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ARS ACADEMICA

BOBE/I KOH JYBUWJIEJHUOT JECETTHU BPOJ HA ARS ACADEMICA

OBoj necertu jyouseeHn 6poj Ha cicanueTo Ars Academica e 0coO€HO 3HAa4YacH 3a CUTE KOU
ce MHBOJBHPAHU BO HEroBaTa IMOJATOTOBKA M MyOJIMKYBame, HO W 3a MOMIMPOKATa jaBHOCT.
Hwu3s roguauTe Ha orcrojyBame, 3anmounyBajku o 2014 roauaa kora Oeire u31aJeH IPBUOT
0poj, CIIMCAaHUETO Ce MO3UIMOHUPAIIEe BO MAKETOHCKHOT Hay4eH MPOCTOP, HO M TOMIMPOKO
aKTyalIM3upajKu Tpaliama KOW ce JAMPEKTHO MOBP3aHU CcO CepuTe Ha JIejCTBYBame Ha
UHCTUTYIMUTEe u3naBayu. Cexoj HOB Opoj 3Hauelle HOB IMPEAM3BUK 3a MOJ00pYyBame Ha
COJP)KUHUTE, TMPOLIUPYBAKE€ HAa OpPraHMU3AIMCKUTE MOTCHIMjalld, I[IOCTaByBame Ha
MPOBOKATUBHU U AaKTyeJIHH TEOPUCKHU TMpallaka M MPHUBIEKYBalkbe Ha HOBa NyOiMKa.
Jybuneute eqHOBpeMEHO HE MOTTUKHYBAAT Jla HalpaBUME peKaluTyaluja Ha cpabOTEeHOTO.
3aroa Ha MOYETOKOT HEKOJKY €JeMEHTapHU TMpaliakba W OJrOBOPH 3a MPOIECOT Ha
co3laBame, uzejara, opMaroT U COApPKUHUTE. BepojaTHO OHA MITO MPBUYHO KAKO MpaIIamke
ce nocraByBa e: IllIto e Ars Academica? Toa e Hay4HO-MCTpa)XKyBauko CIIMCAaHHE 3a
M3BEJyBauKM yMETHOCTH, E€IWHCTBEHO BO oOBaa cdepa BO Hamara 3emja. Herosara
WHTEPANCIUILUIMHAPHA TTOCTaBEHOCT M TPETMaH Ha TEeMH OJ objacra Ha akTepckara urpa,
pexxujaTa, My3HKOJOrujara, (WIMOT, €THOMY3UKOJIOTHjaTa, TaHIIOBaTa TeopHja,
MPOAyKIMjaTa, HO M TMeJarorujara, MCUXOJIOTHjaTa, MCTOpHjaTa HAa YMETHOCTa WTH., TO
3rojieMyBa YHUTATENCKUOT ayAUTOPUYM H JaBa MpOIIHMpeH omndaT Ha TEMHUTE KOU Ce
oOpaboTryBaar. V3MHHATHOT MEpHOa HU MOTBPIM JeKa € MPOHajAeH nobap ,,peuent Bo
OJTHOC Ha KOHIIMITUPAE U MPE3CHTUPAE HA COPIKUHHTE.

Kako cé 3anouna? Bo enen cocem crnoHTaH pa3roBop co kojemkara AHa CTojaHOCKa ce
M3pOJH, HO TPEKy MOHATAMOIIHU JHCKYCHH M JIOTOBOPH CE€ KpHCTAM3Wpalle Hjaejata 3a
co3llaBamke Ha MPOCTOP KajJe MITO K& MOXKE Jla ce TOJIKYBaaT, Ja Ce MPOMHCIyBaaT, Ja ce
U3JI0’KYBaaT TEOPUUTE U MPAKTHKUTE HA U3BEAYBAaUKUTE/CLIEHCKUTE yMeTHOCTH. [IpocTop Koj
ke Ounme moie 3a cpenda, Kommapauuja, ¢ys3uja Ha pas3jIMYHUTE MOTJIEAM U CTaBOBU 3a
TeaTapcKUTe YMETHOCTH IpeJl C¢ HaMEHET 3a HACTaBHHOT KaJap, HO U 3a CUTE OHHE KOH ce
3aHMMaBaaT co u3BenOa. [losmThka Ha cHOUcaHMETO € Ja Ce NOTTHKHYBAaaT MIIAJUTE
UCTpa)KyBaul M pPEUYHUCH BO Ce€KO0j Opoj MMa TEKCTOBM BO AaBTOPCTBO OJ HajmiajgaTa
TeHepalyja co MTO BOCMOCTaByBaM€ KOHTHHYHUTET M MOXKHOCT 3a IPOMOIIMja Ha HUBHHTE
HUCTpakyBama. MaejaTta 3a cCmucaHHMETO BEpOjaTHO Ke OCTaHeINIe caMoO Hjeja, TOKOJIKY BO
peanu3aiyjara akTHBHO HE C€ BKJIyYea TOTAITHUTE PaKOBOIUTENH, NEKAaHOT Ha DaKylITeToT
3a My3uuka ymeTHocT mnpod. M-p [opmana Jocudoa- HenenkoBcka M JeKaHOT Ha
@akynTeToT Ha JpaMCKU yMeTHOCTH mpod. M-p Jlazap CekynoBCKH, IITO PE3yJITHUpALIEe CO
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W3/1aBamke Ha JBOOPOj BO mMpBara roAuHa. bapeM mocera co €IeH HMCKIYYOK KOj 3Hadyele
MOBJIEKYBalke Ha DaKynTETOT 3a My3UUka yMETHOCT kako u3fasad (2019 u 2020 roguna),
CUTe JEKaHW M JEKaHCKHU yIpaBu Oe3pe3epBHO o MOAJPKYBale NyOIHKYyBambeTo Ha
cnucanuero. Toa mpojoimkyBa co akryenHure npod. m-p Hapuja AHIOBCKa, JIeKaH Ha
@DakynTeTOT 3a My3MYKa YMETHOCT, W BOH. mpod. M-p bechopr Wnpusu, nexan Ha
@akynTeToT Ha APAMCKH yMETHOCTH. Bo oBaa mpumimka cakaM OCOOEHO Ja ja MOTEHUUpaM
MOJAJPIIKATA KOja CIUCAHUETO ja noOuBa ox YHuBepsuteroT ,,CB. Kupun m Meroamj®,
Ckormje.

KakoB ¢opmar uma cnucanuero? Bo npBUTE HAIPTH M MPOCKIHMH CE CIOKUBME JIeKa
Tpeba Ja Kpewpame CIUCaHWEe INTO Ke Ouje MeryHapoJHO eTa0JMpaHo U pedepeHTHO.
[IpBuoT uyekop Oemie opopMyBame Ha yperyBaukd OJ0OP CO WICHOBH KOM K€ IMOKpPUBAat
pas3nuuHH obnacTu (Tearap, My3WKa, TaHI) U KO joaraar He camo oJ MakeJqoHHja, TYKY U
O]l PETHOHOT, HO U MomuMpoko. [IpBuoT ypemyBauku oa60p ro counHnyBaa Coma 3apaBKOBa-
[lemapocka, Ama Crojanocka, Mwumen IlaBmoBcku (Makenonuja), Ana Mapuja bospa
(Yurapwmja), ejs Buncon (CAN), Jlana lypakosuk (XpBatcka), 3opan JKuskosuk (Cpouja),
Hywa Hjapanu (Benuka bpuranuja), Teomop IlomoB (byrapmja) u Jleon Credanuja
(CioBenuja). Bo TekoT Ha OBHE T'OJMHHM KOPIYCOT HA YPEIHHUIIM PEYHCH U HE CE MCHYBAIIIE,
TYKy ce JONOJIHyBamie M cera Toj € Bo cocraB: AHa Crojanocka, Coma 3apaBKOBa-
[lenapocka, Ana Crojanocka, Mumen IlaBnoBcku (Makenonuja); Ana Mapuja bospa
(Yurapuja); HejB Bunconm (CAJl/Hor 3emannm); Jlama [lypakoBuk (XpBarcka); 3opaH
XKuskopuk (Cpbuja); Anexcannpa [Toprman (I1IBajuapuja); Pobept Cazmor (ABcTpainja) u
Jleon Credannja (CnoBenuja). YpeIHUIITBOTO € POTAIMCKO, TaKa IITO TJIABHUOT YPEIHUK
Ha roJIMIITHO HUBO ce MeHyBa. Cekoj Opoj MOHECYBa TPETMaH Ha OJPE/ICH TeMaT IMOBP3aH WIH
WHULMPAH O] aKTYEJIHUTE COCTOjJOU (Kako mpuMep O ro jajia NpeTxoAHUOT Opoj miTo Oerre
nmocBeTeH Ha yMmeTHocTa Bo Bpeme Ha KOBUJI-19). Temarckute Hacoku ce yTBpAyBaaT BO
KOOpIWHAIIMja CO YypeAyBauykKUOT OA0Op M KOPECHOHIMpaaT coO Tpallama TrI00aIHO
aKTyalu3upaHu Bo obnacTute oA uHtepec. Ctatuute ce pereH3upanu. J[uHaMukara € eneH
Opoj TOOUIIHO MOpaau MoTpedara oJ MOATOTOBKA HAa KBAJIUTETEH MaTepHjall, MPOLEecoT Ha
pelieH3upame, ja3uyHa NpoBEpKa M IpeBeAyBame WTH. llocnennure yeTwpu u3gaHuja ce
00jaBeHU JBOja3UYHO HA MAKEJOHCKHU U HA aHTJIMCKH ja3uK.

Kou ce conpxxunute Bo 0B0j 1ecettu 06poj? OBoj necertu O6poj € MOCBETEH Ha COBPEMEHUTE
TEHJICHIINM BO yMETHMYKATa €ayKaluja M yMEeTHHWYKara mnpoaykuuja. Emykarujara co
COTICTBEHUTE clenU(UKH € eIeH OJ OCHOBHHUTE IMPEAYCIOBU 3a IpaJielheé Ha KBAJUTETHA
YMETHHUYKa CIleHa. BO ycIOBM Ha OTBOpEH MpHCTAN 10 PEeCypcUTe W HaydHuTe Oa3m Ha
MOJIATOIM eyKallujaTta c€ MeHyBa MHOTY IMOOPTy 0J1 TOpaHO, UMEHO, MOPaJf Toa OCBPTOT Ha
HOBUTE TPEHJIOBH € CYIITHHCKO 3Hauewe. Kako HaloBp3yBame Ha TeMaTa Ha elyKalijaTa ce
HaMeTHYBa MmoTpedaTa Jja ce HOTUPAaaT HOBUTE CTPATETHH BO YMETHOCTA, aKTyEeITHOCTHTE BO
IMOIIHWPOKHU PaMKH, KaKO U MHOBAIIMUTEC BO U3BCAYBAYKUTC YMCTHOCTH. Bo OBOj CEIMCHT C€
MOCTaByBaaT TIpamiamara 3a IOATOTBEHOCTA HA MaKeJIOHCKaTa KYITypHa CIeHa 3a
npudakame U MpuMeHa Ha HOBUTE U3Pa3H U €CTETHKH.



Oco0eHO aKTyelTHHOT COBpeMeH (EeHOMEH Ha BEIITayKaTa WHTEIWTEHIMja W HEJ3UHOTO
KOPHUCTEHE BO PEUMCH CUTE CETMEHTH Ha KMBOTOT KaKoO TeMa Ce€ Hajae BO OBOj Opoj Ha Ars
Academica. BemTaykaTta WHTEITUTCHIIMja € JeTalHO oOpaboTeHa BO TekcToT Ha Cario
KokanaHoB kajie mITO aBTOPOT Ha MOIIHE YHHUKATEH HAUYUH TW U3JI0)KYBa CTaBOBUTE Npo U
KOHmMpa 32 KOPUCTECHC Ha UCTATa BO MPOIECOT Ha MUIITYBamkhE HA APaMCKH TeKCTOBU. T0j naBa
MIPUMEPHU KAKO MOXKE Jla C€ KOPUCTAT Pa3IMYHU aJIaTKU U KOW C€ HUBHHUTE MPEAHOCTH, HO U
HegocTaTonu. M3moKyBameTo Ha METOAOJorHjaTa Ha AJkec BO (HIMCKaTa MPOIYKIHja
JIETATHO M MOIIHE TEeJaHTHO € paspaboreHa Bo TpynoT Ha Mmmja IupuBupu. Hukomna
Hacrocku ce HajoBp3yBa BO MpaBell HA JCTAIM3UPAkE HA HACTABHUTE METOJIM BO OJHOC HA
npeameToT TexHuka Ha riac. Toj TM OTKpHUBa KpeaTUBHUTE jaJipa BO OJHOC HAa HACTaBHUTE
coapxuHu. OBOj OJIOK IMOCBETEH Ha eIyKalHjaTa o 3a0Kpy)KyBa TEKCTOT Ha aBTOpkKaTa AHa
BenuHoBCKa Koja ja aHAIM3Mpa COBPEMEHATA MY3HKa U HAUMHUTE HA KOHIIUITUPAKHE HA OBHE
eIYKaTUBHU KYPHKYJIYMH KOM C€ PEe3yJITaT Ha HEJ3WHUTE UCKYCTBA JOOWEHU BO MY3HYKHTE
1eHTpH Bo 3amanna EBpomna.

Bropuot temar ro orBopa mpauiameTo Ha cCOBpeMeHarTa u3Benda 1 TpeHI0BUTe BO Hea. KoH
Ipalamara 3a CIeHaTa, CLHEHCKOTO O0(OpMyBame Ce HaJOBp3yBaaT TEKCTOBUTE Ha AHa
Crojanocka u bechopr Unpusu. Texctor Ha CrojaHocka € OJJIMYEH NpUMEp Ha
TEaTPOJIONIKA PEKOHCTPYKIIMja OAHOCHO OXXHMBYBAIE HAa CTAPHOT TPUKU Te€aTap BO KOHTEKCT
Ha u3Bendara, yCIOBEHOCTa Ha CHeHM(HUKUTE Ha M3BeAda O] MOCTABEHOCTa Ha CIIEHCKHOT
MIPOCTOP KAaKO MPOBOKAIMja BO OJHOC HA COBPEMEHHTE YMTAha/TOJIKYBambha HAa aHTUYKHUOT
tearap. Tekcror Ha becopr Uapusn neraaHo ru M3II0KYBa M TH TOJKYBa €JIEMEHTUTE Ha
cueHorpadujara 1 BpII¥ HUBHO TEPMUHOJIOIIKO ¥ (PYHKIIMOHAIHO JIe(UHUpaE TOBP3aHO BO
coBpeMeHuTe u3Benou. EnHa coceM HOBa cdepa BO pa3BOjOT Ha U3BELYBAUKUTE YMETHOCTH
€ usNnoxkeHa Bo TekcToT Ha JoBana Kapaynuk u Kcenmja MapkoBuk-boxoBuk on
YHUBEp3UTETOT 3a yMeTHocTH oJ benrpag. Tue mnmmryBaaT 3a ,,3eJeHaTa TpaH3UIMja“
OJIHOCHO 32 UMIUIEMEHTAI{ja Ha €KOJIOLIKU OJIP>KJIMBU MPAKTUKHU BO T€ATapoT.

Ceko] o0f CeJleKTHpaHUTE TEKCTOBM INTO TO COYMHYBa OBOjJ Opoj MHpercTaByBa
po/uiadouyBamke Ha HCTPAKyBauKO-TEOPUCKUTE TPUOAM KOH OJpeleH creunduyueH
HU3BCAYBAYKH JUCKYPC U CC OYCKYBA Aa MOTTHUKHEC IMOHATAMOIIHH UCTpa)XKyBalka, IUCKYCUU U
IIPAaKTUYHA IPUMEHA HA U3JI0KEHUTE TE€3U U CTABOBH.

IIpod. n-p Coma 3apaBkoBa-Ilenapocka
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ARS ACADEMICA

VIK: 004.8:808.2-2

Camo Kokasianos

BEIIITAYKATA MHTEJIETEHIINJA 1 OBPASOBAHUETO 3A
ITNIITYBAIBE IPAMUA

OBOj TpyZ ja UCTpakKyBa MHTErpallyjaTa Ha aJaTKUTE 3a BemTayka uHTenurennuja (BU) Bo
00pa3oBaHHETO 3a MUINYBamkhE JpaMH, UCIHUTYBAjKHM T'M U TOTCHIMjATHUTE NPHUIOOUBKU U
NPEeIN3BUIM KOU TH HOCH OBOj TEXHOJIOIIKHM Harpelok. Jlogeka BelTaukaTa MHTEIUIeHINja
HYAM OIpPEACHH MOXKHOCTH 3a IOMOLI BO T€HEPHPAKETO HIEH, Pa3BOjOT Ha JHjajor U
CTPYKTYpPHPAETO Ha MpHUKa3HATa, Taa WCTO Taka MPEAU3BHKYBa 3arpIKCHOCT 3a
OpPHTHHAIIHOCTA, AaBTOPCTBOTO W 3a IEJOCHA JeXyMaHu3aluMjaTa Ha KPEaTHBHUOT
npouec.IIpeky KoMnapaTuBHa aHaIW3a Ha JOCETALIHUTE TEXHOJOIIKA PEBONYIIUH U MpErie]
Ha peJeBaHTHATA MOCTOCYKATA JIMTEPATypa 3a BELITAUYKa WHTEIUICHIUja U JApaMarypruja,
TPYIOT ce OOMIyBa Ja I'M aHTUIHUIHPA eEKTUTE O] TCKOBHUTE MPOMEHHU MPEIU3BUKAHU OJ1
pasBojor Ha BU. Ilputoa, mocebeH akIeHT ¢ CTaBeH Ha (DEHOMEHOT Ha ,,aKaJeMCcKaTa
MP3JIMBOCT™ ¥ OMACHOCTA TOj Jia Ce pa3BUE BO ,,KpeaTHBHA MP3IHUBOCT™ . BO BTOpOTO moriasje
M UCTPa)XyBa NOMNYJApPHUTE ajlaTKU 3a BeIITayKa WHTEIMICHIMja M HUBHATa IPaKTHYHA
NpUMEHa, 32 BO TPETHOT JeN Ja ce (OKycupa Ha ETUUKUTE Pa3sMHCIyBama, TUCKYCHU U
JquineMu. KiydHute Haonum Ha TEKCTOT HE IO OCIOpYBaaT IOTEHLMjaJoT Ha BellTayKara
MHTEJIMTeHIIMja Jla NPWIOHECe BO 3ajaKHyBameTO Ha KPEeaTHMBHOCTAa, HO ja IOCOYyBaar
CYILITHHCKATa BAYKHOCT €yKaTOPHUTE Ja I'M BOJAT YUYCHHIIMTEe BO HAaBHraljaTta HU3 HOBHTE
aJaTKH, CO IIEJIOCHA CBECHOCT 3a ETHYKHTE WUMIUIMKAIMYA HA MHIIYBAmHETO CO TOMOII Ha
BEIlITAYKa WUHTENUreHnuja. Eaykaropure Mopa Aa ja HarjiacaT BaKHOCTa O/l pa3BHBAmE HA
OpPHUTHHAIHU aBTOPCKU TJACOBH M IMHCMa, pa3dUparme Ha CI0KEHHUTE YOBEYKH EMOIMH U
HEryBamhe Ha BELITHHHUTE 32 KPUTHUYKO pasMuCiIyBame. KpajHata menm e jga ce KOPUCTH
BEIITAYKATA WHTEIUICHIIMja KaKo ajaTka 3a Moj00pyBame Ha KPeaTMBHOCTA, HAMECTO KaKo
3aMeHa 32 YOBEUKHOT aBTOPCKH T'eHH]j M HEroBaTa yMETHUYKA BH3Hja.

Kayunu 300poBu: 1pama, eqyKkalyja, BelTadyka HHTEIUTeHIM]ja, TEXHOJIOIIKa PeBOITyLIH]a,
KpEaTHBHOCT, AeXyMaHHU3alllja, TPAaHCXyMaHH3aM

1. I[I/IFI/ITaJIHI/I AO0CCJICHUIIN U JTUTUTAJTHHA TO0MOpOoaIu

He e mpBmar yuuTenuTe 1O JApaMCKO THINYBAakEe Ja CE€ COOYyBaaT CO TEXHOJOIIKA
peBoIyliHja KOja K€ TH CTaBH BO CPEIUIITETO HA KOHIENTOT 3a JUTHTAIHU JOCEIECHUIIA U
JTUTUTAIHA JOMOpoAlH. Mcropujara Ha CO37aBamkeToO IpaMu € MPOTKaeHa CO KOHTUHYHpaHa
ajanrainyja KOH TEXHOJIOMIKUTE HAmpeolH, a ApaMcKara eAyKaluja Hy>KHO TU CJIeId CUTE
THE TPOMEHH: OJi KOPHUCTEHETO Ha IMeYaTeHH TEKCTOBHM M Bie30T Bo ['yreHOepromara
rajakcuja 0 MHTETpalyjaTta Ha AUTUTAIIHUTE allaTKU BO mpenaBedepjero Ha 21 Bek. [Iputoa,
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CeKOoja MpOMEHa ro MpeoOJUKyBalle HAYMHOT HAa KOj €IYKAaTOPUTE U CTYIECHTUTE MY
MpHCTalyBaa Ha KPEaTUBHUOT NpOIEC, HO HE W CaMHOT KpeaTuBeH mporec. Hwumiro,
BCYIITHOCT, J0CETra He IO KOMIIPOMHUTHUPAJIO TOj MPOIec Kako mTo Toa (OM MOXKeJIo n1a) To
HampaBW CEIHYBAaWkETO Ha BemTaukara wHTenureHunuja (BM) Ha cromdero pe3epBUpaHo 3a
ariCOIyTHHUOT TOCHOJap Ha YMETHUYKOTO CO3/1aBAHE — aBTOPOT.

Bo momeHTOB, akageMckaTa 3aeqHULA € MOoJIapu3upaHa BO CTaBOBUTE 3a yiiorata Ha BU Bo
nuiyBameTo JApamu. O eIHa cTpaHa, HEKOM H3pa3yBaaT J1adOKa 3arpUKEHOCT,
cTpaByBajku neka BM moxe oj Temen Aa ru MOTKOMA TPAaJUIMOHAIHUTE KOHIIETITH Ha
aBTOPCTBO M KpPEAaTUBHOCT, TJEAajKH ja Kako 3aKkaHa 3a YMETHMYKHOT HWJCHTUTET Ha
npaMmckuoT aBTop. On apyra crpaHa, NMOOOPHUIMTE TBPAAT JeKa OBHE CTPABOBU Ce€
HEOCHOBAHU, HArjacyBajku ro noteHuujanotr Ha BU ga ja 3romemu dyoBeykaTa KpeaTHBHOCT
HaMECTO Ja ja 3aMCHHU.

OBoj Tpyx mMa meija ja MCTpaXXH MOXKHOCTa 3a OajaHCHUpaH, CUMOHMOTCKH TpHCTal 3a
uHTerpanuja Ha B Bo mpamMckara emykanmja, 6€3 1a TH UCKIIyYd HUTY YOBEKOT aBTOp (0X
MECTOTO Ha MHEECTAIOT) HUTY MalIMHaTa. BeymHocT, He cTaHyBa 300p 3a HaIlla BOJja KaKko
IpaMCK{ YYUTEIM Jald cakame Ja ja uHTerpupame B Bo mnummmyBamero apamu o,
CIISICTBEHO, BO elyKalujaTa 3a MUIIyBamke JApaMu — BO cuTyanuja kora BU ke Omne
MHTErprpaHa BO ONEPATUBHUOT CHUCTEM Ha HAIIUTE KUBOTU (WM OapeM BO KMBOTUTE Ha
HAIINTE CTYJCHTH) Ha €JHO HHXEPEHTHO HHUBO, TOA CEKaKO Ke Mopa Ja ro HamnpaBume. Kora
CH JIOCEJICHMK, M0J00pO € Ja MMall MPHjaTeJICKH CTaB KOH JOMAIIHOTO HaceneHue. U ere,
KaKO IITO MOXe J1a 3a0esexuTe, MOBTOPHO Joarame 10 THe (paMO3HU JBE KaTETOPUH IITO HE
MIOCTaBYBaaT BO MMO3MIIM]ja J1a OMIeMe WIIN JIOMOPOJIIH MM JJOCETICHHUIIN/MIMUTPAHTH.

Kora amepukanckuor nucaren u odpazoBeH Teoperndap Mapk IlpeHcku npBnart ru BHECE BO
JaBHUOT JIMCKYpPC OBHE JBa TePMHHA JUTHUTATHHU aomopoxau (digital native) m AurutamHu
nocenenunu (digital immigrant) Bo craTujaTta IITO ja HAcloBH ,,Ha XOpH30HTOT®, BO Beke
nanednata 2001 roauHa, ce pa3Oupa Jeka umalle MpeaBuj JBa KOHTPAITyHKTa: YOBEKOT U
TEXHOJIOTHjaTa; KaKo OJIBOGHH EHTUTETH, BO KOHTEKCT HCKIYYMBO Ha IMBHJIU3ALMCKHUTE
MIPOMEHU MOTTHKHATU O] TEXHOJOWIKUOT pa3Boj. Toa mTo ru o0eANHyBa €IHUTE U APYTUTE
HECOMHEHO € BoJjaTa 3a copaboTKa Koja IeIN Ha IUMBUIIM3AIMCKHA CKOK HAaHAIpPE, a OHA IIITO
M JBOM € IITO Ha OHHWE NPBUTE AUTUTAIHUOT CBET MM € NPUPOJEH XaOWTaT, >KUBOTHA
CpelrHa CO KOja c€ MHXEPEHTHO MOBP3aHH, a BTOPUTE UMaaT BoJlja Ja ro npudarat HOBUOT
JTUTUTAJEH CBET: UM KaKO MCTOPUCKA HYKHOCT, UM KaKo HEM30€KHO 3JI0 WM KaKo ajaTka
3a OEHOCTABHO, MOe(PUKACHO U/WUIH MOJUHAMUYHO OUTHCYBamhe BO HOBUTE MPHUITUKH.

[IpBara rosema nmpecBpTHUIA, 3HAYH, CE€ CIYYH CO J0alambeTO Ha MHTEPHETOT, LITO JOHEce
M3BECHA TeHepajiHa IMpPOMEHa BO HAYMHOT Ha KOj CHTe BEIUTHHM (Ma W JapaMara u
Jpamaryprujara) ce IpejaBaar, ce y4daT M ce MpakTukyBaar. Co BTOpaTra ce coouyBame
JIeHec, Kora J10)KMBYBaMe (MM JI0MIpBa Ke J0KHBEeMe) HOB OpaH Ha JUTHUTAIHA IIPOMEHA CO
WHTETpallija Ha BeITauyKaTa WHTEIUTEeHIIMja BO KPEaTHBHUOT MPOIIEC, MTO K& O3HAYM YIITE
enHa TpaHcdopMaTuBHa (paza BO ApaMcKOTO obOpazoBaHue. OBaa MpOMEHa ce 3aKaHyBa
IIETTIOCHO Ja ja cMeHu oOpasoBHata JIHK Ha HOBOTO ommTecTBO 3amiTO TEXHOJIOTHjaTa
OBOjIIaT HE TM MPOMEHHM aJIaTKHUTE, TYKY NMPOJPE BO €CEHIIMjaTa Ha MPOLECOT HApEUEH yUeHe.
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Bemraukara nHTENUreHITMja HECOMHEHO K€ JOHECe HOB OpaH Ha JUTHUTAHA UMHUTparuja (u
coceMa IMOMHAKOB MPO(QWII HA JUTHTAJICH UMUTPAHT), IyPH | 32 OHUE ,,CTAPUTE JTOCEICHUIIN
KoM 0Oe3 3aipmika M MOTCMIKOTHH TO TpudaTHja HWHTEPHETOT M C€ ACHUMHIMpaa BO
AJUTUTAJIHUOT CBET.

Toa HE Tepa 1a moryieHEME BO PETPOBU30POT | JIa € BpaTUME HEKOja JIeKaa HaHa3ad, Ja ce
IpUCETME Ha BPEMETO Kora HHe OeBMe reHepalyjara INTO BepyBalle IeKa CO CBOMTE
nenmuymu 286 KaKo CBOE apTHIIEPHCKO OpYXKje Ke TH CpPYIIH OeJeMHUTe HA UCTOpHjaTa U Ke
UM C€ U3HACMee B JIMIIC HA CBOUTE YUUTENIM KOM MaKa Mavea CO CBOUTE oumnuu (MAIIUHU 32
nuiryBame). [LlITo Moke 1a HayurMe o] Taa mpBa rojieMa JUruTaliHa mpeceida Ha HapoauTe?

1.1.Iloyku o MHTepHET-peBOJIyLMjaTa

Kora xon kpajor Ha 20 BeK HHTEPHETOT Ce 10jaBU KaKO HOBA IUBMIIM3ALMCKA PEATHOCT, (2 BO
CBETOT Ha YMETHOCTa KaKO HOBa KOHTPAJUKTOPHOCT HA CTPABOBU M MOKHOCTH), IPAMCKHUTE
YUUTENIM U CTYACHTHUTE Oea COOYEHH CO NpPOMEHa Koja JApaMaTHYHO HEe T HPOMEHHU
elyKaTUBHUTE TEKOBU. TpaJuIIMOHAIIHUTE METO/IU Ha MpeaBamke ApaMaTypruja u HaraMmy BO
rojeMa Mepa ce noTnupaa Ha UHTEpaKILUH JIULe-B-IULE, PU3NUKU TEKCTOBU U PAOOTUIIHUIY,
ce pa3dupa co cuTe NMpUiIarogyBamba Ha HOBHOT JUTUTAJIEH I1€j3aX, KOM Ha MOYETOKOT ce
CBeJlyBaa Ha II0 HEKOe NpebdapyBambe HU3 HHTEPHET-OKEAHOT WM KOPUCTEHE Ha €IEKTPOHCKA
mnmomrTa, rmogonHa U Ha CJICKTPOHCKU KHUTH U COIII/IjaJIHI/I MCIUYMU. EIIYKaTOpI/ITe KOHu HE C€
pOJIeHH BO JUTHUTAlHATa €pa, Ja, OHUE IPBUTE JAUTUTAIIHU MUMUTPAHTH, PEIATUBHO Op30 ce
cnpaBuja co (O JCHEIIEeH acleKT HauBHaTa KOMIUJIEKCHOCT Ha) OHJIajH-KOMYHUKalMjarta,
AUTUTAITHUTC UCTPpAXXyBamkba U HOBUTC q)OpMI/I U MCIUYMU.

HMaxo noBese 10 MojaBa Ha (PeHOMEHOT Ha ,,aKajeMcKa MP3IMBOCT™!, OJHOCHO Ha y4emeTo
Ha/3a apamaTa M NpUCTaNyja FeHepaluy TUTUTATHU JIOMOPOJIM Ha KOM MHTEPHETOT UM
Oelle TaTKOBMHA M KOM 0Oea HaydyeHHU Ja uMaar Op3 M JeceH MpHcTan 10 HHGOopMaluu, TOo
UM CO0373Je MPUBHJ JIeKa UCTHUTE ,,IIOPTKATOBU  MOKE Jla TM MCKOPUCTAT M 3a Jia J10jaT 10
3Haeme, cemak, 0e3 roJeMH KOHTeMIUIAllMU ce JOjA€ 10 3aKIYy4OKOT JeKa HHTEPHETOT
MOHYAW M3BECHU MPHUAOOMBKH 3a JpaMCKOTO oOpa3zoBaHHE, OapeM BO KOMYHHKAaIlMCKa
cmucina. Toj, 3Haun, 00e30e1u mpHcTall 10 MHUPOK CIEKTap Ha peCypcH, BKIyUyBajKu OHJIAJH
CKPHIITH, BUJICOM3BEA0OU U HAYYHU CTATUU, JEMOKPATU3UPAJKH ja JO MAKCUMYM JOCTAITHOCTA
Ha UHPOpMAIIUTE.

! TexHonorujara T¥ HaNpaBH CTYJSHTUTE MP3JIMBH CO TOA MITO OBO3MOXKYBa (1) JeceH mpucTar 10 COAP)KUHUTE
0 KOW WHAaKy OW Jomuie co MHOTY TpPYyHA, HCTpaXyBame, IOCETH Ha OMONMMOTeKH WTH., Kako u (2) co
OJIBJIEKYBab€¢ Ha BHUIMaHHUETO KaKo TEJIEBH3Hja U OHJIAjH 3a0aBa. JloCTalmHOCTA HA ralleTH U eJIEKTPOHCKH TEKCT
ro MPOMEHU OJHECYBAmETO Ha CTYACHTHUTE KOH YNTAMmETO: MP3JIMBHU CE Jla YNTAaaT O]l KHUTH W y4eOHHUIH, HO
cakaaT Ja YMTaaT KOMIIPECHpPAHH, CYMHpAHH MAajIeCTH, MOCTHOCTABEHHW INPHPAYHUIN M pEUICHHja TPEeKy
ypeauTre KOW T KopucTar (T.H. ragern). MeamyMCKOTO ONKPYKYBame€ CO BHCOK H300p, BKIYyYHUTETHO U
CajTOBHTE 3a COIMjAITHO BMPEKYBarhe¢ M OHJIAjH BHIEAaTa, JIOTOJHUTEIHO JJOBE/E JI0 NIPpeKyMepHa ynoTpeda Ha
MEIMYMHTE 32 y4eHe, a CTYAICHTUTE [IPOHAj10a MHI€HHO3HY HAUYMHHM JIa ja KOPUCTAT TEXHOJIOTH]aTa 32 MaMemhe
HA MCIUTHU U 3a/1a4H.
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CsetoT, na 1 00pa30BaHUETO KaKO HETOB 3HA4YaeH JIeJI, [I0YHA BUCTHHCKH Ja ce Triio0anu3upa.
[TnaTdopmuTte 3a couujaHu MEAMYMH CO31a/l0a MPOCTOPH 32 COpPabOTKa M TUCKYCHja KOH
IPETXOHO HE MOCTOEeNe, OBO3MOKYBajKH UM Ha CTYJCHTUTE U €IyKaTOPUTE O LIETHOT CBET
Jla ce TOBp3aT U Ja CHOeNyBaaT uieH. /[UrutaqHuTe alaTKy 3a NHIITYBAbE U €IUTHPAE
CKPUIITH TO HampaBHja KPEaTHBHHOT IpoLeC MOe(pUKACeH M IMOKOJabopaTHBEH. AKO TO
TpPrHeMe OTIIOPOT O] HEOIYAUCTHYKH MOOYIN U BeKe CIIOMEHATHOT ()EHOMEH Ha ,,aKa/leMCKa
MP3JIMBOCT® Kako HajOOJHAa HEBpaJITMYHA TOYKA HA OBaa TEXHOJIOIIKA MPOMEHA, KIyYHHUTE
KOMITOHEHTH Ha OOpa30BHHUOT IPOLEC OCTaHaa HENPOMEHETH, a — Ouaejku 300pyBaMe 3a
y4erhe Ha YMETHHYKU BEIITHHU KaKBHU INTO CE JPAMCKH 3aHACTH — €CTETCKUTE M €THYKUTE
npamamba OCTaHaa BO MPETXOJHHUTE PaMKH, 0e3 Ja ro OCropaT WM Ja IO pelaTHBU3Upaar
HajBXHUOT 0A3WYEH KOHIIETIT Ha CO3/1aBabETO U Ha TBOPEIITBOTO: ABTOPCTBOTO.

KpajHo ympocreHo, ydunTenuTe MMaa caMO €Ha KpajHa CTaHWIa BO HHMBHATa JacKaJiCKa
MUCH]ja — O]l CTyIEHTHTE J1a co3aanat aBropu. Ce pa3Oupa, HE € U HUKOTall He OWUJIO0 TOJIKY
€IHOCTAaBHO KOJIKY INTO 3BYYM: ONHCMEHYBAaWETO 3a Jpama, IOKpaj H3YYyBameTo Ha
OCHOBHHTE WM HANpEeIHUTE MPaBUiIa 33 CO3JaBame APAMCKO JIeJ0, 0apa of CTYJICHTUTE Ja ce
OMKMCMEHAT U MCTOPHUCKH, T.€. Jla C€ 3alo3HaaT CoO eTaluTe, MpaBIUTE, HCTOPUCKHUTE
mpeMpexja Ha JpaMara HU3 BEKOBHUTE, I1OTOA J1a C€ 3all03HAAT CO rOJIEMUTE JPAMCKH UMHUHA
U OCTBapyBama, CO Pa3HUTE CTHJIOBHU, CO T€aTapOT KaKO MEIUYM, CO PA3IMYHUTE MOTJIEN Ha
CBETOT U Ha JpamMaTa Kako HauMH Ha U3pa3yBambe Ha CBOUTE COTICTBEHH CBETOTJIEAN, CBPTEHH
¥ KOH HAJBOp M KOH BHAaTpe — M KOH (PM3MKATa Ha JKMBECHETO M KOH MeTadu3ukara Ha
MOCTOCHETO, UTH., UTH... Hakyco, mpenu3BUIMTE 1MOCTOEja, HO HUIITO CYIITHHCKH BO OBO)]
mporec He ce NPOMEHM Ha KpajoT O MHUHATHOT M Ha TOYETOKOT OJ OBOj BEK CO
TaKaHapedeHaTa JUruTalln3alyja Ha HallluTe )KUBOTH.

I1a, cenak, Toa He 3Hauelle U OTCYCTBO Ha JeOara 3a JAUTMTAlIM3alMjaTa HA JpaMara U Ha
enykalnMjata 3a JapaMa U JIpaMcko numryBame. Kako mro Benu JoHoran Henmanac Bo
npearoBopot Ha 300pHUKOT TpyAOBH ,,EnykanujaTta 3a npamMa U JTUTUTAIHUTE TEXHOJIOTHH,
OBa Ce€ KIyYHHU Ipallama 3a 00pa3oBaHMETO, HO MCTO Taka Ce KIyYHH COLMjaTHH U
MOJIUTUYKY Tpalliamba 3a MIaJuTe.

Bo oBaa cMucna, 1paMckoTo 00pazoBaHuE MMa JIBOjHA OJIFOBOPHOCT — OJ1 €/1HA CTPaHa Jia T
npudaTi U Ja T UHTErpupa OCHUTHUTE U OXpadbpyBauKUTe YyHOTPeOU Ha TEXHOJIOTMHUTE BO
paMKHUTE Ha UICTOPUCKHOT MOJIEN Ha MeIaroruja Bo apamarta, Koj € GOKyCUpaH Ha CTYACHTUTE
U MPOCOIMjajeH BO HETOBUTE LI€NU; OJ] Apyra CTpaHa Jia T KOPUCTH UCTUTE TEXHOJIOTHH BO
CBOMUTE NPETCTaBM Ha CBET 3aCUTEH CO TEXHOJIOTHja: CBET BO KO YOBEYKOTO U
TEXHOJIOIIKOTO, PEaJTHOTO M IOCPEAYyBaHOTO CTaHyBaaT C¢ IMOHEJaCHH W HepaslenHH. 3a
Henangc e: ,,31paBa cy0Bep3Hja NIpUCBOjYBAETO HA KOMEPIM]AJTHUTE MENAroiKi CpeCcTBa
IITO TM KOPHCTAaT OHHME KOM 3apaboTyBaaT MapHu OJf MJIAAHUTE Jyf'e Kako KOHCYMEHTH Ha
TexHosorujata®. JIururasHuTe MEeIWyMH, BEIM TOj, HU TO JaBaar IEIUOT MOTEHIHjal Ja
OuzieMe KOaBTOpU Ha HAIIUTEe KUBOTH, HO M YMETHUIM Ha HameTo BpeMe (JoHoran Hemannc,
2009).

['maBHUOT MOOOPHUK HA MPUCTANOT 0OPAa30BAHHMETO IEIIOCHO M Oe3pe3epBHO Ja ce OTBOPHU
KOH CEKOja TEXHOJIOIIKA pPEBOJIYIMja, Beke cromMeHatnoT [IpeHckw, TBpeCie JeKa
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IIIKOJIYBarb€TO M HAcTaBara MoOpa Jia ce IMPOMEHAT, Taka INTO Ke ce 3eMaT MpPeaBUjl
JTUTUTATHATE JOMOPOILM KOH ITOCTOjaT BO YUMITHHIIATA.

CavyHa mo3WIMja ¥Maa W APYrd 3HAYajHH JPaMCKH Teopetudapu. Pejmona Buimjamc, Ha
npuMep, TBPJEILE JIeKa CEK0ja HOBa reHepalnuja bapa HOBM HAYMHHM Ha TJIeambe Ha ClieHaTa U
JieKa Toa Pe3yJITUpa CO BOBEIYyBame Ha HOBM KOHBEHIIMM BO YMETHOCTa Ha TearapoT. OBa,
cropen Hero, Mopa na Oujae Taka 3a MIIAIHUTE JIyre BO HAUIMTE YYMJIHUIM KOM Oapaar,
OUeKyBaaT M CO3/1aBaaT HOBM HAaYMHH HA HMCKOPUCTYBalk€ HA CETAIIHUTE TEXHOJOTHHU 3a
MOTIPEIIM3HO JIa TH OIUIIIAT U J]a T PEHecaT CBOMTE KUBU UCKYCTBA M OJIrOBOPH Ha CBETOT.
OBa e u ucTopruckaTta u CoBpeMeHara (pyHKIMja Ha Apamara u Tearaport... (Bumujamc, 1989).

Ha npyrarta ctpana Bo oBaa ge0aTa ce Hajaoa TEXHOCKENTUIIUTE, HO HUBHUTE 3aJPUIKU U
pe3epBu He Oea MOTTHKHATH O] MPHpOJiaTa HA HOBUTE TEXHOJOIHMH, TYKy Oapaa na He ce
MpEeyBEINYyBaaT BCIITHHUTE HAa MIIAJIMTE BO KOPUCTCHETO HA HOBUTE ajaTtku. JlejBup
bakunreM, Ha puMep, ja KPUTHUKYBAIIE ,,TCHICHIMjaTa J1a & POMaHTHU3UPa YMEIIHOCTa Ha
MJIQIUTE Jyre, HyJejKH IEIOCHO MMO3UTHUBEH IOTJIe]] HA HUBHATA KPUTHUYKA WHTEIIUTCHITH]a U
OIIIITECTBEHA OJTrOBOPHOCT INTO ja mocenyBaar™ (bakmarem, 2007), a mpoHaorador u
¢byrypuct Pej Kypuewn cmeramie gexka TPOMEHHTE C€ CIydyBaaT TOJKY Op30 IITO
YyBCTBYBaMe JIeKa ,,0€3Ha/IeKHO OpKaMe TOJIBM)KHA 11eNT™, OUICjKH €KCIIOHCHIINjAIHUOT PacT
OYMIJIe/IeH BO Op3MHATa M MOKTAa Ha KOMIIjYTepUTE TMOYHYBa Ja BJIHMjae M Jia IO OOJIMKyBa
TEMIIOTO Ha MPOMEHH BO CUTE WHIYCTPUU U IpakTHKU (Www.kurzweilai.net).

