r i » i~ i e 1
UEEE s = —
L2
MO - P - TG ry - an - H fie . i
g | S — T I T T .
:@ A ! r T - | T T h—]
4 Y 1 i . i * T r ———+ i
52 ’ Y T . i T =+ 1 ]
v ¥ — ¥
MOIL - PR TE Ty - 1a on " e a
8 i i
— S —TTTE————— ]
di= * =
— o * L g LB L - L) ¥
ry na [0 M Ge A ca MO

70

=71



Cnepnara, 1973 1, aBTOpOT ja nuuyBa TBopbaTa [[zeiosu 3a MemaH xop.”’ dMopmarta Ha
oBaa xopcka TBopba e mpoKoMroHupaHa, TeMnoTo Moderato, TaktoT 4/4. Kommnosuimja-
Ta 3aMo4yHyBa CO ABOMJIACEH MOJMUQOH CJIOT, HA TIOYETOKOT CO CI0O0AHO UMUTALIUCKO
CTIpOBelyBake Ha TeMaTa BO COTTPAHUTE U aJTUTe, TI0 IITO Ce MPeMUHYBA BO XapMOHCKU
CJIOT KOj OCTaHyBa JI0 KPajoT Ha KOMIIO3UIIUjaTa.

Bp3 ocHoBa Ha mecTara necHa ([Tpowwiedame) of ctruxosbupkara beau myzpu (12 mecHm),
(1939), o Kouo Pauuh, ncrata roguta (1973) e Hanuinana u kommnosunujata Ha dpowiie-
Bare 3a MeliaH xop.? Bo ocHoBa, TBopbara e rpazieHa Bp3 MPUHLUMITATE HA XaPMOHCKUOT
CJIOT, HO, Ha MOYeTOKOT O/ CTaBOT aBTOPOT MPUMEHYBa HEMMHUTALMCKA MONU(OHK]a.

[Tprmep 6p. 9 Ha upowitiesarse
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Criopes Mesnorpadunte Ha Lopru CMokBapcky, Bo 1974 roguna CTojkos obpaboTyBsa /Jse
HapogHu Uecru 3a egHopogeH (metcku) xop.? [lecHuTe ce obpaborenn Bo 1 ctas (I - & =168,

27 Tekcrt: Cnasko JaHeBcky. Bpemerpaeme: cca. 2. ['onuHa Ha neuarere: JJKM, 1973, Bo 360pruk Ha obpabouiku,
XAPMOHUZAYUY U KOMUO3UYUU 3a meuian xop, cTp. 111 - 115.

3abeselka: 3a oBaa Xopcka TBopba aBTopoT e JOOUTHUK Ha [] Haipaga Ha KOHKYPCOT PacI1ilaH Mo MoBoj,
30-ropuiiHrHaTa of HapogHara pesonyuuja.

28 Ha naprurypara He e o3HaueHo temroro. Takt: 7/8. l'oguta Ha nedarere: TEXO, 2002. Og xopckotio
wsopewiso Ha Cuiojan Cidojkos, cTp. 61 - 66.

29 Texcrt: HapogeH. ['ognHa Ha mevarewe: 3MIT - Ckomje, 1980. 36upka xopcku dechu 3a egHOPOGHU X0pOBU, CTP.
37-8.

7/8; 11 - Larghetto - J = 60, 4/4). Bo paMmKuTe Ha BTOpaTa IecHa ce jaByBa KpaTok dpar-

MEHT I{Oj OOHeCyBa KOM6I/IHI/IpaH BULO HOHI/IC])OHI/Ija. MMGHO, TeMdaTa 3aIll0OYHyBa CO UMU-

TallMCKO CIIpOBeAyBame 3a KBapTa rope BO rOpHUTe [Ba I'jlaCa, J0AeKa, ITaK, TPeTUOT

rjac goHecyBa c0b60iHa KOHTpAMyHKTCKa MeJIoAUCcKa JIMHUja Koja uMa (hyHKIUja Ha
XapMOHCKO HAJIOTIOJIHY Bakbe.

[TecnaTta Ovu of MCTaKHATUOT MakefoHCKM moeT A1io [llomoB e MHCTIMpalnja 3a aBTOPOT

Jia ja co3mage uctouMeHaTa TBopba 3a MemraH xop (1974).° TTokpaj XapMOHCKU CJIOT, BO

KOMTIO3UIIjaTa e MpuMeHeT 1 MoaucoH cJior (KoMOMHUpaHa, UMUTALMCKA M HEMMUTa-

L1cKa nosndgoHuja).

[Tpumep 6p. 10 Ouu (46 - 54 TakT, UMUTALIMCKA TOTM(OHM])
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30 Temno: Andante. Takt: 4/4. Bpemerpaeme: cca. 4’ 30”. ToguHa Ha nedateme: JJKM, 1976.

3abenemnika: necuata Ouu, mocBeTeHa Ha Bepa Joluk, e 3a mpBnaT objaBeHa Bo Hos /JeH,

6p. 1-2, 1946.
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Enernunuor uukiyc o 4 necHu [fucmo 3a ryac v kamepeH opkecrtap og 1975r. e paboreH
criopef ctruxoBuTe Ha Tome borpaHoBckn.”!

1. [decna - Canawiopuymcka - remnio Andante - animando, Taxt 4/4 (9/8).

2. Il uecna - Makegonuja - remnio Grave, TaxT 4 /4.

3. [l decra - [Tucmo - Temrio Larghetto, TakT 4/4.

4. IV iecna - Knewisa - remrio Allegro mobile, Takt 2/4.
,V1 KaKo 1ITO aBTOPOT HAa TEKCTOT Ce MHCMMUPUPAJ Off MaKeZlOHCKaTa HapojiHa necHa 1pu
Zogunu, Kaitie, 60nen nexxam, Taka U KOMITIO3UTOPOT BO HEKOU JieTasii BHECYBA U3BeCHa
MeJIOAIKCKA CPOAHOCT CO My3udKaTa KoMIoHeHTa of uctarta necHa’ (Opraxos 1982: 144).
[TacTopaaHuroT BoBes of mpBara necHa (Canawlopuymcka), Koj ro mofAroTByBa HaCTarMoT
Ha COJIUCTOT, e paboTeH Mo MPUHLMITOT Ha pa3HO(yHKIIMOHAHATA (HEeMMUTALMCKa) TT0-
nudoHuja.

[pumep 6p. 11 Canawiopuymcia - Boseg (1 - 12 takr)

ANDANTE = ANIMANDG
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31 [loguna Ha nmeuyateme: [JKM, 1976.
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Konyepianiina mysuka 3a kcunodoH, BubpadoH u rygauku opkectap, oz 1975 r. (mpepa-
6oTena Bo 1999 1. Bo Konyepiu 3a mapumba, BubpacoH 1 ryiaqku opkecTap), € BAPTYO3HO
IIeJI0 COCTaBeHo off 3 cTaBa.>

1. [ cwas - Bosex (Temrio Largo, TakT 4/4) + cnobomHa coHaTHA popMa (TeMrio
Allegro, TakT 4/4), BpeMeTpaetbe: cca. 4’ 307,

2. [l cwas - gBogenta ¢popma(ab), remmo Largo con sentimento (4 = 48), raxT (6/4)
4/4, BpemeTpaetbe: cca. 4.

3. [l cwias - TpunenHa dpopma (a b a,), remno Allegro vivace, TaKT 4/4, Bpeme-
Tpaeme: cca. 3.

HenoTo e paboTeHo MO MPUHLIUT HA 6APOKHOTO KOHUEpiio ¢poco, CO TEMATCKW MaTepuja-
JIY YUja KOHCTPYKIMja acorupa Ha 6apoOKHMOT CTUJI, HO TyKa 0060eHUu o (POJIKIIOpeH
MPU3BYK KapaKTepruCTUUEH 3a TBOpeuKaTa MUcJa Ha aBTopoT. boraTta nonndonHa dax-
Typa Co aKlLeHT Ha Pa3HOBUAHU UMUTALMCKU TEXHUKK MOJXKe [ia ce 3abesex<ut BO CUTe
CTaBOBU OF IEJIOTO.

32 Bpemetpaeme: cca. 11" 30”. 'oquHa Ha neuateme: IKM, 1978.
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[Tpumep 6p. 12 Konyepiianwina mysuka - 1 ctas (1 - 18 Takr)
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Bo 1977 r. CTojkoB ja nuuryBa Komrnosuuujata 1 peua jynak 3a meraH xop.*> Bo pamkuTe Ha
CTaBOT, TIOKPAj XapMOHCKU CJIOT e TPUMeHeT U MoJIMQOH CJIOT 1 Toa Pa3HOMYHKI[MOHAJI-

Ha (HeMMuUTaLKUCKa) TonngoHMja.

[Mpumep 6p. 13 Tpina jynax
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33 Tekcr: HapogeH. Temmo: Ymepero. Takt: 7/8. Bpemerpaetse: cca. 3. l'oguHa Ha nsgasarme: TEXO, 1984.
Haépagenu komiiozuyuu Ha KOHKYPCOT Ha (hecTBanoT Ha amatepckute xoposu o CPM , Teitioscku xopcku

ogzusu”, 1983, cTp. 49 - 54.
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Henmuraiuckarta nonudoHuja ocobeHo goara 1o ©3pas Bo KoMrosuiiujata Bokaiu 3a
IBOEH KeHCKU xop, (1979).34 KapakTepucTUUHO 3a My3nduKaTa MaTepuja BO 0Ba fiejio e, (...)
paboTrara co MUKPOMOTUBH, Y€CTO CAMO CO U30JIMPAaHU TOHOBH, KaJle IITO MapajioKkcaaHo
eexTOT Ha UMUTALIUY Ce 3roJIeMyBa U UMUTALIMUTE Ha IBO - efiHOTJIacke MOYKaT jacHo
Jla ce uyjaT, IITo pe3yJIThpa co MPOCTOpPeH eeKT KOj KopecrnoHaAnpa co MefyceOHUTe J10-
BUKyBarba B0 (onkiopot (Kolarovski 2001: 28). Kommnosuiujata ce kapakrepusupa co
, () momuHaLuMja Ha hakTypa basuMpaHa Ha MHOLITBO Of] MOArIACOBM, 6e3 MPUCYCTBO Ha
rjaBHaTa MeJiofivja, Kov co3fiaBaat eekT Ha KJIACTepCKM 3BYUHU TOYKU IITO MobapyBa
BHUMATEJIHO CJyIlIal-e U ce KapakTepuCTUYHM 3a COHOPHOCTA - TPEernepiuB, HecTabu-
JIeH, KOJIOpUTeH 3By K. Kako rimaBHaTa Mesiofiija mocTerneHo fia ce KpUcTaau3upa, kako fa
e BO (pasa Ha popMUpame 1 ce rojaByBsa Ha KpajoT o gesoTo (.)“(Ibid.).

[Tpumep 6p. 14 Bokaau(1-12 Taxr)
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34 Temno: Andante. Takr: 4/4. Toguna Ha nevateme: TEXO, 2002. Og xopckowio wisopewiiso va Cuiojar
Cwiojkos, cTp. 145 - 53.
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(34 - 42 TaxT)
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[acwiopanna (ponknopua) cyutia 3a nujaro oz 1979 r. mpercraByBa LUKJIUUHA (hopMa Of

5craBa.®
1. [ cwas-temno Allegretto - espressivo, TakT 4 /4.
2. [l ciuas - remnio Andante, TakT 4 /4.
3. [l ctuas - Temno Andante recitativo, TakT 3/4.
4. [V cwas - remno Andantino imitacione, TaxT 2/4.

5. Vcwas - temmno Allegro, Takt 5/8.

[TonucoH cyor e nMprMeHeT BO TPETUOT U UeTBPTUOT cTaB. Ha MovyeToKOT off TpeTUOT

CTaB e IIpUMeHeTa I/IMVITaL[I/Ija Ha TeMaTCKUOT MaTepI/IjaH Ha KBapTa JoJy.

[pumep 6p. 15 Macwiopanta (oaxaopra) cyuwia - 111 cras

11

Anslante recitatiyo
£ . —

quBpTI/IOT CTaB O CyuUTaTae pa6OTEH MO MPpUHLUIIOT Ha O6pTeH, KOHKPEeTHO ABOEeH KOH-

TPaNyHKT Ha OKTaBa.

[Mpumep 6p. 16 [Macwiopanna (Gorkaopra) cyutia - IV ctas
Iv

Anddantine imiltacione
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35 Topuna Ha nmevatere: COKOM, 1996. Equiinja makegoHcka My3uKa 3a nujaHo, 36mpka IV, Cyuiiu, cp. 26 -

31. Enuuuja [Netkos, 1995.
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[TonudoHujaTa e OCHOBEH NMPUHIMII HAa OpraHu13aliija Ha My3rMuKaTa MaTeprja BO KOM-
nosutijata bapokta cyutia 3a diejra, Buosa u yembaso (1980). On caMuOT HACTIOB eBU-
IeHTHA e UHTeHI[MjaTa Ha aBTOPOT [a HaIMIIe [eJI0 BO KOHTEKCT CcOo OapOKHMUOT CTUJIL.
CynTata cofpsKy Tpu cTaBa.*®

1. [ cias - XapMOHCKY MOZYC - e - moll, TemMIo (Ha mapTUTypara He e 03HaY€eHo),
TaKxT 4/4, BpeMeTpaeme: cca. 4.

2. Il citias - XapMOHCKY MOZYC - a - moll, temrio Adagio, TakT 4/4, BpeMeTpaeme:
cca. 2’

3. [ cias - xapMOHCKM MOZYC - a - moll, remrio Allegro, TakT 6/8, BpemeTpaerbe:
cca.l.

3a pa3juKa oji TPBUOT U BTOPUOT CTAB Kajie IITO MOJIM(MOHUOT CJIOT € TPajieH Mo TPUH-
LMIOT Ha pa3HOMYHKIMOHANHATA (HeMMHUTALIMCKA) TONK(OHK]a, TPETHUOT CTaB e pabo-
TeH UMUTALMCKK (eiHaKBOQYHKIMOHaHa onudonuja). CraHysa 300p 3a nonudoHa
chopma Koja, riefjaHo off CUTe acrekTH ((hopMa, TpPeTMaHOT Ha TeMATCKUOT MaTepujall,
Mo OHUTE MOCTAKK UTH.), Ke ja iecrHrpaMe Kako CaMOCTOjHO (byraTo.

[Mpumep 6p. 17 Bapokua cyuiia - 111 cta
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36 Bpemetpaeme: cca. 7.
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3aKay4oK

Ananuzata Ha fienata of CrojaH CTOjKOB co37ajieHn BO TepUoJI0T Koj belrte BO hoKy-
COT Ha HALIMOT UHTEPeC, KAKO 1 HAIIUTe eMITMPUCKU CO3HaHM]a 3a LIeJIOKYTTHOTO HETOBO
TBOPENITBO, I0BeIyBaaT [0 KOHCTaTalllja leka MaKefLOHCKHOT, TPBEeHCTBEHO PYCTHKA-
JieH pOJIKJIOp U MoJIMOHUOT CJIOT KaKO MPMHIIMIT HA OpraHu3alivja Ha My3uJukara ma-
Tepuja, ce e[HU Of] TIaBHUTE KapaKTePUCTHUKM Ha TBOpeYKaTa MUcCJia Ha aBTopoT. Toa ro
rcTakHyBa U KoJloBCKY, KOj Besin [ieka BO CUTe HErOBH fieia , (..) pesauure co hoJKIIo-
pOT ce peyucu Heu30e XK HHU, a TPUKJIOHYBAH-€TO KOH HETOBUOT PYCTUKAJIEH JIeJT Ha aBTO-
pPOT MY OBO3MOKYBa, MOTIIMPAjK1 Ceé HajuecTo Ha HapojHaTa AujadoHuja, 1a yrnoTpedy-
Ba crielnUUHYU XapMOHCKU 1 TIOJIMGOHU pellieHuja, OBeKeCI0jHU aKOPACKU CO3BYYja
v pasnuunm hopmasiu ctpykTypu” (Komoscku 2013: 114). Tlonatamy Toj 3abenekyBa
JieKa ,Bp3aHoCTa 3a TpajuliujaTa Ha corcrBeHara 3emja CTOjKOB To MaHUGecTupa u co
HK3a TBOPOU IITO MPOU3JIeryBaaT ojf Hallara AyxosHa Tpauiuja (Ozregana, Tpouap Ha
Cs. Knumeni, /lociojro eciui u, ocobeHo - [Tcanmu). icTo Taka - u co yrnorpeba Ha MHCTPY-
MeHTapMUyM BO KOj TOCeOHO MeCTO 3a3eMaaT HeKOU 0j] HapOAHUTe MHCTPYMEeHTH (KaBaJl,
tamOypa, yT, KAHOH, TaraH WTH.), KOM HajBIeYyaTJMBO ce MpUCyTHU Bo banetot Tawyia
- oxpugcka pobuHka, BO KOU ce TpeHeceHu eleMeHTH 1 O HalllaTa UrpaopHa (hoJKJIopHa
tpagunuja“ (Ibid.).

Boormito, MoKe [1a ce KajXke ieka 0BOj TIepUO/| BO LieIMHA ja aHTULUMpa obeMHaTa yro-
Tpeba Ha nonudoHKja Bo LesoKynHoTo TBopeiuTBO Ha Crojan CrojkoB. Taka, Moxke fa
3aKJIyunMe Jleka Kaj 0BOj aBTOP, BO OBOj MepUOJl ' cpekaBame CUTE BUOBU M HAUWHU
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Ha KOPUCTEeHe Ha MojndoHMjaTa U Toa: Kako cJI060IHM KOHTPANYHKTH, KAKO UMUTa-
LMK, KAKO KOMOMHKPpaHa noandoHuja, HO U Kako nonudonu popmu. ,[1puToa HEroBUOT
KOMITO3UTOPCKU MPUCTal npedeprpa akTUBEH OZHOC BO KOj YMETHOCTA Ha HAPOJHUOT
reHuj ce TpaHCcOpPMHUpPA, HajueCTo CO CPeCcTBATa HA eJleH YMepeH ja3suK Ha TeXHUKUTE
Ha CoBpeMeHaTa My31Ka, BO fiejia LITo Npruao0buBaart, o e[jHa CTpaHa HOBY eKCIIPeCUBHU
Y YMETHUYKU KBAJMTETH, & Off APYTa - YHUBEP3aJIHOCT IITO MM OBO3MOYKYBa fla KOMYHU-
Lupa co nybauKara 1 u3BeyBayuTe Of pasnndHu KyarypHu kpyrosu® (Ibid.).

3a cBoeto TBopewmTBO CTojaH CTOjKOB € fOOMTHUK Ha 3HauMTejieH Opoj Harpaju u rpu-
3HaHUja.
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YK 347.78(497.7):316.774

AncTpakT: Bo cOBpeMeHOTO OMIITeCTBO, AUTMTAIHATA KOH-
BepreHivja MPUIOHECYBA 3a MHTEpPONnepabuIHOCT MoMery
MeJIMyMUTE, CO TOrojieMa UHTePaKTUBHOCT MOMery KOPUCHU-
LMTe ¥ CpefcTBaTa 3a KOMYHUKalLMja. 3aToa, 0ff CyLITUHCKO
3HauUeHe e Jla ce Hajae U fa ce hopMyupa HoOBa OCHOBA 3a aB-
TOPCKOTO MPaBo M CPOAHUTE MpaBa, Koja Ke ja MoHy1 noTpe6-
HaTa MMpaBHA 3al1TUTA 32 aBTOPUTE, YMETHUIIUTE U3Be/yBauH,
KOPUCHULIUTE UTH.

KonekTrBHOTO yripaByBame u OpraHu3aiuure 3a KOJEKTUBHO
yIpaByBaHe CO aBTOPCKOTO IPAB0 U CPOAHUTE IIpaBa BO JUIHU-
TaJIHOTO OTKPYXKYBake ce cooyyBaaT Co MpeAu3BuLM. Juru-
TaJIHOTO yIIpaByBame CO IpaBaTa Ha HOCUTEJIUTE Ha IIPaBOTO
UM JlaBa UHAMBUIyAJIeH HAI30D, ClAe/IeHhe U Mepeme Ha eMU-
TYBaHUTE aBTOPCKU fiejla M [IPeIMeTH Ha CPOIHU [1paBa IpeKy
MeIUyMUTE U Taka OBO3MOIKYBa MOrojiemMa TpaHCIapeHTHOCT.

OpraHu3anuuTe 3a KOJIeKTUBHO YIpaByBakhe, KOU 0l BTopaTta
noJjioBrHa Ha XIX Bek umajie U3BOHpesieH MpUJOHeC BO yHa-
npejlyBakheTo Ha KyJITypaTa v Ha HarpejoKoT Ha MeinyMCKa-
Ta UHAYCTPHUja BO HAIIMTE OMIITEeCTBA, KOU U [0 IeHeC OCTaHa-
Jie MOKHM OpraHM3aliiu, BO MOMEHTOB Ce COOUyBaaT CO CUJIeH
OpaH NPOMEHU.

MenuymuTe ce M3JIOXKEHU BO MPBUTE PEJIOBM HA MPOMEHUTE
NpeAu3BUKAaHU Off BJIMjaHUETO Ha AWMTMTaJHATa TeXHOJIOTH]ja.
Ceé moBeKke ce uCTpa)kyBa MpUPOJaTa Ha NUTWTaAJIN3alMjaTa
1 HEj3MHWUTe UMIUIMKALWMKA BO Paguogndy3HOTO eMUTYBaHe.
HMcTo Taka, ce aronemyBa norpebata o7 aHaJM3a Ha Mocjieu-
LATEe Off TPOMEHUTE Mpeau3BMKAHU Of BJWjaHUETO Ha JUTU-
TajHaTa TeXHOJOoTrhja BO paguogudy3HOTO eMUTYBae, KaKo
1 COOZIBETHA MOJMTHUKA HA [TPOMEHHU.

KnyuyHu 360poBUM: aBTOPCKO MpaBO U CPOJHU TpaBa, KOJeK-
TUBHO OCTBApyBame, paguogudy3Hu OpraHu3aim, My3udKu
IieJia, BOKaJHO MHCTPYMEHTaTHU U3Bei0U, eMUTYBaH-€.

INPEOU3BULIUTE HA JUT'NNTAJTHOTO
VIIPABYBAIBE CO ITPABATA HA YMETHULUTE
N3BEOYBAYY BO KOHTEKCT HA
MAKEIOHCKOTO 3AKOHOJABCTBO

Humutpu YankaHoB

YKUM Daxynmew 3a mysuuka ymewinoci - Cxouje

Bosep

Bo coBpeMeHOTO OMIITEeCTBO, AMIUTaIHATa KOHBEPreHuja MpuaoHeCcyBa 3a MHTepoIe-
pabUIHOCT TTOMery MeguyMUTe, CO MOrojieMa UHTePAKTUBHOCT TOMery KOPUCHULIUTE
M Cpe[CTBaTa 3a KOMyHMKaLKja. 3aToa, Off CYIITUMHCKO 3HaueHe e [a Ce Hajae U [a ce
chopMynupa HoBa OCHOBA 3@ @aBTOPCKOTO MPaBO U CPOJHUTE TIPaBa, Koja Ke ja MOHY U 10-
TpebHaTAa [IpaBHa 3aLITUTA 38 ABTOPUTE, yMETHULIMTE U3BeyBaul, KOPUCHULIMTE UTH.

KonexTuBHOTO yrpaByBame u OpraHu3anuuTe 3a KOJTEKTUBHO YIIpaByBame CO aBTOP-
CKOTO MpaBO U CPOAHUTE TMpaBa BO JUTMTAJHOTO OMKPY>KyBame Ce coouyBaar co mpe-
nu3Buld. JUruTaaHoTO yripaByBambe CO ITpaBaTa Ha HOCUTENIUTEe Ha MPAaBOTO UM flaBa
WHJUBU]lyaJleH Ha/l30D, Cleflelhe U Meper-e Ha eMUTYBaHUTe aBTOPCKU flesia U rpefime-
T HA CPOJIHU TpaBa MpeKy MeJUyMUTe U Taka 0BO3MOXKYBa TOrojieMa TPaHCIapeHT-
HOCT.

OpranusanunTe 3a KOJEKTUBHO yIpaByBame, KOM O BTopaTa mojioBuHa Ha XIX Bek
MMaJe U3BOHPeZeH MPU0HEeC BO yHATIpeyBambeTO Ha KyJITypara v Ha HarpeJoKoT Ha
MeJMyMCKaTa UHAYCTPHWja BO HAIIMTE OMIITECTBA, KOU U [I0 IeHeC 0cTaHasle MOKHU Op-
raHu3aluu, BO MOMEHTOB Ce COOUyBaat Co CJieH bpaH MPOMEHHU.