Hejpun Kamepon m Majkin AHOEpCOH, BO 3aeJHUYKA CTaTHja BO CIOMEHATHOT 300PHUK,
MHCUCTHpaa Ha MOBTOPHO pasriie/lyBambe Ha MPETHOCTABKUTE 3a AUTUTAIHUTE JTOMOPOJIIH.
Tue cmeraa neka Teopujata Bo oBaa oOjacT ce mpedpiu oJ OHHME KOM Cyrepupaar Jexa
TEeXHoJIorujaTa ke ouae kpajor Ha KyaTypHHOT unentutet (Ilomrap, 1993) Ha npyru xou ja
riiefiaaT TeXHoJIorujaTa Bo Mecujancku Tepmunu (Herpononre, 1995).

W ormpunuka BO OBOj pPAacliOH Ha MHUCHEHa, jaebarata 3a JpamMcKkaTa enykaluuja u
JUTUTaTU3alMja MOHYIH J0BOJHA MPOBOKAIKja J]a ce OTBOPH Apamara 3a TeXHOJOIHjara, HO
MOHY/IM ¥ pa3yMHa KPUTHKA 3a Jja ce U30erHe e/leH HEMIWIOCPAHO ONTUMUCTHYKHU nornes. Bo
€/lHa TaKBa, CeMak MOMUPJIMBA KOH(PPOHTAIMja, HU IPUCTUTHA BeIITauYKaTa MHTEIUICHIIN]ja U
JyXOT MOBTOPHO u3JNe3e of muiieto. OBojmaT OyKBaTHO Kako BO MpHUKa3HaTa 3a AJajuH,
JpaMaliuuTe 1001ja TEXHOJIOIIKO BETyBamke JIeKa ke 100MjaT JyX KOj K€ UM T'H UCIIOJIHU CUTE
aBTOPCKHU KeJIOu.

1.2. PeBosrynmjaTa Ha BelITA4YKaTa HHTeJIUTeHIMja (ApaMa cama 1o cede)

Bemraukara WHTENUIeHIMja 3aTCKpHEHAa 337 €JeH MHOry TNoey(peMHUCTUUYKH Ha3MB
,MaIlIMHCKO Yyueme* He € HOB (eHoMeH, oco0eHO 3a HMH(POPMATHUKHUTE HHKEHEPH.
[Tapadpasupano ox peuHukoT Ha KemOpu1l, MalImHCKOTO MU AJTA0MHCKOTO yUYEHE € TPOIEC
BO KOj KOMIIJyTepUTE KOPHCTAT OIPOMHHM KOJIMYMHHM Ha MOJATOLM 3a Ja HaydaT Kako Ja
W3BpIIYBaaT 3a/layd, HAMECTO Jla OujaT MporpaMupaHd Jla TW W3BpIIyBaaT. MalIMHCKOTO
y4eme OBO3MOKYBa KOMIIJYTEPCKUTE CUCTEMHM Jla CTaHAT MOMaMEeTHH J0JeKa HauayBaaT Ha
JONOTHUTENHN moaaTtouu. M He cranyBa 300p BOOMIITO 3a HOBa TEXHOJOTHja. 3a Toa

13



CBEJIOYM U CaMHOT TEPMHH ,,MAIIMHCKO y4eme* M3MHUCIEH ymTe Bo 1959 ronuna ox Aptyp
Cewmjyen, Bpaborern Bo UBM (IBM) u eaeH ox muoHepuTe BO o0jacTa Ha KOMITjYTEPCKHUTE
UTPH U BEIITaYKaTa WHTCIUTCHIIH]A.

Toa mrTo ja mpenu3BHKa axkTyelHAaTa BO3HEMHPEHOCT Kaj YOBEIITBOTO € pa3BOjOT Ha
MaIIMHCKOTO y4Y€HhE€ BO KOHTEKCT HAa TPaHCXYMaHM3MOT, OJHOCHO MOKHOCTA BEIITayKara
MHTEIUTeHIMja Ja Ce MHTErpUpa CO MPUPOAHATA HWHTEIUTEHIWja Ha JyreTro, win (ymre
MOCTPALIHO) CYNEPUHTEIUTCHTHUOT KOMIIjyTep INTO IIOCTOjaHO C€ HaxorpagyBa u ce
YHaIpeayBa Jia ce MOCTaBU KOMIIETUTUBHO CO YOBEKOBHUOT yYM, YMHU MPOLECOPU U KaNalUTETH
3a yuemwe U CKJIaupame HHPopMaluu ce OMOIOIIKH OTPAaHUYCHH.

Toa, mak, mro HampaBM yIjiaB Kaj A€ OJf 4YOBEUKaTa MOMYyJlaluja cO yMETHHUYKa Japba (1
IpUBMJIETHja Ja TBOpH) € moTeHUujasoT Ha BU na Hayunm na co3znaBa OpUTMHAIHU
yMeTHHYKH TBOpOM. OBOj ymIaB cTaHa XHCTEpUYeH (OCOOCHO Kaj YMETHHIIMTE KOH
orepHupaar Cco ja3sMKOT KaKO H3pa3HO OpyJHe KakBH IITO CME W HHE JApaMajiuuTe) Kora
W3JIeroa NpBUTE OpUrHHATHM cTHXoBH.? ITanor Ha MeTadopara® Gelle HMBHIM3ALKMCKU ILOK
3a yMETHHUIIMTE OTIPUIIMKA KaKO IITO 33 MOJUTHYKATa Marna Ha EBporia 6ere nCTOpucKH moK
nasoT Ha BuzanTtuja Bo 15 Bek. BepojatHo u MHOrY morosem.

Wnu, kora cMe Beke kaj Mertadopure, ajae Ja ce MOCIY)KHME cO enHa MeTadopa — ako
MPETXOHATa TEXHOJIOIIKA PEBOIYIMja IOBEE IO CYINEPCOHUYHH MOXKHOCTH KOH T'O KpIIIaT
3BYYHHOT SHJ, OBaa HHU ja HOCHM (Jla)KHATa) HaJeX 3a OTKpHUBame Ha 00Kja 4YecTHYKa Ha
TBOPEHETO, PYIICHE HA CUTE TPAHUIM, Op3WHA TOrojieMa O] Taa Ha CBeTNIMHATA. .. [1ogo0po
na 3anpeMe Tyka. M 1a ru ocraBuMe MeTadopuTe 3a ImoHaTamy.

3a MouYeToK, Toa IMITO HE UHTEPECHPA € KOU U KaKBH Ke OuaaT HoBUTE JoMopoanu. U Mmoxeme
JIM BOOIIIITO J1a IINEKyJInpame, 3alliTo 331 OBa Mpallalkbe ce KpUjaT peaulia Apyru o1 KO HU
ce KM KO)XKaTa: Kako Ke Wu3IiiefjaaT TeHepallMuTe CTYAEHTH KOM CO BellTaukaTa
WHTEJNUTeHIINja K€ ce KOPHUCTaT Ha e/IeH coceMa MHTerpupaH HauuH? J[anu 3a 4OBEKOT U 3a
TEXHOJIOTHjaTa c¢ YIITe K& MOXKeMe J1a 300pyBaMe Kako 3a J1Ba ofBOoeHU eHTuteTu? lamu ke
o6pazyBaMe KMOOp3M MIM THe ke HE o6pasyBaar Hac? Ke MMa 1Im BOOmTO 1OTpe6a o
JpaMCcKoO 00pa3oBaHME WIH Toa Ke UM Ouje ,,lIOCTYKeHO ™ KaKo arjinKaiija co OecriatHa u

2 IpBa moercka kuura Hanuinana o BU ce cmera enna antosoruja ox 2021 . co Hacnos ,,JAC CYM KO/ Bo
KOja MMallie MOeMH KOW Ha HEKOj HAYWMH I'M HABECTHja W OMACHOCTHTE CO KOHW JIy['eTO MOXKE Ja C€ COOdYar CO
rmojaBaTta Ha poOOTUTE. Ja HamMIa ja3MIHUOT MOJIYJ HapeueH ,.code-davinci-002“, koj Oeme ganeH Ha rpyna
MpHjaTeNId Ja IO TeCTHpaar 3a 3abaBa M MMaIle Ie] J1a TH UCTPaKH HETOBHUTE MOYKHOCTH, HO HaOp30, Criopes
CaMHUTC HMUB, 21061/1 MpayHa W BO3HEMHUpYBadYKa HaCOKa. Bo KHUTaTa, YPECIHUIIUTEC HaIlUIIaa: ,,KHI/IFaTa HE €
¢ukimja, (H0) yxacot e peaneH”. Komor ro mMuTHpalie CTHIOT Ha MoeTH kako Butman n BopzacBopt, HO co
CBOj, OpUTHUHAJICH ITOCTCKU CTHX.

° W cnuyHO Kako OCBOjyBameTO Ha KoHCTaHTMHOTOMN, HUTY MeTadopara He Oerie OCBOeHa O]l MPBUOT OOWIL.
Janeky on ¢oKycoT Ha jaBHOCTa, MpBaTa rojieMa Hay4yHa KoH(pepeHIMja Ha WHPOPMATUIKU HWHXKEHEPH
crienyjanm3upany 3a B Ha Tema metadopa ce oapxka yuIre mpea MmouyeTOKOT Ha HOBHOT MHJIEHHYM, BO 1999
roguHa, Bo EmunOypr, IlIkorcka. VHTeHIMjaTa Ha HAayYHHIUTE, CEMaKk, HEe Oeme ga T COKPHUjaT CBOWTE
cornendu o ouuTe Ha (YMETHHYKATa) jaBHOCT. HampoTuB, cenekiyja Ha perpe3eHTATHBHU H3Jlarama Oerre
ob6jaeHa Bo 2001 rogwHa BO CIENWjATHO HW3JaHWE Ha chucaHueTro ,,Meradopa m cuMOOI“ HACIOBEHO
,MertadopaTa U BemTauykaTta WHTEIUTeHIMja". M3gaHueTo TO ypeauja WHKCHEPH U T NPE3CHTUpaa CBOUTE
AITOPUTMHU 32 pa30MBamk-e HA MUTOT 332 MeTadopara Kako UCKIIyYMBO YOBEUYKa JAapoa ,,AaJieHo oX Oora®, koja He
MOJKE J1a C€ HaY4H.
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maTeHa Bep3uja? AKO Cernak OINCTaHe APaMCKOTO 0O0pa3oBaHWE, KAKOB THUIT HA MP3JIUBOCT Ke
Hu fgonece BU, unu ako noBeke cakare Jja ce KOPUCTUME CO TUTHTATHH HOMEHKJIATYPH, KaKo
Ke u3riena ,,akajgeMckara Mp3JuBocT 2.0%?

bunejku cmMe Ha MOYETOKOT HAa OBaa HOBAa TEXHOJIONIKA PEBOIYIMja U MHOTY paboTH ce
HEMO3HATHIIA BO MOMEHTOB (0COOCHO IITO CBETOT MPEKY JIPKABHHUTE arapaTypH JIOMpBa Ke ja
perymupa BU cepno3no), Mokeme na modapame OATOBOPH CaMO Ha Mall JIel OJ] OBHUE
npamama. Ho, mMa cemak HemTo mTo MOXeMe J1a TO HanmpaBuMe: 0e3 HermoTpeOHa MaHuKa O]
€KCIIOHCHIIMjAJTHUOT pa3Boj Ha BU, na ru pasriiename akTyeJIHUTe KOHTPOBEP3UH, PA3MUCIIH
Y TIPAKTUYHU OTIIMH 32 JpaMara | IPpaMCKOTO 00pa30BaHHUE CO TOCTOCUKHUTE Ja3UYHU MOTYIIH
Ha BU.

HoBuot Opan Ha aururaiHa MMHUrpanuja MOXKeE J1a C€ CIeOU M MpPEeKy Mapajeind U MpeKy
KOHTPacTH CO HHTEpHET-peBoiynyjaTa. JIUTUTaTHUTE WMHIPAHTH KOM HEKOoram ce
aJanTHpaa Ha MHTEPHET, Cera Ce COOYyBaaT CO MPEIU3BUKOT Ja ja BrpajgaT BelITadykara
WHTEIUTEHIIMja BO HUBHUTE HACTAaBHU M KPEaTMBHHU NPAKTUKH, 3aTOA INTO Taa Oe3Ipyro ja
TpaHchopMHUpa camara NpUPOJa HAa KPEaTHBHOCTA: T'M NPEAM3BUKYBA TPAJUIIMOHAIHUTE
MOMMH 32 aBTOPCTBO M OPUTMHAIHOCT MPEAU3BUKYBAjKU MOJEMHUKHU 3a TOA Nl HEj3MHATa
MPUMEHA 3HAYM 3r0JIEMYBamkhe Ha YOBEUKUTE CIIOCOOHOCTH U MOMECTYBalkE Ha TPAHUIIUTE Ha
OHa IITO € KPeaTMBHO MOXHO WM yMPTBYBam€, aHeCTe3Wja HAa aBEHTHYHATAa YMETHHYKA
KpEaTUBHOCT.

He cme ru 3amo3nane c€ yiire AUTMTATHUTE JOMOPOJLM BO HAIIUTE YUYMJIHUIHU (32 Toa Ke
Tpeba 1a moyekame), Ho 3HaeMe KOU Ce MPBUTE MPEIU3BUIIM 3a IUTUTATHUTE JIOCEIEHUIH (32
MOTCETYBAamkE O/ MPETXOIHUTE IOIJIaBja — TOA CE€ OHUE KOU CE MOJATOTBEHU Jla CE MCTOBapar
Ha HOBaTa TEpUTOpHUja U Ja ¢piaT KOTBa TaMy Ipudakajku ro HOBUOT IIPOMEHET CBET: UJIU
KAaKO HMCTOPUCKA HYKHOCT, WM KaKO HEM30EKHO 3JI0 WM KakKo ajaTka 3a MOEJHOCTaBHO,
noe(UKacHO W/WIIM NOJUHAMUYHO OUTHCYBaHkE BO HOBUTE MIPUIMKH.

[IpBUOT Mpen3BUK € OHA IITO TO HAPEKOBME ,,aKaJieMcka Mp3TuBOCT 2.0%, a IITO cera Majiky
MOTIPEIM3HO ke ro AeQuHHpaMe Kako ,,KpeaTuBHA MP3NUBOCT . MICTO Kako IITO HHTEPHETOT
ro pPEeBONYIMOHU3MpAIIE MPHUCTANOT A0 HWH(GOpMAlMM W KOMYHHKaIlMja, BellTauKaTa
WHTEJIUTEHITN]ja € TOJTrOTBEHA Ja ro peacuHMpa caMUOT KpeaTuBeH mporec. OTTyka, He
cTaHyBa 300p BeKe 3a MpoOJieM KOj MpOU3JIeTyBa O JIECHaTa JOCTAITHOCT 0 WH(OpPMAIUU U
COUBaKaHW 3aJlalll 3HAaeHa, TYKy 3a HOB IIOPTKAT IO KpeaTUBHHUTE perieHuja. Ha Beke
OCHPOMANIEHUTE CO HABUKH 3a CTyJHPamke UHTEPHET-1oMopoau, BU uMm Hynn Moxynu kou
ja BpIIar 3a HUB U OHaa O60kecTBeHa paboTa Mopaau Koja BEPOjaTHO U PElIniie Ja CTYAHpaaT
IpaMa — CO3JaBamkeTO HOBH CBEeTOBU. AnaTkuTe Ha BU ce Beke Tyka, KakBU M paMKu Jaa
MOCTaBaT Ap>KaBHUTE amapaTypy 3a HUBHO BpaMyBame, THE K€ OCTaHAT TYKa U Ke MPOI0JIKAT
Ja ce pa3BUBaaT. HammoT CTyJeHT ke MpOoJoMKK /1a TH KOPHUCTH, a HalllaTa mpBa 3ajaya € Ja
ro Hay4YuMe Kako Toa J1a IO IIpaBU HE CaMO HEMP3IUBO, TYKY U CO BKIYYEHU CUTE LIWINHIPU
Ha MOTOPOT Ha KPUTHIKOTO Pa3MHCITyBambE.

BtopuoT kpymeH mnpeau3BHK 3a HACTaBHHUIIUTE € Jla BOCIIOCTABAT CHUCTEM HAa €THUYKA H
€CTEeTHYKa KOHTPOJAa Ha KPEaTHBHHUOT Tpolec. buaejku MOayauTe IMprarT pemeHuja O
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MHOYKECTBO aBTOPH, OJl MHOTY jac, JAPaMCKUTE SIyKaTOPH MOpa Ja TH HAy4aT CTYJACHTHTE
Kako Jia He ja 3ary0arT KOHTpoJaTra Bp3 COICTBEHOTO jac, a TOA HHMBHO aBTOPCKO jac €
KOMIUTMIIMpaHa (HO KpYyIMjajHa) MEIIaBUHA KaKO OJf CTHYKH EJIEMCHTH: MOPAIHU CTABOBH,
BPEIHOCHU TMO3MIIMHU, BEPYBaba U CJI. TaKa M O] €CTETHYKA IMOSTHKA: CBOE ITUCMO, CBOj CTHII,
CBOj M3pa3, CBOj HAPATHUBEH MOTIIUC, UTH.

Toxmy co oBHe /Ba KOpIIyca Ipaliama ke ce 3aHIMaBaMe BO OCTaTOKOT OJ] OBaa CTaTHja.

2. JIpamckoTo co3aBame U ajaTtkute Ha AU

Cnomenaruot ,,code-davinci-002“ cnafa Bo TakaHapeuyeHata TpeTra reHepanuja GPT
(Generative Pre-trained Transformer). CtanyBa 300p 3a ja3udeH MOMIYN TJIABHO KOJHUpPaH 3a
J1a Tpou3BeyBa TeKCT, nako HoBuTe renepanuu kako YatlIIIT 40 (ChatGPT 40) nmaat Beke
WHTETpUpPaHU QYHKIIUHU ¥ 32 CIIUKH U 32 BUCA.

Croopen ,,Exoromuct® (u3manuero Bo jyHH 2020) mogoOpeHHTE alropuTMH, TMOMOKHHUTE
KOMIIJYTepH M 3TOJIEMYBAmbETO Ha KOJUYMHATA HA JUTHTAIM3UPAH MaTepujai MOTTHKHAA
peBOIyIIMja BO MAIMHCKOTO Y4eme, a HoBUTe TeXHUKH Bo 2010-Tute pesyntupaa co ,,0p3u
nonoOpyBama BO 3a/1a4yuTe’, BKIIYUUTEIHO U MaHUIYyIUpame co ja3ukoT. Cemnak, ke moMuHaT
yIITE pedrcu AeceT roauHu (monpenusno Ha 11 jyau 2018 rogunHa) mpen ucTpakyBauuTe U
WHXCHepUuTe Ha Kommanujata OpenAl na o0jaBar Tpyn BO KOj C€ BOBEAyBa IPBHOT
reHepatuBeH nperxonHo oOyuden tpanchopmatop (GPT). IlpBuor momen Ha GPT Oemie
no3Hart kako GPT-1, a 6eme cinenen og GPT-2 Bo deBpyapu 2019 ronuna. GPT-2 umame 1,5
MUJIMjapIy napaMeTpu u Oemie o0y4yeH Bp3 0a3a Ha MoJaTOLM OJf § MUIMOHU BEO-CTPAHUIIM.
Beke kaj TperaTta reHaepariyja u3BaJOLMTE O/l CajJTOBH U OJ KHHUTU cO KoM ce xpaHu BU ce
MepaT Bo Muiujapau. M Toa camo ke NMpoJODKM eKCIOHeHIMjanHo na pacte. Ho, na ru
OCTaBUME Cera OBME€ 3acTpalllyBayKd OpOjKH, THE BO HAIIMOB KOHTEKCT CIy)XXaT caMo 3a
WIIycTpalMja 3a KakBa 06a3a 1mojaTouu 300pyBame.

(An understanding of Al's limitations is starting to sink in". The Economist. June 11, 2020.
ISSN 0013-0613. Archived from the original on July 31, 2020. Retrieved July 31, 2020.)

Jla ce BpaTMMe cera Ha HAIIETO IMOJI€ HA MUHTEpEC: JpamaTa U Ha JIpaMCKOTO 0Opa3oBaHUE.
Beke nomunaa 3 roguHu oJ mpBaTa TeaTapcka M3BeA0a Ha JApaMa KOMIUIETHO HAMHIIIaHa O]
BU.* JloBoJTHAa MHCTaHIIA 3a J1a MOXKE Jla OLIEHMME KaKo CTojaT paboTUTE JeHEC U KOJKY U
kako BU e nHBOnBUpaHa wiu Ou Mokena Ja Ouje WHBOJIBHpPAHA BO MHIIYBAHETO JIpaMH,

4 1-p Pymong Poza ox MHCcTHTYTOT 32 popMarHa u MprUMEHETa IMHTBHCTHKA HAa PaKyaTeTOT 32 MaTeMaTHKa U
¢usuka npu YHUBEp3UTETOT ,,Yapic™ mobu nBeroguiriHa cyOBeHIHMja 3a paboTa Ha MPOEKT IITO TH MOBP3yBa
BeIITayKaTa WHTEIUTEHIMja 1 TeaTapoT. HeroBmoT TvM 100M 3amaya ja co3/maje BE CLEHCKH MPETCTaBU CO
KOM Ke IMOKa)ke KOJKY MOJKE caMaTa BEIITauka WHTEIUTEHINja U KOW Ce HEj3MHUTE OTpaHndyBama. II[poekToT
oeme HapeueH THEaiTRE. Ha Hero, mokpaj kojerute Ha Po3za on ®akynreror 3a MaremaThka U (Qu3mka,
paboTea W MpeTCTaBHULM OJ KyJITypHaTa M yMeTHHYKata cdepa, Tearapor ,llIBanma“ m Axagemmjara 3a
n3BenyBadku ymerHoctu Bo Ilpara (IAMY). Ce xopucreme jasuueHn moxyn GPT-2 na OpenAl. Yemkata
npemuepa ce ojapka Bo janyapu 2021 roanna, cum6onanuao 100 roguxu no npemuepara Ha apamara P.Y.P na
yemkunoT nucaren Kapen Yanek Bo koja 3a pBIar ce criomHa 300port ,,po00T*.
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0cOOEHO Kora craHyBa 300p 3a aBTOpHM MOYETHMIIM, WIM CTYACHTH KOU C€ BO MpOIEC Ha
M3Y4yBamb€ Ha IPAMCKUTE 3aHACTH.

2.1KapakrepycTHKH Ha HAJIIONMYJIAPHUTE ja3MYHH MOLYJIH

OTkako BelITaykaTa WMHTEIMICHIIMja W3Je€3¢ OJ JOMEHOT Ha aHaju3a Ha I0JaTOLU U
MOBTOPYBAYKM 3aJaud W Ce BIyImITa BO cepata Ha KPEaTUBHOTO MHUIIYBamke, Tpaar W
IWJIEMHUTE KaKO Taa MOXKE Jla UM IoMara Ha aBTOPUTE BO HM3pa0OTKaTa Ha HApaTUBU 3a
¢dukuja, apamMa U GUIMCKH CIieHapHja, 0e3 Ja To HapyIId HUBHUOT aBTOPCKH MHTETPHUTET.
Ynorpebara Ha BU Bo nuiyBameTO 011 MOAAIEKY O] €THOCTABHUTE TPAMATUYKH KOPEKIIHH;
ce MpoTera Ha pa3Boj Ha KOHIICTIT, CTPYKTYPHPAhE Ha 3aIUIETOT, CO3/IaBakhe JINKOBH, I1a AypU
u u3paboTka Ha Aujano3n. MHOTY aBTOpH, BepyBaaT JIeka CO MCKOPHCTYBame HAa MOKTa Ha
BeIITaYKaTa WHTEIMIEHINja, MIICATEIINTEe MOXKAT JIa TH MpoOujaT KpeaTHBHUTE OJIOKOBH, Ja
T'Ml HACOYAT CBOMTE MPOIIECH Ha MUIIYBAkE U JIa TPOU3BEAAT OOraTH M PA3HOBUIHHM HAPATHBU
(AxunBejm, 2023).

HacraBuunure Tpeba na ro mmaaT KOPMHJIOTO BO KOPUCTEHETO Ha ajatkute Ha BU Bo
MPOLIECOT Ha CO3/aBambe Ha JPAaMHTE U Jia TM BOJAAT CTYJCHTHUTE HA TOj IaT, a HE Toa Ja ce
npaBu moj Maca. MoJyiWTe Ha BeIITaykaTa MHTEJIUTEHIMja MOKE Ja MM IIOMOTHAT Ha
aBTOPUTE U HA JIpaMaTyp3uTe (1 Ha CTYJICHTHTE CEKaKo) Ha NOBeKe HaunHK. EBe pecer MHOTY
KOHKPETHH TIO3HUIIMU BO KOU AJaTKUTE MOXeE J1a C€ KOPUCTAT Oe3 Ja ce 3arpo3u aBTOPCTBOTO:
(1) T'enepupame Ha uaen: 06e30e1yBa MOTTUKHYBakba U HOBH KOHIIENTH 32 HaAMHUHYBambe HA
Osiokanara Ha nucatenoT; (2) [lomoOpyBame Ha AMjANIOrOT: MpejyIara peajHd U pa3HOBUIHU
onuuu 3a aujanor; (3) @opmaTrpame Ha MpUKa3HaTa: IoMara co IpaBUIHO (opMaTupame U
MOCTaBYBamE Ha CTPYKTypara; (4) Pa3Boj Ha kapakTepu: HyAH MPEJIO3U 3a KapaKkTepusalija
U JakoBHM Ha JukoBuTe; (5) CTpyKTypupame Ha 3aIlUIeTOT: IOMara BO OpraHM3Mpame Ha
TOUYKHUTE Ha 3aIIETOT M OAPKYBamke HAa HAPATUBHHUOT TeK; (6) YpeayBame U JEKTOPHpAHE:
UACHTU(UKYBA TPAaMAaTUUKH I'PEIIKM U Ipeuiara nojoopysama; (7) AHanu3a Ha myOiaukara:
I'M aHalM3upa TPEHAOBUTE M mpedepeHuuuTe Ha nyOnukara; (8) JasuuHM mpeBoau: €O
OTpaHUYEHU MOXHOCTH M KBaJUTET (0COOEHO 3a HE MHOTY pacIpOCTPAHETH ja3WIM BO
r7100aTHN PaMKH KaKO MaKeIOHCKHOT) MPEeBeyBa IpaMU WM PEIUIMKH Ha PA3InIHH ja3HIIN;
(9) Ananuza Ha Temara: nomara Ja ce HACHTH(UKYBaaT OCHOBHUTE TEMH U MOTHUBHU BO
nenoto; (10) KonabopaTuBHO muilyBame: J€jCTBYBa Kako MapTHEP 3a cOpabOTKa, HYACjKH
MOBPAaTHU UHPOPMALIMHU U UJCH.

Bo ouekyBame Ha TakaHapeueHara ,.killer app*>, 0JHOCHO aIUIMKaIujaTa ITO Ke TH HOKOPH
KOMIUIETHO WHTEPECOT M MOTpeOuTe Ha MMIIYBaHUTE Ha JApaMu co mojjapiika Ha BU,
n30paBMe JBa OJf CUTYpHO HAjIIONyJIApHUTE MOJYJIM 3a TEHEpUpame TEeKCT — Beke
cnomeHatuot YatlIIIT wa OpenAl n Gemini nHa Google DeepMind — 3a na HalpaBUME €JICH
Man ekcnepuMeHT. meno, ru npamasme YatlIIIT u Gemini xon ce HUBHUTE CUJIHU U Cl1a0u

3 KoMnjyTepcka ammkaliyja co TOJIKY rojieMa BpeIHOCT HiIM HOIMYJIAPHOCT LITO TapaHTHpa yCIeX Ha
TEXHOJIOTHjaTa co Koja € MOBP3aHa; BO ITOMIMPOK KOHTEKCT: KBAJTUTET WM KOMIIOHEHTA IITO cama Io cebe ro
IIPaBY HEIITOTO BPETHO JIa ce MoceayBa WM Ja ce kopuctu (Mepujam-Beberep).
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CTpaHUu BO MHUIIYBAKHETO JPaMH, a MOTOA TU MpallaBMe JaBaTa MOJyJa UCTOTO €IeH 3a JIPYT,
3a J1a MOe J1a T BKPCTHME OATOBOPUTE U Jia Jo0HeMe M000jeKTUBHA MTPETCTaBa 3a TOUHOCTA

Ha JOOUEHHUTE OJTOBOPH.

EBe npuka3 Ha 0ArOBOPUTE IITO TH JO0OUBME:

nmpaumiama

Onarosopu o YatlIIIT
(ChatGPT)

Onarosopu ox Gemini

Axo Tpeba ma nzbeperte
3a KOj IUTEepaTypeH pox
Gemini e mogo0ap, naiau
TOa ke Omjie mpo3a,
noesuja uiu apama?

[Ipo3ara e BepojaTHO KaHPOT BO KOj
Gemini HajMHOTY O ce MCTaKHAI
nopaayd HETOBUTC CUJIHU CTPaHHU BO
o0paboTKara Ha ja3UKOT,
KOHTEKCTYaTHOTO pa3bupame 1
CIOCOOHOCTA /1a CE CIPaBH CO ACTAIHU
U cioxkeHu Hapatusu. [Ipo3aTta my
OBO3MOYKYBa II€JIOCHO /1a TH
HCKOPHUCTU CBOUTE HANIPEIHU
CIOCOOHOCTH 32 CO3aBame Ooraru,
KOXEPEHTHH U MPHUBJICYHU TEKCTOBH.

3a muIIyBamke KOe UMa IIPHOPUTET Ha
JjacHOCT, JIOTHKA U (paKTHYKa OCHOBA,
Gemini ce cuiieH u300p. Meryroa, 3a
JKaHPOBHUTE KOM BO rojieMa Mepa ce
NOTIHpPaaT Ha EeMOIMOHATHATA
J1a00YMHA WK YMETHHYKOTO
u3pazyBame, MOXKeOH € TI0I00po /1a To
KOPHUCTHUTE KaKo ajaTka 3a
padHHUpamke HAMECTO KaKo MPUMapeH
U3BOP Ha KPEaTHBEH PE3yJITar.

HcroTo mpaiame 3a
YarlIIIT...

[Toe3ujaTa MOXxeOH € POAOT BO KOj
UYarlIIIT HajMaOTY ONECcKa MTOpagu
HETOBUTE KPEaTHBHOCT U UTPa Ha
300poBH, cTUIICKaTa (HIIEKCUOUITHOCT,
crocoOHOCTa J1a reHepupa
HUMarvHaTuBEH U MHOBATHBCH TEKCT I'O
npaBu 0COOCHO MOTOJICH 3a 1oe3Hja,
KOja 4ecTo ce MOTIHpa Ha
JIMHI'BUCTHUYKAaTa KPEaTUBHOCT.

I'enepanHo, cUIHUTE CTpaHU Ha
YarlIIIT mexxaTt Bo Heropara
CIIOCOOHOCT J1a CO3/1aBa MPUBIICUHH
HapaTUBH, IIITO IO IPaBH J00ap u3oop
3a nuiryBame npo3a. Cenak, Moxe J1a
OuJe KopucHa aaTka 3a
OpenHCTOpamke UIeH U BO JIPYTHTE
POIOBH KaKo TOe3Hja HIIH Jpama.

Ako Tpeba na n3dbepam
mery Gemini u YatlII1T
3a JipamMatypr u 3a
CIIEHApHO, IITO OU MU
npenopavae?

3a teatapcka nueca YatlIIIT ce
mpernopaydyBa opajy HErOBUTE CHITHH
CIIOCOOHOCTH 3a TEeHEpHpakhe
JIjaJio3u, pa3Boj Ha KapakTepu U
WHTEPaKTHBHHUOT MPOLIEC Ha
MUILYBabE.

3a ¢punmcko cuerapuo Gemini MOXe
na OuJie TIOTIOBOJICH OPagl HETOBOTO
HaMpeaHO ja3u4HO pa3Oupame u
KOHTEKCTYaTHOTO O0TraTcTBO, IITO
MOJKe Ja TO To100pu (PUIMCKHOT
KBaJIUTET Ha CIICHAapHjaTa.

3a OpEHHCTOPMHUHT U TEHEPUPAHE
nujanor u3bepere YatlITIT. Moxe na
BHU TMIOMOTHE J1a pa3BUETE
HN3HCHAAYBAa4YKU IIPECBPTHU HaA
3aIIeTOT, MHTEPECHHU JIMKOBH U J1a
HCTPaXXyBaTe BapHjalliy HA THjATO3H.
3a cTpyKTyHpame Ha Baiara padbora u
00e30eayBame jacHOCT: u3bdepeTe
Gemini. Moxe 1a BU IOMOTHE
JIOTHYHO JIa ja CTPYKTypUpaTe Bariara
MPETCTaBa WU CIEHAPHO U 1a CC
ocHryparte Jieka JHjajJoroT € jaceH u
KOHIIU3EH.

Kowu ce cuiaure n

CwiHU CTpaHu:

CWiIHM CTpaHHU:
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ciabure cTpaHu Ha
Gemini BO IMIITYBamkETO
npamu?

1. Crientnjanu3anmja 3a Apama: MOXKe
Jla OHYTU TTOBEKe CHENHjTn3uPaHu
JIATKU NIPUJIAroJCHHU 32 IpaMa U
IpaMaTypruja.

2. CTpyKTypHpaH CLIEHOCIE: M0100ap
e Bo 00e30eayBame Ha CTPYKTYPUPAaHU
(dbopmaTu Ha CKPUITH U JIOUUPAHE HA
neeKTH Ha CIICHUTE.

3. 'enepupame Ha AHjaJior: IMa
3roJieMEeHH CIIOCOOHOCTH 32
TeHepupame AMjajor KOj OAroBapa Ha
KOHKPETHH APAMCKH KOHTEKCTH.
Crnaboct:

1. Hemoctatok Ha eMOLMOHAIHA
J1abovrHa: MOYKE J]a UM HEeJ0CTacyBa
HUjaHCHpaHaTa eMOIIMOHAITHA
U1a00YrHA HA YOBEYKOTO MHUITYBAE.
2. OrpaHuvyBama Ha KpeaTHBHOCTA:
TIpeIJIO3uTe MOXKe N1a Ounar 6e3
OPUTMHATTHOCT Ha YOBEYKATa
MMaruHaIyja.

3. KynaTypHa 4yBCTBUTEIHOCT: MOKE
Jla He TY pa3depe LEeNO0CHO KyATYPHUTE
HUjaHCH, IITO JIOBEIYBa 10
HECOOJIBETHHU TIPEJITIO3H.

1. JacHa cTpykTypa: oapKyBa
KOH3MCTEHTHA U JIOTUYHA CTPYKTYpa
Ha 3aIIeTOT, BaYKHA 32 JJ00pO
CTPYKTypHUpaHa MpeTcTaBa Win
CIICHAPHO.

2. KOHIIM3HO NUINYBake: MPOU3BETyBa
jaceH 1 KOHIM3EH JHjajor,
OCHTYPYBajKH JIeKa CIICHAPHOTO €
JIECHO 32 YHTae U pa3dupame.

3. dakTUUKa TOYHOCT: KOPHCHO 32
BKITy4yBambe (DaKTUUKH JETAH BO
WCTOPUCKH JIpaMH WJIH CLICHApHja
6a3I/IpaHI/I Ha BUCTHHCKH HAaCTaHHU.
Cnaboctu:

1. OpurnHamHOCT: ce 60opH co
TeHepUpame HABUCTHHA UHOBATHBHU
WJIeW WK KOHIIeNTH. J[pamMuTe u
CIIeHapHjaTa UMaaT KOPUCT OJ] CBEXKH
WA YHUKATHU MIPUKA3HHU.

2. Emonmonanna anabounna: CamyHo
kako YatlIIIT, Mmoxxebu HeMa 1a ce
HCTAKHE BO MPUKAKYBAKHETO HA
CJIO’KEHHW €MOILIMY WM Pa3BOjoT Ha
KapaKTepoT, KOH CE O] CYIITHHCKO
3HAYCHE 32 MIPHUBJICKYBakhE Ha
myOJvKaTa.

3. KpearusHna uckpa: [lomanky
e(ukacHa BO rouyeTHata (paza BO Koja
CYpOBHUTE WJCU M KpeaTHBHATA UCKpa
C€ KJIIy4YHU.

HctoTo npamame 3a
YarlJTIT ...

CUJIHY CTpaHHU:
1. T'enepupame Ha Tujanor:

YatIIIIT ce ucraknysa Bo
MPOM3BOJICTBOTO HA TIPUPOJICH 3BYUCH
Y TIPUBIICYEH JIHjaJIoT, IITO € O]
KIYYHO 3HAYCHE 32 TEATAPCKUTE
clieHapyja.

2. Pa3Boj Ha kapakTepu:

CHOCOOHM /12 OJPKYBaaT pa3iIuuHu
TJ1aCOBH 3a Pa3JIMYHU JIMKOBH,
00e30e/1yBajku KOH3UCTEHTHOCT BO
MHTEPAKIMUTE Ha KapaKTepUTe.

3. MaTepakTrBEH IpoIiec Ha

MUY Bambe:

OBO3MOXYBa MOBpAaTHU WH(OPMAITUU
BO peasiHO BpeMe W UTepalyja, ITo €

CuJiHY CcTpaHu:
1. KpeatuBen packaxyBad: reHEepHpa

Wjien, I3HEHATyBaYKH MPECBPTU U
uHTEepecHH uKoBU. OBa MOXe aa ouze
OJUTMYHA TIOYeTHA TOYKa 3a Oypa Ha
UJIeH 32 KOHIIENTH 3a Ireca Win
CLICHApHO.

2. Pa3HOBUIHOCT Ha JMjaliO3H: MOXKE
Jia IPOU3BEJIE AMjaJI03U BO Pa3InIHU
CTHUJIOBH U TJIACOBH, IITO K& BU
MIOMOTHE J]a UCTPAKUTE PASITUYHH
WHTEPaKIHMU Ha KapaKTEpH.

Cnaboctu:

1. EMonoHamHu HUjaHCH: MOJKe J1a ce
0opH CO MMPUKAKYBAEHE CIIOKEHHU
€MOIUH WJIK MOTHBAILIUHU Ha
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KOPHCHO 32 paduHUpame Ha CIIGHUTE U | KapaKTepoT, KITyYHH 3a JpaMaTHIHO
ZIMjaJlo3UTe. BJIMjaHUeE.

CrnabocTu: 2. Jlornuka KOH3UCTEHTHOCT:

1. CueHCKH HACOKH: 3aIUIeTUTE WM OJHECYBAmhETO HA

— Moxebu ke Tpeba MOKOHKPETHO KapaKTepHUTe MOXKe J1a CTaHaT
MOTTUKHYBAmE 3a J]a CE TeHepHpaaT HEJIOTMYHU WM KOHTPAJUKTOPHU KaKO
JeTallHd HACOKH Ha CIIeHaTa 1 mro paboraTta Hanpexysa. OBa MOXKe
(U3NYKK aKIUH BO Hea. Ja Ouzie BOSHEMHPYBAUKO 3a aBTOPOT.
2. I[loTTekct u HUjaHCH: 3. CueHCKH OMHCH: OTpaHUYeHA

— Waxko e n1o6ap BO reHEpUPaHETO CIOCOOHOCT 3a 00e30eyBame jacHH
JIMjaJior, MPeHeCyBambeTo Ha HACOKH BO PAaMKHTE Ha CIICHATa WJIH
HUjaHCUPAHUOT EMOTHUBEH MOTTEKCT JKUBOITUCHHU OMHUCH Ha CIICHUTE,

IOTO AaKTCPUTEC I'0 TOJIKYBAaT MOXKE 1a CYWTHUHCKHU CJICMCHTH Ha

OmJie mpean3BUK. JpaMaTypreja u CIieHapHo.

OBue oAroBOpM MOXKE Ja OHMIAT MPAKTUYHO KOPHCHU, MOKEOM HE TOJKY 3a m300p Ha
MOJIyJIOT IITO K€ Ce KOPHCTU (CEKaKo Iperopakara € Ja Ce KOPHCTaT IOBEKe O] HUB
napajeiHo, CO JaCHO aBTOPCKO BOJICTBO), TYKy MHOTY IMOBEKe 3a Jla c€ pa3BHE CBECT 3a TOA
nexa BU He Moske 1a Oujie caMOCTOCH aBTEHTHYCH MTHUCATEN CO CBOM KOHTEKCTH U TIOTTEKCTH,
HUTY MOJE JIa TO HallpaBU HUjAaHCHPAHETO BO ICUXOJIOIIKOTO, EMOTHBHOTO, KYJITYpHOTO, Ia
Y JIWjaJIOIIKOTO OOJIMKYBAakE HA IpaMara.

[Tucarenure cu HOCAT EIMHCTBEH IJlac, CTHJI W TEPCIEKTHBA BO CBOUTE Jiela, KaKo WU
CIOCOOHOCT Jla pa3bepaT M HMHTEPIPETHPAAT KOMIUJIEKCHM YOBEUKH €MOILIMM W CHUTYaIlWH.
Hcro Taka, mporecoT Ha peBH3Wja, €OUTHPAakEe U KpPUTHKA Oapa YOBEUKH JOMHDP KOU
MAaIlIMHUTE HE ce BO cOCTOj0a 1a ro ooe30enat (Muxajino 3oun, 2023).

2.2. [IpakTHKYMH 32 CTPYKTYPHPaHO KopucTewe Ha BU Bo 1pamckoTo numyBame

l'onemMuoT nApamMcku mucaten, cleHapucT U pexucep JaBuag Mamer Bo cBOJOT ,,MacTepkiiac
3a JIpaMCKO MUIIyBame*® crojiennyBa UCKYCTBO JieKa O CUTE YHMBEP3UTETH U INKOJIH KaJe
mTO JApKeNn TpedaBamka Ha TeMaBa, HajaoOpo To paszbpane cryaentute on MUT
(TexHoMOIIKMOT UHCTUTYT Ha Macauycerc). He oHue o1 XyMaHUCTHUKUTE CTYIUH, HE OHUE
0]l OIMIUTECTBEHMUTE, TYKYy TOKMY HH)KeHepuTe oa Macauycerc. bunejku tue ja cdaruie
JpamaTta Kako CHUCTEM CO 3aly4eHUIH, IITO, crope] MameT, Taa HAaBUCTHHA €: HEj3MHHTE
JIETTIOBH HAaBHCTHHA (YHKIIMOHHPAAT KaKO MEryceOHO NPUYHHCKO-TIOCIEINYHO TIOBP3aHH

JACJIOBH, M aKO €ICH 3aIIYCHUK 3aTau, HEMaA J1a (bYHKLII/IOHI/Ipa ejata gpama.

Nmajku ro mpensum oBa, cexoram € J00po (0e3 mputoa Toa J1a ce MPEeTBOPH BO KPEATUBHO
OTpPaHUYYBAaKE) J]a CE BOCIIOCTABAT HEKAKBM CUCTEMH Ha Jpamara. Twe cucrteMu ke Tro
OBO3MOYAaT BPTEHETO HA 3aITYAaHUITUTE, a K& UM OJICCHAT Ha MTOMAJIKY HCKYCHHUTE aBTOPH U Ha
CTYJCHTHTE J]a HE ce 3ary0ar BO COIICTBEHATa MpUKa3Ha.

6 https://www.masterclass.com/classes/david-mamet-teaches-dramatic-writing
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Ce pa3bupa, oBue Momenu Tpeba Ja ce BHeCAT BO YUMIHHUIIATA CaMO OTKAKO CTYICHTHTE Ke
T'H COBJIQ/IaaT KJIACUYHUTE IPAMCKH IMOCTankd. [[oYHyBajKu O APHCTOTEIOBOTO 3JIATHO
MIPaBWJIO JIeKa CeKoja MPHKa3Ha MOpa Ja UMa MOYETOK, CPEANHA U KPaj, ¥ TJIABHUTE TPaTUBHU
€JIeMEHTH Ha TpareaujaTa: NMpuKazHa (30Mp oJ coOuTH]ja), KapakTepu (JIMKOBH), MUCIA,
IUKIWja, TecHa W crekraki. CTylIeHTUTe MoHaraMmy Tpeba Ja TM HaydaT OCHOBUTE Ha
KOHCTPYKIIMja Ha JPaMCKOTO J€jCTBO, COCTaBEHO OJ: CKCIO3WIMja, MOMEHT Ha
MPUABIDKYBame (inciting incident), 3amier, IEPUIIETUN, KpU3a, KOHMIUKT, 320CTPyBakE Ha
KOH(UIMKTOT, KyJIMHUHAIM]ja, TPECBPT, PACILIET, pa3pelIHHuIla Ha KOH(IMKTOT, pacIuieT...
OTkako Ke T yCBOjaT OCHOBHHUTE IMOWMH Ha JpaMaTyprujara Kako Wjeja, TeMa, 3aruieT,
MPOTArOHUCT M AHTArOHUCT, MOTHBAIMja, COOUTHja, IPaMCKa CHUTYallija, HAITHATOCT, TOYKA
Ha TJIe/lame, JACjCTBUE, pUTaM, JpaMcKa MpPOHHU]a, MPEMNo3HaBambe, MOpAIHA TUIIEMa, JIaXKEeH
Kpaj, deux ex machina, W3HEHaIyBame, AHTHKIMMAKC M Jp... W KE C€ CTEKHAT CO
WCKITyYUTEIIHA TI03HAaBalkha HA JIpaMCKaTa CTPYKTypa, IOYHYBajKH OJf €JHOCTABHUTE
JIMHEAPHH MTOCTaBKH BO TPH, OJJHOCHO IET YMHA, 1a J0 MOCI0KCHUTE BEPTUKAIHA, CIIPAJTHA,
KpyXXHa, WHBEp3HA, MO3aW4Ha, (parMeHTapHa, OTBOpPEHA, KOJaXHA..., CTYICHTUTE Ce
MOJITOTBEHH JIa OTIEPHPAAT CyBEPEHO CO CHOT TBOPEYKH IPOIIEC.

Toramr, moj HACTaBHUYKH HAA30p, MOXE Ja IOYHAT Ja CH ,Hrpaar‘ u jaa
eKCIIepUMEHTUPAAT co anarkure Ha BU. Mma nmoBeke HOCTAaIHU NPUPAYHHIIN 32 KOPUCTCHE
Ha B Bo kpearuBHaTa paboTa Ha ApaMcKHTE aBTOpU. Hue ce KOHCylnTHpaBMe CO HEKOU O
MOIYJIAPHUTE M HAjIIPOIaBaHU BAaKBU M3JJaHM]ja HA TUIATQOPMHUTE 32 KHUKEBHA TPrOBHja KaKo
Amaszon, Kobo, Apple Books, Google Play Books...

2.2.1. AGenenara Ha NUIIYBaKbeTO MPUKA3HH CO BeIITAYKA HHTEJIUIeHIHja

Taka, na npumep, Bo kuurara (The Hollywood Model: A Step-by-Step Guide to Writing
Compelling Screenplays, Dramas & Stories With Al & Prompt Engineering), aBTopoT ®un
AKWHBE|JI TIpe/yiara eJeH Oa3udeH MoJel W TPU MajKy mNoHampeaHu. Kora cTymaeHTOT
MUITyBa €IHOCTaBHAa IMpPHKa3Ha, MOXE Ja ja HaXpaHH HEroBaTa ajaTKa 3a BeIlTauka
MHTEJNUTeHI1ja co oBUe ocHOBU (ABCD):

e JlejctBoTO (Action) e nBUXKeuka Cuila Ha MpUKa3HaTta. Toa € OHa ITO TO JAPXKH
YUTATEJIOT aHTAKUPaAH M caka Ja 3Hae ITOo Ke ce Ciy4d cieaHo. JlejctBoTo Tpeba ma
Oune BO30Yy/UIMBO U HAIHATO, U TpeOa /1a ja MpUIBIKU MpUKa3HaTa HaIlpe;

e 3agnunara (Background) wu naBa KOHTEKCT 3a mpuKazHaTa. Taa My KaxyBa Ha
TIIeJa40T/9UTaTENOT KaJie M KOora ce CIy4dyBa MpUKa3HaTa U T'M 3all03HaBa JIMKOBUTE U
HUBHHUTE MelyceOHu onHOcU. 3aJHMHaTa Tpeba ga Oupe Oorara W JeraigHa, HO HE
cMee J1a TO YCIopyBa JIejCTBOTO;

o JluxoBurte (Character) ce cpueto Ha pukazHara. YurarenoT Tpeda /1a ce TPUKH 3a
JTUKOBUTE W J]a caka Ja TM BUAM Kako ce oOWayBaar Jla TH COBIafaarT MpPEUYKHUTE.
JIuxoBuTte Tpeba Aa OuAAT BEPOJOCTOJHU U J1a ©MaaT JaCHU MOTHUBH;

e Jlpamckuor 3amier (Drama) e oHa IITO ja MpaBU TMpUKa3HATa HHTEpecHA. Bo
CpeAMIITE Ha 3aIUIETOT € KOH(QIIMKTOT CO KOj CE COOYYyBaaT JMKOBHUTE M TOA € OHA IITO
ja Boau mpuKaszHarta Hampen. [[pamara Tpeba na Ouae BepoaoCTOjHA U MIPUKAXKIUBA U
Tpeba J1a ro AP KK TIIeAad0T aHTKHUPAH.

Mogenotr ABLJI (ABCD) 3a mumryBamke CO TMOMOII Ha BEIITa4Ka WHTEIUTCHIIM]a, CTIOpE
aBTOPOT, € €THOCTABEeH U €(EKTUBEH METOJ 3a MUIITYBalke KPaTKU M €JHOCTABHU MPUKA3HHU,
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HE3aBHCHO Jalli Ce €HOYMHKH, [[EJIOBEUEPHHU JpaMu, CIICHapHja 32 KpaTOK (UM, CEPUCKU
€MU30/1, WJIM CUHOIICHUCH IITO JIOTIPBa Ke ce pa3BuBaat (AkuuBej, 2023).

Cnemnure Tpu moaenu (HOLLYWOOD, BRAINS u PLOTDRAMA) moxe na ob6e3benat
MaJIKy HOCTPYKTYpHpaH MaT 3a JIPaMCKUTE aBTOPHU IOYETHUIIM Ja TH OXKHMBEAT CBOUTE UJEU
co oMot Ha BU. Ce pa3bupa, cexoj o7 HUB € aKpOHUM U 33 CEKOE CJIOBO OJI aKPOHUMOT
[IOCTOjaT HM3a OJl MHCTPYKIMHW/33ia4uu (prompts) IWITO aBTOPOT TM 3ajaBa, a BELITayKara
MHTENUrenyja Tpeda 1a r'u UCIIOJIHU/OTOBOPH.

2.2.2. X0IMBYICKHOT MO/1eJ

Cekoja OykBa o7 MHEMOHUKATA OJIrOBapa Ha KiydHa ¢a3za o]l pa3BojoT Ha

IIpUKasHaTta:

[H: Hook (Intro)]: Ilpuka3nara TpeOa ja 3alo4He CO HACTaH, 1jajior WX CIICHA IITO
ro OyJIy MHTEPECOT Ha YUTATENIOT U BEHAII 'O BOBJIEKYBa BO HEJ3UHUOT CBET.

[O: Origin (Background)]: ABTOpOT ro co3iaBa yHUBEP3YMOT BO KOj C€ pa3BHBa
HeroBara npukasHa. Toa e 3aiHHHAaTa, aMOUEHTOT U KOHTEKCTOT 32 HETOBUOT
HapaTuB.

[L: Lead (Characters)]: IlpoTaroHucTUTE, aHTAarOHUCTUTE U CIIOPETHUTE JTMKOBU
OKMBYBaaT BO oBaa ¢a3a. Co nomom Ha BU ce pa3BuBaaT HUBHUTE OCOOMHHU, KEIIOH,
CTpaBOBU U MOTHBALIUU.

[L: Layout (Plot)]: Toa e MeCTOTO KaJie IUTO aBTOPOT I' Manupa rJIaBHUTE HACTaHU
Ha HeroBaTa npukasHa. Cekoj HacTaH Tpeda JOTUYHO Ja Te4e O MPETXOAHUOT,
(bopmupajku MeryceOHO TOBp3aH CHHIIMP IITO TO IBUKH 3aIJIETOT HATIPE/.

[Y: Yield (The Punch)]: OBa e npecBpTHaTa Touka. MOMEHTOT KOj MEHYBa C¢,
NMPUIBIKYBAjKH ja IPUKa3HATa KOH Hej3uHATa KyJIMHHALN]a.

[W: Wave (The Drama)]: Ha ckeneTor ce 0JjJaBa €MOTHBHOTO TKUBO Ha MPUKa3Ha.
Kondmukrot eckanupa, co3qaBajku HEU3BECHOCT U TEH3Hja IITO TH JIPKHU
rJIeIaYnTe/IUTATEIINTE aHT AKUPAHH.

[O: Ovation (High Points)]: OBa e KynIMHHaIMjaTa, TOYKaTa Ha HaJBUCOK
€MOIIMOHAJIEH UHTEeH3UTeT. TaMy INIaBHUOT KOH(IJIUKT Ha IPUKa3HATa IO IOCTUTHYBA
CBOJjOT BpB.

[O: Outcome (Closing)]: Ilo kynMuHaiujara, ce pa3pemryBa KOHQIUKTOT U aBTOPOT
MIOYHYBA J1a TU Bp3yBa J1abaBUTE KpaeBH, BOJIEJKU IO CBOJOT HApaTUB KOH
3aJIOBOJIUTEIIEH KPaj.

[D: Detail Review]: Ha xpaj, ce cyrepupa aa ce mperjieia CeKoj eIeMeHT O]
IIpUKa3HaTa BO CMHCIIA Ha KOH3UCTEHTHOCT, TEMIIO, Pa3B0Oj Ha KapaKTepoT U
LIEJIOCHUOT HAapaTHUBEH JaK.

2.2.3. Moaeaor BRAINS

Honexa XOJIMBY]] 06e36enyBa ceonaTHa CTPYKTypa, MoaenoT BRAINS ce ¢pokycupa
MOBEKe Ha CYIITHHCKUTE €IIEMEHTH Ha PACKaKyBambETO MPUKA3HU:

(B: Background): noctaBkara, BpeMETO 1 KOHTEKCTOT 3a MpUKa3HAaTa.

(R: Roles): niKoBUTE 1 HUBHUTE MOTUBAIIHH.

(A: Action): HacTaHUTE ITO o (HOPMUPAAT 3AIIETOT U IO aHTAKUPaaT
riae1a4yoT/aIuTaTeaoT.

(I: Introspection): yBuJ1 BO BHATPELIHUOT )KMBOT Ha JINKOBUTE, HUBHUTE MUCIIH U
YyBCTBA.
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® (N: Next steps): 3r0l€eMyBamb€ Ha HEU3BECHOCTA U MCUEKYBAHE 32 OHA LITO CIIEyBa.
® (S: Solution): pemaBameTo Ha KOH(MIUKTOT U 3aKIyYyBame Ha IPUKA3HATA.

2.2.4. Mopneaot IVIOT/IPAMA (PLOTDRAMA)

3a paznuka o]l IPEeTXOJHUTE JIBa, OBOj MOoJieN (KaKo LITO Cyrepupa U CaMuOT aKpOHUM) ce
(doxycHupa Ha KOHCTPYKIIHja Ha €JIEMEHTUTE Ha JJPAMCKHOT 3aIlJIeT:

(P: Premise): OCHOBHUOT KOHIICTIT IIITO ja BOJM NMPUKA3HATA.

(L: Lore): netayii 3a CBETOT IIITO C€ IPaJy U 3aJIHUHATA HA MMPUKA3HATA.

(O: Outline): xydHUTE TOYKHU HA 3aIIETOT BO HAPATUBOT.

(T: Twists): HeOYEKYyBaHU MMPECBPTH IITO T'O 3aAP)KyBaaT BHUMAHHETO Ha

rIIeJJaunTe/IUTaTeIIUTE.

(D: Drama): emourioHajieH KOH(DJIUKT U HAITHATOCT.

(R: Resolution): pacmuiet u penraBame Ha KOHQIHKTUTE.

® (A: Action): 3Ha4ajHU HACTaHH BOJCHH OJ] KApaKTepy KOU ja IBUKAT MpPUKa3HATa
Harpes.

o (M: Moment of Triumph): BpBeH TpuyM@ Ha nmpotaroHucTort. (Mnu moxedbu Moment
of Truth BO K0j MPOTaroHUCTOT ja OCO3HABA BUCTHHATA OM OMIIO TOCOOIBETHO 32
€BPOIICKa JpaMaTypruja ocio0oeHa o] TUIIUYHO XOJUBYICKUOT TpuyMdanuzam Ha
XepojoT, H.3.)

® (A: Aftermath): nocnenuiy - NpULIBPCTYBambE Ha JTa0AaBUTE KPAeBH U peEIllaBambe Ha

MIPECBPTH Ha 3aILJIETOT.

Cekoj on oBue Mojenu obOe30eayBa TMaToka3 3a MIJIQJUTE THCATENIW Jla MCTPaKyBaaT, Ja
EKCIICpUMECHTUPAAT, T IIMpAT XOPH30HTHTE Ha COICTBEHATa JpaMa 3a Ha KpajoT Ja ce
BparTaT Ha CBOjOT M3BOPEH HapaTHB CO HEKAKBO 300TaTEHO UCKYCTBO O/ KOJIa0OpaIIMOHIU3MOT
CO BelITauKaTa WHTEJIUTCHITH]a.

2.3. ETnuku anjeMu

ETnukure mpamiama MoBp3aHU CO KPEATHBHOTO MHUINTYBAalkE€ BO COpabOTKa CO BelITauykaTa
WHTEJNHUTeHINja ce JOCTa KOMIUIEKCHH. be3 pasnuka 10 Koja Mepa aBTOpOT Ke ce BIYIITH BO
LpHemhe COAPKMHU U JIPpaMCKU pelleHuja of amatkure Ha BU, cekoram ocrtanyBa
TUCKYTaOWJIHO TIpalllalbeTO Ha OpUTrHHamHocTa M aBTopcTBoTO. Kora BU renepupa
KpeaTHUBEH TEKCT, KOj € BUCTHHCKMOT aBTop? Jlanu e Toj mporpamepoT koj ja cozpan BU,
OJTHOCHO HEJ3UHHOT KOJI, JAJIM CUTE HEMO3HATH jyHAlld KOW CBECHO WJIM HECBECHO TH
00e30enuiie momaronuTe 3a 00yka Ha MOIYJIOT, WM KOPUCHUKOT KOj ro moTTukHyBa BU na
TeHepUpa TEKCT CO KOHKPETHH Mpariama’? ABTOPCKHTE IpaBa CTaHyBaaT HEJaCHH BO OBaa
CUTYyalija ¥ HACTABHUKOT € JIOJDKEH J1a T YIIaTH CTYJESHTUTE BO OBHE IPAaHUYHU MpaIliama.

Jlexymanu3aiyjaTa Ha KpeaTHBHOCTa € MOBp3aHa CO T.H. ,,KpeaTHBHA MP3JIHUBOCT® 3a KoOja
30opyBaBMe npeTxoaHo. [Iperonemara 3aBucHocT o BU 3a kpeaTHBHO MUIIIYBamke MOXKE Ja
J0Belle 70 IIeTIOCHA JeBajiBallfja Ha YOBEYKaTa KPEATHMBHOCT W YOBEUKHUOT EJIIEMEHT Ja
npecTaHe ja Oujie CyITHHCKH BO KPEAaTHBHUOT MPOIIEC.
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Cnennara pabora 3a koja TpeOa na Ouje eT0CHO yIaTeH HACTaBHUKOT € neka BU kopuctu
MWJIAOHH M3BOPU MCTOBPEMEHO. VIHTEpHETOT, Ma M W3JaBallITBOTO CEBKYITHO, MMa M CBOja
TEMHa CTpaHa, HMMa MOPAJHO CHOPHH WJIA KOMIIPOMUTHPAUYKH COJPKHHH. Ha
HEBHUMATEIIHUOT W HEKPUTUYKH KOpUCHUK Ha BU Moxke yecHO ma My ce TpOTHAT
npeapacyau U 3a0iIyIu OJ] pa3IMyeH TUI, KOU TOj K€ T BEpU(PHKYBa KaKO aBTOP, OJJHOCHO Ke
CTaBH COIICTBEH IMOTITUC IO/ HUB.

Bo TOj KOHTEKCT ce M OMacHOCTUTE O]l Ae3uH(OpMaIija 1 MAaHHUITYJIANHA]ja, OJHOCHO Jpamara
JMPEKTHO WJIM TIOCPEIHO, IPEKY CBOMTE MOTTEKCTH, MOXeE Jla OH/e cTaBeHa BO (DyHKIIMja HA
HIMPEHHE MPOTarania U MaHHUITYJIHPAE CO JTYTeTO.

Ha xpajot, HO He ¥ HajMaJIKy Ba)XHO, CEKOTalll Kora 300pyBame 3a BelITayKa HHTCIUTCHIIM]a
MOCTOU U PEATHUOT CTPAB 3a Er3MCTCHLHUjATHUTE Mpallambha Ha YOBEKOT, OJJHOCHO I'yOCHETO
Ha pabOTHH MecTa, COIMjajiHa KpH3a M YPUBAKE Ha CIIEMEHTAPHHOT COIMjaJieH OanaHC
HE3aBHCHO O] CTETICHOT Ha Pa3BOj HA 3EMjUTE.

Ce pa3bupa, oBa ce caMO HEKOM O]l €TUYKHUTE Ipallama mnoBp3aHu co B u kpearnuBHOTO
numryBame. Co pa3BojoT Ha TexHojormjatra Ha BU, ke ce orBopar m HOBU. Baxno e
elyKaTOpUTe 10 JApama U JPaMCKO MHIIYBamke MOCTOJaHO Jja T UMaaT OBHE TEMHU BO CBOETO
BHUIHO II0JIC.

3. HamecTto 3AKJIYY0K: KaKO Ja €€ 0CTaHE Y0BEK

Ke ce BpaTHMe yIuTe eIHAII Ha KOHLENTOT HAa IIPEHCKM 3a MMTHTATHHTE TOMOPOALH H
nocenenuny. Kiydor jexxu BO Toa MOBTOPHO JAa ce mpudaru yimorara Ha TUTHTAICH
nocesieHuK. Moxkebu e mpexpadpo Ja ce u3BJIeUe TAaKOB 3aKIy4YOK, HO O] TOA IITO IO Tieaame
JIEHEC, MOXKE Ja HAaceTUME €HO HOBO BpEME€ BO KOE€ MPOMEHUTE C€ CIydyBaaT CO TaKBa
JTUHAMUKA MITO MPAKTHYHO ,,JOMOPOJAIMTE MOXKE€ HHUKOTAIll BEKE Ja HE HU C€ BparaT Ha
rianeraBa. Cute, MpakTUYHO, Ke OumeMe ToceNeHuI 1eno Bpeme. U tpeba aa ce yunme Ha
JTIOCEJICHUYKH JKUBOT U TOCTojaHa Oopba jna ce MpPUBHKHEME HAa HEKOM HOBHM TEXHOJOIIKH
(p)eBOonmynMH, Kako INTO TOoa TO TpaBeBME WM To TpaBuMe BO MoMmeHTOB co WKT
(MHpOpMATHUKO-KOMYHUKAIIUCKUTE TEXHOJOruu), co BP (BupTyenHaTta peanHocT), Win co
BU (Bemraukara MHTENUTESHIIH]).

Nsrnena vy ce cimydyBa TokMy oHaa HymmkeBata upoHuja — mogo0po Ja ro Tiieaart
KUBOTOT BO JpamMa, OTKOJIKY Jia TJIe/Iall ipama BO KHUBOTOT.

Bo cBojara kumra ,Kuor 3.0: kako ma ce Ouje 4YOBEK BO epaTa Ha BelITayKaTa
uHTenureHyja“, Makc Termapk ucTpakyBa JaldW M KOJKY CME TOJATOTBEHH HHUE, KaKO
YyBapu Ha WJHMHATA Ha XUBOTOT, /Ja ja OOJIMKyBaMe€ M Jia ja KOHTpOJHpaMe MallhHaTa.
Crnopen Hero, MoAeMOT Ha TEXHOJIOTHMjaTa, OCOOEHO Ha BEIITayKaTa WHTEIUTEHIIMja, UMa
MOTEHIIM]jal J1a ja TpaHc(opMupa HallaTa UIHUHA MOBeKe 0J1 Koja OMiIo Jpyra TEXHOJOTHja.
[la mpamryBa: kako Taa Ke BiMjae HAa KPUMHUHAJIOT, BOjHATa, MpaBaara, BpabOTYBameTO,
OIIIOITSCCTBOTO WM HaIlaTa YOBCYKaA CYHITI/IHa? Kako mMmoxeme aa 6I/IHeMe TOMPOCTICPUTETHU
MpeKy aBTOMaTu3alrja 0e3 Ja T ocTaBUME JIyr'eTo 0e3 Mpuxoja Wiu (MHOTY MOBa)XHO) Oe3
uen? Kaxko Ja ' HallpaBUME UAHUTC CUCTEMH IMOUBPCTU U MO3ApaBH, 3a J1a T'O IIpaBaT OHaA
IITO HUE cakaMme Jia To mpasat 0e3 1a HE XakupaaT Hac Jyreto? Jlamu MamrHUTE Ha KpajoT Ke
HC HaAMHUHAT BO cuTe 3aaaun’? KakoB coBeT 3a kapuepa Tpeba Ja UM gajeMe Ha JEHEITHUTE
nena?
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Be wuntepecupa oxrosopor Ha Termapk? Hasuctuna cre cnpemuHu? Bo pen, Ttoram:
,Hamnpenokor Bo meppopmMaHCUTE Ha KOMIIjyTepOT € Kako BOJa IITO MOJieKa IO MOCUHYBa
nej3akoT Ha mioOycor. [lpen moioBMHA BEeK MOYHA Ja TH TOKPUBA PaMHUHUTE U Jla TH
MPOTEpyBa YOBEUKUTE CMETKOBOJAUTEHN U YyBapH HA €BUJICHIM)a, HO T OCTaBU MTOBEKETO O]
Hac Ha cyBo. Cera noTonoT CTUrHA JI0 MaJMHUTE, a HAIIUTE IYHKTOBU TaMy pa3MHCIIyBaar 3a
MOBJIEKYBalkh¢ KOH BPBOBHUTE. TaMy ce 4yBCTByBaMe 0e30elHO, HO CO ceramiHara Op3uHa u
THE Ke OMJaT MoTOoNeHu 3a mojoBrHA Bek. [Ipennmaram na ja msrpamgume HoeBara apka kako
LITO ce HaOIMKyBa TOj JICH U Jla ce MPEeIMyIITHME Ha KUBOT Ha MOpPETIoBIH ! “

KakBa Bpcka umaar oBue Ipaliama cO MUIIYBamHETO JpaMHu, OCBEH aKO HE MUIIYBAaTE€ HEKOE
HOBO CIIEHApUO HACIOBEHO , Amnokanunca cera”“? O, ronema! JloBosiHO € camo na ce
MOTCeTUME Ha OpuIIMjaHTHATa MHCIa Ha roiseMuot nucaren Ockap Bajng u ke ro Hajaeme
OJITOBOPOT: ,,BepyBam jeka TeaTrapoT € HajrojieMara Ojf CHUTE€ YMETHHUYKH (OpPMH,
HAjHEMOCPEICH HAYMH Ha KOj €HO YOBEYKO CYIITECTBO MOXE Jia TO CHOJEIH CO APYTUTE
YyBCTBOTO J]a c€ OMie YOBEK .

BepyBam nieka gpamara Kako oriieiaio Ha )KHBOTOT K€ ja UMa TOKMY Taa IJiaBHa (QyHKIIHja BO
W/IHUHA: Ha HajHENIOCPE/ICH HAYMH Ja TH y4M MIIQJUTE Ja TO CHOJETyBaaT 4yBCTBOTO Ja Ce
Oune yoBek. Toa ke OmJe 3amada U 3a JPAMCKUTE YYUTEIH, MOXKEOU MOBa)KHA U O] HUBHATA
IJIaBHA €TUYKO-ECTETCKa MUCH]ja — OJ] CTYJCHTHTE J1a HallPaBU JPAaMCKH aBTOPH.
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ARS ACADEMICA

YIK: 159.9.018:791.51

HNimja HupuBupnu

METO/I0JIOTHJATA HA AJJU’KEC BO HACTABHATA ®UJIMCKA
MPOJYKI[AJA

Merozonorujara Ha AJ¥bKec BO HEj3UHATa OCHOBA 3aroBapa MEHalIMEHT KOj ce MaHu(ecTHpa
IMPCKY KOMIUICMCHTApHU TUMOBHU. AIUIMKaTUBHHUTE aJaTKA BO OBOj KOHTCKCT NpeaABUaYyBaaT
npucTan KOH MPOMEHHTE — pEIIaBameTO Ha NPOOJeMU IOJI3YBajKU Pa3IWYHU BELITHHH.
dunmMckaTa npoayKIuja, NaK, UMIUIMIMPA MEHAIMEHTCKH OJHOC KOj ANMKec ro o0jacHyBa
OpeKy IOMMH KOH, BCYIIHOCT, C€¢ (YHKIMHTE Ha MEHAIIMCHTOT, IIa Taka 'l HaBEAyBa:
OIUTy4yBaibe, OINEPHPAIbE, MIAHUPAEhE, KOHTPOIHPAhE, OPraHU3UpPabe, HOCTHTHYBAbE LCIH,
BOZCHC, MOTHBHpAmkE OCTBapyBame. OTTyKa M CHHTE3aTa Ha TCOPHUTE HAa MEHAIMEHT U
JOOKTpHHATa Ha (DUIMCKAaTa HPOAYKIHMja Ce HajaJeKBaTeH MPHCTAal IPH BOBEIyBame Ha
CTYACHTHTE BO (HHIMCKATA IPOAYKIH]a.

Knayuynu 300poBHM: MeHanMeHT, (WIMCKAa MpPOAYKIHWja, alaTKH, KOMIUIEMEHTapHOCT,
penaBame MPoOIEMH, KPEaTHBHOCT.

OuwiMoT € MoaupuUupaH Ja ja NpHUKaKe peasHocTa J0 TOJKYy TIOoJeM CTeleH Ha
ABTEHTUYHOCT IITO AYPH U NMPUKA3ZHUTE IITO CE€ CIydyBaaT Mpej MIJICHHYMH BO JAJICUYHU
TaJIaKCUU M3TJIeaaT BUCTUHUTO W yOemmuBo. Bo umcTopuckute (QUIMOBH WM HAy4dHO-
(haHTacTUYHUTE OBa CTAaHyBa OYHUIJIEIHO, OWJEJKM HE TOCTOM TakKBa ,,pEATHOCT IITO Ou
MOJK€JIa 1a C€ UCKOPUCTHU 33 CHUMAKHETO — HO CEKaKO OBa BaXKU U 3a MPUKA3HUTE CMECTEHU
BO CEKOjIHEBHHUOT >KHMBOT, Ma OypHd M 3a JOKYMEHTapHU (UIMOBHU JO OJAPEACH CTEIEH.
Nmajku mpenBun neka e notpedHa Mana ,,apMHja‘“ Ha KpeaTUBIU, aKTepy, TEXHUYKH JIHIA U
JpyT TIEpCOHAl 3a Jla Ce CO3/ajie OBaa MiIy3Mja CTaHyBa jacHO JeKa He MOJKE Jia Ce BIie3e BO
poayKiuja 6e3 mperu3Ha MOAroTOBKa U INIaHUpamke. 3ajavyara Ha TUPEKTOPOT Ha (UM BO
OCHOBa IO TIpelIBHUIyBa OBa MpeUU3HO IUlaHupame. OBaa mo3WIMja € exHa of
HaJKOMIUIEKCHUTE, OJTOBOPHHU U Pa3HOBUIHU BO IEJIMOT MPOIEC HA MPOIYKIIMjaTa HA (PUIIM.
[Togpazbupaar mpeau3BUIIE BO MHOTY pas3lIWdHU o0OJacTH M Oapa MpaBHA, TEXHUYKA,
OpraHu3alycKa ¥ TICUXOJIONIKA eKcrepTu3a. Jupekropor Ha QuiIM TH OpraHuzupa
JIENIOBHUTE, (PMHAHCUCKUTE U ONIEPATUBHUTE ACMEKTH COTJIACHO CO Oapamara MOCTaBeHH O]
MPOAYLIEHTOT U € OATOBOPEH 3a HEMPEUYECHO OJIBUBAKE HA CUTE AKTUBHOCTH HEONXOJHU 3a
KOMIUIETHA peanu3alldja Ha CHUMameTo. M3paboTyBa mpenuMHUHApeH IUIaH Ha CHUMAlbe,
mperuMUHapeH OyiieT, (a moHaTtaka BO MPETHPOAyKIMjaTa TH 0J400pyBa U (UHAIHUOT ILJIaH
Ha CHHUMamke W OyleroT, MOKpaj MPOAYIEHTOT), BKIYYEH € BO IMPEroBapameTo W
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AQHTQKUPAkETO Ha WICHOBHTE HAa EKWIaTa, TO 0J00pyBa HM3HAJMYyBamkETO HA TEXHUYKATa
orpeMa, TO HaJrjelyBa M3HAJMyBambETO Ha JIOKAIUTE 32 CHUMame U 00e30eIyBameTo Ha
MOTpeOHUTE JT03BOJIM U COTVIACHOCTH. VIMa KiTydHa yjora BO OCUTYPYBambeTO Ha eUKACHO U
epeKTUBHO paboTeme Ha EKHIaTa, BO paMKUTe Ha OYylIETOT W IUIAHOT Ha CHUMAame, U
MPEeTCTaByBa TJaBHa BpPCKa Mery THMOT MPOAYLEHTH W CHUTE€ OCTaHATH CEKTOPH KOH ja
COuMHyBaar ekumnata. J[upekropoT Ha (GUIM MMa jacHa TEPCIEKTHUBA BO cekoja ¢asza Ha
peanu3anujara Ha (GUIMCKHOT mpoekT. Paborara Ha AMPEKTOpOT HAa QUM U ja JaBa Ha
MPOAYKIMjaTa HEOMXOHATa CTPYKTypa BO KOja YMETHHIIUTE MOXKAT Jia ja KpeupaaT cBojara
BH3H]ja.

Boo6unuaeHo, mpodecnoHaTHHOT pa3Boj Ha JUPEKTOPOT Ha (PHIIM IPOrpecupa BO MPOIYICHT.
Bo cymtuHa mpoayneHToT To HaJIMUHYBa 00eMOT Ha Mpo(ecHOHaTHN BEIITHHHU, 3HACHA U
OOBpPCKM Ha IUPEKTOPOT Ha (QWJIM M TO HAJOTPajyBa CO CTPATEIMCKOTO IUIaHHpame. AKO
paboTtara Ha TUPEKTOPOT Ha QUM € KIIy4yHa BO KPAaTKOPOYHOTO IUIaHMpame (Ha HUBO Ha
MPOAYKIHja), paboTara Ha MPOIYLEHTOT MOpa Ja ja MMa MPEIBU MOMEHTAJIHATA MO3UIHja
Ha OpraHuszalyja M KajJe Taa ce IJieJa BO HWJHWUHA MPEKYy CBOUTE IMPOU3BOJHU, OJHOCHO
KoHKpeTHU ¢unmcku gaena. Co jgpyru 300pOBH, MHPOAYIEHTOT € OJIOBOPEH IOKPa]
CHHMAambEeTO Ha (MIIMOT M 32 HETOBUTE MAapKETUHIIKKM aCleKTH M eKcIuloaranujara. [la taka,
TEMeIlTHATa U KpeaTuBHA paboTa Ha MPOAYIICHTOT, BO U3BECHA Mepa MOJIEKAT Ha UCKYCTBOTO
CTEKHATO TpeKy paboraTa Ha AMPEKTOPOT Ha (PUIM, WM BOACHETO HA CAMHUOT IMPOLEC Ha
(buIMCKa MPOIyKIHja BO HETOBa MENOCT (IPETIPOIyKIHja, TPOAYKIIHja U MMOCTIPOAYKIIH]a).
HajnoOpuot Ha4yMH 3a CTEKHYBambe Ha OBa MCKYCTBO € IIPEKy Mpakca Koja € OpUeHTHPaHa KOH
JeTaluTe, Ha CEeT W BO NpOAYKIHCKara Karmenapuja. CeBO OBa € BaXHO, OWICjKH
ABTOPUTETOT Ha MPOAYIEHTOT Ha (HIMCKHOT CeT Hpei c¢ joara OJ yMaTeHOCTa W BO
HaJCUTHHUTE JIeTaJIM Ha (PUIMCKHOT CET M BOH HETO KOM MPHUJIOHECYBaaT KOH OCTBapyBame Ha
3aIPTaHUOT (PHIMCKH POU3BOJI - €CTETCKH U O] aCTIeKT Ha MEHAIIMEHT.

OBa ekcro3e BO crenu(puKUTe Ha (GUIMCKaTa MPOAyKIHUja € KIy4HO, OM/IejKH ja MOTEeHIUpa
notrpedaTa o] CUCTeMaTH3alMja - WIM BOCIOCTaBYBalk€ Ha HEKakoB mporec. Bo moseke
HaBpaTH C€ CIHOMHYBAa U TEPMHUHOT ,IUIaHHpame, HO HEroOBOTO BHUCTHMHCKO 3HAYeHe 3a
¢dbumMckaTa MpoAYKIMja MOXE Ja ce pazdepe €IMHCTBEHO MPEKy MEHAUMEHTOT. MaHwute
(dbunmMayuu, TpoaylEeHTH U TUPEKTOPH Ha (UM, CO OBaa ImpolIeMaTHKa C€ COOUyBaar yIITe
IIpU CaMUOT MOYETOK HAa HUBHUTE CTyauu. Merononorujara Ha Mcak Annxkec e mosesHa 3a
COBJIA/IyBamkb€ HA OCHOBHHTE MPOOJIeMH HAa MEHAUMEHTOT KOW Ce HEMHWHOBEH JIeJl Off ceKoja
NpoAyKIMja, Ha cekoja ¢opma. IloHaTamy BO OBOj TEKCT ce€ pas3rio0yBaaT OCHOBHHTE
acleKTH Ha MEHAIMEHTOT CO IIeJl HEroBO MoA00po pa3zdupame BO KOHTEKCT Ha (huiIMcKara
npoayKija. MeTomoNIKHOT TpucTanl Ha AJbKec pa3paboTyBa alaTkKu KOM  ce
KOMIATHOMITHU CO KOMIUIEMEHTApHOCTA Ha (pUiIMCKaTa eKuma.

Bo cBoeto neno ,,OBnagyBame cO mMpoMeHHUTE AIMKEC MOKpaj APYroTO MMILIMIMpA Ha
YHUBEP3JIHOCTa Ha MEHAIMEHTOT M HeroBaTa ymorpeda. OTTyka, METOAOJOTHjaTa HE €
MPUMEHJIMBA HCKIy4YUBO Bp3 (puiMckara MpoAyKIMja Ha KpaTKOpOueH IUIaH TYKy M Ha
JOJITOPOYEH MpPH YINPaBYBAaKETO, OJHOCHO MEHALIMPameTo Ha MPOAYKIHMjaTa HAa HHUBO Ha
opraHmzaiyja BO KOHKPETHO ONKpyxkyBame. CO TOa BEIITUHUTE KOM CTYACHTUTE K€ TH
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CTEKHAT MpH MpaKcaTa HU3 CHUMAHE MpeoraaT BO MCKYCTBO HEOMXOAHO 32 €eH MPOAYLIECHT —
YHjaiTo paboTa ro HaIMUHYBa CUPOBOTO MEHAIMPAkE Ha IPOEKTOT.

3a 1a MOXe J1a ce JUCKYTHpa 3a aJaTKUTE KOM MPOMU3JIeryBaar ojf METOJI0JIOTHjaTa MOJIE3HO €
MIPBO Ja ce pa3padoTH U CaMUOT MIOUM ,,MeHaMpame (aHTIL fto manage). bykBajieH mpeBo
BO MaKEJOHCKHOT ja3uK He moctou. CHHOHMMHTE KOM HYAAT COOJIBeTHA JePUHUIMja Ce:
oonyuyearpe, onepuparse, NIAHUParee, KOHMPOIUPArLe, OP2AHUUPAIbe, NOCMUSHY8AbE Yeill,
gooerve, Momusuparbe, ocmeapyearoe umu. CUTE ce OJHECYBAaaT HA €JHOHACOUYHU IPOLECH.
MenanepoTr oanydyBa mTo Tpeba aa ce CTOpH, a TOj IUTO € YyIpaByBaH € CPEICTBO 3a
OCTBapyBam€ Ha Taa LeJl.

OBa ykaxkyBa JieKa MEHallep € CEKOj] KOj IOKpaj OATOBOPHOCTA 3a CBOjara padora €
OJITOBOPEH W 3a HajMaJKy yIITe e€IeH 4YOoBeK. Bo oBaa cmmciaa TOCTOM U
JIenapTMeHTH3anjata BO ¢uiaMckata mnpodecuja. Cute cexropu (pexuja, Kamepa,
crieHorpaduja, MpOayKIKja, KOCTUM, IIMUHKA WTH.) UMaaT CBOj med KOj € OJrOBOPEH 3a
paboTaTa Ha LETUOT CEKTOP - BO €CTETCKa M BO (YHKIMOHATHA cMmmcia. Hajuecto Toj e
KpeaTuBenor, Ounejku ce paboru 3a (KOJNEKTHBHA) YMETHOCT, a HETrOBUTE HajOIHCKH
COpa0OTHUIIM MOXKE Ja OugaT caMO TEXHUYKH IepCOHan (Ha WpuMep: CTOolap BO
cieHorpaduja, TpeT acUCTeHT Ha Kamepa). [Ipeau3BHKOT € Ja ce Hajiae HauuH Ha KOj U
TEXHUYKUOT U KPEATHMBHUOT THM C€ BOJAT W MOTHBHMpAAaT KOH YCIICIIHA pealn3aldja Ha
MPOEKTOT. 32 AUPEKTOPOT Ha (WM, U ITOHATAMY TPOYLIEHTOT, B)KHO € J1a pa3depar 3aiiTo
CeKoj oJl (hMIMCKaTa €KWIla € WHBOJIBHpPAH BO IMPOIECOT. BaxkHo e ma pasbepar neka Kaj
aBTOPUTE BO (HIMOT JAJICKy MOBAKEH € KPEaTUBHHOT JIMYCH BJIOT M MCXOA 01 UCTHOT. Kaj
TEXHUYKUOT JIeNl OJl €KWIaTra, Ha TPUMEp, CMETKOBOJCTBO, BOOINIITO W HEMa 3HAUYCHE
KpEeaTUBHUOT HCXOJ, & CO TOA M ECTETCKHUOT, TYKy caMO (UHAHCHCKaTa peTpuoyiuja.
[loTpebute Ha cexkoj uieH o (UIMCKaTa €KWIla C€ BaXXHU CO HaMepa II0COOJBETHO
CHHXPOHHM3HUPAhE KOH OCTBApPyBamkhe HA 3a¢THUUKATA M KOHEYHATA 11eJT - (PUJIM CO KOHKPETHU
YMETHUYKH U KOMEPIIHjaJTHH BPEITHOCTH.

(I)yHKIII/IOHaJ'leH NMpucTan

Cnopen Ammkec yrnorata Ha MEHAIMEHTOT Mopa Ja ce caTu IpeKky (QyHKIMjaTta MITO ja
u3BeayBa: zowmo € norpeden? Taa ¢yHKuMja Tpeba ma Ouje pacToBapeHa O] CEKaKBH
BIWjaHWja U Tpeba Ja e ucrta 0e3 pa3nMKa Jajid ce ympaByBa MoMajia €KHIa, CIOXKEeHa
MIPOYKIIHja WM OpraHu3aliyja Ha qoir pok. Tpeba na 6une eaeH uct nporec. EnnHcTBeHara
pasnuKa € BO TOJIeMHHATa M MPpUpoaTa Ha eIWHHUIIATa cO Koja ce ympaByBa. OBOj OJHOC ce
3aCHOBa Ha MpeMucara Jieka mpoMeHaTa € rmocrojasa. Bo ciaydajot Ha ¢uiaMcka MpoayKIyja,
Ha MHKPOHHBO, ITPOMEHA IOCTOM BO CEKOj YCIEIIHO 3aBpIIeH CHUMauyku JieH. Ce MeHYyBa,
OJIHOCHO C€ peajn3upa IJIaHOT Ha CHUMame, Ce HaMaayBa OpojoT Ha CIIEHH ITo Tpeba /a ce
CHHMAaT OJ CIIeHapuoTo. M KOIKy oOBaa TpOMEHa Ja € TO3WTHBHA, CeMak Mojpaz0oupa
npo0eMu BO peanu3alidjara Ha GUIMCKOTO aeo. OyHKIHOHNpameTo Ha (GUIMCKHOT CET BO
ONITUMAJTHH YCJIOBH 3aBPIIIyBa CO peann3aliija Ha IUIAHOT Ha CHUMame 3a Toj AeH. Cexoj HOB
HapeJleH JIeH € MPOMEHAa K0ja HOCHU MPOOIEMHU UCTH KaKO MPETXOJHHUOT CHUMAYKH JIeH: HOBU
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JIOKAIH, HOBU CII€HU, COOJIBETHU KOCTUMH, IIMUHKA, CIIeHOrpaduja, peKBU3UTA, TPAHCIIOPT,
CHUMauKa TeXHHKa (Kamepa, CBETJIO), CIIEHCKa TeXHHUKa, TpaHCIopT... OBa HapyllyBame Ha
MOMEHTAJTHHOT KOM(Op BO OpraHM3alKcka CMHCIa IOHaTaMmy alydupa Ha H3HAolrame
pelieHuja 3a j1a Moke Aa (MIPOJOJDKH) Jla Ce pealn3upa CHUMameTo. Moxe Ja ce 3aKiydu
JieKa TpoOMeHaTa HaMEeTHyBa MpoOiieM, a MpoOJieMUTe M3UCKYBaaT HUBHO pPEIICHHE 3a Ja
MOKE J1a TIPOJOIIKU MPOLECOT. MEHAMPAmkEeTO € CUCTEM KOj OBHE TPH KIYYHHU €JIEMEHTH TU
CUHXPOHH3MpA. 3a MPOLECOT HAa CHUMAamE, €IMHCTBEHO HEMA Jla UMa IIPOMEHH, a CO TOa U
MIPOMEHU CaMo Kora Ke 3aBplliu cHuMameTo. Cekako mpupojara Ha (puiaIMcKaTa MpoayKIuja
Hajara U CyKIECHUBHU IPOLECH KaKo MOCTHPOAYKIIHMja U eKcIuloaTanuja Ha ¢uimot. OBue,
ak, camMu 1o cede mojpazoupaat Apyr CUCTEM Ha IPOMEHH, MPOOJIEMH U pPelIeHH]a.