MengunymuTe ce U3710)KeHM BO TIPBUTE PeZIOBM HA TPOMEHUTE MpeAiu3BUKaHM O] BIWjaHU-
eTo Ha JMruTasHaTa TexHojoruja. Micto taka, ce aronemyBsa norpebara ofi aHajau3a Ha
MoCJeULIUTE Off TPOMEHUTE MPeIn3BUKAaHM Off BJUjaHUeTO Ha JUTHUTaIHATA TeXHOJIO-
rja Bo pafitofinchy3HOTO EMUTYBakhe, KAKO M COOZIBETHA MOJIMTUKA HA TPOMEHM.

Llen Ha 0BOj TPy[ € fia ce UCTpayky MMpaBHATa paMKa Ha MOJIeJIOT Ha CUCTEMOT 3a eJiek-
TPOHCKO eBU[IeHTHpathe Ha eMUTYBaHUTe aBTOPCKU Jiefia, OJHOCHO MpejMeTH Ha CPOJi-
HU TIpaBa, KaKo U TeXHOJIOTUjaTa MITo Taa ja KOPUCTU BO Mpakca, 0cobeHo BO paMKUTe
Ha ypaByBameTo CO MpaBaTa Ha yMEeTHULIMTE U3BeyBaun (0BOj TPY € MPOIOJIKY Bate
Ha McTpa)kyBamweTo Ha Yankanos, [I. & cop.).” Ha kpajoT, ce nmpe3eHTUpaHN HEKOJIKY

37 Chapkanov, D, Naumovski, G, Manchevski, G., & Klimovski, A. (2016). Analysis of the system of electronic
evidence for broadcasted copyrighted works and objects of related rights in Macedonia. Socioeconomica, 5(9), 13-
22. (Mpuctanexo Ha: 24 anpuin 2019 ox https://www.ceeol.com/search/article-detail?id=569798).
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KJIYYHM Haou BO BpCKa CO no;Lo6pyBangTo Ha CUCTeMOT 3a eJIeKTPOHCKa eBI/I/:LeH]_LVIja
BO ITpaBHAd M TeEXHNWYKa CMMCJIA.

CucTeMoT 3a eJIeKTPOHCKA €BU/I€HIIMja HA EeMUTYBAHUTE aBTOPCKH
Zlejia, OJTHOCHO TpeiMeTH Ha CPOHU IIpaBa

Bp3 ocHoBa Ha usieHOT 135-a 01 3aKOHOT 32 aBTOPCKOTO rpaso u cpoguute npasa (,Ciayik-
6eH BecHuK Ha Penybirka Makenonuja“ 6p. 115/10,140/10, 51/11,147/13,154/15 u 27/16) (Bo
HaTaMomHKOT TekcT: SATICIT), 3apajin eJleKTPOHCKO eBUeHTHpabe, 00paboTKa Ha 1mo-
IaTOLY, CJIeJIeH-e M KOHTPOJIAa Hajl eMUTYBAaHUTE aBTOPCKH JieJia, OIHOCHO NpeiMeTH Ha
CPOZIHU TIpaBa, OpraHU3aluuTe 3a KOJIEKTUBHO YIIpaByBaH-e ce JOJXKHHU fja 06e36enaT 1
Ila MHCTAJIMPAAaT, Kaj paio-TeJeBU3NCKUTE OpraHu3aln, CUCTEM 3a eJIEKTPOHCKO eBHU-
IeHTUpakhe Ha eMUTYBAaHKUTe aBTOPCKH fleJia, OIHOCHO MpeMeTH Ha CPOJIHM MpaBa (Bo
HATAMOLIHUOT TEKCT: CUCTEM 3a eJIEKTPOHCKA eBUIeHIIH]a).

CucTeMOT 3a eNleKTPOHCKA eBUJEeHIMja € WHTerpMpaHo MHMOpPMalUCKO-KOMYyHNKa-
L[MCKO pelieHre co obe3besieH cTereH Ha 3allITUTA ITPeKy Koe ce BPIIY eJIeKTPOHCKO eBU-
IeHTHhpame, 06paboTKa Ha MOJIaTOL U, ClIefieHe U KOHTPOJIa Hajl eMUTYBaHUTE aBTOPCKHU
fiesia, OLHOCHO TIpeIMeTH Ha CPOJHU MpaBa (MpeaMeTH Ha CPOZIHK MpaBa ce n3Benbmre
Ha yMeTHULMTe U3BeflyBauu, hoHOrpaMuTe Ha (POHOTPAMCKUTE MPOJIYLIEHTU U eMUCU-~
UTe Ha pafiMo-TeJeBU3NCKUTe opranusanuu). Toa 3Hauu eka CuTe My3uUKH feJia, Kako
1 BOKAJIHO MHCTPYMeHTaIHU U3Bej0M Ha yMeTHULIUTE U3BeyBaur (mejaum, mpUuapy K HIA
BOKAJIM, MHCTPYMEHTAJIHM M3BeYBaUM U [Ip.), KOM I'M eMUTYBaaT pajiio-TeJeBU3UCKUTe
OpraHu3aluu ce eBUIEHTUPAAT MPEKY CUCTEMOT 3a eJIEKTPOHCKA eBU/IeHIIH]a.

Papuo-teneBu3nCcKUTE OpraHu3alMy ce AoJXKHU fa 0be3bemaT COICTBEH KOMIATUOMU-
JIEH CUCTEM CO KOj Ceé OBO3MOYKYBa MPUKJIyUyBaHe Ha CUCTEMOT 3a eJIEKTPOHCKA €BU-
IeHILMja ! 1a UM OBO3MOXKAT Ha OPraHM3alMuTe 3a KOJIeKTUBHO YIIPaByBakhe WHCTaIu-
patbe Ha CUCTEeMOT 3a eJIeKTPOHCKA eBUIeH1IM]a.

CucTeMOT 3a eJIeKTPOHCKa eBUIeHIIkja o0e3be1yBa 0COOEHO:

- I/IILGHTI/IC])I/IKYBHHJE‘ Ha eMUTYyBaHUTe aBTOpPCKU AeJia, OJHOCHO IIpegMeTn Ha CPOAHU
mpaBa (BOKaHHO WHCTDPYMEHTAJIHN I/I3B€)16I/I Ha YMeTHULKWTE N3BeyBa4iu, Heja‘{I/I, npu-
APY>KHHW BOKaJI, MHCTPYMEHTAaJIHM U3BegyBayu 1 }lp.), BO BpeMeTO Kora Tue ce eMUTYy-
BaaT Ha IIporpaMaTd Ha paAno-TeJieBU3ncKaTa OpFaHI/I3aL[I/Ija, CO JO3BOJIEHO BpeMEHCKO
OTCTalyBame,

- 3aMUCK O eMUTYBAHMUTE aBTOPCKHU JleJla OLHOCHO MPeAMeTH Ha CPOJIHM MpaBa (BoKaJi-
HO-MHCTPYMEHTaJHU M3Bef0M Ha YMEeTHULIUTE U3BeyBauH, [ejaun, Ipuapy>KHU BOKa-
JIV, UHCTPYMEHTaJIHU U3BelyBauu U fp.);

- JHeBHU, MeCeYHU U TOAWNIIHN U3BelITan U APYTI'v MMepuogniHu U3BellTar 3a eMUTYyBa-
HUTe aBTOPCKU AeJia, O4HOCHO ITpeMeTHN Ha CPOJAHU ITpaBa (BOKa)’[HO—I/IHCTpYMeHTaHHI/I

13Be0M Ha YMETHULIUTE U3BeAyBaulu, rejauu, Npupy>KHU BOKAJU, MHCTPYMEHTa HU
U3BelyBauu U Ip.), o ofpeaeHn mapameTpu (6poj Ha eMUTyBamba Ha aBTOPCKOTO JIEJI0,
OJJHOCHO BOKAJIHO-UHCTPYMEHTAJIHU U3Bei0M Ha YMETHULIUTE N3Be/lyBaul, BDEMEHCKU
MeproJl Ha eMUTYBaKEe, BpeMeTpaethe Ha eMUTYBakbe, UIeHTUMDUKYBaH-e Ha pafuo-Te-
JIeBU3UCKUTE OPraHU3alluy Ha KOU € eMUTYBAHO [IeJI0TO, OHOCHO My3uuKaTa n3seziba
Ha yMETHUIIMTE U3Be/lyBauy, [HEBEH U3BEIITaj 3a PAIU0-TEJIeBU3UCKUTE OPraHn3alluu
KOUW eBUJieHTUpaJle MOAAaTOLM 3a eMUTYBAaHU aBTOPCKU fiesia, OHOCHO MY3UUKUTE W3-
Be0M HAa YMEeTHULIMTE N3BeyBaun, BO CUCTEMOT 3a eJIeKTPOHCKA eBUeHI1ja);

- U3BECTYBawe M0 eJIeKTPOHCKHM MaT JI0 JINLETO BO OpraHM3alujata 3a KOJEeKTUBHO
yTpaByBamwe U JULETO BO pajio-TeJeBU3UCcKaTa opraHusannja 3a npeknHoT Bo pabo-
Tara Ha CUCTEMOT 3a eJIeKTPOHCKA eBUIeHLIM]a; 1

-4UyBame Ha [mogaTouuTe oJf CUCTEMOT 3a eJIEKTPOHCKaA eBI/I,ZLeHLLI/Ija BO pOK o] r1eT roau-
HM OJ1 1€HOT Ha HUBHOTO eBUAeHTHUPambe.

Vertex Media Logger e cothTBep passuen o ¢pupmara Vertex Broadcast Solutions. Ce
COCTOU Of, 4 KOMIIOHEHTHU U TOa:

- Vertex Media Audio Fingerprint Initial Database Creator,

+ Vertex Media Logger Client,

+ Vertex WCF Service n

+  Vertex Media Account.

1.1.  Vertex Media Audio Fingerprint Initial Database Creator

Co oMol Ha 0Baa KOMIIOHEHTA Ce Kperpa MHULIKjaIHa Oa3a Ha ayguoMUuHrep IIPUHTO-
BY Ha [lesiaTa Kou Ke bupgat obe3befeHu of CTpaHa Ha opraHM3anujaTa 3a KOJIeKTUBHO
ympaByBame. OBaa KOMIIOHEHTA MTpaBy ayAguoMUHIep IIPUHTOBY Off CUTe [efla KOou Ke
bupat nocraseHu u kou ke nmaat [D3Tag-oBu. CodprepoT ke T Memopupa Bo bazata
u nogarouute of [D3Tag-oT Kako u nMUbaTa Ha PajJIoBUTE U MATEKUTE U Ke ce 3eMe
BPEMEHCKM CerMEHT O] CeKOe [IeJI0 BO Tpaeke KOH(QUIYypUPaHO Off CTpaHa Ha KOPUCHU-
KOT. Baka xpeupanara 6a3a ke 6ufie ICKOPUCTEHA MpU 0PULIK|aIHOTO CTAPTyBakhe Ha
CHUCTEMOT.

LleanoT cucTeM e KpeupaH Taka IITo CUCTEeMOT aBTOMAaTCKU ja HaJoMnoJiHyBa ba3ara u
,yuau“ cO TeKOT Ha BPEMEeTO.

1.2.  Vertex Media Logger Client

OBaa aninkaiiyja 3anuiuysa v nprubupa nHhopMaliuu 3a ieiata Kov 6uie Bo eTep 1 Toa
ro NpaBy Ha [iBa HAUMHM, CO [iBe Pa3JIMUHU U3Ben0M Ha cobupatbe Ha Te MHMOopMaL 1.

[TpBroT MOZY pabOTU CO AUPEKTHA aHAIM3a Ha ayAMOJaTOTEeKMTe KOU Ce eMUTYBaaT BO
eTep U ce MHCcTanaMpa aupekTHo Ha PlayOUT-0T Bo paguoCcTaHULIUTE.

86

=87



Co BTOPMOT MOAyN Ha paboTa ce aHaNIU3KWpa ayAUOCTPUM BO >KMBO, MPU MITO CTPUMOT
MOJKe Jla MY Ce OCTaBM KaKo (PM3UYKU ayfuoBe3, MHTepHeT CTPUM UTH. Moxe fa ce
WHCTanupa BO TeJEeBU3UCKU CTAHUIIN.

1.2.1. N3Benba 3a nHCTaMalMja Kaj paguoCTaHULIUTE

OBaa KOMIIOHEeHTa ce MHCTalMpa Kaj paguoctanuuuTe. Taa ce uHcranupa Ha PlayOUT-
oT Kaj paguoctanunure. OBa e Windows cepBUC IITO ' UMa CIeHUBE (PYHKLMHU:

* TM CJeAu MpOorpaMUTe KoM ce HaMeHeTH 3a ,0fUrpyBare”’ Ha ayArodajaoBu:
Winamp, Traktor, Dj-Pro lite, ... - hajnoBu mito ru ciepu: mp3, wma, wav v 0gg, UTH.
+  KpeupaayguoQUHrep pPUHT Ol CEKOe eMUTYBAHO €10,

« ruyutanogarouute of ID3Tag-or,

«  MMeTOo Ha (ajloT Koj ce ,0AUrpyBa‘ Ha MPOrpaMUTe KOM CEPBUCOT I'M CJIeAu
KaKo M JIOKaJIHaTa naTeka Ha ajnor,

+ OTCEeKyBa JeJl Ofl eMUTYBaHOTO ZIeJI0 Ol OfipeJeHa Mo3uiuja o 4enoTo (Koja
KOPUCHUYKM Ce KOH(UTYpUpa) i co ofipefieHa JoKrHa (Koja KOpUCHUYKY Ce KOH-
durypupa),

+  OBHME MojaToLy 3aeqHO co ID-To Ha paguocTaHulaTa I'M Mcrpaka Ha Vertex
WCF cepBucoT

10 bapamwe Ha cepucor Windows WCF oBoj cepBuc My ro ucnpaka LejauoT
dajn Ha cepsucor Windows WCE, 3a ga ce HanpaBu ayguoduHrep NpUHT U Ja ce
mozmaze Bo bazara.

MuHrManex norpebeH xapaBep U npeauHCTaanupad cohTBep:

« P4 wvnunonoB kommjyTep, min 512MB RAM,
* TI0CTOjaHA UHTEepHeT-KOHeKIUja,
*  UCKJIyUyBae 0] aHTUBMPYCH, 3@ HellpeueHa paboTa,
«  Windows XP SP2, Windows Vista, Windows 7 unu Windows 8 u
« mnpepuHctanupad .NET Framework 4.0 — ce guctpubyupa 6ecriaTHo.
1.2.2. N3Benba 3a nHCTaMalMja Kaj TeJIeBU3UCKUTE CTAHUIIU
OBaa KOMIIOHEHTA Kaj TeNeBU3UCKMUTe CTAHUIM Ce MHCTaJupa Ha KOMIIjyTep Ha Koj e

VWHCTaJIMpaH 0BOj CEPBUC U Ha KOj e JJOHeCeH CUTHaJIOT LITO ce eMUTyBa Bo eTep. OBa e
Windows cepBuc rv uma ciegiHuBe (DYyHKIUK:

+ Ha ofipefieHo BpeMe (IITO KOPUCHUYKHK ce KOH(MDUTYprpa) ceMIiimpa ofipeieHa
IOJKMHA O[] CUTHAJIOT (IITO UCTO TaKa ce KOH(UTYpupa),
0]l 0Baa [I0JXKMHA MPaBy ayJuoUHTep MPUHT U

+ 0BMe mogarouu 3aefHo co ID-To Ha TeneBuM3MckaTa cTaHULA TM UCTpaka J10
cepsucot WCF.

MunrManer norpebeH xapaBep U npearHCTaanupad codTBep:

» P4 ynunoHoB kommjyTep, min 512MB RAM,

* TOCTOjaHA MHTEepPHeT-KOHeKIHja,

+  UCKJIy4yBakbe Ofl aHTUBUPYCH, 3a HelpeyeHa pabora,

+ Windows XP SP2, Windows Vista, Windows 7 nnu Windows 8 u

« npepuncranupad .NET Framework 4.0 - ce guctpubyupa becriaTHO.

1.3. Vertex WCF Servis

OBoj cepsuc WCF ru npudaka cuTe MomaTOLM UCIPATeHU off KiaueHTuTe. Herosoro
(byHKLIMOHMpPaHe 3aBUCH O] TOa Of] KOja M3Befba Ha KJIMEHTOT I' foOMBa MoIaTOLUTe.

1.3.1. MDyHKIWU KOTa MOAATOLIMTE 'Y IIpUMa Off KJIUEHT MHCTAJIUPaH BO paju-
OCTaHULIUTE:

+ runpudaka nogaronuTe (MakeToT) UCrpaTeH Of KIUeHTOT,
+ T'M 3aMullyBa nolaToluuTe BO J0T PajioT u

+ criopejiayauouHrep MpUHTOT ce 00Ky Ba [ia TO MPoHajle f1e10To. AKO I'o TIpo-
Hajzie 1eJI0TO MY I'0 fofieslyBa Hej3uHMOT JiokaseH ID nomenex Bo 6a3ara. AKo He
o MPOHAjIe feJI0TO TOTAll o] KIUeHTOT 1nobapyBa fia My TO UCIIPaTH JeJioTo 1ie-
JIOCHO 3a [IOTI0JIHy Bak-e Ha 6a3ara. O Baka flo00MeHO0TO [1eJio ce paByi MHOXKECTBO
of aynuocuHTep TTPUHTOBU U ce fonoyiHyBa b6a3zaTta. Ako uma ID3Tag ce nomasa
MCTHOT BO OasaTa Kako M UMeTO Ha (ajoT 1 JokasHara nareka. OBue mogaToLu
ja 3boraTyBaat 6a3aTa Ha HeanoT cucteM. Co cekoe HOBO JIeJI0 CUCTEMOT MMa T10-
rojieMa MoK Ha Mpero3HaBame.

1.3.2. q)YHI(I_[I/II/I Kora rmogaTouunTe rv ipyuMa o/ KJIMeHT MHCTaJIMPaH BO TeJie-
BU3UCKHNUTEe CTAHULU:

+ runpudaka nogaTonuTe (IakeToT) Of KIKMeHTOT,
+  I'M 3aMuiyBa NojaToLKuTe BO JIOT (PajaoT 1

+ cropeayauoduHrep MpMHTOT ce 00Ky Ba fia ro poHajae fea0To. AKO ro rmpo-
Hajlie 1eJI0TO My T0 IofleslyBa Hej3MHUOT jiokasieH 1D monenen Bo 6azaTta. AKO He
ro Hajfie 1eJ0TOo BO JIOTOT HeMa fiofiesieH jiokasieH ID 1 He To TpeTupa Kako My3ud-
KO [1eJ10, HO KaKO MCTOPUCKU TIOZIaTOLM Ce YyBaaT U MOXKe Jla Ce TIPecymaar mno
norpeba.

MuHpManeH noTpebeH xapaBep U npeAuHCTaanpaH copTBep:

+ cepsep PC, i7, unu DualXeon, 16GB RAM,

+ Windows Server 2008 unu nonos Windows Server,

« npepuncranupad .NET Framework 4.0 - ce guctpubyupa becriiaTHo,
« mnpepuHctanupat IS 70,

* UCKJIyuyBame 0o aHTHUBUPYCH, 3d HellpeyeHa pa60Ta 14
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+ MOCTOjaHa MUPOKOTOjacHA MHTePHEeT-KOHeKII1ja CO HeOTpaHUUEeH MPOTOK.

1.3.3. Vertex Media Account

OBoj cotbTBep ru uMa ciieJHUBE (DYHKLUK:

+  0BO3MO)KYyBa MeHallMpame co ba3aTa Ha [jes1a BO CMucia BepudurKaliyja Ha Be-
pPOJOCTOjHOCTA Ha MOAATOLIUTE BO ba3ara,

+ IpeudncTyBake Ha ba3ara,

+ TpUIpeMa Ha M3BellTau 3a MoTpebUTe Ha OpraHM3alujaTa 3a KOJEeKTUBHO
yTpaByBame,

+  OBO3MO>KYBa MMPUCTAIT HA @BTOPUTE [I0 MOJIATOLM 38 eMUTYBabETO HA HUBHUTE
nena,

* OBO3MOJXYBa HaZ30p Hapj pa60TaTa Ha CUCTeMOT Ha MI/IHI/ICTepCTBOTO 3a KyJ-
Typau MI/IHI/ICTepCTBOTO 34 I/IHC])OpMaTI/ILIKO OITITeCTBO 1 a]:[MI/IHI/ICTpaL[I/Ija n

+  OBO3MOJKYBa IPUCTATI JI0 CUCTEMOT Ha MUHKUCTEPCTBOTO 3a (hrHAHCKUM — YTipa-
BaTa 3a jaBHU MPUXO[IU.

MuHuManeH noTpebeH xapaBep U MpeauHCTaaupaH codTBep:

Paguo n TeneeBMsncKK CTaHULM BO KOj € UHCTanupaH
efHa oj BapujaHTute og Vertex Media Logger Client

« P4 wvnunonoB kommjyTep, min 512MB RAM,

* TI0CTOjaHA UHTEepPHeT-KOHeKI[Uja,

+ J103BOJIa Off aHTUBUPYCH, 3a HerlpeveHa paboTa,

«  Windows XP SP2, Windows Vista, Windows 7 unu Windows 8 u

« npepuHcranupad .NET Framework 4.0 — ce guctpubyupa becrniaTHo.

['pacpmuky npuKas Ha CUCTEMOT

Vertex Media Logger

Server/Account npuma

3anucun og cute Media
Logger Client -u

INTERNET

Media Loger Server Media Loger Client

MHCTanupad Ha Server PC - aBToMaTcKu ce craptysa co Windows
- Be6 annukauuja xoctupana Ha lIS - cnean NOCOYMEHWM annuKaummn

U UUEREU DR L ERCET NG RO UL - OCHOBHM reHepanuu 3a Megnymor

- 3anuwyea 3anucu Bo SQL Gaza ANAUKALMK KO FH CReam

Kondurypauuja - winamp, traktor, raduga, dj-pro lite...
- sql database, comunication port,

admin passwor QopmaTh Ha paToTeku

-mp3, wma
Cepeuc 3a alert-n
- aHanu3upa 3anucu Bo database, ID3Tag V1,V2 nopatouu
anapmupa administrator, Mmegnym - Hacnoe Ha Tpaka, M3segysau, aBTop,
- ucnpaka Ha email, SMS anbym, ropuHa, Kaup
Cucremcku notpebu Cucremckn notpebu

- Windows Server 2008 wnu noHos,

npenncTanupan IS uHTepHeT KoHekiuja N WindowsXP,Windows Vista,Windows7

Media Loger Account

- MHcTanupad Ha Server PC

- aBTopM3MpaH npucTan go nogaTtoum
ABTOpM Ha gena

- NpucTan Ha nogaTouwW 3a aBTOPCKW gena

- npernen Ha 6poj Ha u3BepyBaka Ha aBTOPCKM gena
Meauymu (paguoctanuum)

- NPUCTan Ha NoAaTouMn of MCNpaTeHH 3anucH

- nperneg W eguTUpake Ha 3anNUCHK
ApMuHKCTpaTOp

- NPUCTan Ha NOAAaToUM Of MCNPAaTEHH 3anucH
- nperneg Ha M3BewTau

- MEHayMpa akayHTH Ha KOPUCHHLUN

Ale-
-

L4

~

I

Io3BoJia 3a yroTpeba Ha CUCTEMOT 34 eJIeKTPOHCKA eBUeHIIHja

CornacHto co unen 135-6 og 3AIICII, go3Boja 3a ynorpeba Ha CUCTEMOT 3a eJIeKTPOHCKa
eBU/IeHII]a, Ha bapatbe Ha opraHu3alijaTa 3a KOJIeKTUBHO yIIpaByBabe, n3gasa MuHu-
CTepPCTBOTO 3@ MH(OPMATHYKO OMIITECTBO ¥ aJMUHUCTpALIKja M0 MPeTXOLHO MUCTIEHhe
Ha MUHUCTEPCTBOTO 3a KYJITypa.

Hoxonky MUHUCTEpPCTBOTO 3a KyJTypa M3[ajo JO3BOJIU 3a KOJIEKTUBHO YIIPaBYBathe
Ha JIBe WJIM MOBEKe OpraHM3aliuu 3a KOJIEKTHMBHO yIMpaByBamke CO UCT WM pasjiiyeH
BUJI Ha IIpaBa, OpraHu3aluuTe Ce NOJIXKHU BO Pok of 60 feHa of [eHOT Ha M3JaBatbe-
TO Ha MocjieiHaTa I03B0JIa 3a KOJeKTHBHO yIpaByBame, 1a CKJIyJYaT JOrOBOpP CO KOj Ke
ro peryaupaar HauMHOT Ha 3aeHUUKO 00e30e1yBatbe U MHCTAJIMPalkhe Ha CUCTEMOT 3a
eJIeKTPOHCKA eBUeHLIM]a, @ MUHUCTEPCTBOTO 3a MHMOPMAaTUYKO OMIITECTBO U aJMU-
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HUCTpaluja Mo MpeTXoHO MUCTeHhe Ha MUHUCTePCTBOTO 3a KyATypa Ke uszafie co-
IJIACHOCT 3a 3ae[JHUUKA yrnorpeba Ha CUCTEMOT 3a eJIeKTPOHCKA eBUIeHITUja.