Co3naBameTo Ha (UIMCKOTO /0 3HAYW Jla Ce pellaBaar MpoOJeMH, a PacTEHhETO 3HAYU
CIOCOOHOCT 3a pemaBamke Ha morojemMu mpoOnemu. llenta Ha QuiMckara mpoaykiuja €
TOYHO TOA: Jia Ce pelllaBaar JCHEIIHUTE MPoOJeMU U TOATOTOBKA 3a yrpemHute. OBa €
HEONXOIHO mopaau npoMeHute. Kora Hema mpoOiemu, HemMa MOTpeda O] MEHAIMEHT, a
npo0iieMl HeMa caMo KOra HeMa akTUBHOCT. J{a ce ynpaByBa 3Hauu Jia ce Oujie aKTUBEH, a J1a
ce Ou/ie aKTHBEH 3HAYM JIa CE MUHYBA HHU3 MPOMEHUTE M MPobaeMuTe mto Tue ru Hocar. Co
TOA OpraHu3aljata € MpPOaKTHBHA, U HE pearupa W ce OpaHH BO OJHOC Ha OKOJHOCTHUTE.
Hamnpotus, ru co3nasa.

VYrpaByBameTo co MPOMEHUTE BKIy4YyBa JiBa 3aceOHU mporiecu. HajmpBo motpebHO € na ce
oJUTy4d WITO Tpeba Ja ce IpaBH, 3a MOTOA Ja ce UMIUIeMeHTupaar oanykute. Co oBa,
METO0JIOTHjaTa MMIUTHIIMPA Ha CJIeIHABa [IeMa:

npomMmeHa

l

npo6nemu

l

ynpaByBame

oanyuu cnposeau

Opx oBue MpUYMHU, MEHAIEpUTE BO (pUIIMCKaTa MPOAYKIIHja - TUPEKTOPOT Ha (HUIIM, TUHUCKU
MPOYLIEHT, TPOAYIEHT (BO HajrojieMa Mepa OBHE TPU MO3MIIUK) KOPHCTAT HEKOJKY J00po
VTBPJICHU aJIaTKW KOW C€ KJIIYYHH 332 HOCEH-E COOJIBETHH, TMPABHIHN W BUCTHHCKHU OJTYKH.
OmrykuTe ce TOJNKY J0OpU KOJKY IITO € HUBHUOT MCXOJ 3€MajKU THU TIPEABU OKOJTHOCTHTE
Ha camata HWMIUIEMEHTallMja Ha o/IykuTe. Hajetabmmpanu anaTKu KOW TO OJIECHYBaatr
MPOLIECOT Ha MPOAYyLHUpame Ce€ CaMOTO CIEHapuo, IUIAHOT Ha CHUMame MU OyleToT.
CrueHaproTo NoKpaj MpuMapHaTa yMETHUYKA BPEHOCT € CBOEBUICH HAIIPT 3a JIejCTBUETO BO
(GUIMOT - KOe € HEBO3MOXXHO 0e3 JIoKaluu, kamepa (CHUMame), ciieHorpaduja, cieHcka
TEXHHMKA, KOCTUM, IIIMUHKA, CIICIHjaIHU €EeKTH. ..
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Ilnan HA cHUMAaHL€

[ImanoT Ha CcHUMame, OJHOCHO OICPAaTHBHHOT IUIaH, ja OINHWIIyBa JETaTHO padoTara
NpEeABHUJICHA 32 CEKOj JICH IMOOJIENIHO, HU3 TEKOT Ha (a3ure Ha CHUMame. [lmaHor Ha
CHHMame, Kako M OyleToT ce OOBpCKa Ha CEKTOPOT MPOAYKIIMja, Ma OTTYKa, IUIAHOT Ha
CHMMam€ HajyecTo ro u3paboTyBa NMPBHOT ACUCTEHT PEXKHCEP, HAjUeCTO BO COpabOTKa CO
IUPEKTOPOT Ha GWIM uW/unu (MMHUCKUOT) mponyleHT. Co MJIaHOT Ha CHUMAme ce
TCHEpaIM3UpaaT OCHOBHUTE IMOTPeOM HEONXOJHU 3a KOHTHHYHTETOT Ha paboTa Ha CHTE
CEKTOPH OJ] aCTEeKT Ha JIOKAIMH M KaJpH, 3a I0T0a THE SJIEMEHTH Jia ce CTaBaT BO (yHKIIUja
Ha MPOCTOPOT U BPEMETO, OAPEAYBAjKU I'O PEAOCISAOT Ha JIOKAIMK U KaJpuTe IITO O ce
CHHMaJIe Ha THE JIOKAIIMH, JI0 TOa KOJIKY BpeMe Ou Tpedaio Ja ce MOTPOIIH 33 CHUMAETO.
[Tnanor Ha cHMMame Tpeba jga OuAe MITO € MOXKHO IMONPELUU3eH, HO U IITO € MOXHO
MOEJIACTUYCH, TIOPaJHd OMACHOCTA OJl HEeMPEIBUICHH CIy4yBama WIM BiIMjaHHjaTa Ha T.H.
,,BUIIIA CHJIA“, 32 BO TAKOB CIIy4aj MHTEPBEHIIMjaTa Ja Oujie MUHOPHA U ,,0e300:1Ha". DdopmaTa
Ha TUTAHOT BO HajrojeM Opoj ciay4dau mpeTcTaByBa rpaduukm Mpukas Koj o0e30emyBa
PaIMOHATHOCT M MPETJICAHOCT Ha IEIHOT IJIaH HA CHUMAhE.

Kora cranyBa 300p 3a IUIAHOT Ha CHHUMAamke M HETOBO M3TOTBYBamE, TOA MOJpa3Oupa JBe
¢dazu: a) npeMMUHAPEH TUIaH HA CHUMame U 0) KOoHedeH, (JMHAJeH IUIaH Ha cHuMame. OHa
IITO CTOM Mely HUB € KpajHaTra BapHjaHTa HAa KHUTAaTa HAa CHUMAWme U IMOBEKECEIMHYHU
Pa3IMYHU TOITOTOBKY BO KOM HACTaHYBAaaT U3MEHUTE O] €IHUOT JI0 IPYTHOT TIJIaH.

Hajuect ciydaj Bo mpakcara € u3paboTkara Ha MPEIUMUHAPHHOT IIaH HA CHUMAamkEe Ja
3armo4He BenHaul 1o ¢azara Ha T.H. ,,IPETXOAHU MOAroToBKU . MIMeHo, Taa ¢aza 3aBpiryBa
CO I'OTOBO CHCHAPHO U MPOLCHKA HA YMCTHHUYKHUTEC, MPOAYKIUCKU — TEXHUYKHU U €CKOHOMCKHU
MOXXHOCTH 3a €KpaHM3allija Ha CICHApHOTO. [IJaHOT Ha CHUMame Ce MpaBH CaMo IO
pa3paboTeHo CreHapuo.

PazpaboTtkara Ha crieHapro nogpazoupa NpUIKYHO CJI0XKEHA U HarlopHa paboTa BO KOjaIlITo
Ce U3]IBOjyBaaT CUTE OCOOEHOCTH KOM T'M COJIP’KU CLIEHApHUOTO 3a CEKOja CLeHa O/ICITHO.
IenTa e TeXHUYKHTE JAETAJIN OJ] CEKOja CLIeHa Jla ce U3/[BOjaT, 3a JJa MOXKe TI0TO0a J1a ce
IpynupaaT COOJIBETHUTE PUIMCKH CEKTOPH.

Bo u3paborkara ce moara oj JOKalMUTE, OAHOCHO JlalM CTaHyBa 300p 3a €HTEpUEp WU
eKcTepuep, Kako U O] MePUoJI0T O] JIEHOT BO KOj Ke ce cHuMa (jieH win Hok). Kako mepHa
eIMHUIIA ce 3eMa eJIeH JICH Ha CHUMame. [[TaHOT Ha CHIMame He MOXKe Jla ce OJIBUBA CIIOPE]T
penocieoT Ha CIEHHUTE 3alMIIaHd BO CIIEHApUOTO (HUTY, MAK, BO KHUraTa Ha CHHUMAambe),
Ougejku Toa OJl OPraHM3aUCKO-(OMHACHCKO TJEAWIITE € TOTAJIHO HpAIlMOHAIHO.
HajpanmonanHo € IUIaHOT Ha CHUMame Jla ce OJIpeayBa CIOped MecTaTa (JIOKAalUUTe),
00jeKTUTE U MEepHOJOT 011 1eHOT. Cekako Jieka OBa Baka €HOCTaBHO OU (DyHKIIMOHUPAIO BO
WJCaTHH YCIIOBH, HO TUIAHOT Ha CHUMAame CE MpEABHIYBa CIIOpE] CTaBKaTa OJl OylIeToT
KOJallTO NPETCTaByBa HAJrOJIEM TPOILIOK; JIOKOJIKY TOa C€ aKTepu, IJIaHOT ke Oujae Taka
CKPOEH, 3a BO HajKpaTOK BPEMEHCKH TEPHOJ Ja Ce 3aBpIIA padoTaTa CO aKTepHUTE; JOKOIKY
TOa € HEeKOja CKama TEeXHWYKa ompema (Ha MpuMep, olpeMa 3a IMOABOJHO CHUMAmE) Ce
ajanTHpa Ha ornpemara, U ciauyHo. Criope]] ClIOKeHOCTa Ha KaJpuTe, JOKOJIKY HMMa IOBEeKe
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KOMIUTMIIMPAHU KaJpH, ke Ou/ie OpPUEHTUPAH OKOJYy TOoa KOJIKY KaJpu Ha JI€H MOKaT Ja ce
CHUMAT U IO KOj peociie]] ke Teue HUBHOTO CHUMame. Bo 0BOj KOHTEKCT, MOTpeOHO € aa ce
MIPOMUCIH U J]a Ce MPEIBUIU U BPEMETO Ha MaKyBame M TPAHCIOPT OJ €ACH Ha JAPYT CeT,
BpEMETO MOTPEOHO 3a U3padoTyBame Ha CET, BPEMETO MOTPEOHO 3a TPAHCHOPT HA KOCTHM,
mMuHKa... [ToTpe6HO € ma ce mpeaBuaM M BPEMETO 32 NMPEMUHYBAmbE OJ JIGH BO HOK H
oOparHo.

IIto ce ognecyBa A0 (HUHAIHUOT IUIAaH HAa CHUMAameE, TO] € BO IPABONPONOPIMOHAIHA
peLMIIpOYHAa BpCKa CO (UHATHUOT OyHeT, OAHOCHO, IOKOJIKY IIJJAaHOT Ha CHUMambe
3HAYUTEIHO K€ Ce MPOJOHIMpa, Toa HEMUHOBHO K€ JI0Be/e J0 MOrojeMH Tpouonu. Tokmy
3aT0a, OTCTAIKUTE OJ NPEIMMUHAPHUOT 10 (PUHAIHMOT IJIAaH HA CHUMAame U HE CE TOJIKY
roJieMu; IpUuOIMKHOTO BpeME Ha CHUMAE Ce OJIpeyBa BO IPEITUMHHAPHUOT ILIaH.

[IpBara cremHa omepanuja KOjalITo MOpa Ja C€ HalpaBH, € pa3padoTKaTa Ha KHUTaTa Ha
cauMame. CIMYHO KaKo M Ipu pa3paboTKaTa Ha CIHEHAPHOTO, U Taa Mojapa3dupa rpynupame
Ha CHUTE KaJ[ph CO C¢ OHA IITO THUE TO COJAPXKAT, BO CMHUCJIA KaKO HA YMCTHHYKH Taka M Ha
TEXHUYKH €JIEMEHTH, CIIOPE/] JIOKAIIMHUTE BO KOM THE K& OMIIaT peaTn3upaHy.

Bo ¢uHaIHMOT IJIaH Ha CHUMamWke, MOPaad KOHIM3HOCTAa Ha KaJpuUTe BO KHHrara Ha
CHUMame, U MOKPaj HUBHUOT TOYEH Opoj, MOXkKe Ipybo Ja ce onmpeaenu U MoTpeOHOTO Bpeme
3a HUBHOTO CHUMame. Toa mojapa3dupa Jieka OBOj IUIaH Ke COIPXKU M PEIIATHBHO TOPEajcH
Opoj Ha NIEeHOBM Ha CHUMame. Hekow ciieHu, mpea Ja ce pa3padboTatr oOf CIICHApPOTO BO
KHHTaTa Ha CHHMAambe, MOXE Ja H3TJIe[aaT MOKOMIUIMIIMPAHU WU IMOCIHOCTABHH, IITO
HECOMHEHO BJIMja¢ Ha IUIAHOT Ha CcHUMame. [lopagm eBeHTyanHaTa MpOMEHa Ha
BPEMETPACHETO HAa CHUMAame Ha CEKOj OJ KaJpHTe, CIEIACTBEHO, MOXKE Ja J0jae U J0
MIPOMEHA Ha PEIOCIIEIOT.

Hcro Taka, (uHANHMOT MjaH HAa CHUMame ce u3paboTyBa BO (hazara Ha HENOCPETHU
MOJITOTOBKH, CO TOA IITO CEKAKO, MOTPEOHO € MPBO Ja ce U3padoTH KHUraTa Ha CHUMame, Taa
Jla ce YCBOU OJ1 CTpaHa Ha CUTE CEKTOpH, Ja ce n3paboTu emabopaT OJf CUTE CEKTOpH, THE
enabopatu J1a ce ycorjiacar, ra JAypu MOoToa Ja ce MpHCTany KOH M3paboTKa Ha (UHATHUOT
IUIaH Ha CHUMame BO KO ke OuaaT COApKaHM CHUTe 3a0eNellkd o] enabopaTtuTe Ha
OCTaHATHUTE CEKTOPH.

DUHAHCUCKHU NJIAH UJIH OyueT

Co ¢uHaHCHCKHMOT TUIaH WM OyleToT Ha (UIMOT, ce OApeAyBa IEIOKYIMHHOT o0eM Ha
(hMHACUCKHU CPEJICTBA IIITO Ce MOTPeOHU 3a n3paboTKa Ha eHO (HUIMCKO JENI0 ¥ HAYMHOT Ha
TPOIIEHE BO TEKOT Ha MPOU3BOJCTBOTO, OIHOCHO MapUYHUOT TeK (cash flow) Ha
MpPEeIBUJICHUTE MApUYHH CpPEeACTBAa. byleToT HacTaHyBa BO TEKOT Ha IMOATOTOBKHUTE 3a
CHHMame, KaKo 3aBpIICH aKT Ha TUIAHUPAHOTO CO37aBame Ha aenoro. M Bo ciydajoT Ha
(MHAHCHCKMOT TUTaH, KaKo perep 3a Heromara ommTa (opMa ce 3eMa MOJENOT Ha WIrpaH
¢bwuiM, 3aToa MWTO MMa CTPOTO YTBpAeHA Gopma M coapkuHa. Byperor ce m3paboryBa Bp3
OCHOBa Ha pa3paboTKaTa Ha CIICHAPUOTO, JOKOJKY CTaHyBa 300p 3a MpEeIMMHHApEeH OYUeT;
WM Bp3 OCHOBA Ha pa3paboTKaTa Ha KHUTATa HA CHUMame, e1abopaTuTe Ha MOSIUHEUHUTE
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CEeKTOpPH Ha (PUIMCKaTa €KHWIa U Ha OTNIEPATHUBHUOT IJIaH Ha paboTa (CHUMame), JOKOJIKY Ce
MpaBU KOHEUYHHUOT Oyiier. Toj ce mpaBu Ha OBOj HA4YMH, OMJIE]KU (DMHAHCHCKUOT IUIAH BO
CYIITHHA € IUIaH Ha MOTPeOUTE U IJIaH Ha CHUMAKETO, CaMO TPEBE/ICH Ha ja3uK M3Pa3eH CO
OpojKH, OJHOCHO TMapu. Bo TexkoT Ha (UIMCKHTE MOATOTOBKH BO MpPEIBUI CE 3€MaaT U
MaTepHjaTHUTE, TEXHUUKUTE U KaJPOBCKUTE MOTPeOH, KOU KOTra Ke ce cTaBaT BO (pyHKIMja Ha
BpPEMETO, IPOCTOPOT U IIeHAaTa, K& HE JoHecaT 10 (PMHAITHUOT OyIIeT.

Ha kpaj, 3a puiMoT 1a MOKe J1a ja JO’KMBEE CBOjaTa pealn3aiinja, MoTpeOHO € CeTO OHA IITO
KaKo TPECMETKH, MPETIPECMETKH M 3a0eIeIKA ce Haora Ha €[CH Kyl pa3jiuyHU Map4uiba
XapTuja, 1a ce CHHXPOHHU3MPa BO OBHUE J1Ba IJIaHA U KHUraTa Ha CHUMAambe, CO Ie (priIMcKara
eKHIIa J1a T0OMe MOXHOCT 3a KOOpAWHKpaHa padoTa.

Co (uHAHCHCKHMOT TUTaH WM OYUETOT Ha (PHIMOT, ce OApeayBa LEIOKYITHHOT 00eM Ha
(hMHACUCKHU CPEJICTBA IITO Ce MOTPEeOHU 3a M3paboTKa HA eIHO (PUIMCKO JEJI0 ¥ HAYMHOT Ha
TPOILIECHE BO TEKOT Ha MPOU3BOACTBOTO, OJHOCHO MPOTOKOT HA mapu (aHri. cash flow) Ha
MPEIBUICHUTE TMApUYHH CPEJCTBAa. BylIeTOT HacTaHyBa BO TEKOT Ha IOATOTOBKHUTE 32
CHHMame, KaKo 3aBpUICH aKT Ha IUIAHUPAHOTO CO3JaBame Ha JenoTo. Bo ciydajor Ha
(UHAHCHCKUOT ITUIaH, KaKO perep 3a Heromara ommTa (opMa ce 3eMa MOJENOT Ha WrpaH
¢bwiM, 3aToa IITO MMa CTPOrO YTBpJcHa GopMa u CoAp)KUHA. Byneror ce m3paboryBa Bp3
OCHOBa Ha pa3padoTKaTa Ha CIIEHAPUOTO, JIOKOJKY CTaHyBa 300p 3a MpEeMMHHAPEH OyIIeT;
WK BP3 OCHOBA Ha pa3paboTKaTa Ha KHWraTa Ha CHUMAame, e1adopaTuTe Ha MOCIUHCUHUTE
CeKTOpH Ha (hMIMCKaTa eKuIa M Ha ONEepPaTHBHUOT IUIaH Ha paboTa (IUIAHOT HA CHUMAIbE),
JIOKOJIKY Cc€ TIpaBU KOHEYHHOT Oyrier. Toj ce mpaBu Ha OBOj HAUWH, OMIEjKH (PHUHAHCUCKHOT
IUTaH BO CYIITHHA € TUTaH Ha MOTpeOWTEe M IUIaH Ha CHUMAmEeTO, CaMO MPEBEICH Ha ja3uk
n3pa3eH MpeKy OpojKH, OAHOCHO mapu. Bo TexoT Ha (MIMCKHTE TOIATOTOBKU TPEABHI CE
3eMaarT U MaTepUjaTHUTE, TEXHUUKUTE U KaJPOBCKUTE MOTpeOU, KOM KOora Ke ce cTaBaT BO
¢dyHKIIM]ja Ha BpEMETO, IPOCTOPOT U IIeHaTa, ke HE JIoHecaT 0 (PMHAIHUOT OyIlIeT.

HcTo Kako M IUIaHOT Ha CHUMame, U OylleToT uMa JBe (as3u: a) niepuMuHapeH Oyuer u 0)
KOHeueH uiM ¢uHaneH Oyuer. M3paboTkara ¥ Ha MPEIMMUHAPHUOT U Ha (PUHANHUOT OyleT
noafa Mo cooJBeTHUTE a3y Ha IJIAHOBUTE HAa CHHUMame. YCJIOBEHOCTA CE jaByBa IOpaJu
(aKkTOT ImITO CETO OHA IITO € BO IUIAHOT Ha CHHUMAame MOpa ja ce 00e30enn 3a cooBeTHATa
dasa ox 1enoKynHaTa IpoayKurja. Toa mTo To UMa BO CLIEHAPHOTO/KHUraTa Ha CHUMAE, IO
¥Ma ¥ BO IUTAHOT Ha CHUMAme, a CETO OHA WITO € COJPXKAHO BO IUIAHOT Ha CHUMAamke, r0 NMa
BO OYIIETOT.

Huty Bo HajuieaTHUTE OKOJIHOCTH Ha (hUIIMCKaTa MPOAYKIIMja, 10 GUHAHCUCKUOT TIJIaH HE Ce
noara MpeKy IUIaHupamke Ha (UHAHCHCKUTE TPOIIONHM CIIOPE] UACATHUTE MOTPeOH, TYKY ce
moara o] MO>KHOCTHUTE HIIM OTpeJiellyBamaTa (1a U orpaHuvyBamaTa) Ha MpoayneHToT. [pen
MPHUCTANyBAaKkETO Ha M3paboTKaTa Ha (PUHAHCHCKATa KOHCTPYKIIMja, CEKOTalll ce OJpenyBaaT
CbI/IHaHCI/ICKH pPaMKH BO KOM MOXKEC Ja C€ JBHXKAT TPOIIOOUTC HA IIPOHU3BCAYBAHKBLCTO Ha
(buIMCKOTO 1e10. 3aBUCHO O/ MOKTa Ha MPOAYIEHTOT, 3Ha4ajHOCTA HA MPOEKTOT, BPEAHOCTA
Ha PEXXHUCEPOT, MOITYJIAPHOCTA HA aKTEPUTE U HHU3a IPYTH BPEITHOCTH, OJHAIIPE]] € jaCHO Il
ce OTIOYHYBaaT IOATOTOBKH 3a (WJIM OJ JeceT WiIjald WIM TPUECeT MWJIHOHH €Bpa.
TpomonuTe Ha CHUMameTO MHOTY IOBEKE 3aBHCAT O] OJHAMpE] YTBPICHU EIEeMEHTH,
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OTKOJIKY 0J1 00jeKTHBHO YTBPJICHH MOTPEOU KOW MPOU3JIEryBaar OJ CIECHAPHOTO HA UIHHUOT
¢buim. He mocton MOXKHOCT 32 0JjpelyBame Ha PEAHU OIIITOBAXEUYKH MTOTPEOU 3a CHUMAE
Ha €JTHO CIIEHApHO, OUICjKU €HO UCTO CIIEHAPHO MOXE J1a C& CHUMH CO TOTIOJIHO pa3jinyeH
U3HOC Ha cpescTBa. DUHAHCUCKHUOT IIaH MM MOBEKE JCI0BH, OMJICjKH € TIO/ICIICH Ha IICTTHHU
BO KOM c€ Om(aTeHH CPOJHU TPOIIOIH 32 MPOIYKITH]a.

Kora ce 30opyBa 3a Oyuerupame, HEONXOAHO € Ja C€ CIOMHE mojendaTa Ha Ienara
¢uHacucka KOHCTpYKLMja HA T.H. ,,I0JA U Haja JauHUjaTa” (aHra. Above and Below the line).
TepMmuHOT npousnerysa o1l aMepukaHcKaTa KHHeMarorpaduja, a ce KOpUCTH BO IEIHOT CBET.

CraBkute on OyUeToT KOW ce ,Haja JIMHUjaTa®, Th omndakaar HEMOCPETHUTE, NUPEKTHU
TPOLIOLM HAa MNPOAYKIMjaTa: OTKYIl Ha aBTOPCKH IpaBa, CIEHAPUCT, PEXKUCEP, TOJIEMU
aKTEePCKU UMHUIba — CO APYry 300pOBHU, CUTE UICHOBH HA (PUIMCKATa €KHUIIa YUEIITO UME € Ha
,TIPB yIap® BO jaBHOCTa 3a HUBHHOT OCOOCH IMPHUIOHEC 32 YMETHHYKATa BPETHOCT HA TOj
¢mwim. Ho, mcto Taka, HE Mopa Ja 3HAYM JeKa CEKOoraml CTaHyBa 300p 3a yMETHHYKA
BPEIHOCT - TOHEKOoram BO ,Hao aunujama‘ (Above the line) Moxe na crafaaT U HEKOU
MPOAYIEHTCKA HMMHIAa KOM OM To mpojane ¢uiamor monecHo. Bo mpunHnmm, Toa ce
BOHCEPHUCKH TPOILOIH, KOTra cTaHyBa 300p 3a ¢puiaM. MoxeOu e Mallky arncypJHO J1a ce Kaxe
JIeKa TPOIIOLHUTE 332 aKTEPUTE U PEKHUCEPOT CE€ ,,BOHCEPUCKHU‘, HO alCypAHOCTa K€ UCUE3HE
Kora Ke ce pasriefaar u ,,CepUCKUTE  TPOLIOIIH.

Bo ,,non nunujata“ (Below the line) cmaraaT cuTe OHHME TPOIIOLM KOHW C€ OJHECyBaaT Ha
ocraHatuTe motpedu ©Ha uamor. Tyka cmaraar: ocraHatute (UIMCKH pPaOOTHHIIH,
KBIN(UKYBAaHU, MONYKBAIM(PHUKYBAaHM M HEKBAIN(UKYBAHW, W3HAJMYyBamETO Ha OIpeMa,
KOCTUMH, IIMUHKA, CMECTYBaH-€, TPAHCIIOPT, U CIUYHO.

[Tonexorar ce cpeTHyBa YIITE €JHa OMIITA [0/1e710a Ha OYIETOT, KOja Ce COCTOU O] TPU
aena:

1. IlpernpoayKUHCKU TPOLIOLHU
2. IIpoayKuMcKH TpOLIOLH
3. IlocTnpoayKUMCKH TPOIIOIHU

W nBere moxenbu Ha OyyeTOT UMaaT I€TATHO pa3paOOTEHU MOTJIaBja CIIopel BUIOBUTE Ha
TPOIIOIHTE, KAaKO IITO Ce: TEXHUKA 3a CHUMambe, OCBETIIyBame, KocTuMorpaduja,
creHorpaduja, maTHU TPOIIOIH, 0OpabOTKa Ha TOH, MOHTa)ka Ha ciuka UTH. O11 0COOEHO
3HauYeHE € BO (PMHAHCHCKHUOT IIJIaH JIETAIHO J1a OUIaT Ha3HAuYeHHU U pa3paboTeHn
KOJIMYMHUTE U [IEHUTE Ha CUTE TPOIIOIH, OMIejKi PUHAHCUCKHOT TUTaH, TIOKPaj TUIAHOT Ha
CHUMame € Haj3HaYajHUOT aKT CO KOj C€ CIIEAH U Ce yIpaByBa TEKOT HA CHUMAETO.

Ha xpaj, 3a puamor ga Moske Aa ja JoXKUBEe CBOjaTa peaiu3alyja, noTpedHo € CeTo OHa IITO
KaKO TIPECMETKH, MPETIIPECMETKH U 3a0€IeIIKH ce Haora Ha €JIeH KYIl Pa3IMyHH JTOKyMEHTH,
7la ce CHHXPOHM3MPA BO OBHE J[Ba IUTaHA U KHUTaTa HA CHUMame, CO [eJl (PMIIMCKATa eKHIIa J1a
no0ue MOXKHOCT 32 KOOpJUHHpaHa paboTa.
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Ogaa mojeTaaHa aHaaM3a Ha IJIAHOT HA CHUMamke M OYUETOT yraTyBa Ha TOa JieKa MOCTOjaT
MHOTY CIIO)KEHU (aKTOpH KOM KMaaT KOHEYHO BIIMjaHUE Bp3 JOHECCHaTa OJTyKa.
MeromyiorrjaTta Koja ja pa3padoTuBa AJIMKeC yraTryBa Ha TOa JeKa JOOPHOT MEHalep Ke TH
3eMe TPEABH/]I CHTE THE KOU CE PEJICBAaHTHHU 33 OCAKyBAHUOT UCXOA. JIOKOJIKY HEKOj O] OBHE
¢dakTopu Ouje MPOMYIITEH MPU HOCEHETO HA OJUIyKaTa, WM HAaMEpHO M30CTAaBEH TOa HEMa
7la 3HA4M TPOJIOHTHparke Ha OJUTyKaTa, TYKy caMo Ke ja yTBpJIM Kako TakBa - morpemHa. Jla
Ouze 1MojacHO, HEHOCEHETO OJUIYKH, WM HOCCHETO MapIHjaJIHd OJIYyKH CaMH 1o cebe
noJpa3Oupaar pemieHHe Ha HpoMeHaTa. Bo OBOj ciydaj JIOIIO pemieHHe, OAHOCHO JIoma
OJUTyKa KOja KOHEYHO JIOBEIyBa JI0 JIOIIO YIPABYBahe.

JloOpoTo yrpaByBame MPETCTaByBa JEMOKpATHja BO JOHECYBAKETO OJJIYKH, a TUKTATypa BO
HUBHOTO CIIpOBeayBame. Kora ce kpeupaaT IJIaHOBUTE Ha MPOIYKIIH]ja, TUPEKTOPOT Ha HHIM
¥ TPOIYLEHTOT MOpa Ja OWJaT OTBOPEHHM KOH CHTE AaCIeKTH, KPEATHBHH IOTPEOH U
TEXHWYKH TPEIU3BULIM, HO YAM C€ YTBPJAT THE OJUTYKH TOoraml Tpeda Ja ce HEMUIOCPIHU BO
HUBHAaTa HMIUIEMEHTAaNMja. AJIKEC JEMOKpaTHhjata BO JOHECYBAmETO HA OJUIYKH U
JUKTATOPCTBOTO BO HMBHATa MMIUIEMEHTAIMja TO HAapeKyBa AeMokparypa (Ammkec, 1994).
MeEHAaMEHTOT € KBaJIMTETCH KOTra KMa KBAJIMTETHH pCIICHHja KOM e(PUKACHO Ce
CIpOBElyBaar.

Huenna ojutyka He ce J0HEeCyBa BO BakyyM. Taa ce JOHeCyBa 3a Ja C€ OCTBapH HEIITO.
Onnykara e qo0pa ako ocTBapyBa A00pu pesynraTr. KBanureror Ha omiykara Tpeba na ce
MPOIeHyBa HU3 MpHU3MaTa Ha BIIMjaHHETO LITO IO UMa BP3 CHCTEMOT 3a KOj Taa € JOHECeHa.
Crnopen Toa, ako oJTyKaTa MOXKe KPaTKOPOYHO M JJOJATOPOYHO JIa ja HAIpaBU OpraHu3aimjara
edekTUBHA U e(UKacHa, Torall Taa oajyka e 100pa. Kpatkopounure outyku Bo uiamckara
MPOAYKIMja Ce€ OJHECYyBaaT Ha CaMHOT MPOIEC Ha CHUMAame, JIOJEKa OJTOPOYHUTE Ha
eKcIutoaTalyjara Ha (UIMOT, a CO TOa BP3 IIEJIOKYITHATa aKTUBHOCT HAa OpraHu3aIijara.

Axo oanykara He J0BeAyBa J10 e(heKTUBHOCT, TOrail Toa He e 100pa ominyka. KpatkopouHo
IJIeIaHo, MpPOAyKIMjaTa € e(peKTHMBHAa aKo HEMOCPEeIHUTE KpPaTKOPOYHM AKTUBHOCTH Ce
GbyHKIMOHATHM (peanu3anrja Ha IUIaHOT Ha cHUMamwe). ExaHa otyka e (pyHKIMOHAIHA aKko
I'M 33JI0BOJIyBa HETOCPEAHUTE MOTpeOu mopaau ko Ouina poHeceHa. Ha mpumep, 36up on
CIICHH BO CHHMAYKH JECH. AKO THE CIEHH YCHEIIHO (CIOpex eCTETCKH M OPTaHW3alHCKU
Hayela) ce CHUMAT TOTalll JJOHECeHa € Jo0pa oJiTyKa.

JlonropodyHata aKTHBHOCT 3HA4yM JieKa MPOAYKIMjaTa ja OCTBapyBa IeiTa IMOpaau Koja
nocton. KpaTkopounata e()eKTHBHOCT 3HAYM JieKa TOa INTO TO TMPaBH MPOIYyKIHjaTa ja
mpuOIIKyBa KOH 3a7I0BOJTYyBae Ha Taa Iell. Peannsupame BO MeN0CcT Ha (GUIMCKUOT IJIaH
3Ha4M YCHEIIHO 3aBPIIEHO CHHUMame, M KOHEYHO (WIM CO YCIENIHAa eKCIUIoaTaluja.
Excrnoaranmja Ha ¢QunMoBM BO HH3a 3HAYM yClelmIHa opraHu3anuja (puiaMmcka
MPOAYLIEHT/IPOAYKIIUCKA KyKa).

Hocewero edexktuBHM M e(pUKacHM peLIeHWja Co3/aBaaT JONOJHUTEIHA BPEJHOCT.
BooOunuaeno, pokycor Ha puaMckuTe NPOAYKIUU HA HUBHATa (YHKIMja BO OIIITECTBOTO
(mpeky yMeTHOCT BiHjaaT Bp3 KyJlTypaTa Ha MCTOTO), IOTOA Ha BpeJHOCTa IITO Tpeba Ja ja
co3aje (KBaJIMTETOT Ha (PUIMCKOTO J1€J0) U KOHEUHO Ha MUHUMM3UPAKE Ha TPOIIOLUTE 3a
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CO3/1aBame Ha Taa BPEIHOCT (EKOHOMCKM MMILIUKAKK). Tpeba ga ce movyHe co Toa Kako J1a
ce co3maze BpeaHocT. Jlonropodno (okycoT Tpeda ma Oujae Ha Toa Kako Jia ce MPHUIoHEece
KOH IIOTOJIEMHOT CHCTEM Ha KOj opraHu3aiyjarta npunara. ®okycoT € Ha Toa Kako Ja ce
OCTBapH IIeJITa MOPaJX KOja TIOCTOW OpraHu3alifjara.

dunmckara exuna e MeryceOHO IoBp3aHa MpeKy norpedara Ja ce co3aane Aeio, a Toa, Nak, e
BpBHaTa 1€ Ha opraHu3anujata. Ilpeg c€¢ aBTopuTe M TEXHHYKATa EKHUMA CIyXaT Ha
KOHEYHaTa IeJl - 3aBPIICHO (PUIMCKO J1eJI0 - MPEeKy HUBHOTO (PYHKIIMOHAIHO MOBP3YBambe.
KoHeunara npuunHa 3a TIOCTOCHE Ha KOj OWIIO CHCTEM € unmezpuparbe, ynorata W (aHri.
Integration). [Iporecotr Ha mpeno3HaBamke Ha HOBa MOTpeda Koja ja 3aJ0BOJyBa KOHEUHATa
el - CHUMEHO (WIMCKO NeNio - € npemnpuemarse, ynorara E (anrn. Entrepreneuring).
Camara ¢QumiMcka NpoayKIMja, CHUMAmkETO ja 3a70BoJiyBa moTpebara 3a MeryceOHa
MOBP3aHOCT BO TOj MOMEHT peanusuparse win ynorara Il (anrn. Performing). [Ipogyuenror,
a co Toa M JUPEKTOPOT Ha (HIM BOCIIOCTABYBa CUCTEM IMpPEKY KOj eukacHo ce peannusmpa
cHuMameTo. Toa e aomunucmpuparve, ynorata A (anria. Administrating).

Osue ynoru, win (QyHKIUH pacnpeneHd HU3 (UIMCKaTa eKUla BO CYHITHHA COYMHYBAaT
KoMIUIeMeHTapeH TuM. Yiorara Il ce ¢okycupa Ha wmo Tpeba na ce mpaBu cera u
MOTEKHYBa O] 30wmo ce NpaBU OHAa WTO ja AeduHMpa opraHmzauujara. Bo ¢ummckara
IPOJyKIIKja T0a € CAMOTO CHUMAame Ha (PUIIM, IITO 32 MHOTY O (PMIMCKHTE MPO(pECHOHAIIN
€ ¥ HajroJeMHoT npenu3Buk. Yiorara E ce pokycupa Ha wmo 3a 1eNnoKyIHOTO €jCTBYBambE
Ha IpPOJyKLHMCKaTa Kyka Ha ma3zapoT. I'm Tpetupa monropounure mnorpebu. Jloaropodno u
KpPaTKOPOYHO, CUTE AaKTHBHOCTH CE€ HACOYEHUM KOH MeryceOHO mHoBp3yBame. Yiorara MU,
OJJHOCHO 30uimo BOONIITO W C€ TpaBH HEITO € KOHEYHaTa M I[O0CTOjaHa MOTpeoda,
uHTerpanujata. [IpouecoT Ha npeno3HaBame Ha HOBA NMOTpeda Koja ke ro MOTTUKHE U U3pa3u
TOa Mer'yceOHO TOBP3yBamke € MPETIPUEMHHUIITBOTO. AKTOT Ha 3a/{0BOJTyBamke Ha roTpedara
€ J1a ce Ipy>ku norpebHara ycayra, ynorata I1. Bo ¢puiMckara npoaykiuja Toa € cymTHHaTa
Ha MpPOAYLEHTOT, IMpe3eMame UWHUIMjaTHBAa 3a Ja ce JjJobue (QuIMCKo Jeno 4uja
eKcIuIoaTauja 06e30eayBa 10JropovHO J1€jCTBYBAkEe HAa OpraHu3alujara.

[Torope HabpoeHUTE yIOTH 3a€AHO (PYHKLIMOHHUPAAT BO OPraHCKU CHCTEM KOj € YCIOBEH O]
KOMILUIEMEHTApHOCTa Ha UCTUTE. 3a Ja Oujie JOJTrOpovHO euKacHa, opraHmu3aiujara Tpeda
Ja ce OJHeCyBa KakoO paka KaJe INTO HHUEeNeH INpCT He € HeonxoaeH. Bo Ttakeara
opraHusainuja, THUMcKara pabora Tpeba Ja ce M3BeAyBa Ha TO] HA4YMH IITO CEKO] IO
noAapKyBa Ipyruot (Aamwxkec, 1994: 47).

3a Kpaj, 3a 1a ce PaKOBOJAU CO MPOMEHa, MOTPEOHO € J1a Ce JOHEecCe U Ja ce UMILIEMEHTUPA
ojutyka. JloOpuTte oIyKH ja mpaBatT opraHusanujata egukacHa u e(peKTUBHA KPaTKOPOYHO U
noiropoyHo. Taka e pyHKIMOHAIHA, CHCTEMAaTU3HUPaHa, IPOAKTUBHA U CO OPraHCKa CBECT.

Kpatkopounara edukacHOCT 3HA4UM KOPUCTEHE HAJMANKy pPECYpPCH, BKIyYyBajKH T0 U
BpEMETO Ha MOATOTOBKH 3a Jla CE€ OCTBApH IeNTa. 3a Toa € € MoTpeOHa opraHu3aImja Koja €
PaKoBOJICHA, CHCTEMaTU3NPaHa M OpraHu3upaHa. A Toa ce OCHOBA Ha JUCIUTUIAHA.
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3a pmonropouHata eQgUKacHOCT, oOpraHu3amyjata Tpeba ga Ouge WHTErpupaHa TpeKy
copabOTKa Ha CUTE CEKTOPH KaKO OM ce OCTBApUIIC MPEIBUACHUTE IIEIH U BPESIHOCTH.

AKO cuTe MHBOJBUpAHM COpabOTyBaaT M C€ CHHXPOHU3UMpAHM, OpraHu3alujata ke Oume
nonropoyHo edukacHa. Ilopanu Toa, Taa Tpeda a ru Mpeno3HaBa MoTpedUTe Ha aBTOPUTE U
Ha 1a3apoT U J1a CO3/1aJle CUCTEM IITO 3a€MHO 'l 33J10BOJIyBa IOTPEOUTE.
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ARS ACADEMICA

YIK: 378.015.3:159.954]:792.028.3

Hukosa Hactocku

TEXHUKA HA TI'JIAC - WJIX TOBEKE 3A KPEATUBHOCTA IO
ITATOT O HACTABHATA EAUHUIIA 10 IPUMEHATA HA
TEXHUKHUTE BO AKTEPCKATA UI'PA

OBoj Tpyx 300pyBa 3a MaTOT KOj €lICH CTyIEHT Tpeba a ro M30II/HCTPaXH BO paMKHTE Ha
npeaMeToT TexHHKa Ha riiac BO TEKOT HA CUTE OCYM CEMECTpPH 0] 00pa3oBHHOT IpoLec Ha
JOJUIUIOMCKHUTE CTYAMH HA OTCEKOT — JPAaMCKH akTepu. Kako cTymeHTHTE TprHyBaatr of
OCHOBHTE Ha 0()OPMYBAHmETO Ha IJIACOT M OTKPHBAKHETO HA TEXHHKUTE KO C€ MOTPeOHH 3a
KOHTPOJIa Ha KCTHOT M KaKO THE TEXHUKH CTaHyBaaT PeaJHO IPUMEHJIMBY BO aKTepcKara urpa.
TpynoT ce 3aHMMaBa cO UCTPa)KyBaEkETO Ha MPEIMETHHUOT Ipodecop BO CO3AaBAKE OAPEICHH
UTPU/ETUIM NPEKy KOU CTYJCHTHTE Ha KPeaTHBEH HAYKMH y4yaT Kako TEXHUKHTE 3a riac Tpeda
MPaKTHYHO J1a TM IPUMEHYBaaT BO CBOUTE aKTepCKH Kpeauuu. Ha oBoj Ha4MH cTyneHTUTE ce
JIOBE/IyBaaT BO CUTYyalllja Jja y4yaT Kako BO CYIITHHA OHa IITO € HEKaKBa CyBOIapHA TEXHUYKA
BekOa, cTaHyBa NPAaKTHYHA alaTka BO HUBHATA ITOHATAMOIIHA Kapuepa. Ha oBoj HaumH ce
UCTpaKyBa NOTpebaTa 3a BHEC HA KPEAaTUBHOCT BO TEXHWYKUTE IMPEAMETH, C¢ CO Mel
CTYJCHTHTE JIa CTAaHAT OAHT)KUPAHU BO PAMKHTE Ha MIPEAMETOT U LITO ITOJIECHO A2 ja Hay4aT
NpaKTUYHATA IIPUMEHa, 1a TaKa Jla ce HaMalldi MO>KHOCTa OBOj ITPEIMET Jla OCTaHe Ha HUBO Ha
HEKOM TEXHHKH KOM CTYICHTHTE T'M ydYaT, a IpPHTOA He I'M NMPHMEHYBAaaT; la MOXe Jia ce
CO37aaT yCJIOBHU 3a IIeJOCHa MMIUICMEHTAalllja Ha TEXHUKHUTE BO aKTepCcKaTa Urpa W THE 1a
CTaHAT €JJHA OJf OCHOBUTE Ha KOja OBHME MJHHU aKTepH NMpodecHoHanny Ou I'u rpaaene CBOUTE
KapHepH.

K.]'Iy‘l]-ll/l 360p0BI/l: HacCTaBa, TEXHHWKA Ha rjiac, CTyA€HTHU, aKTEpPCKa Urpa, KpCaTuBHOCT.

BoBen

Bo pamkuTe Ha 00pa30BHHOT MPOIEC HA aKTEPUTE MOCTOjaT MPEJAMETH KOU C€ BO TUPEKTHA
ciyx0a Ha akTepckaTa Kpealija U ICTUTE THE TIPEMETH C€ HaBUCTHHA BaXKHU 32 MPABEIOT BO
KOj Ce pa3BUBaaT THE UJHU akTepu. EneH o Tue npeametn e U TexHHUKa Ha Tac, MpeaMeT Koj
ce 3aHMMaBa CO IJIaCOT Ha aKTEPHUTE KaKO €Ha O] OCHOBHUTE aJaTKU CO KOja THE Ce CIIyXat
BO CBOjaTa MOHaTaMoIIHa Kapuepa. [ 71acoT Ha akTepoT € elHa 0]l HajBaKHUTE PabOTH 3a KOU
€ MOTpeOCH KOHTHHYHUTET 3a Ja MOXKe Ja OTICTOW BO J00pa opMa u 1a MOXKE Jla C€ KOPUCTH
co 1enaTa cBoja MoxkHocT. [lercu PomenOypr Bo eHa 01 HEJ3UHUTE KHUTH Ke HAITHIIIE IeKa Ha
MOYETOKOT Ha HUBHATa 00yKa, caMO HEKOJIKY MJIaJH akTepu cakaat KoJKy (pyHIaMEHTATHO
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Ba)XKEH ke Oujie HUBHUOT IJIac 3a HUB BO TEKOT Ha HUBHATa Kapuepa. 3a HUB aKTepcKaTa Urpa
€ caMo U3Be/lyBame yJIOr'y BO peTcTaBu. Tue nompsa Tpeda ja pa3MucilyBaar 3a HUIBHUTE Tella
Y HUBHUTE IJ1aCOBM KaKO MHCTPYMEHTH Ha KOM MOpa Jla HayyaT Ja I'd ,,CBUPaT" IpaBUIHO U
Jla TW KOPHUCTAT HAa Pa3IMYHU HAYMHM 32 J]a ce Mpucrnoco0aT Ha Pa3IMYHU BUJIOBH JIMKOBU U
TEeKCTOBU. THe c¢ yITe T¥ 0cCo3HaIe HAYMHUTE MPEKY KOM Ke TM HaydaT (a3uTe 10 KOU Ke TU
OJlHECe HUBHOTO IaTyBame CO 0COo3HaBameTo Ha rimacoT (Rodenburg, 1997:12-13). Ona mto
CTY/ICHTHUTE I10 aKT€PCKa Urpa IO y4yaT yIITe Ha CAaMHOT IOYETOK Ha OBOj MPEIMET € Toa JeKa
Kora cTaHyBa 300p 3a IVIacOT M HEropaTa yrnorpeda Bo Tearapckara yMETHOCT, pabOTUTE He ce
CllyuyBaaT IpeKy HOK M JeKka 0a3ara Ha 1o0ap IJIacOBEH amapaT € KOHTUHYUTETOT BO
IIPAaBEHETO BEXKOM, Kako M IIOCTOjaHaTa Hajgorpanda Ha BeXOWUTE KOM ce KOpUCTaT 3a
3arpeBame, HO M Kako THe BEXOM J1a ja IpeMHUHAT paMIiaTa o OOMYHH BEKOM BO KOPUCHH BO
CEKOjIHEeBHATa aKTepcKa padora.

Enen vac mo npeamerot TexHuKa Ha T71ac U3TJIea Baka — 3arpeBame O] OKOIY 15 MUH. — Koe
MOYHYBa cO (PU3MUKO 3arpeBame Ha TEJIOTO, HO CO ONpeAeNICH! WHTEPBAIU Ha BIUIIYBambe U
W3MIMIIYBalbe 3a Ja Ce 3arpeBa W TOBOPHUOT/IMIIHMOT amapar. [loToa mpemuHyBame Ha
3arpeBame Ha JUIETO — JIMIeBa TMMHACTHKA, TyKa C€ BKIYYCHHM U BEXKOHU 3a Ja3HKOT U
Bununata. [la moroa mpemMuHyBamMe Ha OTBOpamE€ Ha TJIACOT CO €AHOCTAaBHU BEXOH Ha
BOKAJIUTE, 32 HA KPajOT Ha OBA 3arpeBame Ja J0jAeMe 10 TUKIUCKUTE BeXKOU KoM TIoMaraaTt 3a
noo0pa apTukynamnuja Ha 30opoBute. CeBo 0Ba € caMo JIelT 0] 3aTPEBAmbETO U MOJIrOTOBKATA
3a OCTaTOKOT 0J] 4acoT. OTKaKo CTy/IGHTHTE ce 100pO 3arpeany 3a Ja He J0je 10 HenoTpeOHO
OIITOBApPYBabE HA TJIACOT 3HAEME JIeKa CE CIIPEMHH 3a Ja IPOI0JDKAT CO OCTAaHATUTE BEXOU 3a
rJIac KOM C€ MEHYBaaT CEeKOj 4ac U Ce HaJOIOJIHYBaaT CEKOj HApeJeH CeMecTap BO 3aBUCHOCT
0J1 MoTpeduTe 3a 3aJ1aIEHUOT ceMecTap M O]l T0oa JI0 Kajie € CTUTHAT CEKOj Of] CTY/AEHTHUTE BO
MIPOIIECOT HAa OCO3HABAKETO HAa COINCTBEHHMOT riac. PoneHOypr 3a oBa ke nonmaze Jeka
HEj3MHAaTa LieJ BO IIpBaTa rofMHa oJ1 o0yKaTa € Jja To HalpaBH I1acoT TOJIKY CYLIITHUHCKU Jel
0J1 GU3UYKOTO OMTHE HA aKTEPOT IITO, BCYIIHOCT, K€ CTAaHE HUBHO MPOJIOLKEHHE KaKo U Ha
HUBHHUOT TajieHT. [IpaBMIIHO BKOpEHETHOT W u30ajmaHcupaH Tiac € (yHIaMEHTAJIeH 3a
MPOLIECOT Ha akTepckaTa urpa, 06e3 pasiuka Ha Koj OWIo MEeToJ WM IIKOoJa 3a TiIyma Ja
nocetysa ezieH aktep (Rodenburg, 1997: 18).

KpeaTuBHuor nar

Bo pPaMKHUTEC Ha OBOj npeaMeET MOCTON OIMMACHOCT IIPpU pa3BOjOT Ha aKTCPUTC U HUBHUOT IJ1acC, a
TOa € OIMAaCHOCTA IroJieM ACII O BEXKOMTE KOH Ce ydaT v CC MpUMCHYBAaAT Ia OCTAHAT CaMO Ha
HHUBO Ha CyBOIIapHU BEXKOM M HHUIIITO MOBEKE.

Omna mTo e HajroeM NpeJu3BUK Ha MIpelaBauuTe Ha OBOj NMPEIMET € Toa Ja yclearT /1a HajaaT
KpeaTWBEeH HAa4MH M IPHUCTAIl J0 CEKOj €ICH O] CTYACHTUTE 3a Jla C€ HallpaBM MaT IO KOj
CTYJIGHTUTE K€ 3HaaT LITO 3HAa4M NpaKTUYHA IMPHUMEHAa Ha OBHE BeXOM BO akKTepckara
npodecuja. 3aroa MITO aKko TOj MAT € 3all0CTaBeH, TOrall ce I0jaByBa ropeclioMeHaTara
OIAaCHOCT CTYJIEHTHUTE J1a HE ja OCO3HAaT rapajenaTa U Aa OMJaT OCIOCOOEHH CO OApEIEeHU
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BEXOU 1 TEXHUKH KO MPUTOA HEMA J1a 3HAAT Kako Ja ru kopuctaT. Kyk u bocton Bo HuBHaTa
KHHMra KOja ce 3aHMMaBa CO YYCH-€TO Ha TEXHHUKHU 3a MPaBUIHO JUIICHE IPU TOBOPEHE Ke
Hanumar: ,,[Ipenu3BUKOT CO KOj ce COOuyBaaT CUTE€ OHHME KOM C€ BKIYyYEHHU BO MPOIECOT Ha
o0yKa € Toa KaKko COOBETHO J1a C€ MPEHECe COTIICTBEHOTO 3HACHE U KAaKO Ja Ce OCUTYpa JeKa
‘(hakTrukuTe’ MH(DOPMAIIMK CE COOJIBETHO COOMIITEHU. BO MpOIEcCOT Ha 3roJieMyBameTo Ha
3HACHETO BO MO30KOT KaJIe IIITO CE OTKPHBAAT HAYMHHUTE Ha KOU (aKTUIKUTE HH(POpMAIUK ce
pUMaaT BO €EH JeJ O MO30KOT, HO HE€ M BO APYTHOT JIeN, Kaje ITo ce o0paboTyBaat
[JIACOBHUTE M (PU3WYKUTE HABUKM, @A Taka CTaHyBa C€ IMOBAXHO Ja Ce€ HHHUIMpAAT
coucTULIMPaHH POLECH KOU K€ OBO3MOKAT BUCTUHCKA M TpajHA MpOMEHa KOja, BCYIIHOCT,
Ou ce oJBMBaja BP3 OCHOBA HA MOXOJUCTHYKH MpUCTanu. Bo 0BOj KOHTEKCT, 3HA4YH, Ja Ce
CO3/1aJie CBECEH AMjalior Mer'y yMOT W TEeJOTO c€ CO IIeJl Ja ce MOMOTHe Ja ce pazbepar

MMOCTOSYKUTE MO/JICITH Ha BOKAJIHA U (PM3NYKA BPCKA U JIa C€ IOMOTHE BO CO3/1aBalkbETO HA HOBU ™
(Boston, Cook, 2009:18-19).

Omna 1mTo jac KaKko npejaBay ro NpakTUKyBaM Kako MPUHLIMI 3a T0Jarambe Ha OBOj IPEAMET €
€/leH OJ] HAYMHMUTE KaKo MpoOyBaM Jla BOBEJaM KPEaTUBHOCT BO KOPUCTEHETO Ha BEXKOUTE.
HcnurtoT ce cocTou 071 /1Ba Jieia U Toa MPB JIeJT KaJie IITO CTYACHTUTE IojlaraaT MHIUBU1yaTHO
CO 33/1a/IeHU TEXHUYKH BEXOU KO Ce pa3IMKyBaaT CEKOj ceMecTap M 3aBHCAT OJ1 TOA Ha IITO
e (hOKyCOT BO 1aIEHUOT ceMecTap. M BTop zes1 Kajie mTo uMaMe KpeaTUBHO KOPUCTEHhE Ha THE
Y CIIMYHM BEXOM MPU CO37aBambe KPATKU €THIM BO KOM 3ajadaTa Ha CTYICHTHUTE € Jla Hajaatr
HAYMH KaKo Jla TH yHnoTpebar Be:KONTE BO HEKakBa KOHKpeTHa cuTyanuja. OHa mTo jac KaKko
pejaBad CyM ro 3a0enexkall IpU OBHE 3a7auyd BO BTOPHOT JI€JI OJ UCIUTOT € MO3UTUBHOTO
BJIMjaHUE HA 3aMHTEPECHUPAHOCTa HA CAMUTE CTYJIEHTH J]a CO3AaJaT CLCHU/€TUAN U IPUTOA BO
IIPOIIECOT Ha CO3/laBambe Ha MCTUTE THE T'M MOBTOPYBaaT BEKOMTE MHOTY NOWHTEH3UBHO U
MIOYECTO OTKOJIKY ILITO TOA € CiIy4aj Kora Tpebda camo Jja ' IOBTOpYBaaT BexOUTe Oe3 HUKaKBa
3aJaya, TyKy €JHOCTaBHO caMo Kako BeXOH. OTTyKa ce 10jaBH U UHTEPECOT 3a MUIIyBambe Ha
oB0j TekcT. Kora cTanyBa 300p 3a CTyJEHTUTE O] yMETHUUKUTE (DaKyJITETH, OHA IITO € €IHa
0J1 HaJOUTHUTE pabOTHU € TOA IITO HUBHUOT HAJrOJIEM KBAJUTET € HUBHATA KpeaTuBHOCT. OHa
LITO HUE KAKO MpeAaBadl Mopa Jja o UMaMe Ha YM BO HalllMOT 00pa30BEH MPOLEC € Ba)KHOCTA
O]l HAIlIeTO BIIMjaHUE BP3 KPEaTUBHOCTA HA CTYJCHTHUTE, HUE MOpa Ja CO37aBaMe MOXKHOCT 3a
Taa KpeaTUBHOCT Jla Ce€ pa3BUBA, Ja JlaBaMe IPOCTOp KaJie IITO CEKOj €l€H OJ1 CTYyJICHTUTE ke
MOJKe J]a 100HMe MOXKHOCT Jla TH HarnpaBu pabOTHUTE Ha €/1eH CBOj YHMKATE€H HAYMH M Taka Ja
700Ke CBOj YHUKATEH IOIJIe/l Ha BeXOUTe BO OBOJ CIydaj U NMPEeKy Toa UCKYCTBO Jia IO OCO3HAe
NaToT 1O KOj THE BeXOU CTaHyBaaT HEKaKBa BOJMJIKA BO HUBHATa kapuepa. [ pyjuk-Epenpajx
BO CBOjaTa KHHUTa BO Koja 300pyBa 3a IJIaCOBHOTO 00Opa3oBaHME Ha akTepuTe ke Hanwuiue: ,,[1o
HeKon c(akama 01 MUHATOTO, & 10 KOM MHOTYMHHA C€ BOJAT M JICHEC, HE IMOCTOM HHIITO
MIOCJIOKEHO HUTY ITOCYBOIIAPHO O TlIacoBHaTa TexHHKa. OBaa, He TOJIKYy yOaBa peneTuiuja Ha
BOKQJIHUTE TEXHUKHU IPEKY KOja J0JIr0 BPEME YCOBPUIYBAKETO HA IN1aCOT OMJIO OTEXKHATO CO
JICLIEHUU, W TPEeKy Koja YOBEKOT OMJI NMPETBOpPaH BO MalllMHA, ONPEMEH €O TEeXHHUYKa
e(pHUKaCHOCT, TOTIOJIHO 0 U30CTaBMiIa (aKTOT JIeKa TOj € O]l KpB U Meco. PuroposHocra Ha
HEKOM TEXHUKHU KOU MOCTUTHYBajle eeKTH cO KpajHU (PU3NUYKU U ICUXUYKH HAIOPH, JIEHEC 32
cpeka ce Beke MuHaTo. COBpeMEHUTE METOIM 33 TEXHHUKA Ha IJ1aC KOU C€ HAMEHETH 32 aKTepH,
TPrHyBaaT OJ1 TOA I1acOBHaTa 00yKa Ja Oujie ClIOHTaHa, OJTHOCHO JIECHO MIPUCTAIIHA, CO IPYTU
300poBH, J1a CTaHe 330BOJICTBO U kpeanuja‘“ (I'pyjuk-Epenpajx, 1995: 45).
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On Be:x0a 10 cueHa/eruaa

Bo OBOj IS § O HaBJIETOJI BO ImoAcTaIHa aHaJIn3a Ha TOoa KaKo HU3IJjI€aa IponecCoT Ha
IIpEMHUHYBakC HA €1HA BeX0a BO HEKaKBa eTI/II[a/CI_[eHa. Kaxo IpUMEP MOXKEME Ja 3EMEME
¢JHa o1 IMOCAHOCTaBHHUTC BEXKOM KOU Ce ImpaBaT HAa 4YaCOBHUTC, a TOA € CJICAHAaTa BeXkOa:

bu-be-ba-bo-by,

bupubu-bepede-bapada-bopobo-bypy0y,

[M'upumu-I'epene-I'apana-I'oposo-I'ypyny
I'manarnu-I"nanarne-I nmanarna-I nanarno-I' nanarmy
Puntunu-Penrene-Parmnrana-Ponrono-Pynryiy
Punupu-Penepe-Panapa-Ponopo-Pynypy
Jupunu-Jlepene-Jlapana-Jlopono-Jlypyny
Punupe-JIupunu-Penepe-Jlepene-Panapa-Jlapana-Ponopo-Jlopono-Pynypy-Jlypyiny

Mopa Ja C€ HAIIOMCHE ACKa HOKpaj OBHC KOM6I/IH8.I_II/II/I HMa U Jpyru CJIMYHU Ha UCTHUTC, OBUC
CC CaMO IIpuMEp O MHOT'YTE€ KON HOCTOjaT.

Ogaa Bexx0a ce 0/1HeCyBa HaJMHOTY Ha 3arpeBame Ha TOBOPHHUOT arapar, Kako U Mo100pyBame
Ha nukuyujaTta. Kora ce mpaBu oBaa Bexx0a Tpeda 1a ce BHUMaBa Ha TOUHHOT M3TOBOP HA CEKOj
O/J1 I'JTACOBHUTE, ce pabOTH OP30 U ce 3eMaat 1o JIBe KOMOMHAIUMY, 11a e U3roBapaar 1o TpU naTu
Ha eIHa M3AuIIHA cTpyja. OBa € OCHOBHOTO pa0oTeme Ha BexOaTa U OBaa Kako TakBa € Jel
TPAIUIIMOHAIIHOTO 3arpeBamke CKOPO Ha CEKOj oueTok Ha yac. OBa € 100pa u KoprcHa BexoOa
U CTYJIEHTHUTE ja cakaar, ja c(hakaaT Kako MpeInu3BHUK 0J1 CAMUOT IOYETOK U C€ TPYAAT Jla CTaHaT
c€ moAo0pH CO CeKoe MOBTOpYyBame Ha ucTtata. Ho, mpobiemoTr moara kKora CTyIEHTHTE Ke
ycrieaT Jia IOCTUTHAT OAPEICHO 3a/I0BOJIMTEITHO HUBO Ha MTPAaBEHE Ha OBaa Be)KOa, THE TOTalll
MOYHYBaaT Jia ry0aT MHTEpEeC 3a HCTaTa M MPEKNHYBaaT 1a ja kopucraT. OHa MTO ro TOBOPEBME
Iorope € Toa JieKa cekorail Tpebda Ja ce Aonpe A0 KpeaTHBHOCTA Ha CTYJCHTUTE U Taka Jia ce
MOTTUKHAT HA MOBTOpYBama Ha BeXKOUTE, HO Jla He OuJie Toa caMO HaMETHATO MOBTOPYBAmE,
TYKY Ja OMJie HeLITO IITO THE Ke Io MpaBat co 3aJ10BojIcTBO. Kora Tve ru mpaBat Hemrarta co
3aJI0BOJICTBO, TOTAIll C€ BJIOXYBaaT MHOTY IOBeKe BO caMaTa BekOa M pe3ynTaTuTe KOH ce
MTOCTUTHYBAAT BO OJTHOC HA HUBHHUOT TJIac U JIUKIIMja c€ MHOTY TIOA00pH 3a MIOKPATOK TTEPHOI,
a OJ1 IpyTa CTpaHa U ce OAPKIUBH, HE CE TOa CAMO MOMEHTAITHHU pe3yaTaTh. 3aToa ujaejarta 3a
oBaa BexO0a Ja cTaHe KpeaTHBEH IPOIEC € clelHaTa — CTYIACHTUTE J0OMBaaT 3ajava Jia Th
3eMaT OBHE KOMOWHAIIMM O TJIACOBH M Jia TM KOMOWHHMpaaT BO paMKHTE Ha €IHa TeCHa
(HajyecTo TOAa € HEKOja MOMEHTAJIHO IOMYyJIapHa MEeCHA), BO cly4ajoB Toa Oeiie Believer on
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Imagine Dragons. CTyneHTHTE ja TpeCIyllyBaaT TeCHaTa W CaMHTE TH KOPHCTAT
KOMOWHAIIMHTE BO 3aMEHa 332 OPUTHHAIIHUTE 300POBHU U TaKa cO37[aBaat ¢JJHa HUBHA KpeaTHBHA
CIICHa/eTH/Ia Koja M0Toa ja IOBTOPYBAaT CO roJIieMO 33JJ0BOJICTBO. Bo mporiecoT Ha GapameTo
Ha COO/IBETHUTE KOMOMHALIMU KOU OM ce yrnoTpeOuie, CTyJeHTUTE TPOIIaT MHOTY BpeMe, HO
TOA € IParoleHo MOTPOILICHO BPeMe 3aToa IITO THE BO OBOj MPOLIEC TM TIOBTOPYBAAT BEXKOHUTE
0e30poj maru, c€ Cco IeN Ja ja HajuaT coBplieHaTa koMOuHaMja. Taka THe BO OBOj MPOIIEC
MIPEKy COICTBEHAaTa KPeaTUBHOCT CO3JaBaaT €HO MHTEPECHO YMETHHYKO JEJI0, a MPUTOa TH
MOBTOPYBaaT BEXOWUTE MHOTY IOBEKE OTKOJKY Ja 3acTaHar W Ja T'M TOBTOpPyBaaT camo
KOMOHMHAITUUTE CYBOIAPHO, TaKa KaKo IITO Ce HamuIinaHu rorope. [Ipexy oBOj KpeaTWBEH
IpoIlec THE ja IOTTUKHYBaaT CBOjaTa KPEaTHBHOCT, HO M IO paboTaT Toa IITO UM € OCHOBHA
3a/1aya 3a pa3BHBAk-E HAa CBOJOT TJ1ac. Tre BO OBOj MPOIIEC /10j10a A0 clieqHaTa KOMOWHAIIH]a
Ha MOoTope 33/1aJIeHaTa IecHa:

bupubu bepede bapaba bopobo

I'npunu I'epene I'apana I'opono Pynypy yyyyy
Punrunu pynypy yyyy

bputupu bperepe bparapa bpotopo

I'manarnu I'nanarne I'nanarna ['nmanarny Pynypy yyyy
Puntunmu Pynypy yyyy

bu be ba bo by bu be

[Tu Ile I1a ITo Iy Iu I1e

Bu Be Ba Bo By Bu Be

bupubu bepebe bapada bopobo

Ku Ke Ka Ko Ky Ku Ke

3u 3e 3a 30 3y 3u 3e

Cu Ce Ca Co Cy Cu Ce

bu bu bu bu

beeee

ITunu Ilene ITana ITono ITymy Ilymy

Hunn lene Hana domo dyny dyny
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Tutu Tere Tara Toro Ty

I'uru I'ere I'ara ['oro I'y

Kuku Keke Kako Koko Kyky Kyky
bupubu bepebe bapaba bopo6o

I'npunu I'epene I'apana I'opono Pynypy yyyyy

Puntunu Pynypy yyyyy

[Iu Ile I1a Ilo Iy Iu I1e

Au Jle 1a Jlo 1y Jln [le

Tu Te Ta To Ty Tu Te

I'mpunm I'epene Mapana ['opoiio

Punupu Penepe Panapa Posiopo

Jlupunu Jlepene Jlapana Jlopono Jlypyny yyyyy

OBaa koMOunHaIMja ce Mee co MHCTPYMEHTaIHaTa Bep3rja Ha IecHaTa 3a yUeHlhe Ha pUTamor, a
M0TOA TMPH MPHUKAKYBAkEe BO PAMKUTE Ha BTOPHOT JIEJ OJl UCIIUTOT, KPEATUBHHUOT JIeT KaKo
IITO TO HAapeKyBaMe€ CO CTYACHTHUTE, OBaa KOMOWHallMja O] IJacoBU ce Hu3BeayBa 0e3
nponpaTtHa My3uka. CTyIeHTHTE ja TOBTOpYBaart JI0BOJIeH Opoj MaTH 3a Jia ja Hay4daT BO eJI0CT
U J1a MOXKaT CaMuTe Jia ja u3BeayBaar. Taka IITo 1eJiTa Ha BOBEYBAaH-ETO Ha KPEaTHBHOCTA BO
IIPOIIECOT Ha BeKOAME € LIEIOCHO UCIIONHETA, CTYICHTUTE ja HallpaBuiie BexOara nopekenaru
U He ce OCTAaBEeHHM Ha CYBONApHOTO MOBTOpYBamwe Ha nctara. Kora cranysa 300p 3a riacoT u
HEToBaTa MOBP3aHOCT CO aKTEPCTBOTO U KAKO C€ KOPHUCTH, OBHE BEXKOM C€ HABUCTHHA TTOJIC3HU
3aToa MTO My JaBaaT MOKHOCT Ha aKTepOT MPAKTUYHO Ja WCKYCH KaKo eIHa BexOa Ou ce
KOPHCTENIa BO CO3/1aBAalETO Ha €HA CLEHa/€Tuia, Ia OTTyKa Ja HalpaBu Mapajena Kako
IIOHaTaMy OBHE BEXOM OM My KOpHCTele IpHU KpeupamweTo JukoBu. Ha oBaa Tema I'yrekyHer
u ['unet Bo HUBHATa KHUTA Ke HAMUIIAT: ,,AKTepcKaTa nu3Beaoa, 0e3 pasinka o1 CTHIOT, Tpeba
Ja ja u3pa3yBa peaJiHOCTa, BUCTHMHATA HAa YOBEUKUTE HCKYCTBA, TEMUTE HAIMUIIAHU O]
aBTOpUTE, KAKO U CBETOT KOj THE IO co3laBaar. Hammor riac e KIiydHHOT €JIeMEHT MpU OBa
u3pasyBame. Mopa 1a Ouze 100po noTkoBaH u QuexcudbusieH. Mopa fa ro uzpasu OyKBaIHOTO
3Ha4Ye’e Ha TEKCTOT, KAaKO U Heroparta (hopMasiHa CTPYKTypa. A, 3a J1a MOXe /1a IO HalpaBu
TOa, IJIACOT MOpa J1a MOKE J]a T U3pa3u 3aMUCIIEHUTE OKOJIHOCTH O[] CBETOT KOj € CO3AaJACH
BO JIpaMaTa U KapakTepuTe O]l UCTHOT. 3a Jja ce IIOCTUTHE OBa, IN1acoT Mopa Jla Oujie LeloCHO
uHTerpupad Bo akrepckuotT npouec (Christina Gutekunst, 2014: XVI).
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3akiy4ok

Kako npodecop no npenmeror TexHnka Ha Ti1ac Koj € 3aJ0/DKUTEINICH MPEeIMET BO PAMKHUTE Ha
nporpamara 3a AKrepcka urpa npu QaxkynTeToT 3a IpaMcKku yMeTHOCTH — CKoIje, 1 MOETO
CKPOMHO HCKYCTBO KaKO JOIEHT, I1a Cera BOHPEAEH Mpodecop Ha OBOj MPEAMET, HO U MOETO
JOJITOTO/IMIIIHO MCKYCTBO Kako NMpOo(eCHOHANEH akTep, TPrHyBajku o cebe cH, MoXKaM Jia
710j1aM 10 3aKIIy4OKOT JieKa IPOLECOT Ha eyKallija Ha WIHUTE aKTepH Mopa J1a OHJIe IIeTT0OCHO
MOBp3aH CO MOTTHKHYBAIETO Ha aKTepckara KpeaTHBHOCT. be3 pasnmka 3a Koj mpeaMer
cTaHyBa 300p, KpeaTHBHOCTAa M BHECOT HA MCTaTa BO PAMKUTE Ha CTyIUCKaTa Iporpama Mopa
na e 3ano/pkuTenHo. OBa ce IPakTUKYBAJIO U K€ ce MPAKTUKyBa U IMOHATaMy, 3aTOa IITO O
UCKyCTBaTa, KaKO MOM Taka M Ha KOJETUTE, CEKOraml KOora CTYIEHTHTE C€ KpEeaTHBHO
MOTTUKHATH, HUBHUOT BHEC BO NMPOJYKTUBHOCTA IO MPEAMETOT CE€ 3rojJeMyBa, a OTTyKa ce
3rojieMyBa ¥ HHUBHOTO 3HAe€HE IO TOj MpeaMeT. Bo mporecoT Ha oOpa3yBame Ha aKTEpHUTE,
HajOuTHaTa paboTa e Toa J1a ce HaydaT UCTUTE J1a 3HAaT KaKo CETO TOa LITO IO M3ydyBaaT Ha
dakynTeToT 1a ro KOPUCTAT MOHATaMy BO HUBHATa Kapuepa. 3aToa ITo HeMa 1oJjI3a oJ] Toa Jia
Ce yJaT TeXHHKH KOM OCTaHyBaaT CaMO Ha HUBO Ha TEXHUKH, OUTHO € THE J]a HajAaT MPaKTHIHA
IPUMEHa U J1a TO IOMHHAT IIParoT 0] CyBOIIAPHOCT BO KpeaTHBHOCT. CaMo Ha OBOj HAUMH OHA
IITO jac KaKo MpeaaBad MM TO MPEeHeCyBaM Ha MOUTE CTYACHTH CTaHyBa KOPHCHO, CaMO Ha
OBOj HAYMH CTYACHTUTE KE ja HajIaT BPEIHOCTa HAa OBOj NpeIMeT, a OTTyKa M Heromara
BaXHOCT 32 OJPXKYBAamETO Ha IJIACOT BO J00pa ¢opMa M BO MOMEHTHUTE KOra THE Ke ja
HamymraT oOpa3oBHaTa MHCTUTYIIMja U K€ OCTaHAT MPEMyIITeH! caMu Ha cebe cu. ['macot e
€/IHa 0J1 HajOMTHUTE OCHOBHU BO CKOPO CEKOja aKTepCKa Kpealrja, ma OTTyKa U BaXKHOCTA 3a
TOa KaKO MCTHUOT CE€ KOPHCTH, CE HETyBa, C€ pa3BUBAa, 3aTOa BJIOTOT BO WIHUTE aKTEPH U
MOTTUKHYBAaKETO HAa HUBHATA 3aMHTEPECHPAHOCT 32 KOHTPOJIaTa Bp3 HUBHHUOT TJIac € €Ha 0]l
HajBaKHUTE paboTH KoM Tpeba fa ce mpeHecat. OBoj MpeAMET ce 3aHMMaBa TOKMY CO OBa.

Pedepenun

Christina Gutekunst; John Gillet.
2014. Voice into acting. London: Bloomsbury Publishing

Jane Boston; Rena Cook.
2009. Breath in Action. London: Jessica Kingsley Publishers

Rodenburg, Petsy.
1997. The Actor Speaks - Voice and the Performer. New York: Palgrive MacMillan

I'pyjuk-Epenpajx, Jbusbana.
1995. I'acosHno obpazosara enymya. beorpan: YHuBep3utTer YMetHocTu y beorpany

45



46



ARS ACADEMICA

YJK: 78.03:159.954

AHa BeannoBcka

KPEATUBHOCT, TEXHOJIOTHJA 1 UTHOBALIUJA BO COBPEMEHATA
KJIACUYHA MY3UKA: CTYAUJA HA CJIYUYAJ CO CO3JABAILE HA
»XUITEPITHJAHUCT*

Arnctpakt: CoBpeMeHaTa KJIaCHYHA My3HKa He CaMo LITO T'o peIeKTHpa ITyJICOT Ha ICHeITHATA
KyJTYpHa CIeHa, TYKy W M UCIPEIUIeTYBa COLHMjATHUTEe AUHAMHKU M €MOLMUTE Ha HAIIETO
Bpeme. OBOj TPy UCTPaKyBa KOU BEIITHHU M KOMIIETCHIIMY CE IOTPEOHH 32 M3BEIyBaUUTE Ha
HOBa KJlacMuHa My3uka, co ¢okyc Ha nenorto ,Ilujano Xepoj“ Op.1 on Credan IlpuHc,
M3BEJICHO OJ1 aBTOPOT Ha OBOj TPY/ Ha KOHIIEpTeH cepujat Bo [lIBajuapuja, Bo okromBpu 2023
roavHa. Bo oBa zeno, MijaHUCTOT HE caMo IITO Kpeupa My3HKa CO MHCTPYMEHTOT, TYKYy U
MCTOBPEMEHO YIpaByBa CO €JIEKTPOHHKA M BHJEO, CO3JaBajku XUOpHIHa yMeTHUUKa (Gopma
KOja ja NpEHCIHTYBa yJoraTa Ha HM3BEAyBauoT BO COBpPEMEHAaTa My3HMKa. AHajiu3ata ja
UCTaKHYBa KpeaTHBHATA yJIOTa Ha W3BEIyBAaulTe W T'M PasriieyBa MPEIU3BUIMTE CO KOH Ce
COOYyBaaT BO M3Be0aTa Ha HEKOHBEHIIMOHATIHU MYy3UYKH KOMIIO3HLIHH.

Kiy4nu 300poBH: coBpeMeHa KIacCH4YHA My3HMKa, My3WYKH MHOBAIIMHU, BEIITHHHU Ha
u3BedyBaud, ,,[lnjano Xepoj“, Credan [Ipunc, ,,XxumepnujaHucT, KpeaTuBHA YJIOTa,
NpeN3BUIIN BO M3BE0a, HHTEPIUCIUIUIMHAPHOCT.

Bosen

HctpaxyBamara 3a KpeaTHBHOCT, BKIYUyBajKi TH U U3ydyBamaTa Ha COBpEMEHATa KIIaCHYHA
My3HKa, CE€ COOYyBaaT CO OCHOBHOTO mpamame: ,,Om Kajae aoara HOBUTETOT?* (Sawyer
2003:12). HIBajuapckuot ncuxosnor XKau [Iujaxke ro HarjmacyBa CI€IHOTO: ,,BUCTMHCKHOT
npo0GJsieM € Kako Ja ce o0jacHaT HOBUTeTUTE. buejku HOBUTETHUTE, OJTHOCHO KpealuuTe, ce
OHHE KOU IMOCTOjaHO I'o MOTTHUKHYBaaT pa3Bojor™ (ibid. 2003:13). My3uukara Kpeauuja HU3
reHepaluuTe ro 300raTyBa yMETHUUYKHOT HIEHTHTET, ja OOJUKYBa 3a€THUIIATA U TO OJPXKyBa
KyJITypHOTO HacieAcTBO kuBO. OTTyka, HMHOBallUMTE BO My3WdKaTra Kpeanuja u
MHTEpIpeTalrja ce 0J1 CYIITHHCKO 3HaUCHE 3a 3aUyBYBambe U NPOIIUPYBakhe Ha KYJITypHATa
CIICHA.

Kaxko mro BJICTYBAM€ BO HOBA €pa Ha TCXHOJIOIIKH HAIIPEAOK U IMTPOMEHU BO ONIITCCTBCHUTEC
HOpMH, nej3a>1<0T Ha MY3HW4YKaTa YMCETHOCT OTBOpa HOBU MOXKHOCTHU, HO HCTOBPCMCHO
nperpinyBa " TpaHC(I)OpMaTI/IBHI/I IIpOMCHU BO IIOTpara IO KBAaJUTET W HHOBATUBHOCT.
KOMHO3I/ITOpCKI/ITe TCXHUKH CC pa3BUBAAT BO CBCTCKU paMKH, I/IHKOpHOpHpajI’(I/I COBpPCMCHU
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METOJM U TEXHOJIOTHH 3a Jia TH 3aJI0BOJIAT MOTPEOUTE Ha ClIeAHATa TeHepanrja Ha My3HUKU
yMeTHHIIM. BO c€ MOKOMITJIEKCHHOT CBET BO KOj JKUBEEME, ce OapaaT WHAWBUIYH KO MOXKAT
12 pa3BHjaT COUCTUIIMPAHU KPEaTHBHU PEIICHH]ja 33 C¢ IIOKOMIUIEKCHHUTE MPOOJIEMH CO KOH
ce coouyBaar 3aexnuiure W uHctuTyuumute (Thurlings, Evers, and Vermeulen 2015).
CrniocobHOCTa 3a 3aMHCIIyBambe M CO3/aBarb¢ Ha HOBH, YHUKATHHU pEIICHH]a 32 Pa3HOBHIHU
po0yieMu € MHTerpaliHa KapakTepuctuka Ha 9oBeKoT (Welch and McPherson 2012).

COBpeMeHa KJIaCHYHa My3UKa

HajnpBuH, pa30oupameTo Ha KOHIICITOT 32 CO8PEMEHA KAACUYHA MY3UKA € OJ] TOJIEMO 3HAYCHC.
Toj TepMHH HajyecTO ce OJIHECYBa Ha MYy3UYKHUTE Jieja KOMIIOHHPAHH O] BTOpaTa MOJOBHHA
Ha 20 Bek 1o nenec (Griffiths 2011; Karlsruhe University of Music n.d.; Ross 2007). OtTyka,
MIPUPOJIHO € JIa Ce MCTaKHE JeKa COBpEMEHaTa KJIacHYHa My3WKa JIEHEC, K& CTaHe HCTOpHja
ytpe (Taruskin 2005; Samson 1977), mro ja mpaBu Hej3UHATA TOKYMEHTAIM]a UCKITyIUTEITHO
Ba)KHA 32 3a4yBYBambE HA KYJITYPHOTO M My3WYKOTO HACJICICTBO 3a MIHHUTE reHepanun. OBa He
ce OJIHECYyBa CaMO 3a KPEHPAameTO Ha HOBM MY3WYKH Jieja W JIOCTUTHYBama, TYKy W Ha
00e30eryBame PUCTAIl 10 OOTaTCTBOTO Ha KYJITYPHHU M3Pa3H Ha HAIIETO BpeMe.

3artoa Tpeba aa ce I0COYH JieKa MOKPaj TEPMUHOT CO8peMena KIacuina My3uKkd, Kako CHHOHUM
ce KOPUCTH U TEPMHUHOT HO8A MY3UKd, OTHECYBAJKH C€ HA UCTUTE NMPAKTUKU KOM CE TI0jaBHIIC
Ha KpajoT Ha 20 BeK W MPOAOIDKYBaaT Aa ce pa3BuBaar Bo 21 Bek. OBaa My3uka ce
KapaKTepusrpa Co UCTPAXKyBakbC HAa HOBH MY3HYKHU ja3141114, HOTalluH, TCXHUKH U TCXHOJIOI'UH,
YEeCTO CO MPCAU3BUKYBAKLE Ha TPAAULOUOHAIHUTC KOHBCHOWM 3a MY3UUYKUTC q)OpMI/I,
XapMOHHMja W HMHCTpyMEHTalja. 3a HOBaTa KJacHM4YHa My3HMKa YecTONaTH ce CMeTa JeKa
Hej3uHaTa eM(pasza € HacoueHa KOH OPUTMHAIHOCT M MHOBAaTHBEH NPHUCTAIl, 3 COBPEMEHUTE
KOMIIO3UTOPM W  M3BEIyBaud YECTO KOPHUCTAT HECTaHAAPAHU MHCTPYMEHTH U
eKCIIEpUMEHTAIHU TEXHUKH Ha W3BEIyBame€, 3a J1a M MPOIIMpaT M3Pa3HUTE MOKHOCTH Ha
My3HKara.

3HauaeH CErMeHT BO MOJIETO Ha COBpEMEHaTa KJIacHMyHa My3WKa € CceKako M (OKycOoT Ha
Mel'yIUCIHUIUIMHAPHO TOBP3yBamkEe CO APYTHM YMETHOCTH, KaKO IITO C€ TAaHIIOT, TeaTapoT U
BHU3YEJTHUTE YMETHOCTH, IITO OJpa3yBa MOIIUPOKO KYJITYPHO aHTaXHpame M Kenda na ce
MPEeMHUHAT TPAHUIIMTE TIOMEl'y YMETHHYKUTE AUCUUILTHHYU. IMEeHO, BO U3MUHATHUTE JCLIEHUH,
c¢ morojemMa yjora WrpaaT HWHTEPAUCHHUILUTMHAPHUTE MPHUHIMINA, KOW Cyrepupaar aeka
Haj100ap HAYMH Ja HAYYHWII/CIIO3HACI HEIITO HOBO € BO KOHTEKCT Ha JApyra AUCITUIUIMHA.
OTTyKa ¥ 9yBCTBOTO Ha METYIUCIUITMHAPHOCT € C¢ MOMPUCYTHO BO HOBU KOMIIO3HUIIUU U
WHTEPIPETAINH, 3eMajKu TIPEABU JIeKa COBPEMEHOCTa ,,HyJAH W3BOHPEIHH MOXHOCTH 3a
HCTpaXyBamke M EKCIIEPUMEHTHPAmE, MPaBEeJKU ja YMETHOCTa BO30y[JiMBa M WHOBAaTHBHA'
(Kramer 2011).
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CoBpemMeH My3UYKH YMETHUK

Jla ce Ouyie COBpEMEH YMETHUK BO rojieMa Mepa 3Hauu Jia Ce CIIAAT U aKTYCSITHUTE HOBUHU, CO
IpUMEHa BO corcTBeHara padora. Toa ucTo 3HaUM JeKa cekoj of Hac Tpeba J1a uMa CBECHOCT
3a CBOMTE COBPEMCHUIIM U TPCHAOBUTE KOU THE M TpoMoBHpaar. COBpPEMEHUTE YMETHHUIH CE
JIBMDKAT 3a€THO CO BPEMETO, pearupajku 1 MpHIaroayBajKu ce Ha IPOMEHHUTE BO OMIITECTBOTO
u Kyntypara. HamoBp3yBajku ce Ha 0Ba, CEKOj YMETHHK M HAYYHHK CE€ CTPEMH HErOBOTO JIEJIO
na Oujie HHTErPUPAHO BO COBPEMEHHTE KYJITYpHHU TeKOBH. [IpHpOICH UMITYJIC € YMETHUIUTE
Y HayyHUIIMTE J]a cakaaT HHWBHaTa pabora jga Ouje BUICHA, pa3OpaHa W BpeaHYBaHA O]l
HUBHUTE COBPEMEHUIIH, HO U J]a OCTaBU TpaeH Oener 3a uaHuHaTa. OBaa acrupaliija BoAu KOH
MOCTOjaHO TI0I0OpYBamke M MHOBAIIM]a, CO3/IaBajKU JIejia KOM HE CaMO IITO TH peduIeKTHpaaT
aKTyeJIHHUTE TPEHJIOBH TYKY M T'l IPeIn3BUKYBaaT u oonukysaat (Goehr 2008).

Cemak, mTO 3HA4YM TMOMMOT u36e0y6ay Ha COBpeMeHa KiacuuHa My3uka oa 21 Bek?
N3BenyBameTo Ha COBpeMEHa KilacHYHa My3HKa oJ 21 Bek Oapa moceOeH ceT Ha BEIITHHH O]
My3WYKUTE yMeTHULIU. Pa3Oupame Ha HOBH (hOpMHU Ha HOTAIMja, BUPTYO3HOCT KOja IOMECTyBa
TPaHMIIM, HOBU TEXHUKH Ha CBUPEH-E CE€ CaMO JIeJI O] MHOTYTE MPEIU3BUII KOU U3BEyBAUNTE
Ha COBpEMEHa KJlacu4Ha My3HKa o7 21 Bek Mopa 1a ru coBnanaat (Kanga 2022: 155). Ho, uma
U IPYyTU BEUITHHU U TMPEIU3BULIA CO KOU C€ COOUYBaaT COBPEMEHUTE M3BEIyBayu, KOU HE CE€
MOBP3aHHU CO MAPTUTYPUTE U UHCTPYMEHTHUTE, & C€ UCTO TOJIKY 3HAYajHU 3a W3BEIyBadyKaTa
Kapuepa, Kako U My3H4KaTa eKcrepTH3a.