MWUHMCTEPCTBOTO 3a KYATypa Ha 3APY)KEHUETO 3a aBTOPCKU My3nuku npasa, SAMIT -
Cxorje, co Pemenue ox 2.1.2015 1., u3gaiio 1o3Bosia 3a yrnorpeba Ha CUCTEMOT 3a eJieK-
TPOHCKO eBUZIEHTUPate Ha eMUTYBAaHUTE aBTOPCKU Aiesia Of PaAU0-TeJIeBU3UCKUTE OpP-
raHusaunm - Bepuiexc megua nozep (Verteks media logger), uspaboren ox hupmata Bep-
wexc bpogkacwi conywin og [puer.

MuHUCTepCcTBOTO 3a KyJiTypa Ha OpraHu3alujaTta 3a KOJeKTUBHO yIIpaByBaHe CO Ipa-
BaTa Ha Mpou3BeyBaunTe Ha (POHOIrPpaAMMU U YMETHULIMTE MY3UUKY U3BeayBauu, MMU
- Cxorje, co Pemenue ox 24.2.2015 ., n3zaio fo3BoJa 3a yrnorpeba Ha CUCTEMOT 3a eJIeK-
TPOHCKO eBUIeHTHUpakhe Ha eMUTyBaHUTe (POHOIPAMU UM CHUMEHU MY3UUKU U3BEI0U
mTo camu o cebe ce paguoaucdysuu - 'PUJI LEE.

[IpaBa 1 06BpCKHM Ha OpraHM3alMjaTa 3a KOJIeKTUBHO yIIpaByBambe
3a Ofip)KyBame Ha CUCTEMOT 3a eJIeKTPOHCKa eBUIeHI[Hja

CornacHo co uneH 135-B og 3AIICII, opraHM3auuuTe 3a KOJEKTHBHO yIpaByBame ce
DOJDKHU [1a Ha3HaJaT Jiiie 3a cyleflele Ha paboTaTa Ha CUCTEMOT 3a eJIEKTPOHCKA eBU-
IeHLuja.

Hoxonky MUHUCTEPCTBOTO 3a KyJATypa M37ajio O3B0 3a KOJEKTUBHO YIIpaByBame Ha
TIBE WJIM TTOBEKe OpraHM3alM1 3a KOJIEKTMBHO yIIPaByBaH-e CO UCT UJTA pa3inueH BU/J 1pa-
Ba, OpraHU3alMKTe 3a KOJIEKTUBHO YIIPaByBammbe 3aeHWUKM I'0 Ha3HAUyBaaT JIMLETO 3a
crefier-e Ha paboTaTa Ha CUCTEMOT 3a eJIeKTPOHCKA eBUIeHI1ja.

JIn1eTo e JoJIXKHO 1a ja MPOBEPU KOMITATMOMTHOCTA Ha CUCTEMOT Ha pajio-TeeBU3UCKa-
Ta opraHu3allija 3apajii MHCTaJMpathe Ha CUCTEMOT 3a eJIeKTPOHCKa eBUIeH1IUja, [1a I'o
MHCTaJMpa CUCTEMOT 3a eJIeKTPOHCKA eBU/IeHII1ja Kaj paZuo-TeeBU3UCKHUTE OpraHr3a-
LMY, 1a IO 0P KyBa Bo paboTa 1 fa ja cienu paboTata Ha CUCTEMOT 3a eJIeKTPOHCKA €BU-
IeH1uja.

Bo cnyuaj Ha mpekuH Ha paboTarta Ha CUCTEMOT 3a eJIeKTPOHCKA eBUeHIIMja JIULETO e
TOJI>KHO, Be[THAII /1a TTpe3eMe MepKH 38 OTCTPaHyBake Ha MPUUUHUTE KOU JI0BeJIe JI0 TTpe-
KWH Ha paboTaTa Ha CUCTeMOT.

,H,OKOHKY MPpeKMnHOT Ha pa60TaTa Ha CUCTeMOT 3a eJIeKTPOHCKa eBI/I,HeHLH/Ija e Irpean3Bu-
KaH o IMMpeyKun BO pa60TaTa Ha KOMijTepCKHOT CUCTEeM BO pano-TejyieBU3NCKaTa opra-
HI/I3a]_[I/Ija, JIMLETO e OOJI>KHO BO POK O TpM Yaca o] TOYeTOKOT Ha IMTPeKMHOT Ha pa60TaTa
Ha CUCTeMOT Ha eJIeKTPOHCKa eBVI,ZLeHL[VIja o MMMCMeH rafT, eJIeKTPOHCKa Mo Ta UJin Teje-
CbOHCKI/I oa ja M3BeCTU pagno-TejleBU3nCKaTa opraHI/I3aqua 1 1a fajie HaCOKM 3a OTCTpa-
HyBame Ha IMpedykKuTe BO pa60Te]—b€'TO Ha CUCTeMOT I/I/I/IHI/I HerocpegHO BO MMPOCTOPUKMTeE
Ha pauno-TejleBU3NCKaTa OpFaHVBaL{VIja oa 'l OTCTPpAaHU IpeuyKuTe BO I(OMH]YTE[)CKI/IOT
cucrem. 3a rnpeseMeHuTe ﬂejCTBI/Ija 3a 0TCTPpaHyBambe Ha IIpedyKuTe BO pa6OTaTa Ha CUCTe-

MOT 3a eJIEKTPOHCKA eBU IeHII1ja JIULETO e AOJXKHO [Ia COCTABU 3aITMCHUK.

OpraHmaum/ITe 3da KOJIGKTUBHO yIipaByBale Ce OOJIXKHUM Aa MM OBO3MOXKAT Ha aBTO-
puTe, OJHOCHO HOCUTeJINTe Ha CPOAHMWTE IIpaBa YBUA BO IMOAATOLMTE O CUCTEMOT 34
€JIGKTPOHCKa eBI/I,ZLEH]_LI/Ija KOM Ce OJjlHeCyBaaT Ha HUBHUTe eMUTYBaHM aBTOPCKHU JeJia,
OOHOCHO MY3HUYKUTE I/I3B€/16I/I Ha YMeTHUL1UTe n3BeayBaydn.

OpraHusanuunTe 3a KOJEKTUBHO yIIpaByBate ce JOJXKHU [a UM OBO3MOX<AT Ha pajiu-
0-TeJIeBU3UCKUTE OpraHM3aluyu YBUZ BO IMOLATOLMTE O CUCTEMOT 3a eJeKTPOHCKa
eBU/IeHIIM]a KOU ce OfHeCyBaaT Ha HUBHATa eMUTYBaHa Mporpama Bo Koja ce cofp KaHu
ABTOPCKHU JeJjia, OAHOCHO IpeMeTH Ha CPOJHU [1paBa, OAHOCHO MY3UUYKUTE U3Be10u Ha
YMETHULIUTE U3BeyBaylu.

yBI/I}lOT Ce OBO3MOJKYBa ITpeKy nocebHa KOPUCHMYKa CMeTKa CO KOPUCHUYKO MMe U JI0-
3MHKa.

[IpaBa 1 00BpckM Ha pajuo-TeJeBU3MCKAaTa OpraHu3aliija 3a
Op>KyBame Ha CUCTEMOT 3a eJIEKTPOHCKA eBUIeHI[1ja

CornacHo co unen 135-r og 3ATICII, paguo-TeneBu3ucKaTa opraH1m3annja e JoKHa Ja
Ha3HauM JIMLE 33 Cjefietbe Ha paboTara Ha CUCTEMOT 3a eJIeKTPOHCKA eBUeHIMja BO
pajuo-TesieBU3UCKaTa opraHm3aluja.

JlvtieTo e nomKHO fa ja cinean paboTata Ha CUCTEMOT 3a eJIeKTPOHCKA eBUleHIT1ja 1 [ia
ro O/pXKYyBa MHCTAJUPAHUOT CUCTEM BO PaZiU0-TeNIeBU3MCKATa OpraHu3alija Bo KOMY-
HUKall1ja Co CHCTEMOT 3a eJIeKTPOHCKA eBU/IeHIIUja BO OpraHu3alinjaTa 3a KOJeKTUBHO
yTpaByBame.

Hoxonky nuueTo yTBPAM AeKa BO pajuo-TejieBM3UCcKaTa opraHu3alija CUCTeMOT 3a
eJIeKTPOHCKA eBUJIeHIIUja He (byHKIMOHUPA € [IOJI)KHO BeJ[HAlll fia pe3eMe MepKu 3a
OTCTpaHyBaHe Ha MpeykuTe Bo paboTaTa Ha CUCTEMOT U a 'O U3BECTH JULETO 3a/1071-
JKeHO 3a cliefiere Ha paboTara Ha CUCTeMOT 3a eJIeKTPOHCKA eBUZIeHIIMja BO OpraHun3a-
LMKTe 33 KOJIEKTUBHO YIPABYBaH€.

JIntieTo e mOMYKHO @ MOCTAIM M0 HACOKMTE 3a OTCTPAHyBaHe Ha MpeukuTe Bo paboTa
HAa KOMITjyTePCKUOT CUCTEM BO PafMO-TeJIeBU3UCKATA OpraH13aluja JajeHu o] JIULEeTO
3aJI0JIXKEHO 3a cyiefiere Ha paboTaTa Ha CUCTEMOT 3a eJIeKTPOHCKa eBUIeHI1ja BO opra-
HU3ALUKUTE 33 KOJIEKTUBHO YIIPaByBame 1 la My OBO3MOXKM [IPUCTAIT 0 KOMITjy TepCKU-
OT CUCTEM Ha pafiMo-TeeBU3MCKaTa OpraHm3aliija.

Hansop Hazjg pa60TaTa Ha CUCTEMOT 3a €JIEKTPOHCKaA EBI/IHEHHI/Ija

Cornacxo co unen 135-1 og 3ATICIT, MUHKUCTEPCTBOTO 3@ MHPOPMATUYKO OIMIITECTBO U
aJIMMHUCTpallMja BpIIX TeXHUYKM HA/130p Hag paboTaTa Ha CUCTEMOT 3a eJIeKTPOHCKaA
eBULIeHLIK]a.
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OMUCOT U TEXHUUKUTE KapaKTepUCTUKY Ha CUCTEMOT 3a eJIeKTPOHCKa eBU[IeH1uja, yC-
JIYTUTE KOU TM 00e36es1yBa, MepkuTe 3a 0be3beyBarbe 3alTUTa, MUHUMATHUTE TeX-
HWYKU YCJIOBM KOU Tpeba [la ' UCTIONHU paZiuo-TeNeBU3ncKaTa opraHr3aliuja 3apaju
obe3benyBarmbe KOMIATUOUIHOCT CO CUCTEMOT 3a eJIEKTPOHCKA eBUJIeHLIM]a U IPYTUTe
npailamba ofl BAXKHOCT 3a paboTaTa Ha CUCTEMOT T/ TIPOMUIIYBa MUHUCTEPOT 3a KYJITY-
pa, BO COrTACHOCT CO MUHUCTEPOT 3@ MH(POPMATUIKO OMIITECTBO ¥ afMUHUCTpalija.

[Ipepsio3u 3a mogo6pyBame HA TEXHUYKUTE KapaKTePUCTUKHU Ha
CHCTEeMOT 3a eJIeKTPOHCKa eBUIeHIIhja

MI/IHI/ICTepCTBOTO 3a I/IHCbOpMaTI/ILIKO OInmTeCTBO 1N a,I[MI/IHI/ICTpaL[I/Ija BO paMKHM Ha CBOU-
Te HagJIe>KHOCTU I' laBa CJeJHKMBe Mpeajo3n 3a HO):LO6DYB8H:€ Ha TeXHUYKUTE KapaK-
TEPUCTUKHN Ha CUCTEMOT 34 eJIEKTPOHCKa eBI/I,HEHL[VIjaZ

« CodrepoT Mopa [a IMperno3HaBa eMUTYBAHU [eJjla BO PeasHo BpeMe UJIK CO
MaKCHMaJIHO 3a0LHYyBate o 30 ceKyHau.

+  Cexoe Tproecko paanondy3Ho APYIITBO Tpeba la MMa CBOe KOPUCHUUKO UMe
Y JIO3MHKA 3a HajaByBake Ha CUCTEMOT, KaJje ITO Ke MO)Ke BO peasiHO BpeMe Jia
BU/IM KO€ [IeJI0 BO OJlpe/ieH MOMEHT Ce eMUTYBa BO MPorpama, T.e. Ce eMUTyBa BO
>KKUBO. TakBUOT yBU[ Ke UM TMOKa)ke Ha IJIaBHUTE ypeHUIIM BO TPrOBCKUTE pa-
nvuoaudy3HM APYHITBA fleKa opraHu3aliujaTa 3a KOJeKTUBHO YIpaByBakhe nma
coTBep IITO MOKaXKyBa BUCTUHCKM MOAATOLIM M BOAY MpaBUJIHA eBUeHLIK]a 3a
eMUTYBarbaTa Ha aBTOPCKUTE fleJ1a, OHOCHO MpeiMeTH Ha CPOHU paBa (My3nd-
KUTE U3Be0M Ha yMETHULIUTE U3Be1yBauMn).

+ (Cekoj aBTOp MJIM YMETHUK U3BelyBay Tpeba la KMMa CBOe KOPUCHUYKO UME U
JIO3MHKA 3a HajaByBame Ha CUCTEMOT, KaZie IIITO BO PeajHo BpeMe Ke ce r10jaByBa-
aT MeJMyMHUTe LITO BO AaJeHWOT MOMEHT eMUTyBaaT [eJio, OAHOCHO M3Bendara
MOBP3aHO CO HAjaBeHNOT KOPUCHUK HA CUCTEMOT.

- Kaj xoj 610 HajaBeH KOPUCHUK (opraHu3alija 3a KOJeKTHUBHO yIpaByBakbe,
TProBCKM pasiriogndy3HU APYIITBA, aBTOPU UK YMETHULM U3Be1yBavu), CUCTe-
MOT Tpeba la HyAu pa3IMuHU M3BeIiTau 3a ofipejieH MUHAT Meproj] ¥ OCTBape-
HOTO eMUTYBakbe (KOJIKY aTi € eMUTYBaHO, Kora € eMUTYBaHo, Tpaekwe Ha eMH-
TYBamweTo, MPeKy KOU TProBCKU pafgroAudy3HU APYIITBA Ce eMUTYBAJIO, aBTOD,
M3BeZyBauy Ha [IeJI0TO, HACJIOB Ha /1eJI0TO).

[Tpexky AMTrUTAJHOTO yIIpaByBake CO MpaBaTa Ha yMeTHULIMTE U3BeyBaul Ke ce 0BO3-
MOXKM CeKOj YMEeTHUK U3BeyBay, TPeKy CBOeTO KOPUCHUYKO UMe U JIO3UHKA UHIUBULY-
aJIHO Jla Ce HajaBM Ha CUCTeMOT 3a eJIeKTPOHCKA eBU IeHIMja 1 1a CTeKHe YBUJ, 3a CeKoja
Heropa M3Benba eMUTYBaHa Ha pafuo-TeJIeBU3UCKUTE OpraHu3aluu Bo MaxkejoHuja.

Ke ce 0B03MOKU MTOroema TPaHCIIapeHTHOCT " COpa6OTKa HOMef‘y VYMeTHULNTe N3Be-
AayBaydu, pagnuo-TeJleBU3NCKUTe OpraHr3alii M OpraHrM3alunuTe 3a KOJIEKTHMBHO YyIIpa-

ByBaH.e CO MpaBaTa Ha yMeTHULMTe n3BefyBaun. Ke ce cTekHe TpaHCMapeHTHOCT 3a
CUTe 3acerHaTu CTpaHu BO OJIHOC Ha Toa Koja u3Bez0a Ha yMeTHUKOT M3BelyBad, BO KOj
nepuojl, KOJIKY TaTH, Ha Koja Off paluo-TeJeBU3UCKUTE OpraHu3aluu Ouil eMUTyBaH.
OBa e Bo uHTepec Ha copaboTKa MoMery pajio-TeJJeBU3UCKUTE OpraHUu3aluu U OpraHu-
3allMUTe 3a KOJIEKTUBHO YIpaByBatbe, Onjiejku paiuo-TeeBU3NCKUTe Opranusainu ou
OuJie MOJI>KHM [Ia OCTABYBBAT JIUCTU CO eMUTYBAHU U3BefOu.

WcTo Taka, JUTUTAIHOTO YIpaByBale CO IMpaBaTa Ha YMETHUIWTE U3BeJyBadu, Ke
OBO3MOXKM COOZIBETHA pacripesienba Ha HaZlOMECTOLIMTE 3a YMETHULIMTE U3BeJyBaul,
npubpaHu O[] CTpaHa Ha OpraHM3alMUTe 3a KOJIEKTUBHO YIIpaByBakhe CO IpaBaTa Ha
yMeTHULIMTe u3BenyBaun. Cexoj yMeTHUK U3BefyBau Ke nobue HaZloMeCTOK, COrJIACHO
CO MOJATOLIUTE 33 eMUTYBake Ha Heropara n3sezba, OfHOCHO BP3 OCHOBA Ha TOA KOJIKY
e eMUTYBaH Ha pagino-TeJIeBU3UCKUTE OPraHu3aluu.

OTTyKa MOXKe fia ce 3aKJIy4M Iieka MaKCMMaTa ,KOJIKY Mapu - TOJIKY My3MKa“, MoyKe fia ce
3aMeHU CO MaKcuMara ,KoJKy My3uKa - ToJIKy napu‘. OfHOCHO, KOJIKY MOBeKe n3Benou-
Te Ha YMeTHULMATE U3BeJyBaun Ke OMAAT 3acTalleHu BO eMUCUUTE Ha Pafuo-TeJleBU3U-
CKUTE OpraHu3alyi, TOJKY MorojieM fa buze u HaJjoMeCTOKOT .

KopucTteHna nuteparypa:

3aKOH 3@ aBTOPCKOTO MpaBo M cpoguuTe npasa (‘Cnysxben BecHuk Ha Penybauka Makegonuja“
6p. 115/10,140/10, 51/11,147/13,154/15 u 27/16).
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FOREWORD TO THE SEVENTH
ISSUE OF ARS ACADEMICA

After successfully completing the collaboration with the
Slovenian journal Amphitheatre and having the last issue
published jointly (where we presented the results of the bilateral
project Macedonian-Slovenian theatrical links: from 1990 to
the present day in three languages — Macedonian, Slovenian
and English), we decided that the seventh issue of our journal
should be focused on reviewing one of the most-discussed
topics nowadays, Between tradition and contemporary. The
performing arts today are focused on innovating, exploring and
pushing the boundaries, expanding and hybridizing the existing
genres. Yet, tradition is still present. We are interested to see
how today’s performing arts treat tradition and whether they are
sufficiently familiar with it. At a time when European cultural
policies focus on heritage preservation, it is necessary to adopt
a position on tradition and the ways in which it can be applied to
contemporary performing arts. The articles that comprise this
issue attempt to find and define the bridge between tradition
and contemporary in all performing arts.

Starting from the current reflections on dance theatre in
Macedonia in the article by Sonja Zdravkova-Dzeparoska, we
continue along the tradition-modernity research line towards
the field of contemporary dance through the article by Sasho
Dimoski, in which he analytically presents the transformation
of the ritual in the contemporary ballet Death and the Dervish.
The next article is by Ana Stojanoska and focuses on the current
state of Macedonian director’s theatre, researching the relation
between the traditional director’s system and the collective
directing of the present day. The relation between tradition and
modernity in contemporary Macedonian theatre is the core
of Hristina Cvetanoska’s research. The contemporary theatre
production in Montenegro that calls for a transformation of
traditional theatre models is carefully presented in the article by
the University of Montenegro professor Janko Ljumovi¢. What
makes our journal relevant and au courant with global research
trends is the treatment of the topics of the last two articles
— Tihomir Jovikj writes about the polyphony in the works of
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composer Stojan Stojkov, while Dimitri Chapkanov tackles the
topic of digital management of performing artists’ rights in
Macedonia. As a result, the general topic receives a complex and
thorough treatment by a number of theatre educators from the
country and the wider region.

Starting with this issue, all articles in the journal are peer-
reviewed and evaluated by reputable reviewers, all of them
experts in the fields covered in this issue. Another addition that
we hope will become our tradition as of this issue is the content
being bilingual — in both Macedonian and English.

We thank the Ss. Cyril and Methodius University in Skopje for
funding the publication of this issue of the journal.

Aspiring to continue to attract the attention of the professional
community, both in our country and abroad, we conclude this
issue with the idea to encourage as many young researchers as
possible who would be interested to present their work on the
pages of Ars Academica.

Ana Stojanoska
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Abstract: The need for classification, subordination and
grouping sometimes imposes a serious task upon us, which
on the one hand means forcing the performing arts into some
frames and categories, but on the other hand it facilitates their
interpretation, reading and decoding. Wanting to engage in one
of the possible classifications, | referred to Peter Brook’s cult
book The Empty Space, in which he distinguishes different
types of contemporary theatre. Starting from there, but without
an attempt to rigidly apply his types of theatre, this research
yielded its own internal classification. The results have shown
that theatre and its functions can fluctuate considerably
within each category. Both polarities within each type show
dramatically different features, purposes, receptions and
reactions. Each of the three types defined here are supported by
a suitable scientific instrumentarium and practically validated
through appropriately selected performances which have been
listed in the text.

Keywords: performance, dance, ballet, theatre.

REFLECTIONS ON DANCE THEATRE:
INSIGHTS AND PARALLELS

Sonja Zdravkova-Dzeparoska
UKIM! Faculty of Music, Skopje

The following text confronts the necessity to reconsider theatre and its manifestations
today, in particular those that are predominantly related to dance production. Personally,
I do not intend to deal with the historical past; I am, however, prepared to expose
considerations, draw certain parallels and comparisons, analyse some of the established
views on theatre, and try to validate them through specific works of theatre. Theatre,
set in some strict aesthetic, conceptual, form- and content-wise boundaries, finds the
most incredible ways to actualise standpoints that are often in collision with some form
of imposed template. When reflecting upon theatre, I will refer to the situation in the
dance theatre, but at the same time | will be making comparisons at several levels at
the same time. On the other hand, there is an exceptional book written principally about
drama theatre which I have always found thought-provoking; [ am referring to Empty
Space, written by the cult director Peter Brook. The author had tried to deliberate art by
subordinating it, by giving tips and possibility for classification - but not enforced, stiffed
and nonfunctional one, but very personal one. (Brook uses his own creative experiences
as a starting point). This text in no way intends to relate to Brook’s models and to project
them onto the domain of dance (or, in the present case, ballet) aesthetics, but rather uses
them as a starting point in the research of the directions in which dance should move
today. The text offers, interprets, problematises and analyses three models (as opposed
to Brook’s four-type system), which in turn show diversity and states of permutation. The
views will be commented using a number of practical examples, with a tendency to use as
many examples from the Macedonian scene as possible, while keeping in mind that our
scene has a much shorter history than the scenes of other European countries.

Hibernated/Museum/Deadly Theatre

“Academicism” acts as a certain paradigm for higher, elitist art genres such as opera and
ballet, but, at the same time, this kind of production, due to the same reasons, belongs to
the so-called group of deadly theatre? as defined by Brook. Was/is MNT? an example of
deadly theatre and how does this type function? It is theatre which, according to the author,

1 Ss. Cyril and Methodius University in Skopje.
2 Peter Brook defines four types of theatre: “Deadly’, ,Holy , ,Rough* and ,Immediate"

3 MNT stands for Makedonski naroden teatar (Macedonian National Theatre).




leads to banality, routine and triviality, which is often associated with the economic logic
of consumer societies (a position principally connected to drama performances). It is only
in this first type of deadly theatre that Brook mentions opera and ballet. “Grand opera,
of course, is the Deadly Theatre carried to absurdity” (Brook, 1996: 17). This also applies
to the type of ballet which is in the focus of this research. This artificial dance system
with strict performance rules relies on the stellar moments reached in the 19™ century
and strives to preserve, freeze and hibernate them by all means. Unlike the possibility
of various readings of a play and its openness, the ballet score is causally linked to the
scene and/or the choreographic text. In this type of theatre, as a rule, priority is given
to the choreography, rather than to the play’s script. The absurdity goes so far that the
music for the most famous ballet Swan Lake, when produced as a fragment only a year
after the composer’s death (in 1894), it was already deconstructed for the needs of Marius
Petipa and Lev Ivanovich Ivanov’s choreographic team*(the complete production was
choreographed only in January 1895). It is present in this altered form to this day, while the
number of those who have tried to “revive” Tchaikovsky’s original score is negligible. The
careful preservation of the so-called “classic heritage” is one of the priority tasks of world
choreography. “The tendency to preserve the ballet heritage (of which there are only about
twenty plays left in the repertoire) is present in many practitioners who advocate for its
absolute immutability” (Vanslow, 1980: 107). The attitude of Amirgamzaeva and Usova
goes in the same direction as they note in the section dedicated to Petipa: “..in time, the
new talented choreographers will pose a task not to rewrite Petipa’s work, but with much
love, to return it in its original form” (Amirgamzaeva and Usova 2002:363). All this makes
this type of theatre “deadly”, “museum” and “petrified”. The idea of the final solutions
later shifting to imposed matrices is noted by Brook too. “The deadly theatre approaches
classics from the viewpoint that somewhere, someone has found out and defined how the
play should be done” (Brook, 1996: 14).

This is marked by a tendency for immutability, the only tools used being conservation,
and the result being works that have existed on stage for more than a century. This type
of theatre is always contraindicated with the desired or projected features of the new,
innovative theatre. But is it really like what it seems to be at first glance; is this type not
subjected to change? In one of the chapters of her book The Body, Dance and Cultural
Theory, Helen Thomas describes possible ways to reconstruct dance, to reconstruct all
missing works, including those that have been maintained but are products of times long
gone.“This doesnot invoke the notion of ‘performance museums’,but, rather, the possibility
of generating lived and living traditions... there are a range of possibilities between
authenticity at one end of the scale and interpretivity at the other for reconstructing,
recreating, reinventing, directing or retrieving dances from former eras” (Thomas, 2003:
144). This take already rethinks, or rather, opens up a new perspective on the revision of the

4 Allrelocation procedures and changes in the composition are described in detail in Asafyev’s book On Ballet
(1974).

rigid attitude of “causality” or “conservation” of performances, and implies the possibility
of change. Introducing certain changes is nothing new, but as we will see in the next quote,
it is a useful tool. “The new staging [the 1970s - note by the author] of ‘Swan Lake’ set in
the Moscow Academic Bolshoi theatre is practically preservation of classic heritage. The
main goal is to preserve the best of the 1895 setting and to remove everything which is
obsolete: the pantomime parts that make the romantic story perfectly meaningless and
overwhelming” (Asafyev, 1974: 189). It was already in the 1970s that the central institution,
the emblem of Soviet ballet culture, began to allow the suspension of certain parts and
substituting them with new, modernised ones. This was necessary due to the process of
modernisation, which took place even in countries with centralised, partisan and harshly
controlled cultural management such as the USSR. There is an entire series of examples
(mostly from Western European theatre) where the choreography, script, and performing
style were gradually changing. Or was it not so gradual? Let’s focus on the 1995 production
of Swan Lake (once again somehow symbolically related to where it started — exactly one
hundred years after Petipa and Ivanov’s staging) — a completely reconceptualised version
set by a young British choreographer. Matthew Bourne’s male swans and their emphatic
modern dance aesthetics, backed by the controversial story of the royal family, including
homosexuality, strained family relations and emotional erosion, delivered the final blow
to the “hibernated” version of the ballet> But what happened later to Bourne’s work?
Despite the abundance of debates and criticism (which by the way provided some great
promotion of the production), the ballet premiered at London’s second-ranked Sadler’s
Wells dance theatre. The production is still being performed after almost a quarter of a
century later and it is still quite popular. It has been constantly touring, and it has even
been completely restaged in several theatres, the latest one being just a few years ago
on Broadway. Bourne’s creation sheds a new light on what used to be called the petrified
model. This section posed several questions concerning the established notions of classic
heritage, fixed choreography scripts and “museum theatre”. Is this revolutionary project
slowly becoming “hibernated”? Has the audience, simply by expressing so much interest,
‘promoted’ the work to the group of “classic heritage” (something terminologically closely
related to the works of Petipa, Ivanov and Fokin), thus completely displacing the existing
formative constructs?

Political or Engaged Theatre

From tendency towards preservation we move on to the type of theatre which is in service
to society in one way or another. In certain societies, systems or regimes, the official
cultural policy or climate (meaning the one which is imposed by the needs of the politics)

» «

leads to the creation of “activist”, “agitation” theatre.

5 The history of ballet in the 20" century notes other versions with completely new choreographer scores
too: John Neumeier’s [llusions —like ‘Swan Lake’ (1976), Mats Ek’s Swan Lake (1987) etc.; however, the analysis
focuses on Bourne’s creation because it attracted an enormous interest, sparked debates and controversy.



Let us embark on a small tour on the pages of Russian ballet theatre. At a certain point
in history, Russian choreographers Ivan Ivanovich Wahlberg and Adam Pavlovich
Glushkovsky began creating engaged plays. Russia’s war with Turkey (1806-1812) was
supported by the creation of a suitable repertoire. During this period, the plays that
were created strengthened “the national consciousness and patriotism.” The ballet titles
themselves reveal the ideas behind their creation: The New Heroine or Woman-Cossack
(1910), Love for the Motherland (1912), Russians in Germany (1914). Alexander Sergeyevich
Pushkin conveys the atmosphere of one of these performances in one of his texts: “when
Mrs. Kolosova... wearing a Russian dress and gleaming with motherly pride, entered the
stage at the last ballet, thunder-like cheering began, everyone roared” (Pushkin 1949:11).
We will just mention, as part of this group, the ballets created after the October Revolution
which were strictly controlled and ideologically directed by the Narkompros. The most
notable choreographers in the years of communist rule would set the following works on
stage: The Slavic Marseillaise (1921), Red Whirlwinds (1924), and Whirlpool (1927). These
examples refer to purpose-built works that promote and propagate a particular attitude
in the most direct manner. Political connotations can be reached also by using existing
plays, text matrixes and infusing them with contemporary messages. Julie Holledge
and Joanne Tompkins have analysed the phenomenon of Ibsen’s Nora being enormously
popular in the People’s Republic of China, due to the way it was read being linked to
women’s emancipation and the changes in women’s societal roles.®

The first play in MNT? already indicated an ideological orientation towards the spirit of
the new socialist society and a certain attempt to “educate” the audience. During this
period there were a multitude of such political projects, censored works, and disciplined
theatre workers. On the occasion of the opening of the new building® of the National
Ballet on the left bank of the River Vardar in 1983, the institution prepared the premiere
of The Legend of Love, a work which was particularly popular in the USSR. In it, the main
character Ferkhad leaves the love of his life, Princess Shireen, and joins the villagers who
are digging a water canal. Even this legend of the East was reworked and ideologically
repositioned, now exhibiting the power of the collective spirit. The values of socialist
reality were also served to the Skopje audiences during the opening of the newly rebuilt
MNT. The choice of performances was not accidental, however. They did deliver a strong
message, but they greatly differed with regards to the content and intent dictated by
the socio-political context. The definition of this type of theatre is directly related to its
purpose i.e. to the effect it is expected to produce. In spite of the orientation towards the

6 The authors of the essay consider the different ways of interpretation and staging of Nora in Japan, China
and Iran.

7  The first play (premiered on April 3, 1945) was Platon Krechet by Oleksandr Cvodokimovich Kornjchuk,
directed by Dimitar Shostarov and translated by Blazhe Koneski. The drama deals with the role of the
intelligentsia in the new communist society and the shaping of a new type of Soviet intellectuals.

8 The building where the Macedonian Opera and Ballet operates to this day.

classical ballet repertoire, there are examples of purposefully created cultural products
authored by Macedonian choreographers. We have selected the following as examples:
The Military Story (1971) music by Lj. Brangjolica, choreography by V. Kostikj; That is
A Man (1981) music by Lj. Brangjolica, choreography by M. Crvenov and A. Stojanovikj;
Heroic Symphony (1985) music by T. Proshev, choreography by A. Stojanovikj. All these
works have a military or heroic theme. That is A Man was devoted to Josip Broz Tito, the
leader of Yugoslavia, and showed episodes of the war and the victory over fascism. Even
though there were not so many of these performances, their presence on the repertoire
built up the already forgotten spirit and remembrance of the People’s Liberation War,
and of the community that was under serious threat facing a whirlwind of disintegrating
ideas. However, this type of play is not strictly connected to the political system; works of
this type were also part of democratic Macedonia, from 1991 onwards.

This format has one other side to it, however; it is a theatre that comments on social
states, a theatre that reacts and provides commentary. The “engaged”, “political” theatre is
associated with a group of German directors, including Bertolt Brecht, Erwin Piscator, etc.
The idea behind this theatre is to motivate the audience to think critically. Perhaps it was
as a reflection of the German cultural environment, but also as a continuation of German
modern dance, that there was a very specific school/style established in the 1930s, the
first products of which were the works of Kurt Jooss, and later established continuity with
the productions by Pina Bausch and Johann Kresnik. The basic maxim in Kresnik’s plays
is that “everything is allowed”. Most of his choreographic opus was thematically centred
around the political deviations of the Western society (the Holocaust, the Vietnam War,
the German reunification, the years of Soviet influence, etc.). The audience is aware that
when attending Kresnik’s performances they will not enjoy the voyeurism, but that rather
all their senses will be brutally bombarded® in order for the relevant problem to be brought
forth, making the spectator bitterly come back to it again and again even after the curtain
falls. By staging Paradise (1968), dedicated to the assassination of student movement
leader Rudi Dutschke, Kresnik presented his view of the event. According to him, the
culprits were the derogated media system and the propaganda machine. Wishing to point
his finger directly at the editors of system-controlled media, Kresnik scattered newspaper
snippets on the floor in one of the assassination scenes. Dutschke actually dies from the
media blow directed at him, and not from the bullet that physically murdered him.

Unlike Kresnik and his politically engaged standpoint, Pina Bausch was interested in
gender relations, the degradation of women, frustrations, loneliness, and passion for
power. The effect of this is that the viewer becomes activated, sometimes even directly.
In Come Dance with Me (1977), she transcended the barrier separating the stage and the
audience and brought them together, not only physically but also mentally, by imposing
a dilemma on man and his social standing. Bausch explains how her works function “My

9 Judging by the effects produced, Kresnik comes very close to the concept of the Theatre of Cruelty by
Antonin Artaud.



plays do not ‘grow’ from the beginning to the end, but inside-out” (Schmid, 11). She strips
off the deepest feelings and that sometimes has a painful effect on those who can relate.

In the Macedonian dance theatre, we have but a few performances of this type. Dean Pop-
Hristova and Sasha Eftimova created the play Schengen (2004), produced by “Rebis”. This
play brings forth the sense of claustrophobia Macedonian citizens feel in the context of the
Schengen visa curtain'®. Sasha Eftimova explains in an interview that “Schengen was born
out of my own feeling of powerlessness because of the inability to carry out one of my ideas.
When [ told Gordana Dean about it, she suggested that we make a play about it” (Kolevska,
2005). The play provided direct commentary on the Macedonian reality and restricted freedom
of movement. In the turbulent political period there was another very interesting example
of “dance activism”. During the anti-government protests in 2016, there was a segment
organised where artistic production was used to defy the ongoing political events. One of
the most active artists was director Zoja Buzalkovska who prepared the play Time for Fun. It
incorporated speeches by the Prime Minister, recordings of wiretapped conversations (which
were what triggered the start of the protests), as well as adance piece, all integrated in plays by
Harold Pinter. The dancer was Mirjana Najchevska, a human rights activist and professor at
the Institute of Sociological, Political and Juridical Research. Her performance was intended
to provoke reflection and reactions by the audience. She explained her performance saying
that in an eroded, deviant and corrupt society with distorted values and norms, she can afford
to move on to another profession and become a ballerina. This was certainly not part of the
production by MNT and MOB, but it is an example of engaged, activist performance.

Brook himself, in his book Threads of Time, writes of some of his own attempts: “It is the
uncomfortable moment of doubt that good political theatre must challenge, a suspicion that
should follow us onto the streets, and if possible, keep us tormented” (Brook, 2004: 135). In
the “engaged theatre” we follow a fluctuating process of engagement by the current political
nomenclature until a complete change “of sides”, or more precisely, a way of actualizing the
deviant phenomena of modern society. Perhaps the straightforward misinterpretation of the
word “political” pushes us into a trap of linking current situations and “theatre use”. This type
of performance should comment not only on current events but even more so on marginalised
groups, situations and aspects, so it may be more appropriate to refer to it as engaged, activist
rather than political. Be that as it may and however paradoxical it may seem; the examples
show that this particular kind of theatre is found in dance productions as well.

Experimental Theatre

This group includes all attempts to find a new, authentic, specific form of performance
through an experiment. In MNT/MOB we follow occasional attempts of experimental
theatre. The task of finding new theatrical poetics was also actively pursued by authors
of the Russian avant-garde theatre: Vsevolod Shmilyevich Mezherholyev with his
biomechanics, and Alexander Yevkevichev Sairov with his synthesis. This group was

10 The Schengen Area visa regime for Macedonian citizens was terminated in December 2009.

enriched by Jerzy Grotowski with his work in his theatre laboratory and Eugenio Barba
and his research and experiments within theatre anthropology. A new theatre is always
a carrier of innovation, always desirable, but not always welcome. Paths leading thereto
are hardly accessible. It is theatre alchemy; some are focused and dedicated to this art,
others despite their hard work fail to discover the secret and their art becomes banal,
unmotivated and mannerist.

The postmodern dance movement was established in the 1960s in the United States
and brought a nihilistic attitude in everything related to the theatrical act, setting
experimentation as the only valid criteria for the creation of art. This group shifted the
boundaries of understanding theatre, audiences, performances, techniques, schools,
stages, and bodies. Yvonne Rainer excluded trained dancers and instead used amateurs
and people who lacked any dance training or experience. Trisha Brown was fascinated
by space; not only did she take performances outside the theatre walls, but also went a
step further by placing dancers outside the natural laws of gravity. Twyla Tharp played
with the indefinite duration and scope of her work. “Experimental theatre goes out of the
theatre building and enters a room or ring...” (Brook, 1995: 77). Postmodern dance was not
a breakthrough, but a step outside the performance conventions by conceptualizing a
completely new theatrical format. It was a rebellion against the norms, against the form
of modern dance, against the stereotype and degeneracy of mannerisms and conformism
of routine forms.

Experimental theatre is progressive, avant-garde, always new and changing. After that
incredible wave of innovation and an entirely new type of performance in the 1960s and
early 1970s, following the postmodernism carriers there was an incredible departure from
it and a return to conventional and even “traditional” dance theatre. Trisha Brown notes
in an interview “I spent the first five years of my career outside of traditional theatre so |
could decentralise space... Not even in my wildest dreams could I think that | would say
that a theatre offers the opportunity to create magic like no other place does.” (Brown,
1988: 267) Tharp has been continuously present in ballet companies and national houses
since the 1970s. She also had numerous collaborations with the greatest ballet dancer
of the late 20™ century, Mikhail Nikolayevich Baryshnikov", at the renowned American
Ballet Theater. In 2003, Lucinda Childs choreographed Daphnis and Chloé for the Geneva
Opera Ballet. In May 2009 the Ballet National de Marseille prepared the Tempo Vicino,
while in 2016 she staged Grosse Fugue at the Opera National de Lyon. Representatives
of the most avant-garde, most authentic dance style were gradually returning to the
theatre scene and its conventions. Moreover, they were engaged in large national houses
(such as MOB) that are otherwise synonymous with the “deadly theatre”. The last phase
of these choreographers’ works is a specific two-way process where they bring the new
dance aesthetic to the “official” stage, clearly accepting the conditions that are governed

11 Tharp staged the following works for Baryshnikov: Push Comes to Shove (1976); Once More, Frank (1976);
The Little Ballet; Sinatra Suite (1983) and Baryshnikov By Tharp (1984).



therein; in this context we find the profile of trained ballet dancers with their pure rigid
classical technique. I find it most appropriate to conclude the story of experimental
theatre with one of Brook’s quotes: “Experimental is a false word. Any real process has
to be experimental, even in the most conventional circumstances. Consequently, there
is something artificial in opposing experimental and traditional. The true meaning of
the word ‘to research’ is not ‘to not experiment anymore’, but simply to have unlimited
time and not to work under the pressure that by a particular date you have to show good
results” (Brook, 2004: 130).

A Few Concluding Thoughts

Once again, we reach the question: can we simply label the different types of theatre and
creativity, can we contemplate and plan in advance? The obsessive need to define can
sometimes trick us, resulting in entirely different examples within the “same type” of
theatre.

Regardless of which type we are dealing with, there is a process of transformation and
change which we can see by following the examples. The most avant-garde plays can
one day become examples of museum theatre; the most validated forms of political
influence through theatre can be filled with the most critical contents. It is simply not
possible to make transformation with a single step, solution or decision; it requires not
only contemplation of the new play’s aesthetics, as well as the instruments (an adequate
selection of performed works, a quality project team, the ability to present different
production/choreography concepts). ‘Any new (different) theatre, whatever it is, is created
not only by a decision/solution to its ‘new’ way of organisation, but yet — but by a new,
different way of its artistic profiling” (Luzhina, 1996: 104).

Theatre,as it has been proven many times before, is anamazingly vital, resisting organism.
[s it possible, through such a text, to give a recipe for theatre, for performance, for the
format of the “real” dance performance? The answer is not clear. Theorising in this case
is more of a mental provocation rather than a set of propositions and postulates for some
new theatre. What is necessary is to allow the theatre, regardless of the genre, to be free,
open, plural, exploratory, and polyvalent.
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Abstract: The text offers an explanation of the complex channels
of resemantisation through which the rituals of Sufism coded in
Selimovi¢’s novel become parlance of the body language in crisis
in the contemporary ballet “Death and the Dervish”, produced by
CNT Split in 2017.

The text is in fact a theoretical reflex of the artistic product:
as the author of the choreographer’s text for this production, |
operationalised both the novel and the doctrines of Sufism to
create a “performance text” for this contemporary ballet. The
text was transcribed into parlance of the body language in crisis
by choreographer Igor Kirov, and in audio-visual semantics by
costume designer Aleksandar Noshpal, stage designer Slaven
Raos and composer Goran Bojchevski — in order to create the
completeness of the performance / contemporary ballet.

This text emphasizes on the one hand the links between
tradition and the contemporary treatment/reading of tradition
in contemporary ballet, and, on the other hand, provides a review
of the technologies and methodologies through which tradition
is transcribed, through prose narration (Me$a Selimovic’s
novel) and the doctrines of Sufism, in the contemporary stage-
performance form.

Keywords: “Death and the Dervish”, novel, Sufism, modern
ballet, choreographer’s text, composer, costume designer,
stage designer, Mesa Selimovic¢, Igor Kirov, Sasho Dimoski,
Aleksandar Noshpal, Goran Bojchevski, Slaven Raos

DEATH AND THE DERVISH:

FROM SUFISM, THROUGH THE NOVEL, TO
CONTEMPORARY BALLET

Sasho Dimoski

UKIM Faculty of Dramatic Arts, Skopje

“Every Sufi, through invocation, strives to
become the universal prototype”
L. Bakhtiar

“I call to witness time, the beginning and end
of all things

— to witness that every man always suffers
loss”

M. Selimovic

“‘Modern dance is a mosaic created by
individual creative models”
S. Zdravkova-Dzeparoska

The following text operationalises with the semantic values of the Sufi doctrine encoded
in the contemporary ballet “Death and the Dervish” (production by CNT Split, 2017), that
is, the ways in which the ritual forms of Dervish dance have their own contemporary
treatment/reading/ articulation/coding/resuscitation in the above case.

Contemporary ballet and modern dance forms — two terms that are closely related due
to their common feature of deviation from the norms of classical ballet — have both their
own reflections in the ballet performance on which this article is focused. The bridge
through which semantic values are transcribed from mysticism into stage-broad term
speech (dance body speech in given audio-visual semantics) is “Death and the Dervish”,
the cult novel by Selimovi¢, which also serves as the model upon which the ballet was
built. This text sees the following three topics side by side: Sufism, Selimovic’s novel, and
the features of modern dance/contemporary ballet.

*kk

The purpose of contemporary ballet, emerging in response to the dance aesthetics before
the 20 century, is to break ties with classical ballet dance norms and create a new




parlance of the body. The pursuit of this new body language, or semantics of movement
outside the existing norms of classical ballet, created a series of different movements,
schools, techniques, companies (groups) exploring the position/possibilities of the body
in space (either for stage or extra-stage articulations of the dance body) and developing
their laboratories in different directions. The purpose of the new approaches is to find
new types of speech through which the body can become the communication channel
between the sender and the receiver of the message, i.e. the authors of the performance
led by the choreographer and the audience. To that end, “modern choreographers seek
to mimic the design of a particular cultural, historical or ethical class” (Zdravkova-
Dzeparoska, 2011: 190) and “to create mosaics of individual creative models” (ibid). The
contemporary ballet “Death and the Dervish” has precisely this starting position in
the construction of stage semantics: it refers to a particular cultural and historical
phenomenon associated with a specific religious class.

*k*k

Initial syncretism, as the early form of art from which its types and subtypes are further
refines, contains a performance feature that relates to the explanation of the unknown/
incomprehensible/mystical. Dervish mysticism, as specific within the doctrine of Islam,
possesses its own distinct, authentic canon, and thus a “specific performativity which
presents the ritual both as a secular and sacred act but also as an act closest to the
theatrical (in this case the stage-performance or even better - the ballet) performance”
(Stojanoska, 2005: 93/94). This presentation of the Dervish dance’s indigenous semantics
in the format of contemporary ballet/modern dance format has the phenomenological
features of a rituals on the passage.

According to the typology of rituals, the Dervish dance possesses the characteristics
of “a rituals on the passage” (Zdravkova-Dzeparoska, 2011: 54) because of the following
three distinctive features: separation, liminality and incorporation. Separation is
about breaking off relationships with the worldly, material, and even one’s own body — it
becomes a spiral channel for connection with the higher sense. Liminality encompasses
a transition in which temptations of a different kind are often introduced — in the case of
the Dervishes, the distinctive kind of ascetic encoded in Sufi doctrine. After the transition,
the individual receives a mark or some type of garment, recognised in the semantic
value of the dervish garment/ritual costume. It is within these rough, woollen garments
or ritual costumes that one of the three possible etymological links to the doctrine of
Sufism is detected: “Sufi like wool” (Bakhtiar, 1976:6), while the other two refer to “the line
in which people queued to pray immediately behind the Prophet”(ibid) and “the word is too
dignified/divine to ask what it was derived” (ibid).

Sufis, prone to asceticism, meditation, and contemplation, find the roots of their mystical
teaching in waiting for an “experience sent directly from Allah” (Vukomanovi¢, 2008).

This mysticism, inherent in both genders, has its own speculative/philosophical path
and its own institutional path — the Dervish Order/Brotherhood/Tarigah. Prominent Sufi
teachers were: Abul Hasan Hujwiri (11" century), Jalaluddin al-Rumi (12t century), Abu
Hamid Muhagmmad al-Ghazali (11" century) and Ibn Arabi (12t century). Brotherhoods
appearedinanorganised forminthe12thand13'% centuries asa“plan, programme, method,
and regime of a Sufi order” (ibid) and were influenced by shamanism, yoga, tantra, and
Buddhism — thus detecting the problem of their origin. Sufism pays particular attention
to three aspects of Islam: sharia (a necessary base for stepping on the Path), tariga (the
Path itself)and hagiga (the Truth). The fourth feature of Sufism is cognition (marifa). There
are several Dervish orders according to the small differences in ceremonies, reception in
order, execution of invocation (Dhikr) and codes of ethics: Qadiri, Shadhili, Shadhiliyya,
Mawlawiyya, Nagshbandi, Suhrawardiyya, Kubrawiya, Hurufi, Nasuhi and others. The
names of orders are usually given by the names of their founders. Two basic ordinances of
all ranks are Dhikr (remembrance of God, invocation in the ritual performed by repeating
the divine names and attributes — 99 in total in the Qur'an) and sema — listening to music
and dancing, initially specific to the order of Mawlawiyya, and then dispersed to other
orders. This second ordinance is, in fact, an archetypal picture of the Dervishes and their
rituals.

The stage presentation of the ritual, i.e. the resemantisation of the ritual in articulated
speech/art on stage, in relation to the Dervish dance in this play, has several channels
through which the resemantisation is realised:

+ Sacral space — stage space

- Ritual garment — ballet costume

+ Dervish dance — choreography

« Trance rhythm — music dramaturgy as a type of stage text

Such type of analysis speaks of the fact that in this specific play “Dervish spirituality
does not materialise, but what is very important is that their spirituality is established
so that different stage expression can be achieved” (Stojanoska, ibid). The four listed
channels for resemanticising the performative function of the ritual in the performative
kinaesthetic of contemporary ballet determine precisely the finding of a different type
of stage expression. On the other hand, the collision between them (creating channel-by-
channel for resemantisation!) encompasses the complex stage semantics which will be
discussed further in this article.