HoBure renepamiu Ha My3uyapu KOU paboTaT Ha CIieHaTa Ha COBpEMeHaTa KjJaCu4Ha My3UKa
c¢ TOBEKE ja KOpPHUCTAT JAWTWTaIHATa TEXHOJOTHWja BO HUBHUTE W3BEJOW, IITO 3HAYU JIEKa
CTEKHYBaaT M HOBHU BEIITUHM, KAaKO MO3HABAK-E€ HA KOMIJYTEPHU M XapJBep, A0 BEIITHHHU 3a
nmporpamMupame M ypeayBambe BHUIea 3a ayauoBH3yenHH nena. OBaa pPa3HOJMKOCT Ha
COBPEMEHHOT MY3HYKH U3BEIyBau BO TojieMa Mepa He ja riiefa myOaukara, HO Cernak Taa € oJ1
BUTAJIHO 3HAYEH-E€, HE CaMO 3a Kapuepara Ha My3u4apoT TYKY M 3a ClieHaTa Ha COBpeMeHaTa
KJIacuuyHa My3uka. Kako 3a My3WYKWTE BEIITHHHU, TaKa U 32 HEMY3WUYKH BEIITHUHU KOHU CE
cnenupUYHA 3a COBpEMEHaTa KJIacHM4yHa My3HKa € TOTpeOeH OJIpe/ieH CTeleH Ha
CHeIHjain3alinja. !

! Kpancka Akamemuja 3a mysuka, O6enunero Kpanctso/Royal Academy of Music, United Kingdom (Royal
Academy Of Music n.d.); Konzeparopuym 3a my3uka u Tann Bo Ilapus, @panmuja/Conservatoire National
Supérieur de Musique et de Danse de Paris (Conservatoire national Supérieur de Musique et de Danse de Paris
n.d.); Yuusepsurer 3a ymerHoctH bepnwmn, ['epmanmja/Universitidt der Kiinste Berlin (UdK Berlin n.d.);
YHUBEp3UTET 3a My3UKa U U3BeIyBauyKHd yMEeTHOCTH Bo MuHxeH, I'epmanuja/Hochschule fiir Musik und Theater
Miinchen (HMTM n.d.); YHuBep3urer 3a My3uka u Teatap Bo Xam0ypr, ['epmanuja/Hochschule fiir Musik und
Theater Hamburg (HFMT n.d.); YHuBep3uTeT 3a My3nKa 1 U3BeyBaukH yMETHOCTH Bo BueHna, ABctpuja/mdw —
Universitét fiir Musik und darstellende Kunst Wien (mdw — Universitét fiir Musik und darstellende Kunst Wien
2024); Axanemuja 3a my3uka, Hopsemka/Norwegian Academy of Music (NMH 2024); Konzepsaropuym Canra
Yeunnuja, Wranmja/Conservatorio di Musica Santa Cecilia (Conservatorio di Musica Santa Cecilia n.d.);
VYuuBep3uter 3a ymerHoct Bo ['pan, ABcrpuja/Kunstuniversitdt Graz (KUG n.d.); YHuBep3ureT 3a My3uka
Kapncpye, I'epmannja/ Karlsruhe Hochschule fiir Musik (Karlsruhe University of Music n.d.); YauBep3utet 3a
my3uka Tpocunren, ['epmanuja/Staatliche Hochschule fiir Musik Trossingen (Staatliche Hochschule fiir Musik
Trossingen n.d.); YauBep3uteT Bo CapaeBo/ Univerzitet u Sarajevu (University of Sarajevo n.d.); YHuBep3urer
3a my3uka HupnGepr, I'epmannja/Hochschule fiir Musik Niirnberg (Hochschule fiir Musik Niirnberg n.d.);
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Enykanmja 3a coBpemeHa My3uka

Bo mocnennuTe aeneHuH, egykanpjaTa 3a COBpeMEHa KJIacHYHAa My3HMKa IpOLBETAa HU3
oOpa3oBHUTe HHCTUTYIMH BO EBpona. [lpm aHanmm3a Ha CTYIUCKUTE NIporpamMu Ha
(axynreruTe 3a My3MUKa YMETHOCT', €BMEHTHO € JieKa KapaKTePHCTHKA 3a CTYHUCKHUTE
MporpaMu 3a COBpeMEHa My3uka Bo EBpomna e ummieMeHTaluja Ha HOBU U Pa3HOBUIHU
MpeAMETH/MOAYJIM BO CEKOj cCeMecTap, T.e. MOCTOjaHO CleNele Ha state of the art BO
KJIacu4yHaTa My3uka. OBa cekako 3Hauu JIeKa U caMUTe MpeAaBaud Mopa MOCTOjaHO Ja TH
cleaT HajHOBUTE OTKPHUTHja BO KJIACHYHATa MYy3MKa, M MOCTOjaHO Ja T'M alUIMIMpaaT BO
HACTaBHUOT mpoiec. OBa yecTonaTH ce MOBP3yBa M CO HAMPEAOKOT HA YHHBEP3UTETUTE Ha
ceetckute panr aucty (Padfield and Mora n.d.), 6uaejku BHCOKOTO 0Opa3oBaHUe CO HayyHAaTa,
UCTpaXyBadyKaTa M yYMETHHYKATa JIEJHOCT C€ CMeTa JIeka € areHT Ha npomeHu. [lomeka
YeKOpMME BO HOBA €pa Ha TEXHOJIOIIKHM HAIPEIOK W MPOMEHU BO OIIITECTBCHUTE HOPMH,
T€j3aK0T Ha MY3WYKOTO 00pa3oBaHHE OTBOpPAa HOBH MOXXHOCTH, HO MCTO Taka, MpPETpIyBa U
TpaHcopMaTHBHA MPOMEHA BO MOTpara ro KBajJuTeT U HHOBATUBHOCT. 3aT0a 3a e/lyKallrjara
ce cMeTa JIeKa ,,[I0CTOjaHo € BO MPOIIeC Ha MPOMHUCITYBamkhe, 00JIHKYBambe, (Pe)CTPYKTypUpambe,
pedopMupame, TOJIKYBamkE CE CO el 1a Ce yHANnpeau, NoJ00pu U YCOBPILIHU, OAHOCHO Ja Ce
MOATOTBH U 00y4H €OKBEHTEH Kajap co paznudeH npodun’ (3apaskoBa-Ilemapocka 2014:
11).

CoonBeTHO, OpOjOT HAa YHUBEP3UTETH 32 My3UYKa YMETHOCT, KOU HyAaT OOEMHH HACTaBHHU
IIpOrpaMH 3a COBPEMEHa My3HKa € CE TIOroJieM, OMJIEjKU CO H3JI0KYBamhE Ha COBpEMEHA My3HKa
Y COBPEMEHH KYJITYPHH MEPCICKTHUBH, MOXKE JIa CE PEBUTAIU3UPA HAYMHOT Ha KOj C€ JI0KHBYBa
cekoja My3uka (Zurich University of the Arts n.d.). Enen o1 kiiydHuTe acrieKTH Ha HACTaBHUTE
MPOrPaMH 32 COBPEMEHA KJIACHYHA MY3HKa € TIPETCTABYBAKHETO HA MKOHCKU KOMIIO3UTOPH O]
[IEJIMOT CBET, CO KOM CTYACHTUTE MMaaT MOXHOCT Ja copaboTyBaaT yIITE BO TEKOT Ha
cryauute. [loToa, MpeKy CTYIMCKUTE MPOTpaMy MOJECHO C€ OBO3MOXKYyBa HOBaTa KJIAaCHYHA
My3HKa TOJIECHO na Ouje Mpe3eHTHpaHa Ha KOHIEPTH, paOOTHIIHHIM, MACTep-KJIacOBH, H
Hajpa3IMuyHU YMETHUYKU HACTAHHU.

JIeTalTHOTO M IIUPOKOII0jaCHO EAYLUPAkE CO COBPEMEHA KIIaCH4YHA My3HKa, CIIOEHO CO CUJIEH
KosabopatuBeH (OKyc, TH OArOTBYBA CTYIEHTHUTE 3a ITpodecroHallHa U3BeAyBayKa Kapuepa,
KakKo COJIMCTH, U3BCAYBa4M Ha KaMCpHa MY3HMKa HJIM, IAaK, KaKO HU3BCAYyBa4ul BO MY3HUUYKHU
aHcamOiM, Ha HaluoHaiIHO M MHTepHanuoHaiaHo HuUBO (FHNW School of Music 2024).
OTtTyka, BO CBET KaJie IITO KpeaTMBHOCTA U MHOBAllMjaTa CE€ C€ MOBaXKHHU, YMETHUYKOTO
o0pa3oBaHMe HYAH YHUKAaTHU MO>KHOCTH 32 JIMUEH U TpodeCroHalleH Pa3Boj, HOCEOHO 3eMajKu
NpeaBUa JeKa O] MYy3WYKHUTe yMETHHIM Bo 21 Bek ce Oapa OrpoMHa pPa3sHOBUAHOCT U
MPUCTIOCOOIMBOCT KAaKO BELITHHHU 32 TPaJiehe M OJpXKYyBamke Ha KOHIEpTHa Kapuepa. 3aToa

VYuusepsuter ,,Momapreym* CamOypr, Ascrpuja/ Universitit Mozarteum Salzburg, Austria (Mozarteum
University 2023); Akanemuja 3a My3uka u Teatap, Bunnyc, JIutBarmja/Litauische Musik- und Theaterakademie
(LMTA 2024); YHuBep3uTeT 3a IpUMEHETH HayKu u ymeTHocTH Bo Jlymeps, llIBajimapuja/Hochschule Luzern
Musik (Lucerne School of Music n.d.); My3uuka Akagemuja Bo basen, IlIBajiapuja/Hochschule fiir Musik Basel
(FHNW School of Music 2024)
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HaIropHUTe C€ HACOUEHU KOH JIM3ajHUpAmkE Ha MOToJIeM Opoj HalpeaHu MPOTrpaMu, a CO TOa H
CO3/1aBab-€¢ Ha HOB KaJap OJf MHOBAaTUBHU MJIa YMETHUIM U W3BenyBauu. OBa 3Ha4YM JieKa
Tpeba U MmoBeke UCTpakyBama Kou ce (POKycupaaT Ha COBpEMEHa My3HKa, KpeaTUBEH pa3Boj,
U eIyKaluja, ¥ CeTO TOa YMEUIHO Jia ce MpeHece BO MHTEepaKlyjaTa IoMery CTyACHTHUTE (T.e.
WHUTE W3BEIyBaud Ha KOHIIEPTHATA CIIEHA), OMJIEJKM KAaKO IITO MCTaKHAI OpPUTAHCKHOT
¢unozodp Andpen Hopr Bajrxenm: ,Hampenokor Oapa JeTUKAaTHA PAMHOTEXKA MOMEry
3a4yByBambeTO Ha cTabuiaHOocTa W mpudakamero Ha HeomxogHute mpomeHu (Whitehead
1929).

Crymmja na Cayuaj: ,,IInjano Xepoj“ op. 1 3a MugukiIaBujaTypa, eJICKTpPOHMKA BO
kuBo 1 Buaeo (2011) ox Credan Ilpunc

KpearnBHOCTa M MHOBalMMTE BO COBpPEMEHATa KJIACMYHA MY3HMKa HE CE€ CaMoO arcCTPaKTHU
KOHIICTITH, TYKy THE J0OMBaaT KOHKpETHa (hopMma MpeKy JienaTa Ha KOMIO3UTOPUTE KOU TH
MIPEeIN3BUKYBAAT TPATUIIMOHATHITE HOPMH. ENleH TakoB mpumep e nenoto ,,Ilujano Xepoj“ op.
1 ox 6enruckuor komnosutop Credan [Ipunc?, Koe yCIeHo ' crojyBa KjlacM4HaTa u3Beaoa
U COBPEMEHHUTE TEXHOJOUIKM MHOBalMHU. Bo oBa /€10, NMjaHUCTOT HE caMo IITO M3BeAyBa
My3MKa Ha MUJMKIAaBHUjaTypa, TYKy HCTOBPEMEHO YIpaByBa CO EJIEKTPOHHKA U BHJEO,
npe3emMajku ylora Ha ,,XUIeplnujaHucT™ Ha ClIeHa.

Henoto ,,ITujano Xepoj“ Op. 1 ox kommo3utoport [IpuHC € u3BeeHa 01 CTpaHa Ha aBTOPOT Ha
OBOJ Tpya, Ha KoHLepTeH cepujan Bo LlIBajuapuja, Bo 2023 roauna. OBa €10 € OCMUCIEHO
Taka IITO MUJaHUCTOT CBUPH HA CHHTHUCAj3€p, KOj € MOBP3aH CO KOMIjyTep M MMa yjora Ha
MUJIMKIIABUjaTypa, CO KOja KOHTPOJUpa BHUJEO OJ ,,aBaTap’ Ha MHJaHUCT KOj H3BEAyBa
npompeHn  nujaHuctuukd  TexHuku  (“Extended  Piano  Techniques”)  Bo
BHATpeEIIHOCTa/paMKaTa off MUjaHoTo. 3a Jja ce Jo0ue JONOJHUTENEH YBU] BO U3BenOara Ha
JeI0TO, MOKe hit| ce HOTJIe/IHE CHHMKara o] HACTaIoT:
https://www.youtube.com/watch?app=desktop&v=kAhGeJaj3Sw /Stefan Prins: Piano Hero
#1 for midi-keyboard, live-electronics & video | Ana Velinovska, performer (youtube.com).

OBaa CHMMKa I'l WJTyCTpUpPA aclIeKTUTE Ha U3BeadarTa ITo Ke TM pas3rieaaMe BO oBaa CTyAuja
Ha CJIy4aj.

2 3a kommnosutopot Credan [punc, Buam https://www.stefanprins.be/eng/bio_intro.html
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I'paghuuku npukasz 1: I3Benda Ha ,,IIujano Xepoj* Op. 1, Ana Benunoscka

OBa €710 Hy M CBOEBHUJICH CIIEKTAKJI, CO TOA IITO ITyOJIMKaTa HCTOBPEMEHO TJiie/ia ABe U3BEI0U
KOM C€ IMOBP3aHU CO IOMOII Ha TEXHOJIOTHja. YoTpedaTa Ha ,,aBaTap-IH1jaHuCT * BO BUJCOTO
€ UCKJIyYHUTEIIHO MHOBAaTHBHA, CO3/1aBajKH €lIeH ,,XUIIEPIINjaHUCT " O] J[BajIaTa M3BEIyBaun
(TMjaHUCTOT KOj CBHPHU BO YKHMBO U MPETXOIHO CHUMEHHOT IMHjaHUCT KOj € Ha BUe0TO). Mako
JIeTIOTO € IIeJIOCHO HOTHPAaHO Ha KOHBEHIIMOHAJCH HAYWMH BO TMApPTHTypaTa, yjorara Ha
KJIQBUILIUTE HA MUIMKIIABHjaTypaTa Kako BUJCOKOHTPOJIOPH TIOKPEHYBA 3HAYAJHU TIpalllamka 3a
MUjaHUCTUYKATa U3BeI0A.

Ha epagpuuxuom npuxas 2, Bo 1e10T KOj € O3HaU€H CO NOBTOpyBamwe (TakT 112), nujaHUCTOT
CO TPUTHCKaWke Ha KIaBUILIOT A (HajlleBO Ha KJIaBHjaTypaTa) aKTUBUpPA BKIy4dyBame Ha
KaMmepa, Koja ro CHUMa MHMJaHUuCTOT U IMyOJInKaTa, U ce EMUTYBA BO KUBO HA FOJIEMHOT €KpaH.
Kora nujanucrot ke ro nmoBTopu AenoT (o4 TakT 112), co npuTHCcKame Ha UCTHOT KJIaBUII ja
HCKITydyBa KaMepara 1 MOBTOPHO C€ aKTUBHpAAT BUACONPUMEPOILIH, KOU C€ KOHTPOJIHUpaaT co
OCTaHAaTUTE U Ha MUJMKIIaBUjaTypaTta. 3a 0BOj e(heKT, KOMIIO3UTOPOT HaBEyBa:

,HajmpBo cMeraB Jexka OM OMJIO BaXHO Ja CE€ HM3MECTH pamKaTa Ha
KOMITO3MIIMjaTa BO OJPEAEH MOMEHT, Ja My C€ Jaje JONOJIHUTEIHA
JMMEH3Mja Ha JeJI0TO M Jla MOKpeHaMm Hekou mpamama. Llto e peannoct?
ITo e Buptyennoct? be3 Toj nen, oBa 61 GMIIO JIECHO Ce OATOBOPU: KUBHOT
NUjaHUCT € peajieH, MpoeKiujata e BupryenHa. Ho, ogennam ro rienare
BUCTHHCKMOT TNHjaHUCT npoektupan! Kako Toa ja MeHyBa Hamiarta
HepIieniiyja 3a peaTHocTa u BupTyenHocta? Kako mocpeayBanarta Bep3nja Ha
MIUjaHUCTOT ja MEHYBa HalllaTa Mepleniyja 3a HEro 1 3a HerOBUTE JIBUXKeHa?
Hcro Taka, MOXe Jja TO TIOCTaBHU MPAMIAkETo: JaId MOXKEME J1a BEpyBaMe BO
oHa mro ro riaegame? OpnenHam pabOTUTE CTaHYBAaaT MOKOMIUIMIMPAHHU
(Kanga 2017: 108).
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I'paghuuru npukas 2: ,Jlujano Xepoj“ 6p. 1 og Credan IIpunc, rakr 110—126

HanoBp3yBajku ce Ha O0Ba, KOMyHHKAallMjaTa 32 My3WYKHTE IMOTpeOM HA OBaa KOMIIO3HIIMja
BKJTy4dyBaIle OpOjHU KOHCYJITALMH CO CIICIUJAIMCTH O] pa3NudHu obiactu. Tunnyna e-momra
€ TMpHUKakaHa TOJOJdy, KaJe IITO aBTOPOT Ha OBOj TPYyX BO yJOTra Ha HM3BeIyBad Ha OBaa
KOMITO3HIIHja ja 00jacHyBa moTpedaTa oJ] MpoMeHa Ha CBETJIO BO KOHIIEpTHATA cajia, Of TaKT

112 (6uou epagpuuxu npuxas 2):

Bo TexkoT Ha HacTamoT cO OBaa KOMIIO3HUIMja O[] TOJEMO 3HAauemhe € HCTO Taka U
apTUKyJalujara Ha MUjaHuCcToT, OUJejKU CO apTUKYyIalKjaTa U MPUTHCKAkE Ha KIaBUILINUTE Ce
KOHTpoJMpa BuAeoTo. OBOj MPUOPUTET € OJITOBOPHOCT Ha MUJaHUCTOT U HE MOXe J1a Ouae Bo
LIEJIOCT HOTUPAH BO MapTUTypaTa, HUTY, MaK, BO IIEJIOCT JIa ce 00jacHU 0J] KoMIo3uTOpoT. OBa
e (yHKIMja Ha W3BEAYBAa4OT M HETOBUOT OJHOC CO MHCTPYMEHTOT. Kaj oBoj mpeau3BHK
3HaYajHo € Jla ce CIIOMEHE JIeKa yJIoTra Urpa U MPOMEHaTa Ha pa3IMyHU KJIaBHjaTypH, pa3IndHu

B0 maptutypara, TakT 112, co npuTucKame Ha KJIaBUIIOT A (HajleBO Ha
KIaBHjaTypaTa) ce BKIydyBa kamepa. Ke ja ckpreme kamepaTa mo3amy MOETO
JIECHO PaMo M Kora Ke ce BKJIy4H ke Ouje u myOnukaTa Bo Kajgap, EMUTYBaHa
Ha roJeMHOT eKpaH. 3a Ja ce riiefa myoiukara, Kora ke J10j/1aM Ha Toa MecTO
BO MMAPTUTypaTa u Ke ja BKIIy4aM KaMepara, HOTpeOHO € /1a ce BKIIYYH CBETIIO
u kaj nyomukarta. Co pemerunuja, kora ke ce BpaTaMm BO TakT 112, co
MTOBTOPHO MPUTUCKAE Ha KJIABUIIOT A, KaMeparta ce UCKIIy4yyBa U JI¢JCTBOTO
BO KOMIIO3MIMjaTa € Kako MPETXOAHO, CO KIABUIIUTE KOHTPOJIUpPAM
(IpeTxoaHO CHUMEHO) BHUAEO OJl NHUJaHUCT KO] H3BEAyBa NPOIIMPEHU
MUjaHUCTUYKHM TEXHUKH BO BHATPEIIHOCTa Ha MHjaHoTo. Toram Tpeba na ce
UCKJIy4YHM CBETJIOTO Kaj myOnmkara. OBa ke Tpeba s1a ro ocurypame Ha
re"epanna nmpoba.“ (Beaunoscka 2023).

KOHICPTHU CaJIv, pa3IM4Ha ITIOCTABCHOCT HAa €CKPaHOT U KaMEpaTa.
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OTTyKa, Kaj KOMIIO3UIIM]ja CO BAKBU TEXHUYKHU MPEIU3BUIIN, TOCTABYBAKETO U MTPOBEPKATa Ha
WHCTPYMEHTOT, €JIEKTPOHUKATa U BUJCOTO Ha JIEHOT HA KOHLEPTOT Oapa JOMOJHUTEIHH JBa
70 TPU Yaca 3a MOCTaByBam€ M JOIMOJHUTENEH 4Yac 3a makyBame. [loTpeOHO € 3HauuTenHO
BpeMe 3a KOMYHHKAallMja CO OpPraHU3aTOpPUTE Ha HACTAHOT M EKCIepPTUTEe 3a moTpeOHara
orpema, To 6apa MHOTY YaCOBH JIOMIOJIHUTETHO BpeMe 3a pooda. 3a CeKoj KOHIEPT U U3Bea0a
Ha feno kako ,,Ilujano Xepoj“ 6p. 1 oxg Credan [Ipunc ce moTpeOHH AE€TANHU TUCKYCHU BO
BpPCKa CO OMIIMUTE 3a MOBP3yBambe HAa MPOEKTOPOT, JOKALMUTE Ha HAIOjyBAauKHTE MECTa,
OCBETJIYBAHETO U JICTAIIUTE 3a CEU(DUUHUOT cUCTeM 3a jaBHU ajapecH (“PA system”). Jlnuna
KOPECIOHACHIIM]ja CO TEXHUYKHOT IEepPCOHal BO KOHUEPTHUOT mpoctop ,Kocmoc™ e
MpHUKakaHa MO0y, KajJe IITO aBTOPOT Ha OBOj TPyA BO yjora Ha W3BeayBau Ha oBaa
KOMITO3UIIMja T 00jacHyBa OMIIMUTE 32 MOBP3yBabE HA €JIeKTPOHUKATA!

,» Yamaha CL3‘ e aurutaqHuOT MHKCEp BO KOHIIEpTHATa caja, Taka IITO
Tpeba na ce moBp3aMm co ,,XLR“-koHekTOpH (MMEHO, MOjOT CHHTHCAj3Ep €
,Nord Stage 3“). 3aroa, momery MOjOT KOMIT)yTE€p M CHHTHCAj3EPOT Ke
noctaBume ,,DI-Box*“. KommjyTepoT Mopa na Oouge 10 MeHe, OUIEjKH | jac
Tpeba aa ro ciiegaM BHAEOTO Ha CIIEHa — TaKa € HaBeJIeHO BO MapTUTypara
0J1 KOMIIO3UTOPOT. (ibid.)

,Imjano Xepoj“ op. 1 oq Credan [Ipunc 6apa akTHBHO MO3HABamke U Ha corBepor ,,Max 8,
3a MIMjaHUCTOT J]a MOXKE Ja ja coBiaaa M u3Bene kommosuiujara. Codreepckara miardopma
0apa yueme U BexkOame BO TEKOT HAa MHOTY HEJIENH WM Jypy MECEIH Ipe] HACTaroT, a BO
HEKOM Cllyuyad, u3Bea0aTa Ha BAaKBU KOMIIO3UIMU € TOJKY CJIOXKEHa IITO IHjaHUCTOT Oapa
aCHCTEHT, KOj T'o Iu1aka oj conctBeHuoT xoHopap (Kanga 2022: 168). OTryka, 3Ha4ajHO € J1a
ce HaBeJle JieKa MMa U JPYTd BEUITUHU U MPEeIU3BUIU CO KOU CE€ COOYYBAaaT COBPEMEHHTE
U3BEyBa4YM, KOM HE Ce MOBP3aHU CO MAPTUTYPUTE U MY3HKaTa, HO CE UCTO TOJKY 3HaYajHU 32
M3BeIyBavyKaTa Kapuepa, Kako U My3ndkara excrieptusa. [lpex ce, emykanujara 1 3HaCHETO 3a
orpeMa u copTBEpH KOU Ce KOPUCTAT 3a M3BEIOM Ha KJaCHYHA My3WKa HamuInana Bo 21 Bek.
3a wirycTpanyja, KOHIIEPTHATE IPOTPaMy Ha COBPEMEHUTE MHjaHICTH OapaaT WHBECTUILIUH BO
ornpema — kabiu, aJanTepy, CUHTUCA]3epH, KOMITJyTepH, uHTepdejc, ,,DI-Box*“. U mokpaj Toa
IITO HAjTOJIEM JIeN 01 KOHLIEPTHUTE CallM ja UMaaT noTpeOHaTa ornpema, BKIy4yBajKku Kabiau u
KOHEKTOPH, HHBEHTAPOT HAa CEKOE MECTO 3a KOHIIEpTHa M3Be/10a BCYIIHOCT C€ pa3iMKyBa U
OTTyKa, OJ1 TOJIEMO 3HAUEHE € CeKO] M3BelyBau Ha COBPEMEHa KJacH4yHa My3WKa Jla UMa U
COIICTBEHM aJanTepd W KaOiau 3a JIONOJHyBame Ha olpemMara BO KoHlepTHara cana. Ce
pa3bupa, COCTaByBamETO Ha BAKOB CET Ha OIIPeMa O] CTpaHa Ha COBPEMEHUOT MUjaHHUCT Oapa
TEKOBHO MCTPaXXKyBamke M HMHBECTHUIIMH BO TEKOT Ha KOHIIEpTHATa Kapuepa. ClIeZICTBEHO, CUTE
OBHE KOMITO3UTOPCKH MHOBAITUH CE€ BO ToJieMa Mepa M MPEIN3BUITH 32 TIHjaHUCTOT JIa MOXKE J1a
MMIUIEMEHTHPA BO HETOBUTE KOHIIEPTHH MTPOTPaMH HOBA KJIACHYHA MY3HKa, KOMIIOHUPaHa CO
TEXHOJIOTMH oA 21 Bek.
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JAuckycuja u 3aKJIy40K

CoBpemenara KjlacHuHa My3HKa, KOja ce pa3BUBa o] cpearHara Ha 20 BeK J10 IeHEC, TOCTOjaHO
ja mpeAn3BUKYBa TPAJAUIMOHAIHATA My3WYKa CTPYKTypa M KOPUCTH HOBH MY3WYKH ja3HIIH,
TEXHHUKHU ¥ TEXHOJOTUHU. Bo Hea 4ecTo ce BKIIYyYeHU MHTePANCIUILTMHAPHU IPUCTAIH, KOU TH
MIPEMUHYBaaT TPAHUIMTE TIOMEly YMETHUYKUTE JAUCIUIUIMHU W ja 300raTyBaaT My3W4YKara
Kynrypa. Kako mro ce pa3BuBa My3uukaTa yMETHOCT, Taka U My3udapute ox 21 Bek Tpeba na
pasBujat crienupUICH CET Ha BEIITHHY, BKITYYyBajKH pa30oupame Ha HOBU (OpMH Ha HOTAIH]a,
EKCIICPUMECHTUPAE CO CICKTPOHUKA M JUTHTATHA TEXHOJOTHH, U CIIOCOOHOCT 3a paboTa co
KOMITjyTePCKH MPOTPAMH U ayAHOBU3YEIHH IaTdhopmu. OBUE HOBH BEIITHHU C€ HEOMXOIHU
3a COBPEMEHHTE N3BEyBaYH, KOU HE CaMo IITO Tpebda Jja ce cripaByBaaT CoO My3HUKHUTE aCIIEKTH
Ha u3BeA0aTa, TYKy U CO TEXHUYKUTE MPEAN3BUIIU IITO ITPOU3IIETYBAAT O] HOBUTE YMETHUYKHU

bopmu.

OBOj TpyZd pasriefyBallle KOW BEIUTHHU M KOMIICTEHIIMHM CE€ MOTPEOHU Of MUjaHUCTUTE
M3BEyBayM Ha HOBa KJIJaCMYHA My3HKa, co (oKyc Ha aenoTo ,,JInjano Xepoj* 6p.1 ox Credan
[Tpunc. Bo oBaa xoMIo3uImja, MUjaHUCTOT HE CaMO LITO CBHPH HAa MHIUKIABHUjaTypa, TYKY
HCTOBPEMEHO YIIpaByBa CO BHJICO BO )KHMBO MpeKy codTBepcka miatdopma kako ,,Max 8“. Opa
neno Oapa o] H3BeIyBadyOT My3WYKa BHUPTYO3HOCT, HO M TEXHHYKA IOATOTBEHOCT U
COUCTHIMPAHOCT BO KOPUCTECHETO HA JUTUTAIHH ajlaTKU. Toa ro WiIyCcTpupa HOBHOT MOZET
Ha ,,XUIEPIHjaHUCT KOj Mopa Ja Oujae MyJNTHIUCHUIUIMHAPEH YMETHHUK, CIOCOOCH Ja TH
KOMOMHHPA My3WYKHTE BEIITHHH CO TEXHOJIOIIKATA eKCIIEPTH3a.

OgBaa cTyauja Ha Clly4aj ja HICTaKHYyBa KpeaTHUBHATA yJiora Ha U3BEIyBaYUTE U TH pa3riie/yBa
MpEeIN3BUIIMTE CO KOM C€ COOuyBaaT BO H3BeAOaTa Ha HEKOHBEHIIMOHAIHU MY3UYKHU
kommo3uiu. Bo 21 Bek, oBOj TpeHa Oapa oi My3WyapuTe Ja ce€ Mpuiaroaatr Ha Op3uTte
IIPOMEHU Ha KOHLIEPTHATA CLIEHA, BKIIy4yBajK1 M MHTEpaKIIMja cO JUTUTAIHA U Ay JUOBU3YyEITHA
TexHosoruja. draexcuOmIHOCTa M MHOBALIMjaTa CTaHYBAAT KJIYyYHH KBAJIUTETH Ha COBPEMEHUOT
M3BeyBaY, KOj MOpa Jia Ty npudaTi HOBUTE MEIMYMH U J1a T UHTETpUpa BO cBOjaTa paborTa.
BakBuTte yMeTHHUKH /iea He ja oT(piaaT TpaJulmjarTa, TyKy ja MpoLIMpyBaaT, IOTBPAYBajKU
JieKa TeXHOJIOrujata MoXke jJa Ouje MOKEH COpabOTHUK BO CO3/1aBaH-€TO Ha HOBU MY3HUYKU
uckycTtBa. I mokpaj mHTErpanmjata Ha TEXHOJIOTHjaTa, CyLITHHCKAaTa yJiora Ha My3u4apoT
KaKo MOCPEeIHUK Mely YMETHHUYKOTO JIeJ0 M MyOsMKaTa ocTaHyBa HempomeHera. HoBute
(dhopMu Ha U3pazyBambe caMo ro 300ratyBaaT 0OBa OCPEyBambe, OTBOPAjKH HOBH MOXKHOCTH 3a
JMjaJior oMery KOMIIO3UTOPUTE, U3BEyBaunTe U MyOJIMKaTa.
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TEMATCKH BJIOK

COBPEMEHATA U3BEJBA U HOBUTE TPEH/JOBHU
BO U3BEJJYBAYKUTE YMETHOCTH



ARS ACADEMICA

YIK: 792.032.6.028

Ana Crojanocka

AHTUYKATA JPAMA U HEJ3BUHATA CHEHCKA HHCHEHAIINJA

AHTHYKaTa JpaMa, MOTOYHO aHTHYKATa TpareAmja CEeKorall ce aHajJu3upa Bp3 IpHU3Mara Ha
HEj3MHOTO KHMW)KEBHO WJIM JIPAMCKO HCKYCTBO. Mako M caMMOT ApPHUCTOTEN HUKOTAIl HeMall
MPWIKKA J]a TH [JIe[ia aHTHYKUTE TPareInuy, Cenak Bo cBojata ,,[loeTuka“ ro 00jacHUI MOMMOT
,»OTCHC* TIOTOYHO HMBHATa MOTEHIMjalHA CIIEHCKAa MHCIeHanuja. Paborejku Ha mpumepure
O]l aHTUYKaTa Tpareiuja co cTyAeHTUTe Ha DakyNTeToT 3a JpaMcku yMeTHOCcTH — CKolje 1o
npeameror Mcropuja Ha cBeTcKa JIpama M TeaTap, HO M aHAIU3MPajKH T'M OCTaTOLUTE Of
AHTUYKUTE TeaTpu Bo MakeaoHHja Mo MpeaMeToT MakeIoHCKa ipaMa U TeaTap, CMeTaM JieKa
BO JICHEITHATA TEAaTPOJIONIKA HayKa, MOCEOHO Kaj Hac, HeIOCTUTA eKCIUTMKAIMja Ha CLIeHCKaTa
WHCIICHAIlMja Ha aHTHYkuTe Ipamud. OBOj Tpyx ce 3aHMMaBa CO HCTPaXyBame Ha
nepGopMaTHBHHOT NOTEHLHWjaJd Ha aHTUYKUTE TPUYKM TpareIud M Toa BO HACOKa Ha
PEKOHCTPYKIMja Ha HUBHHUTE CLICHCKH M3BenOu. Bo Tearponomkara Hayka IJIaBHO ce cMeTa
JeKa HAaYMHOT Ha u3Bea0a 3aBHCH O TJIOLPTOT, MOTOYHO, O HAYMHOT HA Ipamba Ha
AQHTHYKHUTE TeaTpH. 3aToa OBOj TPYH € KOHLUIMPAH HHU3 HEKOJIKY IEJOBH Aa To objacHH
HAaYMHOT Ha CIIGHCKa WHCICHAllMja Ha AaHTHYKUTE Tpareaud. TpyloT TIO4YHyBa CO
eKCIIMKAIMja Ha HAYMHOT Ha YMTame Ha CTPYKTypaTa Ha Tpareaujarta, HA4YMHOT Ha Tpajbda Ha
AQHTUYKUTE TeaTpH, HAaYMHOT Ha CO3[aBalbe Ha NepPOPMATHBHHOT EJIEMEHT BO CAMHOT
JPAMCKH TEKCT U €[JHa MOTEHIMjalHa PEKOHCTPYKIIMja HA aHTHYKHUTE TPAreHu.

Kiyunu 300poBH: aHTHYKA Tpareauja, aHTHIKH TeaTap, CIIeHCKa H3Be10a,
neppopMaTHBHOCT, TEATPOJIOTHja.

AHTHYKATA Tpareauja qeHec: o] TPaAUIKLja 10 peueniuja

AHTHYKaTa Tparenuja ICHEC MOXKE Ja Ce YUTa U Jia Ce MOCTaByBa HHU3 HEKOJKY Pa3IUYHU
KOHTEKCTH. Ba)XHOTO € Toa Jexa He MOCTOM TeaTapcka, IpaMcKa W KHIDKEBHA KyNTypa Koja
HE ce 3aHMMaBajla CO aHTHYKaTra JpaMa HH3 BEKOBHTE M JeHec. BakHocTa Ha OBHE
JpaMU/TIPETCTaBH € BO MPUKAXYBAakHETO Ha YOBEKOT HU3 MOpaIHaTa Mpu3Ma, IpuToa Bajiejku
M Ha TOBpIIMHA TOJEMHUTE TMpalialkba HHU3 MCTOpHUjaTa HA YOBEKOT M YOBEIITBOTO.
TpamuiHMoHaTHOTO YHTakE/TIOCTABYBakbE HA OBHE JIPAMHU MOJpa30Mpa HUBHO TOJKYBAbE
Crope/l KOHTEKCTOT BO KOj C€ HANWIIAHK W WIPaHH, MMOCTaBYBambe HA MPOTArOHHCTOT
(Oor/60oroBu, nMoyOOroBH, BIaIeTeNIN) CO HErOBaTa Xamapmuja U TPETUPajKH ja CTPYKTypara
BO 3aBUCHOCT OJI OHA LITO TO Kpeupaljie aHTUYKHUTE Tparndapu. JleHemiHara, mak, perernija
Ha AQHTUYKHTE JPaMH 3aBHCU OJ KOHTEKCTOT BO KOj K€ OMIaT MOCTaBEeHH, BO HAYMHOT Ha
YHUTakhE W MIOCTaByBalE Ha TJIABHUOT 3aIUIET BO KOpENaIlyja co COBPEMEHHTE MapaJurMy Ha
aKTyelHUOT Tearap. Ho, He3aBHCHO 0O/ TOA KOTa U KaJie ce IOCTaBeHH, CEKOrall HajMalKy ce
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oOpHYBa BHUMaHHE Ha HAUMHOT Ha KOj THE OuJie UTpaHu BO MEPHUOIOT KOra ce IOCTaByBaHHU.
OrpomHara peneniyja Ha OBHE Tpareluy JIe)KH BO aHTUYKUOT MHTEpPEC 3a TearapoT, BO
HEroBara €KOHOMCKa M MOJMTHYKA (PyHKIMja, KaKO M BO MO3HaBameTo Ha ¢adynure Ha
JIpaMHUTe OJl CTpaHa Ha IyOJHMKaTa MITO TW Triejana. McTpaxyBajku ro aHTUYKHOT Tearap
JieHeC, TOCeOHO aHTHWYKaTa Trpyka Tpareadja, CMeTaM JeKa € MHOTY BaKHO Ja ce
npuOIMKIME 10 HAYMHOT HA MOCTaBYBamb€ Ha CLEHA M Ja MOXKEME Jla T Iperno3HaBaMe
CIICHCKHUTE aTpuOyTH HHU3 PEKOHCTPYKIMjaTa Ha camara CIIeHa, MECTOTO Ha KO€ THE ce
UTpaHHU.

AHTHYKA IpaMa/Tpareauja — MOMM U MCTOPUCKH KOHTEKCT

dakTHuTe BO OJHOC HAa AHTUYKHOT T'PYKH TeaTap BelaT JieKa CE¢ ce CIYYHJIO BO CKOPO €/IeH
BEeK, BO ATWHA 3a BpeMe Ha W 1o Buaaeewmero Ha [lucuctpar (Ilewsiotpotoc), dakrure
roBOpAaT 3a MeT JpaMaTHIapu (TPU Tparuvapu U ABajiua Komeauorpadu) U eeH TeopeTudap u
kpuTuyap!. UeTHpueceT U ecT Apamu , ipexuBeann” ox AnTudka I'puuja, 6pojka 3a koja ce
MIPETIIOCTaByBa Jieka € Mel'y €/IeH U MeT MPOLIEHTH OJ1 BKYITHO HAIUIIAHUTE € CICIHUOT (aKT
MOBp3aH co aHTHUYKarta apama. CuTe Tue apaMu ce MOBpa3HU co ATHHA, IpBaTa € HallWIIaHa
Bo 472 mp. H. e. (,Ilepcujanuu® on Ajcxun [Aicydlo]), mocnenHata € Ha MeHaHzaep
(Mévavdpog) BO mociaeIHUTE JIeKaId Ha YETBPTHOT BEK Ipen HawaTa epa. On Tpareauure
nocneana e Hanumana ,,Ojaun Ha Konor™ mHa Codoxne (Loporing) Bo 401 romuna mp. H. e.
AHTHYKaATa ApamMa, MOTOYHO, aHTHYKATa Tpareauja € €ACH OJi HajBaKHUTE (PEHOMEHU BO
Tearapckara ucropuja. OHa MTO € HMCKYCTBO O]l TOBEKEBEKOBHHTE HCTPaKyBama Ha
TpareIuuTe HANWIIAHW ¥ W3BEJICHH BO AHTHYKUOT IEPHOJ € JeKa MOBeKe BHUMAaHHE CE
0o0pHYBa(J1I0) Ha APAMCKUOT TEKCT OTKOJKY Ha clieHckaTa u3Benoa. Kako u 3a koja u na 6umo
TeaTapcka MpeTcTaBa O/ CaMUTE MOYETOIH J0 JeHEC, H3BeadaTa He MOoxke J1a Ouje 3auyBaHa,
Ma Toa € JIOTUYEeH OJIFOBOP 30IITO (PUIONOMIKUTE, GUI030(CKHUTE, MTa AYPH U KHIHKEBHHUTE U
TeaTapCcKH HCTpakyBama HAjYecTO KOTa ja MCTpaKyBaaT aHTUYKaTa Tpareauja ce ApxaT 10
ApaMcKUOT MatepHjai. OHa MITO TO MPaBU MCTPAKYBAKETO YIITE MOMHTEPECHO € TOa JeKa
CeKoja O]l TpareauuTe OMIIa UTpaHa caMO €IHAll 3a BpeMe Ha HarmpeBapute. Jlypu oTKako
ymupa Ajcxui ,,0iI1 TOCTaBEH 3aK0H KOj ce€ OJHECYBaJl HA HETOBUTE JIpaMU, J03BOJIYBajKHU Ja
Ce WrpaaT HETOBUTE JpaMu, U TOAa camMO HeroBute, na Oupar penpusupanu (McLeisch,
2003:5).

Tpareaujata e, Benu Apucroren (ApiotoTéAng), ,,I0[pakaBambe Ha CEPUO3HO (1I€J0) U
3aBpILEHO JIEJCTBO CO ONpEeeHa J0JDKHHA BO JIOTEpaH TOBOP, U TOA OJIETHO 3a CEKOj BH]
BO HETOBHOT JIeJI, TIPEKY JIMIIA IITO JIJCTBYBaaT a He co (Mpe)pacKkaKyBambe, a MITO CO JKajl U
CTpaB TO WCIOJHYBa COCTaBOT Ha TakBU (T.e. JKaJlHU M CTpamiHu) cobutmja“
(Apucroten,1990: 44).

Tpareaujara, M necHara Ha japeloT, KaKo IITO JIGKCUYKH M €THUMOJIOIIKK ce 00jacHyBa
3HA4YEHETO Ha TPUKHOT TEPMUH Tpay@oioa, € IpaMa Koja MpuKaxyBa Kako 1mTo Benu [latpuc

' Ecxun (525-456 np. . e.), Codoxie (496-406 np. . e.), Epunuz (480-406 np. u. e.), Apucrodan (448-380
p. H. e.) 1 Menannep (342-292 mp. H. e.) Apuctoten (384-322 np. H. e.).
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[TaBuc (Patrice Pavis), Bo cBojoT mpouyeH ,,JIonMHHUK Ha TeaTapoT* ,,HEKO] KOOEH YOBEUKH
YHH KOj YECTO ce 3aBpiyBa co cMmpT. ( Pavis, 2004 :390).