* kK

In order to present more clearly the distinction between classical ballet and contemporary
ballet or modern dance, I will use one of Schechner’s conclusions (Sekner, 1992: 109)
regarding contemporary forms of theatre: “experimental theatre aspires to be a dance: to



have a total script or score. That is why so many experimenters are drawn from the Asian
forms that combine theatre and dance”. What arises from Schechner’s conclusion is that
contemporary stage performances, including modern dance/contemporary ballet, are
heavily influenced by eastern dance disciplines — an influence that has created important
schools/platforms/practices for body dance perception. This Asian/Eastern influence on
modern ballet culminated in the ballet discussed here because its choreo-semantics rely
heavily on the Dervish order rituals (early performance patterns). Modern ballet is post-
performance in its basic concept: its focus is to deconstruct the form given in the
patterns of classical ballet; it aspires to be a contemporary Theatre form, without a
complete script/score. The desire for this deviation from the script/sheet can be seen on
several levels in this ballet: its systematization in nine pictures — By breaking the linear
narration set in the plot well as by introducing binary characters, which will be discussed
further in this article.

*xk*k

“Just as dance in ritual performances is used to create a sacred space outside and distinct
from the profane” (Zdravkova-Dzeparoska, 2011: 92), so the dance patterns assumed
and their integration into the forms of modern ballet sacralise the stage speech of the
dancing body. This sacralisation in modern ballet, made possible by taking over the ritual
codes of dance (the formal aspect of the Dervish dance), can be seen in Death and the
Dervish on several levels of the dance (the performance of choreographic semantics) and
is supplemented by its audio-visual semantic code.

The choreographicsemantics of the performance assume the patternsofthe Dervishritual
dance: the specific positions of the arms and hands, the positions of the feet, the way the
dance circle is formed —in the Dervish dance, but also in other ritual Islamic practices—
once again referred to in the specific position of the palms in prayer, for example — which
will be discussed further in this text, when overviewing the choreographic elements. The
stage space, which is a simulacrum of the sacred space of the ritual, is transcribed/
resemanticised into stage semantics with a high level of analogy between the original
and the simulacrum.

Regarding the authentic stage space (hall, sanctuary, tekke) in which the Dervish ritual is
authentically performed, Mircea Eliade writes:

“The hall where Dervishes move symbolises the universe — the planets revolving
around the sun and rotating around their own axes. The dancers’ circle is divided into
two semicircles, one representing the arc of the souls descending into matter, and the
other arc represents the souls ascending to God. When the rhythm becomes very fast, the
sheikh joins and spins in the middle of the circle, representing the sun.” (Eliade, 2005: 114,
vol. 1)

The communication system taken over from the ritual and staged in the performance
respects the sacredness of the performance: it is an open space for which the scenographer
Slaven Raos uses three walls'? (gates with arches in the upper part — specific to Oriental
architecture) for a space-of-spaces development of the novel’s plot. When the space is
fully open, he metamorphoses the authentic arche-space of the ritual, the Dervish Tekke
in which Ahmed Nuruddin lives, by setting a wide wall from one end to the other at the
back of the stage, once again decorated with oriental elements. With the help of the
other two walls, the space in which the performance takes place separates the material
from the spiritual, analogous to the plot of the novel, which is how the developments of
events in and out of the kasaba are perceived. In these terms, the stage space realises the
duality, the binary of the Dervish order in which the individual’s initiation is possible: “the
journey begins with an abandonment from the material world in which the individual is
entangled” (Bakhtiar 1976: 10). In such shaping of the dance space, the visual semantics
of the play is encompassed by a costume design that is associated with the Dervish
ritual attire, transcribed in a colour taken from Islamic semantics. Alexander Noshpal
develops costume design through forms and shapes that communicate with the ritual
on the one hand and the colour of the Selimovi¢’s kasaba (the authentic colours and their
shades characteristic of Islam) on the other hand. The costume design also includes a
recognizable iconography of [slam, such as the holy eight-pointed star detailing the upper
part of the Dervish costume. In this way, the costume design for the play becomes a
thick spot for the totality of the stage text with which the tradition/ritual is associated
with modernity, all while distancing themselves from each other at the same time. The
specific Dervish costume is reshaped into white trousers with a folded back material,
materializing the ritual attire. This material is in different colours during different scenes
from the ballet, in order to present the spiritual state of the Dervish and his mental
change. Thus, the white fabric attached to the outer edge of all Dervish dancers’ trousers
(including Ahmed’s) is replaced by a red fabric’> when Ahmed Nuruddin becomes Kadia,
while the white top turns green — a distinctive colour of power in Islam. The tall Dervish-
specific hats made of thick brown wool are replaced by shorter hats, still in brown so they
seem almost glued to the dancers’ heads. One of the most remarkable costumes is that of
the Soul™, which Noshpal designed in transparent beige tulle that appears to be floating
during the dances. In addition to reshaping the dervish ritual attire into a ballet costume,
Noshpal creates stage semantics that use shapes and colours to associate and correspond
to the characters’ particularities in Selimovic’s novel.

To sum up, Noshpal deconstructs the recognizable iconography and redesigns the
deconstructed elements into an authentic costume pattern. In collision with the scenery,
the performance has a visual design that is a high reference point of the Dervish ritual,

12 See Photo 1 at the end of the text.
13 See Photo 2 at the end of the text.

14 See Photo 4 at the end of the text.



precisely placed in the title of the ballet, ie. it refers to Sufism as a doctrine that is
interpreted in the elements of visual semantics.

Ontheotherhand, Selimovi¢’s main protagonist, the dervish Ahmed Nurudin, is embroiled
in his kasaba where the Tekke is located, although not for his own sake or for himself, but
because of the inability to completely transcend to the spiritual axis of being. Because
of the body in which the spirit is trapped. In the kasaba, the worldly vertical in which
material life is embedded, Ahmed Nuruddin loses faith in God and the true/righteous
order on earth at the moment when the foundations of his earthly/material relations
shake: his brother ends up in jail and is sentenced to death, and his efforts to find out why
that happened remain unsuccessful. Faith in justice and God returns to him, regardless of
his brother’s death, only at the moment when he himself becomes an advocate of divine
justice, i.e. Kadia, and at the end of the novel he loses it again, this time due to the fatal
circumstances under which his earthly life develops and ends. In this journey of soul and
body, Selimovi¢ confronts his main protagonist with characters from the everyday life
in the Kasaba, writing the psychophilosophical, cyclical structure of the novel in sixteen
chapters and dividing them into two parts, having passages from the Quran circulating
throughout. Ahmed Nuruddin’s story of stories consists of: the episode with the fugitive
from justice seeking refuge in Tekke; the story of the young dervish Mullah Yusuf; the
story of Ahmed’s brother, Harun; the story of Hasan, Ahmed’s best friend; the story of
the Kadia and his wife; as well as stories of other characters with whom Ahmed enters
into different types of relations and conflicts. All these characters emphasize the primary
conflict that Ahmed Nuruddin has with himself. The conflict with himself, presented
in the novel through a confession, is transcribed into the ballet as a duet. In order to
“heat” the statics coded in the novel through introspection and the deep philosophical
level of discourse, the character Ahmed Nuruddin is separated into two characters:
his physical body (T. Petranovic) and his soul (E. Kuznetsova). The basic duet between
the dancers grows into trios, quartets, quintets and ensembles, broken down into solo
pieces and ending in a picture in which Ahmed takes his soul (dead — both according
to the choreographer’s text and according to Selimovic) in his arms. This duality of the
character is supported by one of the doctrines of Sufism concerning the soul. Regarding
Sufism’s treatment of the soul, Bakhtiar emphasises: “the soul is the feminine principle
between the body and the spirit, which actually undertakes the quest and transforms it
from the physical and sensual to the spiritual, wherefrom it comes” (Bakhtiar, 1976: 18).
In the original text for the choreographer, all the Dervish characters in the ballet have
their own female or male binary, emphasizing the relationship the Dervish has with his
soul, i.e. “the unity of being as a whole between the transcendental and the immanent”
(ibid). The text for the choreographer further reveals the relationships between the
characters in the precise step outline taken from Selimovi¢’s novel, reorganised into nine
main scenes/images/assemblies. The text for the choreographer derives the pattern of
the relationships transcribed into choreography elements through the choreographic

procedure, which ultimately results in a precise authorial parlance of the body expressed
by the choreographer.

The choreographer Igor Kirov conceives the choreography elements according to the
attributes that the characters have in the novel and in the text for the choreographer, as
well as therelationships they build with each other. Kirov opens the ballet with a collective
scene in which he presents the identity cards of each of his characters, presenting the
movements that are characteristic of each of them as well as the uniformity of the play
as a connective tissue of the choreographic elements. Even in the introductory scene one
can see the dense handwriting, the speed of the play, the compactness and polyvalence
of the characters that build on the speech of the crisis-producing body. Regarding the
choreography, the following are the main features of the choreographic handwriting
that interpret the plot: playing with the arms and the hands, establishing analogous
parlance of the body with the body positions in the Dervish ritual dance, as well as
with the positions of the hands and the head in Islamic prayers'®; extrusion of ritual and
transition to an abstract dance structure; free movement in any direction; penetrating
different, non-dance spheres through points where the modern dance/contemporary
ballet interacts with dance theatre; or, to summarise — the creation of talking images
expressed by means of movements, figures and gestures, which build an associative
system with the code of the Dervish ritual. On the other hand, this association with
the ritual is broken through the body dialogues and polylogues that the main character
has with the other characters in the ballet. Kirov’s choreographic elements in this ballet
reveal a new dance body that simultaneously obeys the tradition and deviates from it in
order to find its own authentic parlance.

The composer Bojchevski, according to the step outline offered in the text for the
choreographer, creates ballet-style musical works of varying lengths, in proportion to the
dramatic tension that the text demands from the music and in order to achieve a precise
choreography tempo in the Ballet performance. For this purpose, Bojchevski creates a
polyvalent musical system. On the one hand, music is strongly present in the Orient and is
performed by traditional instruments. Bojchevskibuilds a collision in musical dramaturgy
against this sound by introducing calm, meditative atmospheres to the Dervish prayer.
The music tempo, stricken by the trajectory of the parlance of the body, is associated with
the aim of showing “the sound frequencies that occur during monotonous, continuous
rhythmic repetitions that lead to trance” (Zdravkova-Dzeparoska, 2011: 81).

*kk

The contemporary ballet ,Death and the Dervish® is a production of CNT Split. It
premiered on 14.8.2017 at Split Summer Festival. The play was created by: Igor Kirov,
choreographer (with Mojca Majcen and Albina Rahmatulina as assistant choreographers);

15 See Photo 3 at the end of the text.



Goran Bojchevski, composer; Sasho Dimoski, librettist (following M. Selimovic’s novel);
Aleksandar Noshpal, costume designer; Slaven Raos, scenographer; and the title role
of Dervish Ahmed Nuruddin was performed by the prominent ballet dancer Tomislav
Petranovic from CNT Zagreb. The other roles were performed by: Ekaterina Kuznetsova
(Ahmed Nuruddin’s soul), Salvatore Cerulli (Hasan), Romulus Dimache (Harun), Aaron
Kok (Mula Jusuf), Remus Dimache (Kadia), Irina Caban Bilandzi¢ (Kadia’s wife), Ivan Boiko
(Muselim), Askhatbek Yusupzhanov (Karazim), Mario Bulic¢i¢ (the Perpetrator), while the
corps de ballet included: Uros Skaper, Lev Sapoénikov, Daniel Jagar, Silviu Tanase, Pavel
Aleksandrov, Elena Nikolaeva, Sanja Dimache, Federica Vincifori, Matea Milas, Anastasiia
Boiko, Tina Hatlak, Sanja Biki¢, Ingeborg Hendrikx, Maja Loncar, Bojana Lipovscak,
Korana Bilan, Nikol Mar¢i¢ and Minori Nakayama — playing the roles of the Dervishes.
The performance has been active on CNT Split’s repertoire for the second season so far and
has hosted in: Dubrovnik (Dubrovnik Summer Festival, 2018), Sarajevo (Sarajevo Winter
Festival, 2018) and Zagreb (Vatroslav Lisinski Concert Hall, 2019). For the role of Ahmed
Nuruddin, Tomislav Petranovic received the Croatian Award for Best Dance Performance.

*kk

To sum up, the contemporary ballet “Death and the Dervish” is an interdisciplinary
interpretation of the mystique of the Dervish dance achieved through new optics, through
anew medium, through the exploration of contemporary ballet modern dance forms that
become parlance of the body in the stage space through appropriate, associative audio-
visual semantics.

The interdisciplinary procedure used when creating this ballet can be read within the
unity created by the different types of discourse:

+ the discourse of the novel as a plot for the ballet which derives from the text
for the choreographer, i.e. the resemanticised literary-artistic and psychological-
philosophical discourse in a deverbalised speech/step outline;

+ the discourse of the dance body in space and the features of the body’s
performative kinaesthetics;

- the discourse of audio-visual semantics as synthesis of costume design,
scenography and music for the play, and

- the choreographer’s discourse, ie. the specificity of the choreographic
handwriting that features the performative function of the ritual through the
analogy between the choreographic elements and the ritual’s performance
characteristics.

As a result of this collision, the contemporary ballet “Death and the Dervish” can be
interpreted as a resemantisation of Sufi mysticism from the literary discourse into the
laboratory form of contemporary ballet.

Photographs:

Photo 1: In the middle, Tomislav Petranovic in the leading role; last scene of the performance; source: archive
CNT Split

Photo 2: Tomislav Petranovic (as Ahmed Nurudin, in the middle), Urosh Shkaper (on the left, as soldier) and Lev
Shaposhnikov (on the right, as soldier) in the scene of Ahmed Nurudin's arresting; source: archive CNT Split




Photo 3: Tomislav Petranovic (as Ahmed Nurudin, in the centre of the photo) in scene of collective Dervish References:
prayer; source: archive CNT Split
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Abstract: Director’s theatre is a concept of 20™ century theatre.
Its roots in Macedonian theatre can be found in the work of
Dimitar Kjostarov and Ilija Milchin. In the 1970s, the theatre in
Macedonia established itself with the “notorious” trio of Ljubisha
Georgievski, Vladimir Milchin and Slobodan Unkovski, which
in a certain way marked the genre in the country. Such is the
traditional concept of director’s theatre according to the current
standards in theatre studies. But what about director’s theatre
today? Can we talk about director’s theatre under Macedonian
circumstances? What are the prevailing director’s aesthetics
and how do they evolve in relation to global theatre practices?
These are the key issues of this paper. The study will focus on
several Macedonian theatre directors and their stances towards
the theatre, in correlation with theatre practices in the world.
The scientificand methodological instruments are focused upon
contemporary theaterology. The basic tools of this study are:
play reconstruction, theatrical analysis and the neo-historical
method.
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MACEDONIAN DIRECTOR’S THEATRE TODAY - A
FICTITIOUS OR EXISTING CATEGORY

Ana Stojanoska

UKIM Faculty of Dramatic Arts, Skopje

The director’s theatre as a phenomenon, today, in Macedonia. This is the key premise and
starting point of this study. Is the concept of director’s theatre alive in Macedonia today or
isit a vanishing category? The starting point of this study is to present an overview of the
repertoire of Macedonian institutional and independent theatres, as well as the impact of
world theatre practices today. In order to be able to discuss the (non)existence of director’s
theatre in our country, it is necessary to first review the key topoi of director’s theatre in
the world and its emanation today.

The first chapter of the book Director’s theatre by English theatrologists David Bradby
and David Williams, titled The Rise of the Director, defines this type of theatre and in
fact emphasizes that “the dominant creative force in today’s theatre is the director. No
longer just an organiser, the director is now considered an artist in his or her own right”
(Bradby; Williams, 1988: 1). This is (or rather, used to be) the first starting point for the
definition of the concept throughout the 20" century. We mostly come across the term
director’s theatre in texts elaborating the predominant director’s poetics in the 20t
century. According to the French theatrologist Patrice Pavis, director’s theatre is theatre
that “employs the services of a director and therefore attaches great importance to the
interpretation of texts and the originality of staging options — the artist’s mark and
signature are discernible there”. (Pavis, 2004: 317) What must be primarily emphasized
when studying director’s theatre is the director’s active attitude towards the play, not
only as a stage director (organising rehearsals and performances), but also as an author-
creator with his own concept of the play as a work of art! This is what separates the
director of this specific aesthetic from the classical interpretation of director’s work.
All creation within this framework emphasizes the authority of the director and the
subordination of all other participants in the play towards the director’s concept. The
director acts as an artist-author and creates an original work of art out of the play. He
creates the play based on the coordinates of his concept. His personal poetics can be “read”
from the director’s concept. In other words, director’s theatre is a theatre/play dominated
by the director and his view of the play. Under the director’s direct coordination, the text
of the play (i.e. the network of relations, artistic creations and performances) is created by
all participants in the theatre act. This concept and way of creating plays has dominated
throughout the 20" century, especially in the poetics and practice of a number of major
directors, such as Grotowski, Barba, Brook, Schechner, Willson and many others.




The Croatian theatre director, theatrologist and literary writer Petar Selem points out in
his 2001 Prolegomenon to the Director’s Call, from the book “The Age of Directing”, that
“directing is amatter of experiencing life. The ability to gather and thicken life experiences
in some lumps that may accumulate within us for a long, long time. And then suddenly,
as a result of some text, some drama plot, a composition of sounds or a scene of love or
death, they will burst out, up and down, into the light of day and stage.” (Selem, 2001: 12-13)
In doing so, its explication reemphasizes the director’s creative discourse in the process
of creating the play. Combining these two relevant facts gave rise to the relevant thesis
that has marked theatre’s entire 20" century, which is that the director is the author of
the play, its creative creator and dominant driver. Thus the theatre play was experienced,
viewed, perceived as a hierarchical work of art led by one person — the director, and his
thesis, idea, concept.

Macedonian theatrology records the beginnings of contemporary Macedonian directing
(director’s theatre) with the establishment of the national institution Macedonian
National Theatre (1945), and with the activity of several directors and actors who are
of great importance for the Macedonian theatre practice. Those are the years when the
Macedonian theatre was established as a national theatre that was recognizable in its
repertoire, but also literally when it was founded and started preparing for the years to
come. The director’s theatre as an established practice/poetics in Macedonia will appear
almost twenty years later (according to all theatrical interpretations of the theatrical term
director’s theatre). However, thanks to the work of Dimitar Kjostarov, the beginnings
of the Macedonian theatre directing were in 1945. In addition to Kjostarov, there were
also several other active directors at that time, including Ilija Milchin, Dimitrie Osmanli,
Todorka Kondova-Zafirovska, up until the arrival of the infamous trio of modernist
theatre directors in the 1970s - Ljubisha Georgievski, Vladimir Milchin and Slobodan
Unkovski. Their work established the director’s theatre as a dominant theatre aesthetic
of the second half of the 20t century. This means that their performances are perceived
as authorial and authoritarian, as fully and completely finished closed works of art. An
overview of the theatre of these three directors shows that both nominally and de facto
their attitude to the theatre is typically within the definition of director’s theatre. Since
all three were also active as professors at the Faculty of Dramatic Arts in Skopje (in
the two dominant areas — theatre directing and acting), they promoted and developed
director’s theatre and placed it as a unique system for their students. Their successors,
the students and directors who studied directing at the educational centres in the
region, transposed this theatre as the single practice in Macedonian theatre institutions.
Numerous Macedonian theatre directors of the generation born in the late 1960s and
1970s profiled the Macedonian theatre as a director’s theatre. The assertion proven by the
overview of the repertoires of the Macedonian professional theatrical institutions is that
the director’s theatre at the end of the last and at the beginning of the new century is the
dominant aesthetic category of theatrical art. The works by Aleksandar Popovski, Srgjan

Janikijevikj, Zlatko Slavenski, Zoja Buzalkovska, Dejan Projkovski, Martin Kochovski,
Dean Damjanovski, Kushtrim Bekteshi, Dritero Kasapi, including the directors of the
younger generation such as Nela Vitoshevikj, Dragana Miloshevikj, Sofija Ristevska etc.,
confirm that the director’s theatre was dominant. If we look for the reasons for this, there
are several answers — the legacy of Macedonian modernist directors, the practice of the
Ministry of Culture funding national theatre institutions (the calls require the theatre
to propose a director, who would in turn select the text and the ensemble), as well as the
inertia of the then-independent production that simply embraced the model. The model
is a legacy of the educational process as well — all educational institutions in our country
promote it. This does not mean that the method is wrong, but one could say that it has been
consolidated as the singular one, rather than looking for something new, more innovative
or more creative. So far the Macedonian institutional theatrical practice has proven to be
inert in terms of choosing new, experimental, avant-garde approaches when it comes to
the creation of theatre plays.

By the end of the 20t century, the Macedonian theatre practice, with the help of directors
suchas Aleksandar Popovski,began to expand the context in which the directors complete
the performance, and to open up opportunities for them to collaborate not only with the
playwright, but also with all participants in the creative act. The book “Plays” by Dejan
Dukovski, edited by theatrologist Jelena Luzhina, besides the introductory text by the
editor, begins with Two Short Generational Stories written by his long-time collaborators
and friends —director Aleksandar Popovski (Homer from My Neighbourhood) and actor
Nikola Ristanovski (Those Plays, His and Ours) — and only then does the presentation
of Dukovski’s plays and one-act plays begin, followed by his complete theatrography,
filmography and bibliography. Both of those texts, dominated by a personal and intimate
writing style,emphasise the cooperation between Popovski, Dukovskiand Ristanovski(as
wellas other MNT actors), especially for the MNT play Mame mu ebam koj prv pochna, and
particularly highlighting the following section: “Because those plays, HIS but also OURS,
actually gather all the common generational fantasies, hopes, dilemmas, joys and fears.
At the time we poured all that, with great passion and no restraint, onto our dilapidated
stage boards and mouldy sets... “(Ristanovski, in Dukovski 2012: 25) This statement, along
with many others from interviews and personal testimonies, emphasises precisely the
collectivism that was the basis for the development of one of the most striking plays of
Macedonian contemporary theatre. The play that premiered on April 23,1997 on the stage
of the Macedonian National Theatre, titled Mame mu ebam koj prv pochna or Golema
brzina na stoenje (paranoja), was the initial impulse for the new way of treating stage
art not only in our country but also in the world — collective authorship. We can now, at
the end of the second decade of the XXI century, emphasize that this was the play that
opened the door to the collective authorship in the Macedonian theatre. The question that
arises here is whether this was the end of director’s theatre or just another parallel line of
theatre treatment, as Macedonian theatre history shows.



Director’s theatre exists on a global level nowadays as well. This is especially the case in
institutional and traditional theatres, and particularly when it comes to the big director
names of the new millennium. One of them is English theatre director Katie Mitchell (1964)
who has dominated European and world theatre scenes ever since the 1990s. According to
theatre criticism, her aesthetics can be defined as the closest thing to theatre authorship
in British theatre. In her book “The Director’s Craft: A Handbook For The Theatre” (2009),
she emphasizes that the director’s mastery is the signature that the director (the author
of the play) should add to the drama. “Whatever you do,” says Katie Mitchell, “or do not do -
your signature will be there on the drama. It may be written faintly or boldly, but it will be
legible to anyone watching. It is therefore important that all the choices you make, either
with the actors or with your creative team, are carefully and finely crafted” (Mitchell,
2009: 222). In terms of Macedonian theatrical practices, it should be emphasized that this
model will be undertaken and will open the possibility of its expansion in correlation with
the creation of collective authorship, documentary or post-dramatic theatre.

When writing about the changes in theatre systems in the new millennium, renowned
theatre historian and cultural analyst Dragan Klai¢ (1950-2011), in terms of defining
post-dramatic theatre in the book Resetting The Stage: Public Theatre Between the
Market and Democracy (2012), emphasized the change of the theatrical system from the
authoritarian director’s theatre of the 20™ century to the theatrical pluralism of the 215t
century. He therefore emphasizes that “today some of the leading artists and troupes,
indifferent to classical and contemporary dramas, operate outside drama theatre,
developing works using different types of texts, but where the text is neither a driver
nor a starting point for production. The starting points for these authors, who do not see
themselves as theatrical directors in the classical sense but as creators of theatre, are
the author’s concept, aesthetic ideas, thematic interest, metaphor or situation.” (Klai¢,
2016: 67-68) What is then the difference between the concepts of directing in director’s
theatre and the concept of directing in sub-drama theatre? How can today’s theatrology
document, determine, and define the change, or consider it as permanent and conditional?

If we look at the current theatrical production in Macedonian theatres, we will see that
today the collective authorship of independent production prevails, and the director’s
authority in the institutional theatre is still maintained firmly and specifically. The
current season repertoires (2018/2019) of Macedonian theatrical institutions can prove
this. The Macedonian National Theatre, as the central national institution, has had the
following premieres since September 2018: A Month in the Country by Ivan Turgenev,
directed by Paolo Magelli (premiere: 29.9.2018); Realists by Jovana Kajgo, directed by
Srgjan Janikijevikj, premiered on 6.12.2018 in cooperation with “Spona” Days of Serbian
Culture in Macedonia; Chekhov’s Seagull directed by Nina Nikolic (premiere 18.12.2018).
The brief overview of the premieres as well as the performances of the current repertoire,
leads to the logical conclusion that the Macedonian National Theatre, like any national
theatre in the Western context, operates on traditional theatre principles, building a

repertoire aimed to educate and cultivate. The same can be observed with the review of
other theatre institutions in Macedonia. What can be noticed from this review is the lack
of strategic and aesthetic profiling of the institutions, which can be partially attributed to
the global theatre policy, the theatre being financed by the Ministry of Culture. Unlike the
key theatrical aesthetics of the previous century — traditionally driven by the idea that
the repertoire should be dictated by the model of the theatrical institution (so there were
huge aesthetic differences — MNT’s internal, traditional model versus the contemporary,
current and modernist theatre practice of Dramski teatar - Skopje, which can be traced
through the cultural paradigms of the previous century through the daily and weekly
press), the theatrical system in our country today avoids the traditional upgrading and
has become diluted in a mixture that is neither aesthetically profiled nor active and
aggressive in the creation of authentic aesthetics.

Concerning the independent theatre scene, trends can be observed that are closer to the
current world theatre model of post-dramatic theatre, collective authorship, documentary
theatre, hybrid genres, performances and happenings as well as experimental and engaged
theatre in a contemporary context. The independent theatre scene in Macedonia orbits
around Mladinski Kulturen Centar (Youth Cultural Centre), Kino Kultura (Culture Cinema)
and several other venues where young theatre artists can develop and discover their
artistic expressions. In most of the plays produced by Artopia, Navigator Cvetko Theatre
etc. one can notice the tendency of collective authorship, which was brought to European
theatre as a model by several troupes from Rimini Protokol to Forced Entertainment. For
instance, the play Da go pozdravishidamigo bacish(Greet and Kiss Him), which premiered
on July 3, 2016 in MKC Skopje and is a production of Artopia, in its description states that
it is “a documentary play, a work of four actors and a director. It tells the story of growing
up, dreams, self-fulfilment, and coping with the social mechanisms of functioning” (taken
from the play’s Facebook page). Documentary theatre, especially in our country but also
worldwide, always traces collective authorship as the primary type of creation. Although
subordinate to the genre of documentary, post-traumatic approach and current theatre
tendencies, the collective authorship in Macedonian theatre also insists on the presence
of a director, even when the director is equal to the actors in the process of creating the
play. This is also confirmed by this year’s premiere of “Kako se pravi chovek” (How to
Make a Man) — collective authorship, premiered on April 2 in Cinema Culture - Skopje.
Although it states that the director of the play is Hana Milenkovska, the play still shows
the documentary potential of contemporary theatre: a troupe selected by young actors
exploring their potential, a director experimenting with her own expression, a current
topic, a documentary approach...

Can we talk about the demise of director’s theatre as a model here? Can the traditional
understanding of director’s theatre be considered a finished stylistic formation, which
opens room for collective directing as a more contemporary theatrical approach? In
conditions of development and presentation of the theatrical practices in Macedonia,



there can neither be a question of definitive delineation of the models, nor even a
separation of the traditional and the contemporary. Macedonian theatre will need more
experimental, avant-garde performances on an independent stage, serious profiling of
theatre institutions as well as a serious strategy to start rejecting director’s theatre as a
norm. Such treatment of the theatre should begin already in the educational system, so
that the theatrical practice can be open to new models of world theatre trends. This means
that Macedonian theatre practices have to start their subtle transition from traditional to
contemporary.

In the context of the aforementioned, and in relation to previous research on the topic of
contemporary Macedonian theatre, it can be concluded that director’s theatre is still the
dominant theatrical aesthetic in our country today, but the independent scene is opening
up space for the contemporary potentials of the world theatre.
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Abstract: Starting with the post-modernistic, or neo-historical
determination of tradition as an open structure, this paper
will focus on The interpretation of the structure of the drama
writing of two exceptional Macedonian play-writers, Rusomir
Bogdanovski and Bogomil Gjuzel.. Modernity, in this context, is
bynomeanslimitedtothe1970s: the years when the Macedonian
theatre brought to light and established an interdiscursive
relation with its own tradition. Bogdanovski's and Gjuzel’s
playwriting procedures, by being in dialogue with tradition,
take an activist attitude towards modernity. Looking at it from a
contemporary point of view, they actually resemanticise certain
aspects of tradition, for example the notion of the national hero
or reshaping biblical motifs in response to contemporary socio-
political phenomena. The subject of interest in our study is
precisely this relation to tradition as a medium through which
it is possible to address the anomalies and deformities of the
present moment, tradition as a pattern for an engaged, political
theatre. For that purpose we will turn to the analysis of Gjuzel’s
play Adam and Eve and Bogdanovski’s play, A Farce About Brave
Naume; or How to Make Heroes and How to Take Advantage of
Them”.

Keywords: Engaged theatre, political theatre, socio-political
engagement, Rusomir Bogdanovski, Bogomil Gjuzel, comedy.

TRADITION IN THE FUNCTION OF MODERNITY |
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Initial coordinates...

The following text is part of alarger study of Macedonian theatre in the 1970s as the subject
matter. The study is focused on defining and establishing the forms in which politically
engaged theatre appeared. The search for its emerging forms in Macedonian drama and
theatre took place on the grounds of predefined common primary characteristics of
the various forms of political theatre: reality, the popular/public character versus the
intimate, critical orientation of the piece of art/author’s concept and engagement. Applied
to a particular body of texts, these criteria have opened up interesting perspectives and
relations that undoubtedly encourage furtherin-depth analysis. One of them encompasses
the correlation between engagement as an art category and tradition. In that context, this
essay starts from the basic hypothesis contained in its title — tradition in the function of
modernity. In fact, the question which this paper should answer is how tradition, within
the framework of playwriting, acts actively i.e. occupies an active position through which
it reflects modern day problems.

Tradition in the Context of Macedonian Theatre in the 1970s

The period of the 1970s in Macedonian drama was characterised by an intensive “real,
productive, creative self-referential relation between Macedonian drama and Macedonian
folklore” (Luzhina, 2000: 77). Such a shift to tradition, typical for this period of the
development of Macedonian drama, is evident at first glance from the repertoire texture
itself. Systematised repertoire data accentuates the intense interest for dialogue with
tradition, through a series of achievements that perceive the association with folklore/
folk culture and mythology in the very title. In that tone of intertextual communication
with the cultural heritage, various kinds of playwriting are profiled, ranging from those
with a distinctly artistic character to those that are merely stage adaptations of folklore.'®

Our interest in that context is drawn by those texts that model/articulate tradition in a
different model of playwriting through a modernist sensibility. In fact, the relationship

16 Such examples may be found as productions of the type Macedonian Immigration Songs (1977, MNT) or
Blazena gora zelena, a selection of folk songs about G. Delchev. Such an attitude to tradition is of illustrative/
representative character, i.e. it excludes the creative, authoring action/concept, and the basic driver of such
productions is homesickness. In its essence, such communication is somehow passive and without return.



that theatre establishes with tradition also causes a change in the “structure of feeling’,
i.e. displaces the emotional substrate of the collective (Luzhina, 2017: 70). Their dialogue
will result in another modernist genre: poetry drama. However, the relevance of such an
attitude towards the development of Macedonian contemporary drama does not end there.
Goran Stefanovski’s first Macedonian postmodern drama “Jane Zadrogaz™ uses precisely
the work by the great collector of folk arts Marko Cepenkov as intertext. Postmodernism
in the theatre, or one of its expressions, is also associated with the theatre’s self-perceived
fever for its anthropological and sociological character, establishing a cultural discourse
in which tradition is its inevitable interlocutor. In fact, getting closer to tradition leads
the theatre to its roots, to the ritual. We can readily observe that when it comes to this
phenomenon of bringing the theatre/drama closer to tradition (both theatrical and
cultural), Macedonian theatre is already following the pace of European theatre. It is no
coincidence that the first play grounded on the principles of theatre laboratory is based
on two works by Slavko Janevski, “Gospel of Itar Pejo” and “Kainavelija”®, marked by an
archaic expression, language of Old Slavonic folklore, and primarily sensitivity which
“offers the opportunity to return to the ritual energy of theatre.” (Stojanoska 2006:39)

This concise presentation of the most important moments related to the tradition vs.
drama/theatre relation in Macedonia was necessary as a brief introduction and insight
into the possibility of various variants of interpreting the traditional in the contemporary
theatrical world. It should also serve as a context in which another relation will be
embedded and distinguished as very interesting: tradition and social engagement. In
that sense, if some authors theatralise the tradition only on an illustrative level, others
succeed to find poetic power in its motifs and express the human condition; others will
return to some older theatrical forms and, discovering the immediacy of their expression,
will move them to a contemporary aspect. Tradition, understood as an open structure,
leaves the possibility of being written/upgraded/modified from the present moment.
And vice versa. In the past, the achievements of previous structures “carry with them
a heterogeneous, complex set of forces that shape the events of the present’, that is,
“our existence is a function of our occurrence” (Kjulavkova 2007: 553). Recognizing this
interdiscursivity, certain playwrights referring to the past (the theatrical one above all)
are actually writing primarily about current social conditions and the contemporary man.

The subject of interest in our study is precisely this relation of tradition as a medium
through which it is possible to address the anomalies and deformities of the present
moment, tradition as a pattern for an engaged, political theatre. For that purpose, from
the corpus of texts set in 1970s that function with regard to their relation to tradition/
past/memory, this paper focuses on “Farce about Brave Naume” by Rusomir Bogdanovski
and “Adam and Eve” by Bogomil Gjuzel.

17 His first play at the same time!

18 It is not by accident that Rusomir Bogdanovski works on this dramatization!

Analysis and Interpretation

“Farce about Brave Naume” was written in 1968, and won the third prize at the 1969 MNT
Home Theatre Competition (the first and the second prizes were not awarded). It must
also be noted here that it was the same year when the most striking Italian “theatre
master” in every sense of the word, the contemporary giullare, the actor who in his
stage energy has gathered/inherited the entire experience of the storyteller, the mimic,
the histrionic, the dramatist Dario Fo who impressed the European theatre scene with
“Mistero Bufto”. In 1977, in the form of a television show, this text would provoke sharp
reactions from the Vatican and be rated as “the most blasphemous show in the history of
television.”” With his distinctive style of writing, the choice to return to the old comedy of
ancient Greece/Rome/the Renaissance, the vivacity and playfulness of the characters in
a commedia dell’arte style, with the space his comedies leave for performance and acting
improvisation/skill, and above all, with the harsh political criticism that he demonstrates
through this expression, Rusomir in fact writes at the same time as the author who will
enter the history of world theatre as one of the most subversive and socially engaged
authors of all time. This parallel?’ only highlights the simultaneous needs in two different
cultures to speak of contemporary conditions in a similar farcical-satirical tone and based
on the same theatrical heritage. The premiere of “Farce about Brave Naume” is only two
years after the MNT home theatre competition. It is a comedy in which the title itself
refers to the genre. It is composed of six untitled scenes with emphasis on stage/theatre
elements, without extensive didactics. Everything is subjected to playfulness of dialogue
and gesture/mimics.

[t can be seen that the work is engaged even from the external analysis of the drama — its
established genre. At the initial level, it is formally realised, with the choice of shaping
the drama material into the comedy genre. Further analysis show that the play is also
engaging on the content level, with the choice of the topic. Comedy engagement as a genre
first relates to its subject matter of interest — the common man and his day-to-day life, as
well as to the current timeline where comedy action is most often housed — now and here.
Furthermore, engagement is also perceived in its subversive function that is explained
through the carnival dimension or as Jean-Claude Carriére defines it: “old comedy is the
institutionalization of socio-religious carnival celebrations that have taken the form of a
fixed theatrical play, during which the author is officially obliged to play, in a grotesque
way, the totality of mental representations and laws on which the city-state is based” (All
Faces of Laughter, 2013: 139).

The thematic construction of this play by Rusomir reactivates the question of what it

19 Source: http://ricerca.gelocal.it/gazzettadireggio/archivio/gazzettadireggio/2007/05/03/EA3PO_LAS503.
html

20 The study showed that not only was Dario Fo not translated into Macedonian, he was not in any of the
other Yugoslav languages either, nor performed at any theatre festivals. A play of his was staged for the first
time in Belgrade in the 1980s. Accordingly, we cannot speak of a direct influence.



means to be a hero nowadays. The idea goes even further in the caption itself: How to
Make Heroes and How to Take Advantage of Them. Set in the context of the famed 1968,
and also in the context of the entire 20t century, at a time when the world is inundated
with revolutions, protests, political assassinations, with groups of students protesting in
the name of new ideas, self-immolating on the squares, in the context of the eternally
unresolved Macedonian issue and the eternal enemies, and so on and so forth, it is
undoubtedly becoming a dangerous issue in addition to being real. Through the comedy
mirror, Rusomir first creates the myth, then completely remakes it, or deconstructs it. By
deconstructing the myth of the hero, he puts the system that creates the hero at the very
centre of the process. The national hero is a traditional figure present in everyone’s culture.
He possesses superhuman powers and monstrous qualities, he has a useful social function
— he defends and protects, his biography is made up of a series of cultural and historical
legends, from his miraculous birth to his immortality. Reversing these characteristics
of the national hero, taking away his strength by placing the hero in the image of a poor
shoemaker dominated by his own wife, he will set him “at the wrong time on the wrong
thorn”, so that heroism is accidentally pushed over to him, in a state eager to make heroes
in order to profit from them, Rusomir raises an activist engagement precisely through
reassessing the figure of a national hero from today’s perspective. What makes this text
modern is merely that inversion of official values and norms through the attitude towards
the hero. Rusomir’s brave Naume is anything but brave. To make the irony even greater,
he has no pretensions to be brave and a hero. Brave Naume is as funny as he is tragic in
the entire comedy, as he is aware that heroes need the state only as a commercial brand.
“Farce about Brave Naume” is a parody of the whole social mentality. It is also evident from
the relationship between Soldier Falbadzice and the Doyle, Masnotij and Rastrbushentij
who barely make ends meet, with Rastrbushentij and the State for which “only a dead
hero is a good hero”, even when he is alive. Rusomir’s comedy relentlessly hits upon the
most fragile issues in the heart of our people. Rusomir’s playwriting method recognises
certain postmodern acts, yet his drama is of a closed, modernist type with a strictly
conceived structure and a clearly directed message. The social engagement of this play
stems precisely from the remythisation of the hero.

‘Adam and Eve” (1966) by Bogomil Gjuzel is structured following the existentialist drama
matrix as a form of socially-engaged writing. It is depicted as a miracle in three prologue
paintings. It was premiered on February 28, 1970, along with another play by Gjuzel, “Job”,
directed by Ljubisha Georgievski, on the stage of Dramski teatar. Gjuzel’s originality is
perceived in the creative transposition of the sacred motives of the Bible into a modernist
dramatic form. This act of dramatic travesty is characteristic of English dramatists of the
late 1960s, including Tom Stoppard, whose spirit can be also detected in Bogomil Gjuzel’s
structure (Luzhina 1996: 195). This is followed by an interesting biographical fact — Gjuzel,
completing his studies in English Language and Literature at the Faculty of Philology in
Skopje, enrolled at postgraduate studies at the University of Edinburgh in the academic

year of 1964/65. As early as the following year, while a playwright at Dramski teatar, he
writes “Adam and Eve”. The question that remains is why he spent so much time producing
this rather challenging text that brings an entirely different, new impulse, given the fact
that Gjuzel’s professional duty is at the theatre whose formation is the result of a reaction
against the aesthetic policy pursued by MNT. The answer can only be assumed, it can
even be attributed to the “challenge”, but what is important to us is that it was precisely
by “waiting” that he succeeded in being recognised by the director Ljubisha Georgievski,
who possessed exactly that desire for challenges required by the text. The author’s genre
determination is in some way his ironic commentary on the biblical content itself — no
miracle is dramatised, since no one believes in miracles anymore. The drama begins with
a prologue that represents an intertext, i.e. a free translation of “The Creation and Fall
of Lucifer,” a medieval miracle published in the Everyman and Medieval Miracle Plays
collection. The main dramatic action in the play follows the biblical story, until Cain,
besides his brother, kills God, his only target, too. Following the trace of the biblical
story, Gjuzel stirs up the relationships between the characters, i.e. the biblical characters
acquire the dimensions of modern men who take certain attitudes towards the actions
they undertake, not relying on the conviction inherent in the masses — “such was the will
of God”. Engagement is present in the very plot of the drama, in the basic conflict — the
knowledge/awareness of God’s manipulation and man’s free will, his own choice. In this
respect, the characters of Adam and Eve are also deconstructed and in this authorial view
of the biblical story have the power to impersonally attribute the original “sin” both to the
one who created them and to the moment when they finally obey their own conscience
that dares to speak differently from the “voice of God™

“EVE: (to God) Did you expect me to constantly listen to your distant voice, like an echo
from a cave that rings inside my conscience? No, you didn’t really think that, God. Should I
wait for your voice, or to my conscience before doing anything? Where is your seriousness
of God if you really thought so? Do you expect me to get mad from listening? [ wanted to
do what my eyes see and that’s what [ did”.

(Adam and Eve, 1982: 21)

Gjuzel’s Eve is not tempted by the devil turned into a serpent, but by her own will. Man’s
will for power is more terrible than any “devil” because he can measure his power before
him. But wilful “disobedience” for which no mediator of “evil” is to blame endangers the
authority, because it is a sign of a sober state of mind that knows how to adopt its own
attitude. If we perceive tradition as a system of dogmas, of religious and moral rules and
practices, the urge to displace its structure will be the result of societal/religious/moral
dogmas that have changed. In the 1970s, Eve rapturously protests for her free will. After
the first wave of the feminist movement which occurred at the very end of the 19" century
and during the early 20" century and was concerned with inequality from a legal point of
view, feminism of the 1960s and 1970s focused also on cultural inequality, i.e. on the role



of women in society. In that respect, Gjuzel’s text is undoubtedly relevant and a result of
socio-political reality.

Gjuzel provides an additional engaged dimension through the dramatic space: by simply
adding a platform, a speaker stand and a speaker, the Prologue gains political connotation.
The basic question posed by Gjuzel in this play is whether God can be killed in order to
become God to oneself, that is, the pleasure of having power in one’s own hands. The
theme of manipulation expressed through the relationship between Adam, Eve, and God
has a sharp political background. For political manipulation to succeed, the subject must
not become aware of their own position, they have no voice and have to believe blindly.
Adam and Eve, having once tasted the freedom of free will, cannot but rebel. And they
cannot help but recognise the bitter truth: “what if the gods reproduce like we do (...) and
what if they had already existed long enough to revive within us?” (Gjuzel, 1982: 57). Gjuzel
actually remythises the sign of Cain. Cain is not only a fratricide in the play, but above all
he is the one who dares to kill God, the supreme power, and thus to become both man and
his own god at the same time. The thematic core of this drama is the idea of anarchy and
lawlessness.

The analysis of both plays has practically proven the engaged form of the two different
plays, a comedy and an existential drama i.e. a drama of ideas/theses, through their
thematic focusbased on folk memory,but also through their paradigmatic structure linked
to certain traditional, ancient, medieval and Renaissance theatre forms. For both Gjuzel
and Bogdanovski tradition is in some way a filter through which the required distance is
reached, so that the modern times can seem “astonishing”. And such a perspective allows
for acommentary, or rather, the artist’s engaged attitude. Both authors whose plays have
been subject to analysis in this article recognise the power of tradition (both theatrical
and folk) as a measure of the values of the contemporary moment. By actualizing it
through the inversion of fixed values and norms, these authors prove that modernity
needs tradition, from its predecessors through which it can speak for itself.
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Abstract:

Contemporary theatre is an important archive of productions
that define programming policy in the context of dominant
themes of transition, while also contributing to redefining the
very mission of theatre in the present moment. This article
analyses a selection of productions of the Montenegrin National
Theatre in Podgorica and Royal Theatre Zetski dom in Cetinje
that are particularly significant for the local community
by reflecting its political, economic and social context. The
productions discussed include Otpad by Ljubomir Durkovic,
Montenegro Blues by Radmila Vojvodi¢, Enciklopedija
izgubljenog vremena by Slobodan Snajder, and two plays based
on documentary material, Ocevi su grad(ili) by Boris LijeSevi¢
and Dokle pogled seze by Arpad Schilling. These productions
employ a variety of theatrical and dramatic approaches,
with diverse authorial voices and employing a variety of
contemporary theatre methods. The environment of transition
is the only constant feature in the theatre of the Balkans. This
article can also be seen as a contribution to the reflections on
the 30 year anniversary of the fall of the Berlin Wall, or rather
as contemporary Montenegrin theatre’s perspective on the
challenges of transition that were precipitated by it. Transitional
reality creates a novum in theatre, to borrow Darko Suvin’s
term. Programming becomes an important archive of cultural
memory that holds the perspectives and views of a society in a
process of change. The archive of the productions analyzed here
testifies of the time at the beginning of the transition and the
way it unfolded seen through the lens of contemporary theatre.
They create a thematic cycle created by new body of drama in
Montenegrin theatre which refer to the challenges of the outside
world. Thisarticlewillalsoaim to map contemporary performing
practices that redefined the definition of programming policy
from within the traditional context, where the policy itself is
defined as a new programming value, a value of importance to
the community.

Keywords: transition, programming policy, contemporary theatre production, theatre
policy, community, Montenegrin National Theatre, Royal Theatre Zetski dom

CONTEMPORARY THEATRE PRODUCTION
IN MONTENEGRO AND CHALLENGES OF
TRANSITION: REDEFINING PROGRAMMING
POLICY

Janko Ljumovic

University of Montenegro

The environment of transition has been a constant feature of the theatre of the Balkans
in recent years. The context of transition may or may not be reflected in the theatre
itself, especially with regards to programming. This is because theatre often perpetuates
traditional models and doesn’t necessarily achieve the desired mission of connecting
politics and performing arts, i.e. it often falls short of “the capacity of theatre to make an
impact is immeasurable, yet rarely achieved” (Reinelt 2012:37).

Programming policy is a fruitful zone of interpretation of theatre in transition. There
can be a range of considerations in programming policy, from traditional programming
based on dramaturgical cycles of canonical drama or a selection of contemporary writing,
to positioning programming policy as a platform of exploration through art, offering
innovative aesthetic and production approaches.

Theatre cannot be untouched by the challenges of transition. An overview and analysis of
so-called traditional theatres in Montenegro may offer the opportunity to note the point
at which the shift in programming policy occurred, and at which point the programming
itself becomes the outcome of transition, that is, a reflection on the point at which the
very mission of theatre is being redefined.

Any attempt at redefining the mission of theatre in transitional societies needs to take
into consideration the issue of participation of the community and the public. The question
we should be asking is: What is the public that we engage when we plan our programming
and in return what reasons does the public have to engage with theatre here and now?

In the context of Montenegro, two national theatre institutions, the Montenegrin
National Theatre and the Royal Theatre Zetski dom, are centres of theatre production.
The programme analysis that is the focus of this article also brings forth the question of
the responsibility that national theatres have, especially in the context of cultures of so-



called small nations. These institutions are carriers of theatre systems of their countries,
and have an important role in the development of theatre arts. They are the key participants
in contemporary art scenes of their counties. “As a system of meaning, programming
recognises certain themes that, either through dramatic text or performance text, attempt
at creating a context in which they authentically create new pieces that escape the models
of ‘traditional programming’, thereby undermining the traditional mission of theatre”
(Ljumovic 2014:214).

This opens the much needed dialogue within the culture, and within the wider community.
As a medium theatre has the capacity to discuss subjects that are important to the
community in a direct and unbiased way and therefore it is “the greatest machine ever
invented for absorbing contradictions: no contradiction frightens it” (Badieu 2013:37).

Transitional reality creates anovumin theatre. Programming becomes a valuable repository
of cultural memory, with multiplicity of perspectives in a society in the process of change.
Transition has been the key word of changes in the east and southeast Europe since the fall
of the Berlin Wall.

In a wider European context, until the late 1980s institutional theatre had strong public
backing. This was especially the case in socialist counties. In the 1990s, theatre existed in
a shifting context of neoliberal economy and ideology, increasingly commercialised, and
gradually losing the state privileges. The narrative of structural weakness became the
theme of general cultural transition, discussed by cultural theorists and practitioners alike,
in the context of culture development, culture policy, management and creative production.
This narrative was produced by politicians on one side and artists and producers of the other.
And the dialogue is still ongoing - in fact, the dialogue is the process, a very dynamic one,
which does not aim to reach an outcome in the shape of a stable model. The stable model
is the model of budget subsidies, which, according to Dragan Klai¢ “cannot be a given right
and a renewable privilege” but rather they should be “the support given in recognition of
clear benefit to the society” (Klaic 2016:29). This benefit is for the citizens who are the active
audience and who find in their theatre the highest achievements of their culture. Theatre
should offer rich educational, discursive and social opportunities to their audiences.