AHTHYKaTa Tpareayja € eIeH O/ TOJISMHUTE U 3HAYajHH JPAMCKH/TEATapCKU KAHPOBH IITO CE
urpajge BO OJIpelIeH BPEMEHCKHU mepuoa (NMETTHOT BEK Mpe] HallaTa epa) U KO OCTaBHIIC
orpoMHO BiHWjaHue c¢ 10 neHec. Ce wrpajia Kako TETpajorvja OJ TPU TpareAuyl U eaHa
caTHpCKa uUrpa, 3a Bpeme Ha ['onemure JlmoHuCHY, ceKOja TOIMHA ¥ MMaJla HATIPEeBapyBauKH
KapakTep. PecTUBAIOT ce CllydyBaJl BO ILIECT JIeHa, MPBUOT JIEH C€ OJBHMBAJC NPOIECUU U
TOBOPH, Ha BTOPUOT JIeH OWJI HATIIPEBAPOT HAa IUTHPAMOU — JECET XOPOBH (TIE€T 0]l MOMYHEHA
U TeT O] MaXH), OJf TPETHOT JI0 TIETTUOT JIeH OWJie M3BEIyBaHU JIPAMHUTE: HAYTPO CO TPHU
Tpareuu U eJHa KpaTka caTUpCKa Urpa, MOJOIHA BO JACHOT, IPUKBEYEPTa — €IHA KOMEIH]ja.
(mo1o1THA BO TOJIMHKTE, CE U3IBOjyBa IoceOeH JieH 3a koMmeauute). [TocaenHuoT mecTu neH e
3a [IepeMOHHjaTa 3a 3aTBOPALETO.

3a ga ce rieaa exHa Tparendja (MMOTOYHO IeiaTa TeTpaioruja) Ouno moTpedHO Ja ce UCKYCH
MOBEKEYACOBHO CEJICHE Ha Pa3IMYHU BPEMECHCKU YCIIOBHU HAa OTBOPEH IPOCTOP W IPUTOA Ja
Ce y4ecTByBa BO IPOIIECOT Ha OJ0Mpame Ha HajaoOpara apama. Kako mTo Toa HE HaydH
UCTOpHjaTa HA aHTHYKATa Jpama, u300poT ce MpaBu BO OJHOC HA HAjJI00pHUTE IpaMu IITO Ce
MPUKKAHU BO TOj] BPEMEHCKHU IMEPHOJ. 3aTOa M MMHIbAaTa HAa aHTHYKHUTE IPAMCKU aBTOPH
CBETCKAaTa TeaTapcka MCTOPHja ' MeMOpHpaia Copes OpojoT Ha HUBHUTE MOOeI.

3a CeHCKOTO BO Tpareaujara

Bo mecrara rnaBa ox cBojata ,,[loeTuka®, mocBereHa Ha Tparenujara, Hej3uHaTa AeUHULII]a
U HEJ3UHUTE JI€JI0BU, ApUCTOTEN I'M AepUHHUpa EIOBUTE U Toa: ,,padyia, XapakTepu, u3pas,
pacynyBame (T.e. MUCIIH), TJIeJlabe (=MpeTcTaBa) U My3W4Ka KOMIMo3uIija.” (ApUCTOTEI,
1990: 44). IlpercraBaTta WM TIEAAKETO HIU OYlg cMeTra ApPHUCTOTEN ,,HaJMHOTY ja IJICHU
JyliaTa, HO € BO Hajciiaba BpcKa Co YMETHOCTA U HajMaJKy CBOJCTBEHO Ha MOETHKaTa; 3aIlITO
edeKToT Ha TpareaujaTa Tpeda 1a ce nobue u 0e3 mpercTaBa U 0e3 apTHUCTH, a OCBEH TOA BO
ypeAyBameTO Ha CIleHaTa MOBaYKHA € BEIITHHATa Ha CIEHOrpadoT OJOUITO MOeTCKaTa
ymeTHOCT* (Apuctoren,1990:46).

Ho, 3a exen Tearposior u noceOHO 3a HEKOJ ILITO CMETa Jieka ApPUCTOTEN € MPBUOT T€ATPOJIOT
BO HCTOpHjaTa Ha CBETCKUOT Tearap, MoceOHO MecTo Tpeda Ja ce MOCBETH TOKMY Ha OBOj
tepmMuH. Kako ma ce peKkoHCTpyupa CIEHCKOTO, TeaTpaliHOTO, MepPOPMAaTHBHOTO BO
aHTUYKaTa Tpareuja € IJIaBHOTO Mpalllamke 0]l Koe TPrHyBa OBa HCTpaxyBamwe? Pa30upiauso

2 Ha mo3HaTWTE HATIPEBAPHU 3a W3BEAOMTE HA TPATeIWHUTE CE 3HAE JeKa OMIe e Of IposeTHUTe min [ oemu
Jwonncun, Kou ce caydyBaie Bo [lnoHucHja, ATnHA. APXOHOT, HajBHCOKO PAHTHPAHUOT IPAJCKH MPETCTABHUK,
O/TydyBaJI KOU JIpaMH Ke OMAaT W3BeAyBaHH BO KOMIIETUTHBHATA MpoTrpamMa M KOM >KHTEIH/aBTOpU ke Ouaat
XOPErOHH M Ke JI¢jCTBYBaaT Kako NMPOAYLEHTH M W3BeAyBauM Ha apaMmckure aena. Cekoj moer Tpebano nma
MTOKaKe TPH TpareAny M eHa caTHpcKa apaMa. J[pamure Onie CyJJeHH Ha JIeH CO CBOEBUICH MaHeN U Harpajaara
Ha MOOEJHMKOT OMJla HE caMO YeCT U IPECTIK, TYKY M CBOEBHHA CTaTyeTKa IITo ce pobusana. Ce 3Hae aeka
HajHarpajyBaH oj Tpojuara HajcinaBHH Ipamarudapu e Codoxie co 23 mobean, notoa Ajexuia co 13 nobean n
EBpuruz co 5 mobenn.
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€ Toa Jileka APUCTOTEN MOpaan Toa IITO HEMAJl JUYHO UCKYCTBO CO TJIEAAmhETO Ha aHTUUKHUTE
Tparequu (ce poaun 384 roauHa mp. H. €., a MOCIeqHATa M3BEACHA Ipyka Tpareauja e
u3BeneHa 401 roguHa mp. H. €.) HajMalKy BHUMaHUE My OOpHaj Ha CIEHCKOTO M3BEl1yBambe
Ha Tpareauute. Ho, ¢€ mTO HampaBWJI Ce€ JODKM TOKMY Ha apTe(akTUTe OCTaHATH Off
CIEHCKOTO MPUKAXKYBAkhE HA AHTUUYKUTE TeaTpU — aAPXUTEKTypara Ha aHTUUYKUOT Teartap,
3a4yBaHUTE JpaMH, KaKO M CIIEHCKaTa TeXHHKa ITO Owia kopucteHa. Kako mTo Toa €
NPaKTHKa BO JICHEUIHATa TeaTpojoruja, ce CcMeTa JeKa W ApPHUCTOTeN TU KOPUCTEl
HCTOPUCKUTE HM3BOPU BO IPOLIECOT HAa MHIIYBamke Ha JEHEC Haj3HayajHaTa TeaTpoJIOIlKa
KHUTAa OJ] aHTHYKUOT mepuoj, Heroara ,lloetuka“. Cnopen Mapsun Kapacon (Marvin
Carlson) efen o Haj3HA4YajHUTE TEATPOJIO3U JCHEC, TOA IITO APUCTOTEN HajMaJIKy BHUMaHUE
MOCBETHJI Ha Je(QUHUPAmETO Ha MEJIOCOT/My3MYKaTa KOMIIO3WIIMja U TMpeTcTaBaTa HIHU
CIIEKTAKJIOT, KaKO IITO TOj T'O MPEBEAYBa IPUKUOT TEPMUH — OIICHC, U OCTABWJI MPOCTOP 3a
HErOBHUTE HACIICHUIIM JIa TO ne(UHUpaaT Ha pa3IMYeH HA4MH, HE ja HaManyBa (yHKIIMjaTa
Ha CIIEHCKOTO TMPUKAKYBamke, TYKY HAIPOTUB, ja BOCTAHOBYBA KAaKO IICHTPAJIHA BO HAYNHUTE
Ha IMOTCHIMjaJIHATa PEKOHCTPYKIMja HA CEKOja O]l 3a4yBaHUTE aHTUYKHU Tpareauu. AKO 3a
MHUT C€ OTTPTrHEME OJ1 CaMO €HOHACOYHOTO YHTAHkE Ha TPAMCKUOT TEKCT K€ BUIMME JIeKa BO
CYUITHHA ApamMaTa BO ce0e ja COAp>Ku MOTEeHIMjaiHaTa MPEeTCcTaBa, OHAa IITO U € UMaHEHTHA
BO OJTHOC Ha aJIaTKUTE IITO TY KOPUCTU aBTOPOT IPH MUIITYBAKHETO HA JEIOTO.

Bo mormHe 3HayajHaTa XpecToMaTtuja HacjIoBeHa ,,M3BenOuTe BO rPUYKUOT U PUMCKH TeaTap
npupenena on Xapucon (Harrison) u Jlmanuc (Liapis), rpukuotr wuctpaxysaud [perop
Cudaxuc (Gregory Sifakis), numryBa 3a morperniHata HHTEpIIpeTanyja Wik Kako MITO TBPAU
TOj HeIOopa3OoHpameTo CO TEePMHHOT omcuc Bo ,lloermkara™“ nHa Apwucroren. Herosara
CTyJMja HaclloOBEHa TOKMY CO Taa EKCIUIMKallija CMeTa JieKa Mopajd Toa IITO HE €
o0pa3yiokKeH OJ] HEroBa CTpaHa, TOJIKYBauMWTE HAa HErOBOTO JEJI0 CMETaje JeKa HEMY HE MY
0w 3HauaeH AaaeHuoT TepMuH. Ho, mpaBejku KoMmapaTHBHA aHAIM3a Ha HEKOJIKY Pa3TuYHU
TOJIKYBamka Ha APUCTOTEIOBOTO JIETIO, a MPUTOA U CAMHOT MUMajKH TO COTICTBEHOTO HCKYCTBO
Ha HCTpaKyBame Ha nmephopMaTUBHUTE MOTEHIIM]alld Ha aHTUYKaTa rpuka apama, Cudaxuc,
TBP/M JIeKa OTNICUCOT WJIM U3BendaTa WM MpeTcTaBaTa ce, BCYIIHOCT, HOCEYKMOT TEPMHUH Ha
AHTUYKHOT TeaTap. Bo eTHOBEKOBHOTO IMOCTOEH-¢ HA aHTUYKATA Tpareauja, Taa Ouia rieiaHa
M TOCeTyBaHa M W3BPIIMJIA OTPOMHO BIIMjaHHE BpP3 CBETCKHOT TeaTap BO TEKOT Ha Ienara
HEroBa UCTOpHja. 3a Taa e, Tpebda Ja ce MOYHE OJ1 UCTPAKYBAKHETO HA CIIEHCKUOT MPOCTOP.

Ona mTo Tpeba Ja ce aKkIEeHTHUpa BO OBOj] KOHTEKCT € Toa JieKa CIIEHCKOTO €, BCYIIHOCT,
BMPEXKEHO BO JIPAMCKHMOT MaTepHjal KOj € HalHIlaH BpP3 OCHOBAa Ha apXUTEKTypaTa Ha
CIICHCKHOT MTPOCTOP.

ApXHMTEKTypaTa Ha AaHTHYKHOT IPYKH TeaTap
ApxuTekTypaTta Ha aHTMYKUTE TPUKH TeaTpu HE3aBHCHO KaJie M Ja ce HaolaaT e ucra. Bo

OCHOBaTa € Kpy>HaTa OpXecTpa, /IBa MapoJI0CH, CKeHa M TeaTpOoH (TIeqaINIITe). AHTUUKHUTE
TeaTpU HajuecTo Owie rpaJeHH Ha KyATHU MeECTa, MOTOYHO Ha MECTa Ha KOH TMPETXOJHO
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MOCTOEJE O/IPEICHU KYJITOBHU, HajuecTo noBp3anu co Juonuc. OpxectpaTa Uil MECTOTO KaJie
IITO ce Urpa € LeN/MojH Kpyr. TeaTapckara 3rpaja € OJBO€HA OJ OpXecTpaTa, a CKeHaTa
O6usa BUCOKa U MiIuTKa. [IpOCKEeHHOHOT HajuecTo OMi yKpaceH co CTOJI00BU CO HACIHMKAHU
JeKopaluy. 3aJHUHATa Ha CKeHaTa OWJI CO MPOCTPaHU OTBOPH CO 00OCHU CIIHKU (TICPUAKTH).
BrniezoBute ce o1 cTpaHa u ce OTBOpeHH. HajHUCKUTE cequIiTa ol TeaTpOHOT C€ MOYECHHU, a
myOarKaTa ce CMECTyBajia OJBOCHO BO PAa3JIMYHU CEKTOpU (KOWJIOHH) OJ TJEHAITUIITETO.
[Tybnukara, criopen W3BOPUTE, BJIETYBalla HU3 CTPAHUYHHUTE BJIC30BH IPEKY OpXECTparta.
['meganumreTo WM TEATPOHOT € KOHCTPYHpaH CIENEjKH ja MPUpPOAHATA KOCHHA HA PUAOT.
CratycoT Ha TeatapoT OWJI PENUrHO3HO, HO M JEMOKPATCKU KOHIUIUPAHO 3JaHHUE CO
MOJIeTHAKBO J100pU cequinTa 3a cekoj. OHa MTO € HajBaKHO € JIeKa eCTETCKUOT KOHIENT Ha
AHTUYKHOT TPUKH TeaTap € Karap3ara.

OBaa apxuTEKTypa WM CIIMKa Ha TIOLPTOT HU [IOMara u BO OJIHOC Ha PEKOHCTPYUPAETO Ha
JpaMHUTe Off TOA BpeMe, HO M BO PEKOHCTPYHPAETO HAa KOHTEKCTOT BO KOj THE JpaMH ce
HaIUIIaHU U UTPaHHU.

I/ICTpa)KYBaH)GTO Ha TCATApCKUTEC 3rpaJul HU IMOKAXKAJIO ACKA apXHUTCKTypaTa Ha CHCHCKHOT
MPOCTOp BIIKjaelia BO HAYMHOT HA CTPYKTYpUPAHmE Ha JPAMCKHOT TeKCT. Bo ciydajoT co
AQHTUYKUTE TpareJud TOa € MHOTY BaXHO, 3aTOoa INTO HHU TOKaXyBa JeKa BO CYIITHHA
TEaTapoT ro TJe/ane CUTe, TeaTapoT ro Urpajie Ha OApe/IeH HaYuH (MPBO €/ICH aKTep U XOp,
1oTOa JBajila aKTEePH U XOp, Ma TPOjla aKTEepu M XOp) — IITO MOXKE Jia Ce JCTEKTUpPa CO
0a3nyHa aHaNM3a Ha TPareJWUTe OJ OBOj MEPUOJ, U JeKa, ApaMCKaTa CTPYKTYpa 3aBHCH O]
HAYMHOT Ha rpagda Ha caMuOT TeaTap. Bo eCTeTHYKM KOHTEKCT Toa 3HAYM JIeKa TeaTapoT ce
6asupa Ha MOKTa Ha 300pOT, HA €IHOCTABHATA CLIEHA U TPaJAULIMOHAIHUOT KOCTUM. bunejku
IJIeIa40T TH MO3HAaBaJl MUTOBHUTE (M3BOPUTE) OJ1 KOM € 3eMeHa (alynara 3a TpareauuTe, ce
ryie/ia IeKa TeatapoT ce 3aHMMaBa TOBEKe CO HAYMHOT KaKO MOJKE J]a C€ TMIOCTaBH €HO JIEIIO.
Bo cymrTuHa Tyka ce MOCTaBeHM OCHOBUTE Ha T€aTapoT — JeKa € YMETHOCT Koja MMa MOK
IJIe1a40T J1a TO HaTepa /1a 3aMUCIIH, Jla TH IIOCTaBH OCHOBHUTE 3HAIM U CUMOOJIU U J]a Kpeupa
€JIEH 11eJI CBET CO IIOMOII Ha HEKOJIKY MHUKAIUH.

CTpykTypaTa Ha TpareaujaTa HU3 MPU3MATA HA CIEHCKUOT TJIOUPT

Bo enykaruBHata u wuiyctpupana ,JlMcropuja Ha Teatapotr on I'mmH Bukam (Glynne
Wickham) e gageHo HajeHOCTaBHOTO O0jacHyBam€ Ha KOj HaYMH M3IJIEJOT Ha CLieHaTa ro
KOPUCTH Jipamara, OTOYHO JIeKa CTPYKTypaTa Ha TpareaujaTa 3aBUCH OJf CAMHUOT CIIEHCKHU
TIONpT. Bukam cMera nexka HAYMHOT Ha IOCTAaBEHOCTa Ha CIieHaTa (KOPUCTEHE Ha
NPUPOJHUOT HAru® Ha TEPEeHOT, HAjUeCTO Ha KyJATHH MecTa Jypd W HaJaBOp O] TpajoT,
Kpy’KHa OpXeCTpa, MapoJ0CH OJ] ABETE CTPAHM), BPEMETO Ha OJIP>KYBAmHETO (HajueCTO MPOJIET
3a Bpeme Ha [onemute J[MOHMCUHM) KaKO W OIIITECTBEHO — MOJUTHYKUTE TMPHIUKA TH
JTUKTUpaJie HE caMO TeMHTEe, TYKYy U HAauMHOT Ha MHIIyBame Ha JpamMHuTe. 3aToa He Tpeda
BOOMIITO Ja C€ HCKIY4YH ,,0lICHCOT OJI WHTEpHpeTanujaTa Ha aHTUYKUTE apamu. ,,Co
JI0/IaBalbeTO Ha BTOPHOT akTep™, muiryBa Bukam, ,,u OTOA CO Kpeupame Ha Jujanor Mery
KapakTepuTe, AjCXWI TU HaJrpaayBa XUCTPHOHCKUTE MOKHOCTH Ha JipaMara, J03BOTYBajKu
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MM Ha KapaKTepHUTE M Ha 3aIUICTOT JIa pacHAT MPEKy KOH(MIMKTHUTE KOIHEKU M aKIMH T10
IIEHa Ha POMEHHUTE cO MeauTaTUBHUOT Xop. (Wickham, 2000: 34).

WNmajku ja mpenBuj clieHaTa Ha KoOja ce OJMIpyBaje aHTUUYKUTE Tpareauu Tpeba na ro
Iperno3HaeMe MOJeNIOT Ha u3BeAdaTa cropea CTpyKTypara Ha camarta japama. Cropen
PEKOHCTpPYKIIMjaTa HAa aHTHYKUATE TPUKH TpajdH ce 3Hae JeKa MmyOiMkaTa BIeryBajla HU3
opxecTpaTa M CeJHyBaja Ha omnpeaeleHuTe Mecta. [Ipen ckeHata, BO HEKOHM TeaTpu O
MIOCTaBYBaH TEOJIOTMOH, UM MECTOTO OJ Kaje ITo ce oOpakane 60oroBute. XOpoT BIETyBall
O]l IGCHUOT MapOJIOC U U3JIETyBal O JIEBUOT.

basuuHara peKOHCTPYKIMja Ha MPBUTE TpareJuy MOKa)XyBa JeKa HAJTOYHHUTE MOJATOIM 3a
TOA KaKo C€ W3BEyBaje OBUE JAPaMH MOXKE Jla CE MPOYUTAAT BO TPETHOT JIEN O/ TPHIIOTHjaTa
,Opectuja“ — ,EBMeHMIU®, Tyka AjcXui Td JaBa MOJATOLUTE 3a TOa KaKo Ce Hrpa
nmpercTaBata. AjCXHWJ ja yKpacyBasl CIIEHaTa CO CIMKH WM ApXUTEKTOHCKH MOTHUBH. On
MCTOPHUCKHUTE W3BOPU 3HAEME JIeKa TPUKHUTE aKTEPH KOPUCTEIIE MACKH M TIPOMEHYBajie MHOTY
pa3NUYHA KOCTUMH — KOM HMMaar (yHKIHMja Ha 3HAK, OWJIEjKM JTMKOT HOCH KOCTHM IITO
my0OauKaTa ro TMpermo3HaBa. XOpOT TO BOIU KOPH(]EjOT/XOPOBOICIIOT KOj pasroBapa co
aKTepoT/aKTepuTe Wik MeryceOHo. [{ujamo3ure Mery HUB ce Jel Of] EMU30IUTe BO Jpamara.
Bo ogHOC Ha ciieHaTa — XOpOT BJIETYBaJ OJI JIECHATa Bpara M CaMOCTOJHO HACTaIllyBa BO
MOYETOKOT WJIM Kora Tpeba Jia ce OmMile ojpe/ieHa curyanuja. Toa e cropen apamckara
CTPYKTypa — cTacuMOT. Biie3Hara mecHa € o3HaueHa Kako cTpoda, BO MHUTOT KOra XOpoT ce
Bpaka e antuctpodara.

Axko HanpaBuMe OazHyHa PEKOHCTPYKIMja Ha MpBaTa Tpareauja ox ,,Opectuja* Ha Ajexui —
,ATaMEMHOH® ke MOXeMmMe Ja ja ,BUANME® TMpeTcTraBara IITO € HMIUIEMEHTHpPaHa BO
JIpaMCKHOT TeKCT. [Ipamara 3amounysa co [Iposor co kpatok onuc Ha cueHata. OBUe KpaTKu
BOBEJIHU JUJIACKAINHU U Ka] aHTUYKUTE U Kaj ipaMaTHYapUTe O]l peHEecaHcara ce CMeTa JeKa
ce MUINTYyBaHW OTMOCJE, 3aToa IITO JpaMUTe OWie WrpaHd BO TOa BpeMe U aBTOPUTE
WHIUKAIUUTE IMYHO TH criofenyBaie co aktepure. OBaa BOBeAHA IuacKanuja ro neduHupa
MPOCTOPOT U BpemeTo: ,,Kpanckuor aBoper; Bo Apr. [Ipen Hero »KpTBEeHHIIM U KHUIIOBH Ha
6oroBu. Hok e. Ha mokpuBOT 01 IBOPELIOT JEKU CTpa)xkap M IiieJa Jalid BO JaleyuHa Ke
MJIaMHe CBETJIO, ITO Ke Oujae 3Hak Aeka Tpoja e ocBoena™ (Ajcxui, 1994: 19). Ako 3Haeme
JieKa CeKoja TeTpasioruja 3a BpeMme Ha JMOHHCHUTE ce Wrpaia JCHCKH, TOTalll Tiename JaeKa
TeaTapoT IO CMUCIIII 3HAKOT Kako MyOJiMKaTa ke 3Hae Jeka € Hok. Ha ciienara ke uma eneH
¢daken. Ha Toj HaumH MOXe 1@ TO TIpErO3HAaeMe ITOYETHOTO IOCTaByBame¢ Ha CIEHATA.
[IpockeHnyMOT € cO CTOJIOOBH CO HACTUKAHU JEKOPAllMd U TyKa CTOjaT >KPTBEHUIUTE U
kuroBuTe Ha Oorosure. CTpaxapoT ce oOpaka caM Ha cebe MMajku ja (QyHKUIUjaTa Ha
3aro3HaBamke Ha MyOJIMKaTa co KOj Jell OJ MUTOT Ke ce 3aHMMaBa AjcXuil Bo oBaa apama. Co
BIIETYBAETO HA XOPOT MOYHYBAAT MeTTe cTpodu M MeTTe aHTUCTPO(dU O YM]j pacmopes U
COJIpKMHA 3HAaeMe JIeKa XOPOT C€ MOCTaByBa MOJYKPYKHO U ce oOpaka KOH IyOJIMKaTa WIIH
aktepute. [IpBaTta enu3oa Ha oBaa Tpareauja ja urpaat KinurajMmuectpa u XopoT, OJHOCHO U
XopoBoenoT. AKo 3HaeMe Jieka OpojoT Ha YICHOBUTE Ha XOpOT € 14 MoXe Ja 3aMHCIIMe
KaKo HUBHOTO M3JIETYBamke W BIETYBambe ja HOCH mpuKkaszHaTa. [lyOnmkara 3Haena aeka Tue
IITO BIEryBaaT OJl JECHO c€ JOMAIHUTE, THE O] JIeBO ce IrOCTH WM Hempujarenu. [IpBarta
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€nu30/1a € CTPYKTYpUpaHa Ha aujasiorot Mery Knurajmuectpa u XopoBoaenoT, a ctpodure u
anTHCcTpoduTe ce Ha xopoT. CHTE TpU €NU30JM CTPYKTypaTa ja HOCaT BO HCTaTa HAcOKa.
I'memagor mpen cebe ja ciyma m3BeadOaTa W I'M YWTa 3HAIMTE OJ] KOW Tpeda Ja ja BUIU
npercraBara. Ekcogata uma ceayM cTpodu U celyM aHTUCTPO(H.

3a 51a MOXXe J1a ja Mperno3HaBaMe akTepcKaTa Wrpa W HAYMHOT Ha KOj OwWiia M3BeqyBaHa
MpeTcraBaTta T'M KOHCyITHpame apTedakThTe NpOoHAjACHH Ha aHTUYKuTe Tearpu. O HUB
rjieflaMe JIeKa akTepuTe HOcaT TPAJAMLMOHANHA 00JeKa M KOTYpHHM M WITYNW Ha Hozere. Ox
CIICHCKa TEXHHMKA C€ KOPHCTEHHM HEKOJKY €JIEMEHTH: eKeineMa (ToABIKHATa rardopma Ha
KOja ce M3HeCyBa TEJIOTO Ha YMPEHHOT) M MaIlllMHATa, (HampaBaTa CO KOja ce I0jaByBaar
OoroBuTe kKora Tpeba na ce pemmM apaMcKaTa CUTyanuja, Owie kopucreHu). HemoxkHOCcTa
creHorpadcku aa ce oOpeMeHH MPeTCTaBara € BO 1MoJ3a Ha W3Be0aTa Ha aHTHYKUTE JPaMu
3aToa MITO TM MHCIIMPHpAIa aBTOPHUTE Ja C€ KOPUCTAT CO CUMOOIIM U 3HAIIM, KaKO Ha IIPUMED,
00EMHOTO KOPUCTEHE Ha LipBeHara 0o0ja Bo ,,Opectuja‘“ Ha AjcXuL.

3aKkiIy4oK: AHTHYKATA IPaMa U HEj3UHATA CHEHCKA HHCLHeHaluja

Bo cymTiHa anTHyKaTa Apama MokakyBa JeKa r'd JaBa OCHOBUTE Ha OHA IIITO ce mojapazoupa
KaKo TeaTapcka YMETHOCT JieHec, Ha oHa mTo lllekcnup moxomHa ro peaiusupa BO CBOUTE
IpaMH — eIHOCTaBHAa CIeHorpadwuja, CTUICKa KocTUMorpaduja M Lenara CyIITHHA Ha
nejcTBoTo € Bo 30opoButre. Tearapor Tpeba na ro HaTepa IJieAadoT Aa cu 3amuciu. Jla
CO3J1a/I€ CIIMKA BP3 OCHOBA HA TOA LITO MY € JIaJICHO Ha CIIeHaTa. 3aToa ce CMeTa JIeKa camara
CTPYKTYpa Ha aHTHYKaTa Tpareiuja ja HOCH BO ceOe CylITHHATa Ha u3BendaTa. AHTUUYKATA
Tparenuja He Tpeba Ja ja yuTaMe caMoO Kako JINTepaTypHO WJIM JPaMCKO Jei0. AHTHYKaTa
Tpareauja Tpeba Ja ce unTa Kako MpeTcTaBa, Kako HaMHIIaH TeaTap, 3aToa IITO BO CYIITHHA
MMajKi TH TPEIBUJ] €CTETHUKHTE M MOETUYKM Hauyena Ha APHCTOTEN, apXHUTEKTypara Ha
CIIEHCKHOT MpPOCTOp M COJp)KMHATa Ha TpareJuuTe MOXE Ja ja PEKOHCTpyHUpaMe CceKoja
aHTHUYKa Tpareauja. Bo TeaTapoT € HajTEIIKO W HAjJeJHOCTABHO Jla c€ 3aMHCIH. ABTOPOT UM
JlaBa WHAMKAIMK HAa aKTEPUTE, ITOTOA U HAa PEKUCEPOT CO CAMHOT TEKCT, a TIOT0A aKTEPHUTE,
pexxucepuTte, cueHorpadure, KocTuMorpadure, KOMIO3UTOPUTE, KOpeorpapuTe, MajCTOPUTE
Ha CBETJIO M Ha TOH, CO3/IaBaaT €/IeH HOB CBET IITO CE Mrpa Mpex Hac. Bo aHTHYKKOT TeaTap
CHTE THE KOMIUIEMEHTApHH YMETHOCTH C€ TOCTaBeHHW Ha 0a3WYHOTO HHMBO — aKTEp U XOp
(XopoBojerr), eaHa clieHa ¥ MPOMEHa Ha Mackd M KOCTMMH U LieJaTa OCHOBa € BO camara
npama. 300poBUTE UMaaT MOK J1a IPOMEHAT IeJIM CBETOBU. AHTUUKHUTE Tpareuu ce JoKa3 3a
TOA.
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ARS ACADEMICA

VIIK: 792.021(091)

Becpopr Unpusu

EBOJIYHHUJATA HA CHEHOI'PA®HUJATA

TPAH3UIIUJA O TIPUMEHETA YMETHOCT BO HE3ABUCHA YMETHHNYKA
POPMA

OBoj TpyA ja HCTpaxkyBa CIieHOTpadujaTa Kako YMETHOCT U ja CIIeAN Hej3UHATa €BOIYIHja O
NpPUMEHETa YMETHOCT J0 HE3aBHCHA YMETHHYKA (opMa, HCHHUTYBajKH PA3INYHKM AUMEH3HU.
TeopeTckuTe NEpCEKTHBY TO aHAJIM3UPaaT HErOBOTO IPUCYCTBO BO TEOPETCKATA JIUTEpaTypa
U TeaTapckure pedHHnu. [loceOeH akIeHT € CTaBeH Ha NPaKTHYHUTE acleKTH, 0COOEHO Ha
[Ipamkoro KBajpHeHase, 3HAYACH HACTaH KOj ce (OoKycHpa Ha ciieHorpadujaTta, 3acIHO CO
INI00AJTHUTE M PErMOHAHUTE NPAKTUKU. J[OMOJHUTENHO, CTyujaTa HaBjeryBa BO pa3BOjoT
Ha OBaa yMETHMYKa (opMma JIOKAJTHO, MCTPAXYBajKW DPA3IHMYHH KOHIENTH IOBP3aHH CO
crenorpadujara. FicTo Taka, I HCTpaKyBa pa3InKATE MEl'y TOUMUTE CIICHOTpaduja U Tu3ajH
Ha CIICHa BO HalllaTa 3eMja, PErHOHOT W TJIo0aHO, co mocebeH (QoKyc Ha crmopenaduTe co
aHTJIHCKaTa TepMuHONorHja. [IpuToa, ce moBJIeKyBaaT Mapajein Mely TeaTapckara u3Benda u
U3JI0)KOCHHOT KOHTEKCT, MCTAaKHYBajKU T'M CIIPOTUBCTABEHHTE YJIOTH HA PEKHCEPHTE U Ha
KypaTopuTe.

Kayunu 300poBu: Tearap, crieHorpaduja, cueHcku nu3ajH, [Ipamko Kpagpruenane

HcrpakyBame Ha TeaTapcKd peYHWIH W COBpeMeHa cueHorpaguja: cnopendeHa
aHaJIu3a

[Toarajku oJ1 TEOPETCKU acCMEKT M pa3riieyBajKu T'M T€ATAPCKUTE PEUHMIIN CO LIEJ MOOIUCKY
U moJo0po pazdupame Ha MOMMHTE, K€ MOTJIeAHEME HEKOJIKY CBETCKU MO3HATH TE€aTapCKu
HAyYHUIM U HUBHUTE peyHHIU. [[09HYyBajku cO elHa OJ] HAjHOBUTE MyOIUKAINH, (KaKo IITO
e The Methuen Drama Dictionary of the Theatre), ypenena ox [lonatan Jlo u oGjaBeHa BO
2011 rogmna, ke ce HajaeMe W3HEHAJIEHU OJ TOJIEMUTE W JCTaTHU 00jacHyBama CO MHOTY
MPAKTUYHUA ¥ UCTOPUCKU WH(OPMALIUHU, OJ €HA CTpaHa, U HEJOCTUTOT Ha HOBUTE KOHIIECITH
U CIydyBama O] Jpyra crpaHa. Moxkeme HakKpaTKO Jja ceé OCBpHEME Ha HEKOM NOUMH 3a
1mo100po 1a ru pazdepeMe caMHUTe MOMMH OJ1 €1Ha CTpaHa, Kako U npucranot Ha [lonaran Jlo

O]l Ipyra CTpaHa.

3anouHyBajku CO MOUMOT ,,ceT [moctaBka], JIo ro ob6jacHyBa kako: ,,CIIEHCKaTa CIIHKa,
PEKBU3UTHTE U OCBETIYBAlETO IITO CE€ KOPUCTAaT 3a Ja €eBOIMpaaT JIOKaluja WIu
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pacroJioKeHue Ha apamata. 300poT ,,ceT* goara o ,,lIoCTaBeHa CIieHa™ [sef scene| — TEPMUH
KOj TIOpPAHO €€ KOPHCTEN 3a Ja CE Pa3IMKyBa paclopenoT Ha CIICHCKATa CIIMKa, MeOeIoT U
PEKBU3HTHTE TTOCTABEHH 3a BpEMETpacHk-e Ha elHa CIIeHa O CIIeHCKa IIaTdopma, COCTaBeHa
oIl TwIaTopMH MITO MOKEJIE Jla Ce JU3raaT W Taka Ja ce MOCTaBaT WM Ja C€ OTCTpaHAT OJ
cuenara.” (Law, 2011: 455-456) Ilotoa, Toj mpoaoiKyBa co 00jacHYBame Ha pa3IMYHHUTE
NPAaKTUKU W TOTPeOM Ha HEKOJKY peXucepu o1 KpajoT Ha 19 Bek, kako AHApe AHTOaH,
bupbom Tpeu, Jlejun benacko, U HUBHUOT pEATUCTHYEH NpPUCTAN W ymnorpebaTa Ha
BHCTHHCKH MeOeJI KOj He ceKoraml Oui1 J00peIojaeH o] HUBHUTE COPAOOTHHIIN, OCOOCHO HE
0J1 aKTEPHUTE.

OTkako MOYHAaBME CO ,,C€T*, MOXEME Jla MPOJO0HKMME co (pasara ,,[IOCTaBU CLICHA™ [sef a
stage], KOja ce OIHUIIYBa KaKO ypelyBame Ha CIEHOTPa()CKUTE CIEMEHTH U PEKBU3UTHUTE Ha
CIIeHaTa, CO JOTIOJHHUTENHO o0jacHyBame JCKa OJpelcHa CIieHa € ,,[IOCTaBeHa” Kora e
ypenena Ha cuenara (Law, 2011: 455-456). Ilokpaj Toa, CIPOTHBHOTO OJ ,,[IOCTaBH CIICHA™
6u Omio ,,nemontupamero (Law, 2011: 487), mTo 3HAYN CUMHYBambE WIH JICMOHTHPAE, T1a
Jypy U OTCTPAaHYBamb€ Ha MPEAMET O] CIIEHCKaTa MOCTaBKa.

[IponomxyBajku co OBHE MOMMH, CIETHO K€ C€ OCBpHEME Ha ,,CIICHCKa CIuKa“ [sceneryl ]
(Law, 2011: 450), o3nauyBajku c€ IITO € MOCTABEHO Ha CIIeHAaTa 3a Jla C€ 03HAYM JIOKaI1jaTa
Ha jaejctBoTo. [IpogomkyBajku co 00jacHYBamETO JIeKa CLIEHCKaTa CIIMKa CTaHajla BakHa 3a
BpEMe Ha peHecaHcaTa, cO ,,JIPOHAJIOKOT M ymoTpedaTa Ha MEPCIEKTHUBHU CIUKU BO
Tearapor.

OBne, noneka ce 3anumaBame co I[lonaran Jlo, cipoTUBHO Ha rOpeHaBENCHUTE TEPMHUHH,
MOKeMe Ja 3abenexuMe JieKa BO HErOBHOT PEYHUK 300pOT ,.clieHorpaduja™ HeI0CTUra U
JIeKa BOOTMIITO HemMa oOjacHyBame 3a Toa. [100aMcKy 10 HEroBOTO 3HaYeHE € 300pOT CeT,
KaKo IITO € OMUIIAHO MOrope, HO CEelak, Ha Hallle U3HEHa/lyBame, TO] TO KOPUCTH 300pOT
cueHorpaduja [scenography] kora 30opysa 3a Jozed CBoOona u I[Ipamknor MHCTUTYT 3a
cueHorpaduja. Mcro Taka, ro CnoMeHyBa TEPMHHOT ,,CLIeHOrpaduja“ u J1o/ieKka ro ONnuIIyBa
,»,CHPOMAIIIHUOT TeaTap‘ u ynorarta Ha I'poroBcku (Law, 2011: 397, 490).

Cenak, kora cranyBa 300p 3a MOMMOT cleHOrpaduja, CUTYpHO MOXEMe Ja MOIJIeAHEMe
HEKOM JPYTU M3BOPU U Jla BUJUME Kako JApyrute ro aepunupaie. Cnopen ApHoni ApoHCOH
(Aponcon 2005: 7) ,,cueHorpadujata® e IpeBeH M MOACPEH KOHIENT, KO] MOTEKHYBa O]
ApucroTeln, MmMTO ce€ OJHECYBa Ha ,,CKEHOrpaduja“ [CIIEHCKO MUIIyBame| KaKo pa3iudeH
o0JMK Ha MHIIyBamke BKIY4YeH BO TeaTapcKara MPOJYyKIHMja, BKIYYMTETHO U (PU3HUKHTE
eIEMeHTH Ha clieHata. Toj moToa MpoJODKyBa CO O0jaCHYBameTO JeKa PEHECAaHCHUTE
TeopeTHyapu He ro mnpudaTuie OBOj TEPMHH, LITO JOBENO JO I0jaBa Ha TEPMHUHHU KaKO
JIM3ajH, AEKOp U CIIEHCKa CIIMKa, 0COOCHO Ha 3araj.

BepojaTtHO Tyka J€XH OJrOBOPOT 30IITO HE MOXKEMe Ja HajaeMe o0jacHyBame Ha
,cruenorpaduja““ ox [lonaran Jlo, kako mTo MOKEeBME Ja HajaeMe o0jacHyBame 3a ,,cet™. On

! MakeoHCKHOT NpeBoJI HA OBOj MOUM € clieHorpaduja, HO BO OBOj Cly4aj HAMEPHO CE NMPaBU pasjvka Merly
AHTJIMCKUTE [IOUMH SCenery U scenography NpeBeyBajKu ' CIIEHCKA CJIMKA, OJJHOCHO CIleHOoTrpaduja.
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Jpyra cTpaHa, IITOM APOHCOH BEeKe I' CHIOMHYBa MMOMMUTE KAaKO JAM3ajH U JEKOp, MOXKEME U
HUB Ja TY pasrieaaMe oJ10J113y.

[lITo ce omHecyBa 10 IeKOp, Wik IeKopyM, pedepupajku ce Ha [latpuc [1aBuc, nHTEpECHO €
IITO U TOj 'O MOBP3yBa OBOj TEPMUH CO APHUCTOTEN, UCTO KAKO IITO MPaBH APOHCOH CO
cuenorpadujara. Cemak, IlaBuc (Pavis, 2016: 90-91) ro onumryBa Kako HEIITO
MOKOMIUIEKCHO O] camo ,,CIIeHCKO muiyBame™. Cropea HEro, Toa € TEPMUH IITO 3HAYU
yCOTJIaCeHOCT CO KHI)KEBHUTE, YMETHHYKUTE M MOPAIHUTE KOHBEHLMH Ha €IHAa epa WU
myOJKKa, TOBP3yBajKM IO HETOBOTO MOTEKJIO CO MOpajHaTa MPUCTOJHOCT HAa ApHUCTOTEN 3a
Toa mTO Tpeba uiau He Tpeba Ja ce MmpHKake Ha clieHa. [laBuc moToa MpoAOKYyBa CO
M0jaCHYBalb€ KOM C€ DPA3IUKUTE Mely JEKOPOT U BEPOAOCTOJHOCTA, MOCOUYYBAjKU JIeKa
BTOPUOT € MOBEKe ,,lIOBP3aH CO JIMKOBHUTE', JOJ€Ka MPBUOT € ,,IOKOHKPETHO MOBpP3aH CO
renayuTe’. AJTEpHATHUBHO, KaKO INTO OM HCTaKHaJ, T€HEPAJIHO, JEKOp 3Hauu Ja ce
MPUJIAroIv MPETCTaBaTa Ha BKYCOBUTE HA MyOJIMKaTa W KOHIENIUUTE 3a peamHocTa. [1okpaj
TOa, TOj MPOJOJDKYBA Jla ce OoCcBpHYBa Ha Hude Benejku neka: ,,JIGKOPOT € MMaKOT IITO TO
MMa eJiHa epa 3a cebe, UMaXxK ITo ro 0apa BO YMETHHUKHUTE MPOIYKITUU .

[Ipen nma ru pasriegame MOMMUTE IU3ajH U JU3ajHEP, ONUIIAHM OJl Pa3jMYHU aBTOPH,
MOKEMe Jla Ce BpaThMe€ Ha ,.clieHorpadujata“ u HeroBaTa ymorpeba Ha 3amaj. ApOHCOH
(Aronson, 2005: 7) TBpau neka ,,cueHorpadujara’ nmovyHanga ga cTaHyBa HIIUPOKO npudaTeHa
KaKo MpeTno4ynTaH TepMuH Bo EBpoma Bo BTopara monoBuHa Ha 20 BEK, CO JAMCTHUHKIIMjA
JieKa 0¥ TOJAJIeKy OJi €JHOCTaBHA CLEHCKA CIMKA WU AM3ajH Ha KOCTHUMH, omdakajku
MOIIMUPOKO M TOoceon(aTHO BHU3YEITHO-TIPOCTOPHO TBOPEIITBO KOE€ TO HWHTETpUpa
JUHAMHYHUOT TMpollec Ha TpaHcopMmalija CBOJCTBEH Ha CclieHckara us3Beaba. Bo oBa
pazOupame Ha MOUMOT ,.clueHorpaduja“, ApoHCOH jacHO ymaryBa Ha I[lamena Xayapn,
Mo3HaTa OpUTaHCKa ClieHOrpadKa, Koja HaBJIera BO OBOj KOHIIENT BO HEj3MHATa KHura ,,I11to
e cueHorpaduja®“. MHOry MHTpUraHTeH (akT 3a OBaa KHUIa € JieKa Taa 3alo4yHyBa CO
OJITOBOPHUTE Ha IMOBEKE OJ YETHpHECeT cleHorpadu Of LEIMOT CBET Ha UCTOTO Mpalllambe
(ILIto e cuenorpaduja?), camo 3a Jga JO3HaeMe JieKa IOCTOjaT MCTO TOJKY pPAa3JIMYHU
IJIEIUIITA Ha OBA Mpallakbe.