Theatre’sresponse tosocial context and public cultural policy creates new theatrical realities,
theatre policies and practices that redefine the role of theatre in the present moment. “As
public space, theatre becomes transformed into a space of collective therapy, bringing forth
symbolic reconciliation, (possibly) originating at the micro-level of imaginary community
that comes into being for the duration of the performance between the performer and the
audience (Puric 2016:213).

This analysis of programming of two national theatres in Montenegro, the Montenegrin
National Theatre in Podgorica and Royal Theatre Zetski dom in Cetinje, will also highlight
the aspects of programming policy that respond to social context within the framework of
the aims of this article.

The archive of productions of these two theatres testifies of the time at the beginning
of the process of transition and how it unfolded in the theatre context. The productions
analysed here created a thematic cycle that established new dramatic texts within the
national dramaturgy, and which directly refer to the social reality. In this paper we analyse
productions and texts that originated from contemporary Montenegrindrama. We are aware
of the risk that the overall picture of Montenegrin theatre will remain incomplete because
the analysis does not include productions based on other texts, either from the repertory of
classic drama or contemporary writing, even though some of them were explicitly political
and enjoyed a wide-spread acclaim both from audiences and critics; they often referenced
the transitional context either through their performing practice or subject matter. Some of
those productions are: Gorski vijenac(Mountain Wreath)and LaZni car directed by Branislav
Micunovic, Princeza Ksenija od Crne Gore (Princess Ksenija of Montenegro) and Everyman
bilas directed by Radmila Vojvodi¢, Joneskomanija (lonescomania) and Malogradanska
svadba (Bourgeois Wedding) directed by Eduard Miler, Malogradani (The Philistines) and
Njegos ija (Njegos and me) directed by Paolo Magielli.

The productions that I chose to discuss offer a dynamic narrative of transition and are often
set as a mosaic of stories about so-called ordinary people, which directly communicates
with the audience. They were conceived in specific social contexts and circumstances and
are programmed as part of a loosening of the traditional model of programming in national
theatre.

The transitional productions of the Montenegrin National Theatre are: Otpad: OtadZbinsko-
porodicne trice i kucine u trinest slika (Waste: Fatherland and family odds and ends in
thirteen acts) written by Ljubomir Purkovi¢ and directed by Niko Gor$i¢ (premiered on
7 Match 2002); Montenegro Blues - Cetiri scene trivijalnog (Montenegro Blues - four acts
of triviality) written and directed by Radmila Vojvodic¢ (premiered on 4 December 2004);
Lasice (The Weasels) written by Bojana Mijovi¢ and directed by Stevan Bodroza (premiered
on 14 May 2011); Leksikon YU mitologije (A lexicon of Yugoslav mythology), written and
directed by Oliver Frlji¢ and Jasna Zmak, co-produced with NETA Association (premiered
on 6 December 2011), Jaja (Eggs) written by Natasa Nelevi¢ and directed by Niko Gorsic¢
(premiered on 23 March 2012) and Ocevi su grad(ili) (Fathers built (the city)), written and
directed by Boris Lijesevic (premiered on 5 April 2013).

The transitional productions of the Royal Theatre Zetski Domare: Enciklopedija
izgubljenog vremena (The encyclopaedia of a lost time) written by Slobodan Snajder and
directed by Lidija Dedovic (premiered on 10 November 2011); Leptir (The Butterfly) written
by Aleksandar Radunovic¢ and directed by Andra$§ Urban (premiered 26 April 2016); Dokle
pogled seze (As far as eye can see), written and directed by Arpad Schilling (premiered on 30
October 2016); Kapital — Djeca (Capital - Children), written and directed by Petar Pejakovic¢
(premiered on 5 June 2017); Sin (Son) written by Mirjana Medojevi¢ and directed by Mirko
Radonji¢ (premiered on 29 November 2017); and Kapital (Capital) written by Carl Marx and
directed by Andra$ Urban (premiered on 7 November 2018).



The plays that were the turning point in the programming policies of the two theatres are
Otpad in the Montenegrin National Theatre and Enciklopedija izgubljenog vremena in
the Royal Theatre. They mark the beginning of the so-called transitional cycle.

In the case of the Royal Theatre, the productions of the past two seasons (2016/17 and
2017/18), as well as the recent productions announced for the current season, show a
consistent programming policy that favours contemporary Montenegrin playwriting and
performances that carry strong references to current political and social issues that are
important to the local community. In this sense, we can say that the transitional context
became the framework of long-term programming planning. In this way the theatre became
visible in the community, not just by inviting participation and putting the issues that are
important to the community onto stage, but also by taking a leading role in Montenegrin
context as the dominant national theatre, showing important artistic achievements,
hosting guest performances, taking part in festivals, receiving acclaim from theatre critics
etc.

The shows Ocevi su gradi(ili) and Dokle pogled seZe are based on true stories, on material
gathered through interviews. The themes that these plays touch on are tradition and
heritage, the burden of achieving material success and greed for money, economic and
class issues - ingredients of most people’s everyday life that produce either turbulent or
indifferent relationships between them.

Theatre cannot fail to engage with the dynamics of the process of transition through which
the old system of values crumbled, and which had profound impact on public and personal
life especially on the Balkans. The space of theatre became the space of politics, the political
becoming constituted through the narratives of the community. “It is only when political
theatre manages to involve the audience into situations, events, that it establishes a public
that is its main characteristic” (Melchinger 1989:17).

The festival bulletin of the Pozorisni susreti BIH Br¢ko 2013 makes the following
observation about Ocevi su gradi(ili): “the play’s main achievement is showing the full
effect of passivization of society. This is the point when theatre must react. The theatrical
response produced by the Montenegrin National Theatre in Podgorica was more timely and
more efficient than the response of any other public institution” (Vukadinovi¢ 2013:3).

The particular stage setting and the interaction with audience in this production creates
a different kind of plenary, a debate that involves the ordinary person, where the voice of
anonymous citizen takes centre stage. The method of verbatim theatre used produces an
authentic rendering of painful experiences of transition that eat away at society with all
its anomalies and traps that we live with every day, and for which we also have to take
responsibility. The task that the director Boris LijeSevi¢ gave himself was to recognise
the drama of the place, to grasp it and to stage it and let it speak through theatre. He said:
Let’s make play HERE AND NOW. Theatre critic Ana Tasi¢ noted the atmosphere at the
opening night of the show: “The actors were unusually direct and open, which created an

effect of psychodrama, and this was received by audience with enormous trust, compassion
and sympathy, one could almost feel the dense energy of this exchange in the auditorium
of the Montenegrin National Theatre... Plays like this are important because they restore
optimism and (lost) faith that it is still possible to make theatre that moves deeply and
makes us face ourselves in authentic way™".

Theatrologist Jovan Cirilov wrote about the play in one of his columns: “For someone, the
reality would be a kitchen sink story derived from real life, and for someone else that would
be the always attractive satirical cabaret. However, for LijeSevi¢ the reality he wanted to
represent didn't fit into any existing theatre genre. This is why he created Ocevi su gradi(ili)
with those mysterious brackets in the title,and with a step ladder in the middle of the stage
like a pie in the sky, saying that in this society you can’t go up, not even with the verses
of Luca mikrokozma (Light of microcosm). This is theatre about current Montenegrin
transition, but it is much more than stage rendering of the plights of the individual, about
whom, just like in Chekhov’s plays (as someone rightly noted), we always know how much
money they have in their pocket. Only in this case it is about how much debt the character
from the play is unable to repay to the local bank ™.

Dokle pogled seze uses similar methods to tell its story of transition. The production was
directed by the Hungarian Theatre director Arpad Schilling who earned his acclaim as
one of leading Furopean theatre directors working today by translating his east European
experiences into theatre. Like in his well-known production Fekete orszag (Black Land),
in which all kind of transitional awfulness takes place inside a perfectly clean, brightly lit
stage-box, the production plays out as political cabaret. In the notes accompanying the
production, the director writes that the experience of transition is universal: “This is not
a specifically Montenegrin story. Even though we use Montenegrin place names, it doesn’t
belong exclusively to the Balkans. Using actors’ personal experiences, and my own from
Hungary and Europe, we tell a story of some sort of cattle-Europeanness as a general
experience of life”. Transition always brings dilemmas about choice of the right way, and
together with actors the director very successfully delivers this reality. His director notes
also state: “They are all complex characters, filled with hopes and fears. They dream and
make plans, even though they are unable to gauge what is realistic. They are unable to stand
on their own two feet and this is why they all expect something from someone else, help or
solution, only to end up alone with their suffering. They can both laugh and cry intensely,
and their doing doesn’t achieve anything: they are not able to make the right decision”.

The kinds of productions featured in our article are a challenge for national theatres, because
the traditional programming model of national theatre doesn’t necessarily include political
or engaged theatre - contemporary and political is sometimes seen as not sufficiently
“national”. However, the opposite is the case: the idea of better and more just society is

21 URL: http://www.politika.rs /rubrike /Kultura/Jake-emocije-u-crnogorskom-teatru.lt. html (12.09.2015.)
22 Cirilov, Jovan: “Crnogorsko danas i ovdje”, Blic, 1705.2013



an idea of national interest. Programming plays like this is emancipatory practice, which
stands at the core of history of theatre and drama.

The final two plays that we will discuss are productions that respectively opened the cycle
of transitional themes for the two national theatres. Unlike Oc¢evi su grad(ili) and Dokle
pogled seze which belong to the tradition of verbatim theatre, Otpad and Enciklopedija
izgubljenog vremena are based on dramatic texts written by prominent playwrights from
Montenegro and the region, Ljubomir Durkovic and Slobodan Snajder.

Ljubomir Burkovi¢’s Otpad describes the political everyday at the end of 20" Century, at the
height of NATO campaign against what was at the time the Federal Republic of Yugoslavia,
and which in certain sense concluded the bloody disintegration of socialist Yugoslavia. The
drama is set in a war environment and reflects back to the war-mongering of the whole
of the 1990s. It talks about post-Yugoslav transition, with exile being presented as one of
the ways out. Exile was a theme that was reflected in a number of contemporary theatre
productions across former Yugoslavia. Otpad emerges as an anti-war drama that openly
criticises the nationalist euphoria and wide-spread corruption. The play’s point of view
matched that of the audience, which shared the need to bring in perspective the trials and
tribulations of fatherland and family from the play’s subtitle.

In her selector notes for the Montenegrin Theatre Biennial 2012, theatre critic Natasa
Nelevi¢ described Enciklopedija izgubljenog vremena (written by Slobodan Snajder and
directed by Lidija Dedovic), as the most political production staged in this time period: “if
we take the political to be what is experienced and current. This drama was based on local
political material about the decline of working class, but it also talks more largely about
a society in transitional freefall. If we compare it to the recent trend of verbatim theatre
that eschews writerly fiction and focuses on purely political experience, Enciklopedija may
seem as ‘insufficiently political’; by its sometimes bizarre, grotesque, symbolical and ironic
cross-pollination of conventions of social mimetic drama and miracle plays, by overlaying
micro and macro plans (the latter represented by symbols of religious fantasies about worlds
beyond), this production induces a state of aesthetic contemplation on the totality of human
experience and existential crisis rather than inspiring direct political action. However,
this doesn’t leave us feeling short-changed: what we learn from watching this play is that
aesthetic contemplation is still good enough reason for theatre™.

Slobodan Snajder wrote this play in response to a competition for new playwriting that
was inspired by drama of Danilo Kis. The title refers to Ki$'s Enciklopedija mrtvih (The
Encyclopaedia of the Dead), the subject being the dead not the living. These are the dead
of the transition, the disappearing working class, at least the variety of working class that
we used to have in socialism, joined by tycoons, the unavoidable feature of transition, the
corporate angels of death. The competition jury noted: “The awarded play Enciklopedija
izgubljenog vremena skilfully transposes motifs from Ki$ into a time of transition-induced

23 Catalogue for the Montenegrin Theatre Biennial 2012.

shifting of values, making them current. This lucid text, a black comedy with abundant
elements of fantasy, throws us into the world of the betrayed every man - the hero of all
times”.

In case of the Montenegrin National Theatre, transitional themes are isolated segments of
overall programming, whilein the Royal Theatre theyare a part ofa consistent programming
strategy. As a participant of the EU Collective Play project, the Royal Theatre has developed
a consistent programming policy that redefined the mission of the theatre. For many years
prior, the Royal Theatre had struggled to find its identity in relation to the specific role that
it held in Montenegro’s cultural history; by innovative programming it avoided the trap
of becoming an institution that only existed in its traditional role. In this way the theatre
in Cetinje became more visible in the local community, not only through a participatory
process that brought the stories of the community onto its stage, but compared to the
Montenegrin National Theatre it also became the more dominant player in the country’s
culture overall. The thematic cycle of plays on transition such as productions that we have
mentioned here have raised audience interest in the Royal Theatre’s programme. They also
had many successful touring performances abroad.

The discussion on programming also raises the question: what is theatre today without a
context and without contextualising the issues relevant for its community. The political
history of theatre testifies that it is the political in theatre that makes it the measure of
its success. A programming that is steeped in the community is also a success of politics
as emancipatory and development-driving practice. The success is creating new audiences
and bringing back old, which restores theatre’s intellectual and political relevance. In this
way theatre becomes a meeting point of the community, a place of debate, a space holding
a multiplicity of views. Theatre professionals have the responsibility to position theatre in
public life, in communitas, the community, that since Hellenic times bestowed theatre the
privilege of being public art, created and supported by the idea that it is of public interest.

This approach to programming displays pluralism in theatre, while the intense and often
turbulent context of political transition influences authorial choices and practices, as well
as the programming policy itself, which becomes a participant in the overall transition. “In
the shadow of dominant and change-resistant traditional canon of drama, a small collection
of dramas in transit enacted a postmodern transfiguration of dramatic landscape, evoking
the contemporary and painful experience of living in front of a cracked mirror” (Nelevic
2008:6). The characters of these dramas are ordinary people, often those that we call
victims of transition. They are a gallery of dramatic characters that we see around us,
dramatic characters like our neighbours. These productions inspire empathy, heightened
emotions in the space of performance, in the relationship between stage and audience. It’s
a laboratory of social imagination, of the kind wished for by Heiner Mtller.

These examples of theatre that becomes political can also be a springboard for discussion
of the capacity of the public to debate through art, and this process can bear significance



for the capacity of politics to see evaluation as arbitrary value of completed or non-
completed. Finally we can also think about the responsibility of institutions to produce
value of publicinterest. Afterall, theatre is that very thing, an institution of public interest.
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781:4/42:(785+784(497.7)(049.32) POLYPHONY IN THE WORKS OF STOJAN STOJKOV
CREATED BETWEEN 1960 AND 1980

Abstract: Stojan Stojkov (born in the village of Podaresh,
Radovish on 17.10.1941) is one of the most eminent Macedonian
music artists. His compositional opus encompasses works of
different genres that primarily derive from Macedonian folklore
and spiritual tradition. The purpose of this paper is to explain
the author’s approach to syllables in polyphony, one of the basic
traditional principles of the organization of musical material. In
particular, the study is aimed at determining the type, manner
and extent of polyphony used in the works created by Stojan

Tihomir Jovikj
UKIM Faculty of Music, Skopje

Photo 1: Stojan Stojkov

Stojkov in the period from 1960 to 1980. For this purpose, a corpus Stojan Stojkov (born in the village of Podaresh, Radovish
was compiled of the available works (scores and recordings) on 1710.1941) has an extensive opus which encompasses
from the author’s opus during the period of twenty years. The works of different genres, which primarily derive from
following are taken into consideration: original works, works Macedonian folklore and spiritual tradition. His work
that represent folklore reproductions and music for children. includes: children’s songs, compositions for mandolin
The analysis of the works is done according to the standard orchestra, solo works, chamber music, theatre music,
procedures used in the analysis of polyphonic works. orchestral works, music-stage works etc. In the period

from 1960 to 1980, the total number of compositions by the
author, determined by the subject of study, amounts to 51
Keywords: music works, music forms, syllables, polyphony, works.
tradition.

Table 1: Frequency distribution of works by year of creation in the period

1960 — 1980
Year Works Year Works
1961 1 1974 7
1962 2 1975 4
1963 6 1976 1
1964 4 1977 2
1965 1 1978 1
1967 1 1979 3
1968 2 1980 4
1970 2 Total 51
1971 3
1972 3
1973 4




The number of works that were available for the study was 24, and in 16 of them the author
applied a polyphonic syllable as the principle of organizing the musical material.

Table 2: Frequency distribution of the available works in which there is polyphony (including the number of

sections and whether there are recordings available)

Works Number Numl?er of Recordings
sections

Three Pieces 1 3 /
Variations (a theme with XIV 1 1 Yes
variations)
Rondo Drammatico 1 1 Yes
String Quartet 1 3 /
Village Suite 1 6 Yes
Soft Morning Tenderness 1 1 /
The Blossoms 1 1 /
For Valediction 1 1 /
Two Folk Songs 1 1 /
Eyes 1 1 /
Letter (cycle) 1 4 /
Concert Music 1 3 Yes
A Hero Departed 1 1 /
Vocals 1 1 /
Pastoral (folklore) Suite 1 5
Baroque Suite 1 3 Yes
Total 16 36 5

Out of the available works in which polyphony occurs, 7 works represent cyclic forms
with 27 sections in total, and 9 works are composed in 1 section. The sections in which
polyphony occurs, as well as the acts in section 1, form a research corpus of 29 units in
which polyphony is used.

Table 3: Frequency distribution of research units by type of polyphony

Polyphony forms Number

Stand-alone 0

Section of cyclic forms 1

Polyphonic syllables within works (sections) representing other musical forms

Imitative polyphony 5
Non-imitative polyphony 12
Combined polyphony 1
Total 29

The composition Three pieces for clarinet, bassoon and piano was created in 1963. From
the title of the score, which is the author’s original manuscript, it is evident that it is a
cyclic form constructed of 3 sections (plays):

1. Isection — tempo Rubato, beat 4/4.
2. IlI'section — tempo Allegretto grazioso, beat 4/8.
3. I section — tempo Allegro, beat 9/8 (changeable).

The polyphonic syllable is applied in the second and third sections of the work.
The second section is completely polyphonic. From the example above it can be concluded
that the two-tone polyphonic syllable (clarinet-bassoon) is constructed on the basis of the
imitative technique.

Example 1: Three pieces
- Il section




Within the third section (three-part form), inter alia, a combined polyphonic syllable
occurs as well as the simultaneous application of a polyphonic and harmonic syllable.

Example 2: Three pieces - III section, third part (stretto)

In the initial periods of his creation, Stojkov often expresses his creative thought through
the piano(Composition, 1961; Suita, 1962; Intermezzo,1963; Scherzo,1964; Sonatano.1,1964;
Variation, 1964, etc.). Variation for piano (1964) is generally made in a polyphonic manner.
It is built on the basis of a two-part theme, the first part of which is a twelve-tone string
in unison, followed by the second part which is made of a two-tone polyphonic syllable.
Throughout the string of variations, the continuous gradual development to variation [X
is evident, followed by a decrease in the intensity of the music action (variations X and XI).
The next two variations (XII and XIII) once again increase the intensity of the acoustic
tissue to a culmination, after which the form is rounded with fugata in variation XIV. At
the end of the composition there is reminiscence of the thematic material.

Equally functional (imitative) polyphony has been applied to the Rondo Drammatico
composition for clarinet in C and piano from 1964.2° As an example we will quote a
fragment of the second part of the rondo where the theme (clarinet) is reproduced in the
form of a fugata, freely performed:

Example 3: Rondo Drammatico (25 - 37 beat)
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24 Duration: cca. 9. Year of publishing: DKM, 1969.

25 Tempo: Allegro ma non troppo. Beat: 4/4. Duration: cca. 5’ 30”. Year of publishing: DKM 1971.



Example 4: String Quartet - [ section, 52 — 63 beat (second theme)
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Inspired by String Quartet No 5(1934) by Hungarian composer Bela Bartok, in 1967 Stojkov b
wrote his String Quartet, composed of 3 sections representing classical music forms.?

1. Isection - prologue (tempo Adagio, beat 4/4);

Sonata form, tempo Allegro energico, beat 9/8.

2. Ilsection - three-part form (song), tempo Andante, beat 4/4.

3. llI'section - three-theme rondo, tempo Allegro vivace, beat 6/8.

The quartet has a polyphonic treatment of thematic materials. In particular, it is about

the application of combined (imitative and non-imitative) polyphony. Although from the
aspect of the principle of organization of the musical material the work is basically made

in the spirit of the neo-Baroque style, “.. in the quartet we also notice the presence of
neoclassical elements when it comes to the thematic material and the appropriate manner
of'its reproduction” (Ortakov 1982: 130).

26  Year of publishing: ZKM, 1984.




Example 5: String Quartet - Il section

Andanle
.

a1

One of Stojan Stojkov’s most significant choral work undoubtedly represents the
composition of the Village Suite for a female choir, created in 1968, “.. in which, on the

one hand, he indicated that folklore would be his permanent creative preoccupation, and
on the other — that the application of it to his works will have authentic and original
features.” (Kolovski 2013: 114) The composition is written for a three-part female choir
where the first two sections are of an authentic nature, while the third section, and the
fourth section in Song I1, are composed by the author. The Suite is composed of 6 sections,
5 of which are based on songs from Macedonian rustic folklore, while the third section is
based on an original melody.?”

1. Isection — Janko Mows a Green Meadow — two-part form (a b), tempo Rubato -
Rustico, duration: cca. 2.

2. Ilsection — Two of My Friends (four voices) — two-part form (a b), tempo Allegro,
beat 4/4, duration: cca. 15”.

3. I section - Good Morning Brother Janko (original melody) - one-part form (a),
tempo Rubato - Rustico, duration: cca. 1’ 30”.

4. 1V section - Hey the Sun Set - two-part form (a a,), tempo Rubato - Rustico,
duration: cca. 1’ 30”.

5. Vsection - Hey Stojna You Nit-picker - two-part form (a a,), tempo J = 110, beat
4/4, duration: cca. 157,

6. 1V section -~ What's The Bird Singing - two-part form (a a,), tempo Rubato -
Rustico, duration: cca. 2”.

The basic principle of organizing the musical material in this work is the multifunctional
polyphony. In the work The Polyphony in Stojan Stojkov’s Choir Works, Kolarovski
notes that in this work the author applies the so-called “... louder polyphony — a type of
polyphony that is largely adequate for folklore material and used by many composers who
refer to folklore (Stravinsky, Prokofiev, Slonimski, Shchedrin and others).” (Kolarovski
2001: 27) “The interplay of the melodies is composed in polyphony, as it is in Macedonian
folk music” (Proshev 1986: 248). Vertical structures are formed as a product of the mutual
contrapuntal melodic lines, prevailed by secundal — quartal — quintal harmony.

Example 6: Village Suite - Janko mows...

Rubato-Rustiko

Soprano

Ao

27 Text: folk (it is not a full text). Duration: cca. 730”. Year of Publishing: TEXO, 2002. From Stojan Stojkov’s
Chorus Works, p. 87 - 90; SOKOM, 2001. Stojan Stojkov - selection of chorus works, p. 24 - 7.



“With its distinctive approach to the folkloric idiom, transformed into a hitherto
unprecedented harmonious and contrapuntal style, and derived from the latent
consonances contained in the themes of the folk genius, Village Suite remains a unique
example in the Macedonian musical literature and has permanently nested in the
repertoire of numerous choir assembles in the country and in the world” (Kolovski 2013:
114).

In1972, following a text by Aco Karamanov, Stojkov created the choral work The Gentleness
of the Singing Morning for a single-sex (women’s or children’s) choir.?® The composition is
written in 1 section which unites 4 songs (I - Andante, 3/4; 11 - Allegro, 6/8; 111 - Lento, 4/4;
IV - Maestoso, 4/4). The dominant principle of the organization of the musical material in
the work is the harmonic syllable, but there are instances of polyphonic syllable, mostly
combined polyphony, that also appear in certain parts.

Example 7: The Gentleness of the Singing Morning (I song - beginning)

My3uka: Crojas Crojror
reker: Ao Kapanmanos
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After the initial imitative exhibition of the theme in sopranos 1 and 2, a harmonic syllable
is applied in the following course of the first song.

Example 8: The Gentleness of the Singing Morning (Il song)
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I — = = = 1
51 .:_ ; i — T Vo ¥, ]
- — = ; = —r ]
. mf
Mon He re o - TH - Ha
—— g% S
s ||l SEEETE=E === EE e e ===
. I r —_—
He - ro ac TR na e noT K KO p:!. ne a M e
A jéﬁ ! ——3 i 3 3 —5—
| [ = I
o mf *

28  Year of publishing: TEHO, 2002. Of Stojan Stojanov’s Choral Creation, p.123 - 29; DKM, 1973. Collection of works
for one-gender: men’s, women’s and children’s choirs, p. 69 - 76. Note: the composition is dedicated to Tode Radevski.
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In 1973, the author wrote the work The Blossoms for a mixed choir.*® The form of this
choral work is pre-composed, the tempo is Moderato, beat 4/4. The composition begins
with a two-tone polyphonic syllable, initially with a free imitative execution of the theme
in the sopranos and altos, after which it is transformed into a harmonic syllable that
remains until the end of the composition.

Based on the sixth poem (Farewell) from the poetry collection White Dawns (containing
12 poems) by Kocho Racin (1939), Stojkov wrote the composition Farewell for a mixed choir
the in the same year (1973).3° The work is built on the principles of the harmonic syllable,
but at the beginning of the section the author applies non-imitative polyphony.

Example 9: Farewell
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29 Text: Slavko Janevski. Duration: cca. 2. Year of publishing: DKM, 1973, in Collection of adaptations,
harmonisations and compositions for mixed chorus, pp. 111 - 15. Note: This choral work won the second prize at the
competition on the occasion of the 30™ anniversary of the National Revolution.

30 The tempo is not indicated on the score. Beat: 7/8. Year of publishing: TEHO, 2002. Of Stojan Stojkov’s Choir
Creation, p. 61 - 6.



According to Gjorgji Smokvarski’s melographies, in 1974 Stojkov composed Two Folk
Songs for a children’s choir.® The songs are produced in 1 section (I - » = 168, 7/8; II -
Larghetto - J = 60, 4/4). Within the second song, a short fragment appears that brings a
combined polyphony type. Namely, the theme begins with an imitative execution for the
quartet above in the two upper voices, while the third voice brings a free contrapuntal
melodic line that has the function of a harmonious complement.

The poem Eyes written by the prominent Macedonian poet Aco Shopov was the inspiration
for the author to create the eponymous work for a mixed choir (1974).32 In addition to the
harmonic syllable,a polyphonic syllable (combined, imitative and non-imitative polyphony)
is also used in the composition.

Example 10: Eyes (beat 46 — 54, imitative polyphony)
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31 Text: folk. Year of publishing: ZMP - Skopje, 1980. Collection of Choral Songs for One-gender choirs, p. 37 - 8.

32 Tempo: Andante. Beat: 4/4. Duration: cca. 4’ 30”. Date of publishing: DKM, 1976.
Note: The poem Eyes, dedicated to Vera Jocikj, was initially published in Nov Den, No. 1-2, 1946.

The 4-poem elegiac cycle Letter for a voice and chamber orchestra from 1975 is based on

lyrics by Tome Bogdanovski.*

L.
2.
3.
4.

[ song — Sanatorium - tempo Andante - animando, beat 4/4 (9/8).
Il song — Macedonia - tempo Grave, beat 4/4.
I11 song — Letter - tempo Larghetto, beat 4/4.

IV song — Curse - tempo Allegro mobile, beat 2/4.

“And just as the author of the text was inspired by the Macedonian folk song For Three
Years, Kate, [ Have Been Lying Ill, the composer also adds in some details that show a
certain melodic affinity with the musical component of the same song” (Ortakov 1982:
144). The pastoral introduction of the first song (Sanatorium), which prepares the soloist’s
performance, is based on the principle of multifunctional (non-imitative) polyphony.

Example 11: Sanatorium - introduction (1 - 12 beat)
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Concert Music for xylophone, vibraphone and string orchestra, 1975 (reworked 1999 as
Concert for Marimba, Vibraphone and String Orchestra), is a virtuoso 3-section work >

1. Isection — introduction (tempo Largo, beat 4/4) + free sonata form (tempo Allegro,
beat 4/4), duration: cca. 4 30”.

2. II'section — two-part form (a b), tempo Largo con sentimento (I = 48), beat (6/4) 4/4,
duration: cca. 4.

3. IlIsection — three-part form(aba,), tempo Allegro vivace, beat 4/4, duration: cca. 3’

The work is based on the principle of Baroque concerto grosso, with thematic materials
whose construction is associated with the Baroque style, but coloured with a folk tone
that is characteristic of the author’s creative thought. A rich polyphonic score with an
emphasis on a variety of imitative techniques can be found in all sections of the work.

Example 12: Concert Music - I section (1 - 18 beat)
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34 Duration: cca. 11’ 30”. Year of publishing: DKM, 1978.
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In 1977 Stojkov composed A Hero Departed for a mixed choir.® Within the section, besides
the harmonic syllable, a polyphonic syllable is also used, which is a multifunctional (non-

imitative) polyphony.
Example 13: A Hero Departed
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35 Text: folk. Tempo: Andante moderato. Beat: 7/8. Duration: cca. 3. Year of publishing: TEHO, 1984. Awarded
compositions on the SRM Festival of amateur chorus competition ,Tetovski horski odzivi’, 1983, p. 49 - 54.



Non-imitative polyphony is particularly prominent in the composition Vocals for a double
women’s choir, 19793 What’s characteristic of the musical material in this work is “..
the work of micro motives, often only in isolated tones, where the paradoxical effect of
imitations is increased and the imitations of two-vocal can be clearly heard, resulting
in a spatial effect corresponding to mutual yells in folklore’(Kolarovski 2001: 28). The
composition is characterised by “.. a dominance of a multiplicity of sub-voices, without
the presence of the main melody, which create the effect of clustered sound points that
require careful listening and are characteristic of sonority — shimmering, unstable,
colourful sounds. As if the main melody is gradually crystallizing, as if'it is in the process

of formation and only appears at the end of the work... (Ibid.).

Example 14: Vocals (1 - 12 beat)
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36 Tempo: Andante. Beat: 4/4. Year of publishing: TEHO, 2002. Of Stojan Stojkov’s Choral Works, p. 145 - 53.

(34/42 beat)
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A pastoral (folk) suite for piano from 1979 is a cyclic form of 5 sections.*”

L.
2.

[ section — tempo Allegretto - espressivo, beat 4/4.

[T section — tempo Andante, beat 4/4.

37 Date of publishing: SOKOM, 1996. Edition Macedonian music for piano, Collection IV, Suites, p. 26 - 31. Petkov

edition, 1995.



3. Il section — tempo Andante recitativo, beat 3/4.
4. 1V section — tempo Andantino imitacione, beat 2/4.
5. Vsection — tempo Allegro, beat 5/8.

The polyphonic syllable is applied in the third and fourth sections. At the beginning of the
third section there is an imitation of the thematic material at the bottom quarter.

Example 15: A Pastoral (folk) Suite — III section
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The fourth section of the suite is based on the principle of reverse, specifically double
contrapuntal octave.

Example 16: A Pastoral (folk) Suite — IV section
IV

Amdanting imitacione
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Polyphony is a basic principle of the organization of musical material in the Baroque suite
for flute, viola and harpsichord (1980). From the title itself, it is evident that the author’s
intention is to write a work in the context of the Baroque style. The suite is composed of
three sections.?®

1. Isection — harmonic modus — e - moll, tempo (indicated in the score), beat 4/4,
duration: cca. 4.

2. II'section — harmonic modus — a - moll, tempo Adagio, beat 4/4, duration: cca. 2.
3. II'section - harmonic modus — a - moll, tempo Adagio, beat 6/8, duration: cca. I’

Unlike the first and second sections where the polyphonic syllable is embedded on the
principle of multifunctional (non-imitative) polyphony, the third section is a working
imitation (equally functional polyphony). It is a polyphonic form which, from all aspects
(form, treatment of thematic material, polyphonic procedures, etc.), we will define as a
stand-alone fugato.

Example 17: Baroque Suite - III section

sg Allegro
4

Fl.

Via.

FL

Via.

38 Duration: cca. 7.
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Conclusion

The analysis of the works by Stojan Stojkov created in the period that was the focus of our
interest, as well as our empirical knowledge of his entire work, lead to the conclusion that
some of the main features of the author’s creative style are Macedonian, primarily rustic,
folklore and the polyphonic syllable as a principle of organization of musical material. This
is also emphasized by Kolovski who says that in all his works “.. the relations with folklore
are almost inevitable, and the tendency to their rustic part enables the author, relying
mostly on folk diaphone, to use specific harmonic and polyphonic solutions, multi-layered
accord harmonies and various formal structures” (Kolovski 2013: 114). He further notes
that “the attachment to the tradition of his own country is also manifested by Stojkov
through a series of creations deriving from our spiritual tradition (‘Mirrors”, “Tropar na Sv.
Kliment”, “Dostojno est”, and in particular — “Psalmi”). Furthermore — with the use of an
instrumentarium in which some of the folk instruments (kaval, tambura, ut, canon, drum,
etc.) occupy a special place, most notably are present in the ballet Tashula - Ohrid slave, in
which elements from our folk dance tradition are transferred.” (Ibid.)

In general, it can be said that this period as a whole anticipates the widespread use of
polyphony in the entire work of Stojan Stojkov. Thus, we can conclude that in this period
we come across the following types and ways of using polyphony by this author: as free
contrapuntal, imitations, combined polyphony, but also as polyphonic forms. “At the same
time, his compositional approach prefers an active attitude in which the art of the folk

genius is transformed, most often by the means of a moderate language of modern music
techniques, into works that both benefit from new expressive and artistic qualities, and
on the other hand — a universality that enables them to communicate with audience and
performers from different cultural circles.” (Ibid.)

Stojan Stojkov has received many awards and recognitions for his work.
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Abstract: In modern society, digital convergence contributes
to interoperability between different media, with a high
level of interactivity between the users and the means of
communication. Therefore, it is essential to find and formulate
anew basis for copyright and related rights that will provide the
necessary legal protection for authors, artists, users, etc.

Collective Management and Collective Copyright and Related
Rights Organizations face many challenges in the digital
environment. Digital rights management provides right holders
with individual oversight, monitoring and measurement of
broadcast copyright works and objects of related rights through
the media, thus allowing greater transparency.

Collective management organizations, which have made an
outstanding contribution since the second half of the 19t
century towards promoting culture and the progress of the
media industry in our societies, and which have remained
powerful organizations to this day, are currently experiencing
a strong wave of change.

The media is at the forefront of the changes caused by the
impact of digital technology. The nature of digitalization and its
implications for broadcasting are increasingly being explored.
There is also a growing need to analyse the consequences
of the changes caused by the impact of digital technology on
broadcasting, as well as the appropriate change policy.

Keywords: copyright and related rights, collective achievement,
broadcasting organizations, music works, vocal and
instrumental performances, broadcasting

THE CHALLENGES OF DIGITAL MANAGEMENT OF
ARTISTS-PERFORMERS’ RIGHTS WITHIN THE
MACEDONIAN LEGAL SYSTEM

Dimitri Chapkanov
UKIM Faculty of Music, Skopje

INTRODUCTION

In modern society, digital convergence contributes to interoperability between different
media,withahighlevelofinteractivitybetweentheusersandthe meansof communication.
Therefore, it is essential to find and formulate a new basis for copyright and related rights
that will provide the necessary legal protection for authors, artists, users, etc.

Collective Management and Collective Copyright and Related Rights Organizations face
many challenges in the digital environment. Digital rights management provides right
holders with individual oversight, monitoring and measurement of broadcast copyright
works and objects of related rights through the media, thus allowing greater transparency.

Collective management organizations, which have made an outstanding contribution
since the second half of the 19t century towards promoting culture and the progress of
the media industry in our societies, and which have remained powerful organizations to
this day, are currently experiencing a strong wave of change.

The media is at the forefront of the changes caused by the impact of digital technology.
The nature of digitalization and its implications for broadcasting are increasingly being
explored. There is also a growing need to analyse the consequences of the changes caused
by the impact of digital technology on broadcasting, as well as the appropriate change

policy.

The purpose of this paper is to explore the legal framework of the model of the system
for electronic evidence of broadcast copyright works or objects of related rights, as well
as the technology used in practice, especially in the context of the rights management
of performing artists (this paper is a continuation of the study of Chapkanov, D et al.)*®
Several key findings concerning the improvement of the electronic evidence system in
legal and technical terms are presented at the end.

39  Source: https://www.ceeol.com/search/article-detail?id=569798




Electronic evidence system of broadcast copyrights, or objects of
related rights

On the basis of Article 135-a of the Law on Copyrights and Related Rights (Official Gazette
of the Republic of Macedonia No 115/10, 140/10, 51/11, 147/13, 154/15 and 27/16) (hereinafter
referred to as the LCRR), for the purpose of electronic evidence, data processing, monitoring
and control of broadcast copyright works, or objects of related rights, collective management
organizations are obliged to provide and install a system for electronic evidence of broadcast
copyright works, or objects of related rights (hereinafter referred to as the Electronic
Evidence System) in the radio and television organizations.

The electronic evidence system is an integrated information and communication solution
with a secure level of protection through which electronic recording, data processing,
monitoring and control of broadcast copyright works, or related rights objects (objects of
relatedrightsare performancesby performingartists, producers’ phonograms and programs
of radio and television broadcasting organizations). This means that all music works as well
as vocal and instrumental performances of performing artists (singers, backing vocals,
instrumental performers, etc.) broadcast by radio and television organizations are recorded
through the electronic evidence system.

Radio and television organizations are obliged to provide their own compatible system
ensuring connection to the electronic evidence system and to enable the collective
management organizations to install the electronic evidence system.

The electronic evidence system ensures, in particular:

—identifyingcopyright works,orrelatedrightsobjects(vocalandinstrumental performances
by performing artists, singers, backing vocals, instrumental performers, etc)), at the time
when they are broadcast on a program on radio and television organizations, with allowed
time deviation;

—recordings ofbroadcast copyright works or objects of related rights(vocal and instrumental
performances by performing artists, singers, backing vocals, instrumental performers, etc.);

—daily, monthly and yearly reports and other periodic reports on broadcast copyright works,
i.e. objects of related rights (vocal and instrumental performances by artist-performers,
singers, backing vocals, instrumental performers, etc.), by specified parameters (number
of copyright work broadcasts, i.e. vocal and instrumental performances of performing
artists, broadcasting time, duration of broadcasting, identification of the radio and
television organizations on which the work is broadcast, daily report for radio and television
organizations documented data broadcast copyright works or musical performances in the
electronic evidence system);

— electronic notification on interruption of the operation of the electronic evidence system
to the person in the collective management organization and the person in the radio and
television organization; and

— storage of data from the electronic evidence system for five years as of the date of their
evidence.

Vertex Media Logger is software developed by Vertex Broadcast Solutions. It consists of
the following 4 components:

+ Vertex Media Audio Fingerprint Initial Database Creator,

+ Vertex Media Logger Client,

+ Vertex WCF Service, and

+  Vertex Media Account.

1.1. Vertex Media Audio Fingerprint Initial Database Creator

This component creates an initial base of audio fingerprint of works that will be provided
by the collective management organization. This component produces audio fingerprints
of each of the works that will be provided and have ID3 Tags. The software will store both
ID3Tag data in the database and filenames and paths and will take a time segment of each
user-run work configured. Such created database will be used at the official start-up of the
system.

The whole system is designed to automatically update the base and “learn” over time.

1.2. Vertex Media Logger Client

This application collects information about works that have been broadcast in two
different ways to gather the information.

The first module operates by direct analysis of the audio files broadcast on air and installed
directly on the PlayOUT in radio stations.

The second work module analyses live audio streams, whereby the stream can be delivered
as physical audio input, internet stream, etc. It may be also installed in TV stations.

1.2.1. Execution of installation in radio stations

This component is installed in radio stations. It is installed on PlayOUT in radio
stations. This Windows service has the following functions:

+ tracks programs intended to “play out” audio files: Winamp, Traktor, Dj-Pro lite
... — tracked files: mp3, wma, wav, ogg, etc.

- creates an audio fingerprint of each broadcast work,

+ reads ID3Tag data,

+ reads the name of the file that is being “played out” on the programs mentored by
the service, as well as the local file path,



- cuts off part of the broadcast work from a specific position from the work (user- it is assigned to its local ID assigned in the database. If it does not find the work
configured) and a certain length (user-configured), then the client is requested to send the work to complete the database. The received
- sends this data along with the radio station ID to the Vertex WCF service, and work is used to make a set of audio fingerprints and complete the base. If there is an
ID3Tag, it is added to the database as well as the file name and local path. This data

+ upon request this service sends the entire file to the Windows WCF service to
enriches the base. With each new work the system has greater recognition power.

make an audio fingerprint and add it to the database.

o . 1.3.2. Functions when receiving data from a client installed in the radio
Minimum necessary hardware and pre-installed software: .
stations:
« P4 or up-to-date computer, min 512MB RAM, + accepts the data (package) sent by the client,
* permanent Internet connection, + records the data in the log file and
* antivirus exemption, for smooth operation, « tries to find the work according to the audio fingerprint. If it finds the work then
+  Windows XP SP2, Windows Vista, Windows 7 or Windows 8, and it is assigned to its local ID assigned in the database. If it does not find the work, it
. pre-installed NET Framework 4.0 — distributed free of charge. does not receive a local ID and it is not treated as a music work, but it is stored in the

history and can be replayed as needed.
1.2.2. Installation in TV stations y play
Minimum necessary hardware and pre-installed software:
« PCserver, i7, or DualXeon, 16GB RAM,

+  Windows Server 2008 or a new Windows Server,

This component is installed in TV stations on a computer on which this service
is installed and on which a signal is transmitted on the air. This Windows service has the

following functions:
+ pre-installed .NET Framework 4.0 - distributed free of charge,

+ pre-installed IS 7.0,

+ antivirus exemption, for smooth operation, and

« at a specified time (user-configured), a certain signal length (which is also
configured) is sampled,
- anaudio fingerprint is made of this length and

. this data together with the TV station ID is sent to the WCF service « permanent broadband internet connection with unlimited bandwidth.

Minimum necessary hardware and pre-installed software:

« P4 or up-to-date computer, min 512MB RAM,

14. Vertex Media Account

. permanent Internet connection This software has the following functions:

. antivirus exemption, for smooth operation + enables management of the base to verify the reliability of data in the base,

«  Windows XP SP2, Windows Vista, Windows 7 or Windows 8, and - refines the base,

. pre-installed NET Framework 4.0 — distributed free of charge + prepares reports for the needs of the collective management organization,

« enables authors to access the data on the broadcast of their work,

- enables oversight over the operation of the system of the Ministry of Culture

1.3. Vertex WCF Service
and the Ministry of Information Society and Administration, and

This WCF service receives all the data sent by the clients. Its operation depends on which . provides access to the system of the Ministry of Finance - Public Revenue Office.

client’s performance the data is received. . )
Minimum necessary hardware and pre-installed software:

1.3.1. Functions when receiving data from a client installed in the radio - P4 or up-to-date computer, min 512MB RAM

stations: .
+ permanent Internet connection,

» accepts the data (package) sent by the client, - antivirus admittance, for smooth operation,

»  records the data in the log file and +  Windows XP SP2, Windows Vista, Windows 7 or Windows 8, and

- tries to find the work according to the audio fingerprint. If it finds the work then - pre-installed NET Framework 4.0 — distributed free of charge.
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Licence for use of the electronic evidence system

In accordance with Article 135-B of the LCRR, The Ministry of Information Society
and Administration, upon prior opinion issued by the Ministry of Culture, shall issue a
license to use the electronic evidence system at the request of the collective management
organization.

If the Ministry of Culture has issued collective management licenses to more than
one collective management organization with similar or different types of rights, the
organizations shall be obliged to conclude a contract to govern the manner of joint
security and installation of the electronic evidence system, within 60 days as of the date
of issue of the relevant collective management license, and the Ministry of Information
Society and Administration upon previous opinion provided by the Ministry of Culture
shall issue a consent for joint use of the electronic evidence system.

The Ministry of Culture, by the Decision made on 02.01.2015, issued a license to the
Musical Copyrights Society of Macedonia (ZAMP) - Skopje for use of the Electronic
Evidence System of broadcast copyright works by radio and TV organizations - Vertex
Media Logger, produced by Vertex Broadcast Solution from Prilep.

The Ministry of Culture, by the Decision made on 24.02.2015, issued to the Collective
Rights Management Organization of Phonogram Producers and Music Performers MMI
Skopje a license for use of the Electronic Evidence System of broadcast phonograms and
recorded music performances that are GRID CEE by themselves.

Rights and obligations of the collective management organizations
related to maintenance of the electronic evidence system

According to Article 135-c of the LCRR, collective management organizations are obliged
to appoint a person to monitor the operations of the electronic evidence system.

If the Ministry of Culture has issued collective management licenses to more than one
collective management organizations with similar or different types of rights, those
collective management organizations shall jointly appoint a person to monitor the
operation of the electronic evidence system.

The person is obliged to check the compatibility of the radio and television organization
system for the purpose of installing the electronic evidence system, toinstall the electronic
evidence system with the radio and television organizations, to keep it in operation and to
monitor the work of the electronic evidence system.

In case of interruption of the electronic evidence system, the person shall be obliged
to take immediate measures to eliminate the causes that led to the interruption of the
system.



If the interruption of the operation of the electronic evidence system is caused by
interference with the operation of the computer system in the radio and television
organization, the person shall be obliged, within three hours of the commencement of the
interruption of the operation of the electronic evidence system, to inform, by electronic
mail, or telephone, the radio and television organization and provide instructions for
removing the interference to the system operation and / or to eliminate the interference in
the computer system directly in the premises of the radio and television organization. The
person shall be obliged to draft a report on the actions taken to eliminate the interference
to the operation of the electronic evidence system.

Collective management organizations shall be obliged to provide the authors, or the
holders of related rights, insight into the data from the electronic evidence system relating
to their broadcast copyright works, i.e. the musical performances by the performing
artists.

Collective management organizations shall be obliged to provide the radio and TV
organizations, insight into the data from the electronic evidence system relating to their
broadcast program containing copyright works, i.e. related right objects, i.e. the musical
performances by the performing artists.

The insight shall be allowed through a special user account with username and password.

Rights and obligations of radio and tv organizations related to
maintenance of the electronic evidence system

Pursuant to Article 135-d of the LCRR, the radio and television organization shall be
obliged to appoint a person to monitor the work of the electronic evidence system in the
radio and television organization.

The person shall be obliged to monitor the work of the electronic evidence system and to
maintain the installed system in the radio and television organization in communication
with the electronic evidence system in the collective management organization.

If the person detects that the electronic evidence system does not function in the radio
and television organization, he / she shall be obliged to take immediate measures to
eliminate the interference to the operation of the system and notify the person responsible
for monitoring the work of the electronic evidence system in the collective management
organizations.

The person shall be obliged to follow the instructions for removing the interference to
the operation of the computer system in the radio and television organization provided
by the person in charge of monitoring the work of the electronic evidence system in the
collective management organizations and to enable him / her access to the computer
system of radio and television organization.

Supervision of the electronic evidence system operation

Pursuant to Article 135-e of the LCRR, the Ministry of Information Society and
Administration carries out technical supervision of the operation of the electronic
evidence system.

The description and technical characteristics of the electronic evidence system, the
services it provides, protection measures, minimum technical requirements to be fulfilled
by the radio and television organization to ensure compatibility with the electronic
evidence system and other matters relevant to the operation of the system shall be
prescribed by the Minister of culture, in accordance with the Minister of information
society and administration.

Proposals for improving the technical characteristics of the electronic
evidence system

The Ministry of Information Society and Administration, within its competences, shall
make the following proposals for improving the technical characteristics of the electronic
evidence system:

+ The software must recognise broadcast works in real time or with a maximum
delay of 30 seconds.

+ Each commercial broadcaster shall have its own username and password for the
system login, where it can see in real time which work is being broadcast at a cer-
tain point, or is broadcast live. Such insight will show the editors of'a commercial
broadcaster that a collective management organization has software that displays
real data and keeps a proper record of copyright broadcasts, or objects of related
rights (music performances by performing artists).

+ Each author or artist-performer shall have his / her own username and pass-
word for the system login, where media that broadcast the work, i.e. performance
related to the logged-in user of the system will appear in real time.

+ Forany logged-in user (collective management organization, commercial broad-
casters, authors or performing artists), the system shall provide different reports
for a certain past period and the realised broadcast (how many times it was broad-
cast, when it was broadcast, duration of the broadcast, through which commercial
broadcasters were broadcast, author, performers, title of the work).
The digital rights management of performing artists shall enable each artist-performer,
through his/her username and password, to individually log in to the electronic evidence
system and gain insight into each of his performances broadcast on the radio and
television organizations in Macedonia.

This shall ensure greater transparency and cooperation between performing artists, radio



and television organizations and the collective management organizations. Transparency
will be achieved for all stakeholders regarding the broadcasting of the artist-performer, in
what period, how many times, on which radio and television organizations it was broadcast
etc. This is in the interest of cooperation between radio and television organizations and
collective management organizations, since radio and television organizations shall be
obliged to submit broadcast playlists.

Furthermore, digital rights management of performing artists shall allow for an
appropriate distribution of fees for performing artists, collected by the collective
management organizations. Each artist-performer shall receive remuneration, according
to the broadcasting data, i.e. based on how much the artist-performer was broadcast on
the radio and television organizations.

Hence it can be concluded that the maxim “you get what you give” can be replaced by the
maxim “the more music — the more money”. Namely, the more performing artists are
broadcast on radio and television shows, the higher the compensation that they receive.
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