Aposncon (Aronson, 2018: 10), ucro Taka, TBpJu neka cieHorpadujara ja ondaka memocHaTa
BU3yellHA, TPOCTOPHA W ayJUTHBHA OpKECTpaldja Ha [EJNOTO TeaTapcko MCKYCTBO,
MOTEHIMJaJTHO aHTAXUpajku TH cute cetuna. CreHorpadwujata, UCTO Taka, ja HMHTETpUpa
BpEeMEHCKaTa JTUMEH3Hja Ha TeaTrapoT, 0apajku cekoja meduHHIMja 3a crieHorpaduja aa ja
npucrnocodr JTMHAMMYHATa €BOJIyIMja ILTO Ce OJIBUBA 3a BpeMme Ha u3Bexbata. Mmajku ro
npeaBua oBa, ApoHCOH, HcTo Kako W [lamena, 3akimydyBa Jeka cleHorpadujata ocTaHyBa
noondaTeH U MOMHKIY3UBEH TEPMUH BO cropenda co ,,iu3ajH™, KOj uMa TEeHJCHIMja TeCHO
na ce (¢oKycHupa Ha IMPOCTOPHUTE M BHU3YEIHUTE AaclleKTH Ha Hu3Beadara, OCOOCHO BO
Coenunerure [pxaBu.

Cera, Bpakajku ce Ha JM3ajHOT W/WIKM AU3aJHEPOT, MokeMe Ja Buaume Aeka [lonartan Jlo
(Law, 2011: 146-147) tBpau nexa nu3ajHEPOT € YMETHHK KOj € 3aJ0JDKEH 3a JM3ajHOT Ha
KOCTHMH, IIMHHKa W CIIGHCKaTa CIIMKa, a JOTOJHUTEHO, TU3ajHEpOT MOXKe aa Ouje
3aJJ0OJDKEH 32 OCBETIIYBAHmETO, 3BYKOT M JPYIM TEXHHWYKH TIpallaka BO 3aBHCHOCT O]
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notpebute Ha mpoayKIrjaTa. Toj mpoaoKyBa CO TOJIEM UCTOPUCKH TIPHUCTAI Pa3riieIyBajKu
ja ynorara Ha IM3ajHEpOT, IOYHYBajKH o7 16 Bek, ma HaBamy. Bo Hu3aTa oj THe TeT Beka Toj
CIIOMEHYBa HEKOJIKY TOJIEMH YMETHUIIM ¥ HHUBHOTO BIIMjaHHE BO TEaTapoT BOOMIITO. Mery
HUB, BEPOjaTHO HAjJOCTOJHM 3a CHOMEHyBame ce oHue onx 20 Bek, kako Anoid Anwuja,
EnBapn l'opnon Kper, Cranucnascku, Beesonon Mejepxonn, [Tutep bpyk u Jozed Crobona.

Cenak, ¥ TOKpaj CIIaBHUTE MMHIA BO MCTOpHjaTa Ha TeatapoT cnoMHaT of [lonatan Jlo,
MOXKEME Ja TBPAMME JeKa MMa HEIOCTUT OJf COBPEMEHH MPHUMEPHU M NPUCTANH, HA KOU
[lamena Xayapn ce ocBpHyBa BO Hej3uHata kHura. Cropea Hea, BO JICHEIIHO BpeMe
TEaTapCKUOT JAM3ajH 3HAUUTEIHO €BOJIyHpal BOH OOMYHHUTE YKpacH U yKpacu TUIHYHU 32
MOBOEHATA €pa, MPeoOJIMKYBajKHU ja yjaoraTa U OJrOBOPHOCTHTE HA T€aTapCKUTE H3ajHEpH.
Taa TBpau Aeka AeHec OU3ajHEPUTE ce BKIYYEHH YIITE O] MOYETOKOT Ha IIAHUPAETO Ha
NpOAYKIMjaTa, MOpagy IMTO € MOTpeOHO paHO JOHEeCyBame OMiIykHu. HarmacyBajku neka
crieHorpadujaTta € COCTaBeH Jied Ha MEUOT MPOoIieC, BO KOHTPACT CO TeCHaTa KOHOTAaIlMja Ha
IM3aJHOT Kako caMo JeKopatuBeH. Taka, moJBJeKyBa Taa, JieKa CIeHOTpaduTe Mopa aa ce
CTpeMar Jia MOCTUTHAT OecrpeKopHa WHTETpalrja Ha CUTE EIIEMEHTH KOM MPUIOHECyBaar 3a
MIPUBJIEYHO TeaTapcko MCKycTBO. [loToa mpomomkyBa objacHyBajku mTo c¢€ (Tpeba ma) ce
OueKyBa O]l CIieHOrpadoT Belejku Jeka HHBHAaTa paboTa 3alOYHYBa CO MPENO3HABAKE HA
MOTEHIINjaJIoT Ha Mpa3eH MmpocTop 3a u3Benda. [loToa BkiydyBa mOTEHIMjal 3a pa3doupame
KaKo U3rOBOPEHHUOT 300p, TEKCTOT WM My3HUKaTa MOXKe Jla ro TpaHchopMupaaT 0BOj Mpa3eH
npocTop BO auHamuueH ayautopuyMm. Co wHCIuTyBame Ha Oapamara Ha TEKCTOT, ce
UCTpaKyBa KOHTEKCTOT Ha MPOAYKIIMjaTa 3a J1a ce n30epaT COOBETHH MPEAMETH, popMu HWin
00U KOU COCTaByBaaT MPOCTOPEH paclope, BAUIIYBajKH HOB JKUBOT U BU3Hja BO TEKCTOT. Bo
MOYETOKOT HEAKTHBEH, MPOCTOPOT OKMBYBA KOTa M3BEIyBaYMTE TO HACEIyBaaT, CTAaHYBajKU
MOOWJIHHM €JIEMEHTH Ha CIIEHCKaTa CJIMKa W pacKaKyBajKu ja TpHKa3HaTa, 300raTeHa co
HCKOPHUCTYBAkhETO Ha MPOCTOPOT. Bo TekoT Ha mpercraBaTa, akTepuTe To OOJMKYBaaT U o
MoauduIMpaaT MPOCTOPOT, OATOBapajKu Ha HAPATHBOT WITO ce pa3BuBa. OBOj mpoliec Ha
copaboTka Mel'y TeaTapCKUTE YMETHHUIM € BOJEH O] peXucepckara BU3Wja, aHUMHUpPAkE Ha
MPa3HUOT MPOCTOp M OOJIMKYBame 3a Ja OJroBapa Ha Oapamara Ha npoaykuujata. OBOj
KpeaTuBEH KPYT T'O 3a0KpY)KyBaaT TJeladnTe, KOW IO 3a3eMaar 3aeJHHYKHAOT MPOCTOp Ha
TeaTapckara 3rpaja u ja o0e30emyBaar 1eNITa 3a Koja € co3aaneHo aenoto. CiueHorpadujarta
ru omndaka OBHE CEAyM AacleKTH CO €JHAaKBa BaXHOCT BO OOeIMHETaTa TeaTapcka
MPOAYKIIMja, TPU IITO CEKO] aCIeKT BIWjae W C€ MOTHUpa Ha JPYruTe 3a Jla MOCTUTHE
koxepeHTHocT U Binujanue (Howard, 2002: xix-xx).

[TononiHa Bo Hej3MHATA KHUTA, Taa ja feuHMpa cleHorpadujaTa Kako:

»|ClieHorpadujarta €] BHCTHHCKA peanu3alyja WIA TPOAMMEH3MOHAJIHA CJIMKa BO KoOja
apXHUTEKTypaTa Ha IPOCTOPOT € COCTABEH JIeN Ha Taa cinka. ClMkara BKIydyBa IIOCTaBYBambE
Y pacTojaHue Ha JIyfre W MPEIMETH, a Toa ja CIojyBa BUCTUHATA HA 300POBUTE CO PEe30HAHIIA
Ha Jpyrara MpuKa3zHa MIToO ce Kpue 3aJa TeKcToT. [IpocTopHaTa ciiMka Ha clieHaTa He € YUCTO
nekopatuBHa. Toa € MOKHA BH3yellHa CJIMKA IITO T'O HAJOMOJIHYyBa CBETOT Ha MPETCTaBaTra
LITO PEKUCEPOT ja co3aaBa co akrepure Bo npoctopot™ (Howard, 2002: 15).
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OBoj macyc mojJoIlHAa BO HEj3MHATA KHUTA € CYOJIMMHpaH CO camMoO €lIeH 300p, BelejKu:
,Kommosunuja! Toa e mro mpasu eaex cuerorpad. (Howard, 2002: 57)

Meryroa, kxora cTanyBa 300p 3a pa3iukara Mery cieHorpad u Au3ajHep, Taa TBPAM JCKa:
,»|clleHoTpaduTe] oaT MoJalieKy OJ caMO JHM3ajHUPAE CETOBU M KOCTUMH 3a Jla CO3/AajaT
aTpaKTHBHA CIICHCKAa cliuka. Toa 3HAuM JeKa TUE CE MOATOTBEHU Ja T TIefaaT W Ja TH
MpoydyBaaT akTepuTe Ha mpoda, Aa pazdepar Kako pacTe MpeTcraBara M KakKO CIIEHCKATa
CpeauHa U KOCTHMHTE MOXKaT Jia paboTaT 3aeIHO 3a Ja ja moao0par u3BendaTa Ha aKTepoT
(Howard, 2002: 87). A Ouzxejku Taa ja crojyBa yiorara Ha KocTuMmorpad Bo ysorara Ha
creHorpad, Bpenu Ja ce CIIOMEHE JieKa TEJIOTO Ha aKTepOT IO CMeTa 3a CTPYKTypa Ha Koja
cuenorpadot co3aasa u rpaau koctumu (Howard, 2002: 93).

Co oBoj omuc Ha paboTa, MOKEME Jia BUJMME JIeKa U JIBaTa KOHIICNITH Ha ciieHorpaduja u
JM3ajH, Kako ITo ru onumryBaar [lamena u ApoHCoH onx eaHa ctpaHa u [lonatan oj npyra
CTpaHa, c€ MHOTy CciIu4HH. 3ropa Ha Toa, [lonatan (Law, 2011: 146-147) npomomkysa co
TBPACHETO JIeKa IMOpaIy Mpupoaara Ha padorara, koja 6apa amaboko pa3oupame Ha ujaejara
Ha PEXKHUCEPOT, HEKOM PEXHCEpU HMMaaT TEHICHIMja CcaMHU Ja ja Tpe3eMar yjiorara Ha
nu3ajHepot. MiMeHo, kora cranyBa 300p 3a Xayap/, Taa ce YAHH JIeKa IO TBPJIU CIPOTUBHOTO,
OJTHOCHO TO M3JUTHYBA CIIeHOrpadoT MHOTY OJHMCKY 110 yjorara Ha pexucepoT. [1o Hej3uHO
TJIIMIITE, ylloraTa Ha CIieHorpad He ja mpe3eMa peXucepoT, TYKy 00paTHO, clieHOrpador e
BU3YENIEH pEeKUCep Ha TpercraBata. [IOTEKIOTO Ha OBa TJICAUIITE MOXEME Jia To
mpociearMe BO Hej3uHata kamra ,,I1ITo e ciienorpaduja’ kajae mro Taa TBPIH JeKa:

,1ecToT 3a cueHorpadoT € Ja BUAM [l IeyiaTa TOATOTOBKAa OmMiia BO paMHOTEXa, a
rJielavuTe ja pa3opaine Bu3MjaTa U Hamepara Ha npoaykuujata®“ (Howard, 2002: 108).

»lITo e cuenorpaduja? Cuenorpadujara € OecrpeKkopHa CHUHTE3a Ha MPOCTOP, TEKCT,
UCTPaXXyBame, YMETHOCT, aKTE€PH, PEXKHUCEPU M TIIeJaud IITO MPHIOHECYBa 3a OPUTHHAIHA
kpeanuja* (Howard. 2002:130).

Wsrnena nexa u 1BeTe TBPACHA CE JOMOIHUTEIHO Pa3BUEHH HEKOJIKY MOJAMHU MOJOIHA BO
Hej3MHaTa cTatuja ,,Pexxucepu u nuzajuepu: [lanu mma monHakBa Hacoka?‘ Kaje IITO Taa ce
MOBUKYBa Ha apUCTOTEIOBHOT KOHIIETIT Ha ClieHOTpad Kako MucaTesl Ha CHEHCKUOT IMPOCTOP
KOJ MOXe J1a Oujie pexxucep cam 1o ceoe.

,1IpBO, IH3aJHEPOT MOBEKE HE MOXKE Ja Oujae JAeKopaTep Ha PEKUCEPCKH KOHLENTH, TYKY
Tpeba na Oujge apXUTEKT Ha MMarvHaiujata, 0apajku I'M CUTE NMPOCTOPHU MOXKHOCTU 3a
nckopuctyBame. OBa 0apa BHUCTHHCKO PHUTOPO3HO pa30OMpame Ha TMOTPEOMTE HA TEKCTOT,
UTHOPUPAJKH TH JIAXKHUTE U BEITAYKH 110717101 Mer'y TeKcTyasleH U pu3nuku tearap. BaxxHo
€ caMo Jla ce U3MUCIIM XapMOHMYEH KpeaTHBEH ja3uK 3a MpoayKiujaTta. Kako mro tearapor
ce JBMXH Hampel, OWJIO TEKCTyalHO OWio (pU3MUYKH, TOCTOM Mall0 COMHEBame JeKa
aKTepOT/U3BElyBaYOT CTaHyBa MPHMAapeH BU3YeJIeH eJEeMEHT IITO Tpeba Ja ce 3ajakHe CO
CBETJIIMHA, 3BYK M JBI)KCHE, HAMECTO CO KOHCTPYHMpaHH WIy3uH. Taka, pekucepoT Mopa Ja
paboTH BO MapTHEPCTBO CO PEKUCEPOT Ha JBIKEHATa KOj CTaHYyBa PEUNCH KOPEKHUCED H
CIieHOrpaoT — MUCATEeNIOT Ha CLIEHCKHOT MPOCTOp — KOj CTaHyBa BU3yeseH pexucep. OBa
M0TOa My OBO3MOXKYBa Ha clieHOrpadoT Aa copaboTyBa cO TUM O]l IPYTHd MHTEPIPETATUBHU
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YMETHUIIM — 3BYYHH YyMETHHIIM, CBETJIIOCHM YyMETHHIHM, HW3paboTyBauM Ha TPEIAMETH,
TEKCTHJIHU YMETHUIIH, H3pa0d0TyBayl Ha KOCTUMH, KOM Tpeba Ja Ouaar Jen oj mpoIecoT Ha
KpEaTWBHU MPOOH | JIa MOKaT Jia BUJAT IITO € MOTPEeOHO 3a Jia ce HalpaBu BO W3Ben0dara ja
oune mojacHo 3a rienadot. Co apyru 300poBH, MOTpeOHA € JiaTepaliHa copadoTKa HaMEeCTO
moBooOMYaeHa BEpTUKAJIHA WJIU JIMHEapHa CTPYKTypa Ha ynpaByBame* (Howard, 2006: 30).

Hemmro mro € 1emocHo BO COTJIACHOCT CO OHA IITO To TBpau ApoHcoH (Aronson, 2018:10)
OKOJIy JIBaHAeceT ToAMHU NojoiHa. OBa jaCHO HU KaXKyBa JieKa 3eMEHU ce MpeBU] paboTuTe
kou [laMena ru nmpakTHKyBaia U 3a KOM paclpaBajia BO CBOUTE U3JIaHKja U HE CaMO T0a, TYKY
IypH ¥ ja CMEHMJIA IellaTa nmapajurma Kora cranyBa 300p 3a cueHorpadujaTa u yiorara Ha
creHorpador.

JepuHuuun Kou ce pa3BUBaaT: AM3ajH HA uU3Beada, cueHorpadguja 1 HUBHU JONUPHU
TOYKH €O KYPATOPCKH NPAKTHKH

[IpamkoTro kBagpueHane Ha Au3ajH Ha u3Benda u npoctop [I1K], ocHoBano Bo 1967 ronuna,
UMa Iell Ja TM TpPUKOKE BPBHHUTE AHW3ajHM HA U3BemOa, creHorpaduja W Tearapcka
apXHUTEKTypa BO MPBUTE PEIOBH HA KyITypHUTE HacTanu. Cemak, oBaa MpakTHKa He Oellie oy
camuoT noueTok Ha [1K, Ouziejku BO JOIHHTE IIeeceTTH J0 paHute aABewdjaautu [1K Gerre
MHOTY ITOBeKe (POKYCHUpaHO Ha METyHApOJHHUTE CIydyBama Ha CIlCHOrpadujaTta MpeTCTaBeHU
MPEeKy M3JI0KOM Ha MOJENH, CKULIM Ha Au3ajHu u Qortorpadun on nephopmancu. Co ornen
Ha Toa MTO OBHE (PpOopMaTH Ha HM3NIOKOM C€ MHOTY OTPaHHYCHH BO CIOCOOHOCTA Jla ce
MIpeHece OKOJIMHATa, OKOJIHOCTUTE, EMOIIMUTE U CEBKYyIHAaTa atMocdepa Ha u3BeadaTa, mpeKy
MPETCTaByBalk€ CaMO Ha Jell o] KpeaTuBHUOT mporec. Cakajku Ja ce crmpaBaT cO OBOJ
MPEAN3BHUK U Ja ce 00MaaT Ja HajaaT moao0ap HAYMH 3a MPUKaXyBamke Ha clieHorpadujata
CO CUTE HEJ3MHHU acmeKkTu, ocodeHo ox 2003 rogauHa, pa3aTudHU 3€MjU IMOYHAA J]a HOCAT CBOU
U3JI0KOU CO MHOTY M3BEIOCHU eNEMEHTH BO HMB, IPETBOpajKU ja MyOJIMKaTra BO aKTHBHHU
YUECHHUIIH.

Taka, cnenejku ro npupoanuot Tek Ha I1K u morpebure Ha HEroBUTE yYECHUIM 3a MOA00pa
Ipe3eHTaluja U norpedata a ce J0KHMBee M3BEIOEHUOT Au3ajH/clieHorpaduja Ha HEJ3UH
nepdopMaTHBeH HAYWH CO aKTUBHUTE YYECHHIIH, @ HE CaMO MOCETHTEIHNTE, BO MOCIETHOTO
m3nanue o 2023 ronuna [1K Gemre mpenMenyBaH 01 U37105kK0a BO ecTUBAI.

Meryrtoa, 3anmmaBajku ce co IIK, moxkeme jacHO na BHAMME pas3nyHa ymoTpeda Ha
TEPMUHUTE OJ HUWBHA cTpaHa. [lokpaj Toa, THEe ce CKJIOHHW Ja TM KOPHCTAaT W TEPMHUHUTE
nu3ajH u cuenorpaguja. Cenak, kora cTaHyBa 300p 3a M3ajHOT, THE T'O KOPHCTAT TEPMUHOT
,JAU33JH Ha wu3Benda“, Kako moceomndaTeH TEPMHUH BO cropenda co IU3ajHOT Ha
cueHorpaduja/cuena/reatap. Cenak, npamameTo Jali Toa C€ CaMO CHHOHUMH WM Pa3IMYHU
JUCLUUIUIMHU OCTaHyBa oOTBOpeHOo. OcoOeHo Bo crmopeada cO MOrope aHalu3HpaHHUTE
chakama. Cemnak, 1a BUIMME KaKO THE TH pa3OupaaT OBHE TEPMHUHH.

,»JlM3aJHOT Ha wu3BenoOa/cueHorpadujata JEHEC YECTO C€ MPHUKaXyBa NPEKYy >KUBU H
HU3BOHPCIHN HCKYCTBA, KaA€ HITO CUTEC CCTHJIA MOXKAT Ja 6I/I}I[aT BKJIYYCHH U YICHOBUTC Ha
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nyOiMkara — Tpe3eMaar  akTMBHa  ynora. Hue ro  riegame  OW3ajHOT  HA
u3Benoa/crieHorpadrjata Kako yMeTHHYKa (opMma Koja Oy MOAAICKY OJl BH3YEIHOTO, BO
JOMEHOT Ha MCKYCTBEHO M CEH30pHO O (POKYC Ha MHTEPAUCIUILTUHAPHA COPAOOTKa, 1aBajKu
KpeaTuBeH u3pa3 Ha HOBH HIed H  exkcrepuMeHTH. COBpeMEHHMOT [H3ajH  Ha
u3Benda/cueHorpaduja € ymerHuuka (opma BO paMKUTE Ha MapaMeTpUTe Ha MYJITHCEH30PHU
CPeAMHU - CO3/1aBajKH CBETOBH Ha CEH3AIMM NMPHUBJICYHU 32 UMarMHanujata, yMoT, Kako U 3a
CETUJIHUTE OPTaHU: OKOTO, YBOTO, HOCOT, KoxkaTa. CuieHorpad)CKUTe ONMKpYXKyBama J1001BaaT
JKUBOT KOj CTaHIApAHO I'o HM30€rHyBa pa3OMpameTo Ha TU3ajHEPOT: 0€3 pasiiuKa KOJIKY
BHUMATEJHO € TUIAHUPAHO W W3BEJCHO, TOA ¢ HABUCTHHA 3aBPIICHO OJI YUYCCHHIIUTE KOH CE
3aHMMaBaaT €O JW3ajHUpaHuoT mpocTop. Cekoe co3laHue, 3HA4YM, € HENOCTOjaHO W
MIPOMEHITUBO; HCTO TaKa € BU3UOHEPCKH M HECTAOWJICH IO TOA MITO PabOTH CO, U C€ MOTIIHPA
Ha, MHOT'Y HEMO3HaTH 2,

Co orien Ha OBa, MHOTY € JaCHO JieKa TEPMUHHUTE MOXKE Jla CE€ pa3IuKyBaar, HO cakamara ce
cocema CIIMYHHM, KaKo IITO € clydajoT co Xayapa, Aponcon u cera [IK. Imeno, 360pyBajku
3a [IK mopa na ja cnomeneme Copja Jlotkep, mopanemeHn ymerHuuku aupextop Ha 1K Bo
nepuogot ox 2008 go 2016 roauna, Bpemero kora I1K cé ymre Gemie uznoxo6a. Hejzunoro
pasbupame Ha cueHorpadujaTa oy BO CKJIaj co Xayapia, HO BO MCTO BpeMe € MOCeOHO U
peneBanTHO. Taa cyrepupa jgeka cueHorpadoT JIejcTByBa KaKo ,,JUPUTEHT KOj K& BOCTIOCTaBH
WHTEPaKIMK, K& POMOBHpA aKIIMU M Ke MPEIn3BHKA UCKYCTBA HAa COXHBOT. [Iperno3HaBame
Ha KPUTHYHATA yJOoTra Ha IU3ajHEPOT BO (pe)aerHUPamETO Ha POCTOPOT; BOCIIOCTABYBAME
BpCKa Mery clieHaTa, myOJimKara, OKOJIMHATa W OIIITECTBOTO; CO3/aBame Ha JKUBO MECTO
(bopMHpaHO O MPEKJIONYBake HA UCIPEIUIETEHH CIIOCBH, TPAJCHE HA TUTypalieH WACHTUTET,
koHpukTy 1 HapatuBu“ (McKinney, 2017:114).

W nokpaj pa3nukuTe U CIMYHOCTUTE LITO CE M0jaByBaaT IPH CIPAaBYBAHETO CO OBHE IOUMH,
uMa ymre enHa pabora, Koja, Kako INTO HaBieryBame mojaboko BO obnacTa Ha
crieHorpadujara, HEj3MHOTO OTCYCTBO CTaHyBa MHOTY ouurieaHo. OBae 300pyBame 3a
TeaTapoT KaKo MeCTO KaJie IITO clieHorpadujata uMa cBoe MOTekI0. MiMajku ro mpeaBua oBa
OTCYCTBO Ha TeaTapoT U camaTa CIIeHa, MO)KeMe MOBTOpPHO Ja ce noBukame Ha I[IK u na
BUIMME JIeKa THE C€ MHOTYy CBECHH 3a OBa KOra BelaT JeKa JU3ajHOT Ha
u3BenOara/ciieHorpadujara HampeayBa HHU3 Pa3IMYHU CPEIAMHH: TPATUIIMOHAIHHU CIICHH,
eKCIIEPUMEHTATHN MecTa, ypOaHW [0 pypajdHU TOCTaBKHM W BHpTyeldHH obnactu. OBa
JTUHAMHYHO TI0JIe HHTETpUpa HOBH MEAMYMHU, ordaka moBeke JUCIUTLINHU U ¢€ 0CI0001yBa
Ol TPAIAUIIMOHATHUTE KPEaTUBHH MMOMAETIOU, MOTTUKHYBAjKM MHOBATUBHU M KOJNAOOpATUBHH
MPAKTUKHA KOU TH penepuHHpaaT yMETHUYKUTE TPAHUIM W ja aHTaXupaaT NMyOnWKara Ha
CBEKH, XONMCTHYKH HAYHHH .

IToxpaj oBa, Coxmja JloTkep He camo HITO ja ocnoboayBa cueHorpadujata oj TeatapoT U
TPAIUIIMOHATHUTE CIIEHH, TYKY ja 0CcJI0001yBa U O] aKTEPUTE.

2 https://pq.cz/about-pq/
3 https://pq.cz/about-pq/
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,»,MHOTY TaTH € Ka)kKaHO JieKa MPUCYCTBOTO Ha aKTEPOT ro MPaBH TeaTapoT... MOXe Ja Ouje
HETIOCPETHO BO (PM3UYKHUOT IPOCTOP; BHICOMOCPEAYBAHO; MM CO3/IaJCHO O]l ,,0TCYCTBO™ BO
MPOCTOPOT... TaKBOTO OTCYCTBO, 0O€3 pa3jimKa Jajlud € HHCTaJaldja Wid cieHorpadceku
mpocTop 0e3 akTepH, i OBO3MOXKYyBa Ha MyOJIMKaTa J1a 0 HacelIu MPOCTOPOT U, Ha TOj HAYMH,
na craHe camarta manudecranuja. MHcrananuja 6e3 MpUCYyCTBO HA M3BEIyBa4 MOXE Ja CE
cdartu KaKo cekaBame Ha JIEjCTBO, HETOBO MPEIBHYBAE, MOXKHOCT JIa C€ CIYYH JCjCTBO HIIH
KaKo ‘aKkIMOHEH TPOCTOp Ha myOinukara. OBa MOKaxyBa JieKa clieHoTrpadujaTa MOXe Ja
Oouze Tearapcka 6e3 nmpucycTBo Ha kuB akTep* (Dinulovic, 2017: 76).

Co T1oa, Comja JloTkep Ha HEKOj HayMH ja WCHOJIHYBa muaejara Ha Ilamena Xayapna 3a
cueHorpadoT ga Oupe BHU3YENEH peXHCep, CO IpOIIUpYBame Ha CIeHOrpadujara u
clie/icTBeHO Ha yiorara Ha cueHorpador. Illtom Ha croeHorpador He My Tpeba
TpaJMIIHOHAIIHA CIICHA, HUTY aKTep, HUTY PEXHUCEPCKa MIeja WM KOHIENT, HUTY TeaTap CO
CHTE HETOBU OJJICNIH, TOTAIl CIIEHOTPa(oOT MOKE Ja ACjCTBYBA CaM HMJIM MOXE Ja CE M3/IUTHE
Ha TO3UIHjaTa ,,pexucep”, cueaeH oa apyru ymerHunu. Co oBa, 1oara U CIEIHOTO Mpaliame
3a Pa3IMKUTE W/WIIU MPEKIIOMYyBamkbaTa Mel'y peXKHCEPUTE U KypaTOPHTE.

Cera, ocHOBajKkU ce MOBTOPHO Ha PEYHUK, MOKEME Jla BUJUME JeKa OBHE JBE MO3UIIMH BO
YMETHOCTa C€ MPUIUYHO HCIpEIUIeTeHN Mery cebe, 0COOEHO ako BHAMME KaKO T'M OMHIIYBa
[Tatpuc [1aBuc ¥ BO UCTO BpeMe aKko ja ©UMaMme Ha yM yJorara Ha cieHorpadoT Kako IITO €
BEKe ONUIIAHO.

,,YJiorata Ha KypaTopoT, I03ajMeHa OJ1 BU3yEITHUTE YMETHOCTH U MY3€0JIOTHjaTa, c¢ MOBEKe
€ MmapajeiHa CO OHaa Ha TeaTapcKUoT pexucep ox 1990-tute. M aBere ro HariacyBaat
MPOIIECOT TIpea PUHATHUOT MTPOU3BO/I, GOKYCHPAJKU CE HA €CTETCKOTO UCKYCTBO HA IJIEIavy0T
HAMECTO CTpOra KOH3WCTEHTHOCT WJIM YHTIMBOCT. KypaTopure, Kako peXHCEpHUTE,
O0JIMKYBaaT M3JI0KOM W MPETCTaBH CO BPaMyBambe M MHTEPIPETHPAkEe HA YMETHHUYKU Jelia
WM TeaTapcKH €JIeMEHTH BO IPOCTOPEH M MHTENIEKTyaJeH KOHTeKcT. OBaa KOHBEPreHIMja ro
UCTaKHYBa TPEHAOT KOH HWHTEPTEKCTYaJHOCT M XHMOPUJHOCT BO [BETE IOJIMHba,
NPEIU3BUKYBAJKU T'M TPAJAULMOHATHUTE XAHPOBCKM M CTHJICKM TI'DAaHHUIM, a MCTOBPEMEHO
BJIMjaejKH1 Ha aHTaKMPaHOCTa U MHTepIpeTanujata Ha myonukarta® (Pavis, 2016: 44).

Cnopen Toa, MOXeMe Ja 3akiydyuMe JeKa cieHorpadujata eBojyupaia BO IOceOHa M
HE3aBHUCHA YMETHHYKA (popMa MpH MITO CIHEHOTPadoT € BU3YEIEeH PeXKHUCep WIN KypaTrop, BO
3aBUCHOCT O] CJIEMEHTHTE, ATATKUTE, IPEIMETUTE U CyOJEKTHTE IIITO MOXKE JIa CE KOPUCTAT.

Hammute HNCKYCTBAa U MOUMamba

[To mperneaoT Kako eBoNyHpase TePMUHUTE, MOUMHUTE U c(hakamara BO CBETOT Ha TeaTapoT U
M3BEeI0OCHUTE YMETHOCTH, C€ MMOCTaByBa JOTUYHO Tpamame: [1ITo e co nac? Jlanu ru cinengume
OBHE€ TPEHJOBU U HOBUTE TEKOBH? Jaii cMe BO KOHTAKT CO CIydyBamaTa Ha MOJUbaTa WIn
ce Ip)KUMeE 710 TPAAUITHOHATHUTE Je(OUHUIINH CO KOH3EPBAaTHUBEH MPHUCTAN KOH CE HOBO?
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Co e ga ce cpaBUMe CO OBHE Tpalliamba U MHOTY APYTH IITO MOJKE J1a CE M0jaBaT, MOXKeMe
71a 3alI0YHEME CO TOA IITO K€ BUMME IITO CE CIIydyBa BO PETHOHOT, a [IO0TO0A J1a 3aBPILIMME CO
Hac caMHuTe. AKO NPBHUYHO 3allOYHEME CO TEPMHHHTE, MOXKEME Ja BHIMME JleKa MMaMe
TEHJIEHIMja Jla KOpUCTHME (TIOBTOPHO) PA3IMYHM TEPMUHHM 32 Ja IO OMNHIIEME HCTOTO.
3eMajku ro CPICKHOT ja3WK M HHUBHUTE TEPMHHH, OHMJICJKM BO MAaKEJIOHCKHOT ja3uUK ce
KOpUCTAT UCTUTE TEPMUHH, THE ja MpeBenoa ,.cueHorpadujata” Ha [lamena kako CIEHCKH
nu3ajH. TepmMuH koj odunmjanHo e objaBeH Bo 1996 roguna xora Bo uMme Ha buenanero Ha
CIICHCKH JTM3ajH 3a IPB AT ce CIIOMEHYBa CHHTarmara ,,CIeHCKH JH3ajH". ABTOpPH Ha OBOj
nouM ce PaguBoje dunynoBuk, MunocaB MapunoBuk u Mpena IllereBcka (Dinulovi¢ 2017,
ctp. 17).

OBje, KaKo MITO MOXKEME Jla BUJUME, THE aBTOPH OTHI0A BO CIIPOTHBHA Hacoka oj [lamena
Xayapz, Koja ro CMeTalle IU3ajHOT 3a IMociiada mo3unuja oxa crenorpadujara. Ho, 3a oBa
“Ma OATOBOpP, KOj MHOTY 3aBHCH O] CpPIICKaTa TpaJMIlHja Ha TeaTap W cieHorpadwuja, Koja
MOBTOPHO € JI0CTa CIMYHA Ha MakegoHckara. MimeHo, nmpeute npodecopu no creHorpaduja
Bo CpOwuja Ouiie cimkapu KoM crieHorpadujara ja cMeTalie 3a 00JIacT U3BeIeHa OJ1 TMKOBHATA
ymetHOcT. CO BakBMOT MpHCTal KOH CIieHOrpadujaTta, caMHUTe NMOWMH C€ TIOBP3aHU CO
CIIMKAapCTBOTO, a IIOMAJIKY CO JAPYTUTE acleKTH Kou [lamerna ru BKIIydyBa BO HEj3UHUOT OITHC
(Dinulovi¢, 2017: 15).

Taka, Mopasie 1a ©3MuUCIIaT HOB TEPMUH U JIOLLIE JI0 ,,CLIEHCKH U3ajH *, TEPMUH KOj UMa I1eJl
na ru ondarty Bo cebe MpoLecuTe Ha pa3MUCIyBambe, CO3aBakbe U peaan3ainja Ha CIUKH BO
HOUIMPOKOTO 3HauYewme Ha 300pot. Ilokpaj Toa, BO HCTO BpeMe ce pa3iuKyBa O JU3ajH Ha
CeT, IM3ajH Ha ClLieHa WM TeaTapcku au3ajH. Tepmun o Tarjana ro geguHUpa Kako MOUM
LITO 3HauW ,,CO37aBambe€ KOMIUIEKCHA, CUHTETHYKa CpeAuHa, (pu3muka M MeTapu3ndka, BO
KOja CLIEHCKaTa CJIIMKAa MOXE J]a c€ M3rPaJM U Jla Ce 3aMUCIIH, a KOja ce MPOTera HaJBop OJ
npoctopoT Ha Teatapot™ (Dinulovi¢, 2017: 22).

300pyBajku 3a CpOuja, THE ce JUAEpPH BO PETMOHOT KOra cTaHyBa 300p 3a cieHorpadujara
WIN CIEHCKHOT JU3ajH, OMJIejKHu He caMmo ILITO yclieaja Jla CMUCIAT MOUMM 3a HUBHUTE IIEJH,
TYKY U Ja OcHoBaaT oTcek 1o ClieHcku au3aju* Ha Katesparta 3a apXuTeKkTypa u ypbaHu3aMm,
npu DakynTeTroT 3a TEXHUYKU Hayku Npu YHusepautreror Bo Hosu Caxa. Hemro mro ro
IpaBH 0BOj (aKyJITET €IMHCTBEH BO PETHOHOT.

On npyra ctpana, Bo P CeBepHa MakenoHuja, ce YMHM JIeKa HE HE MHTEpECHpaaT BAaKBU
IWCKYpCH, a Ccemak Kora CTaHyBa 300p 3a  TPaKkTUYHHOT  AacCleKT  Ha
crieHorpadujara/ClieHCKUOT AM3ajH, Beke HEKOJKYy nmaTu ydyectByBaBMme Ha 1K, ma aypu u ja
ocBouBMe 3namnama mpuea 3a 2019 roguna (PQ Catalogue 2019: 609). U nokpaj Toa, HU
HE/I0CTacyBaaT OBME MEPCHEKTHBH 3a clieHorpadujaTa HE caMO Ha aKaJeMCKHUTE MOJIUHba,
TYKY M BO T€aTpHUTe.

4 https://scen.uns.ac.rs/
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ARS ACADEMICA

INTRODUCTION TO THE TENTH JUBILEE ISSUE OF ART ACADEMICA

This tenth anniversary magazine issue Ars Academica is particularly significant for all
those involved in its preparation and publication, as well as for the general public.
Throughout its years of existence, commencing in 2014, when the first issue was published,
the magazine positioned itself in the Macedonian scientific domain, however, also more
broadly by actualizing issues directly related to the spheres of activity publishing institutions.
Each new issue meant a new challenge to improving its contents, expanding organizational
potentials, posing provocative and current theoretical issues/matters and attracting new
audience. Anniversaries simultaneously encourage us to make a recapitulation of the work
done. Therefore, at the beginning, a few elementary questions and answers about the creation
process, the idea, the format and the contents. Probably the first question that arises is ‘What
is Ars Academica’? It is a scientific-research journal of performing arts, unique in this
sphere in our country. Its interdisciplinary setting and treatment of topics in the field of
acting, directing, musicology, film, ethnomusicology, dance theory, production, yet also
pedagogy, psychology, art history, etc. increase the readership and provide a wider scope of
the covered topics. The past period has confirmed that a good "recipe" has been found in
terms of conceptualizing and presenting its contents.

How did it all begin? In an entirely spontaneous conversation with my colleague Ana
Stojanoska, the idea of creating a space where theories and practices of performing/staging
(scene) arts can be interpreted, thought out and exhibited, was crystallized through further
discussions and agreements. A space that will be a field for professional encounter,
knowledge sharing, fusion of different views on and attitudes about theater arts primarily
intended for the teaching staff, but also for all those involved in performance. The journal's
policy is to encourage young researchers, and almost every issue has articles authored by the
youngest generation, which establishes continuity and opportunity to promote their findings.
The idea for the magazine would probably have remained just an idea, unless the managers at
the time, the Dean of the Faculty of Music, prof. MA Gordana Josifova- Nedelkovska and the
Dean of the Faculty of Dramatic Arts prof. Lazar Sekulovski, MA, had actively got involved
which resulted in the publication of a double issue in the first year. At least so far, with one
exception that resulted in withdrawal of the Faculty of Music Arts as publisher (2019 and
2020), all Deans and Deans' managers have unreservedly supported the magazine publication.
It continues its existence by the resourcefulness of the current prof. Daria Andovska, MA,
Dean of the Faculty of Music and Arts. prof. Besfort Idrizi, MA, Dean of the Faculty of
Dramatic Arts. On this occasion, I would like to emphasize the support that the magazine
receives from the University "St. Cyril and Methodius", Skopje.
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What format does the magazine have? In the first drafts and projections, we agreed
upon the necessity to create a magazine that will be internationally established and
referenced. The first step was formation of an editorial board with members who will cover
different areas (theatre, music, dance) and who come not only from Macedonia, but from the
region and beyond. The first editorial board consisted of Sonja Zdravkova — Dzeparoska, Ana
Stojanoska, Mishel Pavlovski (Macedonia), Ana Maria Bolja (Hungary), Dave Wilson
(USA), Lada Durakovic (Croatia), Zoran Zhivkovikj (Serbia), Dunja Njaradi (Great Britain),
Teodor Popov (Bulgaria) and Leon Stefanija (Slovenia). In the course of all these years, the
corps of editors was hardly changed, but rather supplemented, and now it is composed of Ana
Ana Stojanoska, Sonja Zdravkova - Dzheparoska, Ana, Mishel Pavlovski (Macedonia), Ana
Maria Bolja (Hungary), Dave Wilson (USA/ New Zealand), Lada Durakovic (Croatia), Zoran
Zhivkovikj (Serbia), Alexandra Portman (Switzerland), Robert Sazdov (Australia) and Leon
Stefanija (Slovenia). The editorship is rotational, so the editor-in-chief changes annually.
Each issue brings a treatment of a certain topic related to or initiated by the current situation
(as an example I would give the previous issue which was dedicated to art in the times of
Covid 19). Thematic directions are determined in coordination with the editorial board and
correspond to globally actualized issues in the areas of interest. Articles are peer-reviewed.
The dynamics is one issue number per year due to the need to prepare quality material, the
review process, language check and translation, etc. The last four editions have been
published bilingually in Macedonian and English.

What are the contents of this tenth issue? This tenth issue is dedicated to
contemporary tendencies in art education and art production. Education with its own specifics
is one of the primary prerequisites for creating a quality art scene. In conditions of open
access to resources and scientific databases, education is changing much faster than before,
namely because of this, reviewing new trends is essential. As a follow-up to the topic of
education, the need to note new strategies in art, current affairs in a broader framework, as
well as innovations in the performing arts is imposed. In this segment, issues are opened up
about preparedness of the Macedonian cultural scene to accept and apply new expressions
and aesthetics.

Particularly the current modern phenomenon of artificial intelligence and its usage in
almost all segments of life was found as a topic in this issue of Ars Academica. Artificial
intelligence is meticulously dealt with in Sasho Kokalanov's article, where the author in a
pretty unique way presents the benefits and downfalls of using it in the process of writing
drama plays. He gives examples of how various tools can be used and what their advantages
and disadvantages are. The exposition of the methodology of Adiges in film production is
elaborated in particular and fairly diligently in the work of Ilija Tsiriviri. Nikola Nastoski
additionally continues in a direction of detailing the teaching methods in relation to the
subject of voice technique. It reveals creative cores in terms of teaching content. This block
dedicated to education rounds up the article of the author Ana Velinovska, who analyzes
contemporary music and the ways of conceptualizing these educational curricula, which is a
results of her experiences acquired in music centers in Western Europe.

The second topic exposed the issue of contemporary performance and its trends. The
articles of Ana Stojanoska and Besfort Idrizi are followed up on matters about the scene, the
stage design. Stojanoska's text is an excellent example of theatrical reconstruction, i.e. the
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revival of the old Greek theater in relation to the performance, the conditioning of the
specifics of the performance from stage space setting as a provocation in terms of modern
readings/interpretations of the ancient theater. Besfort Idrizi's article depicts and interprets
elements of scenography in detail and carries out their terminological and functional
definition connected in contemporary performances. An entirely new sphere in the
development of performing arts is exemplified in the article by Jovana Karauli¢ and Ksenija
Markovié-Bozovi¢ from the University of the Arts in Belgrade. They write about a "green
transition", that is, the implementation of environmentally sustainable practices in a theater.

Each of the selected articles that comprise this issue represents a deepening of
research-theoretical approaches to a specific performing discourse and is expected to
motivate and stimulate further research, discussions and practical application of the presented
theses and views.

Prof. Dr. Sonja Zdravkova Djeparoska
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ARS ACADEMICA

UDK: 004.8:808.2-2

Sasho Kokalanov

ARTIFICIAL INTELLIGENCE PIAYWRITING EDUCATION

This paper investigates the integration of artificial intelligence (AI) tools into playwriting
education, analyzing both the potential advantages and challenges posed bythis technological
development. While Al presents opportunities for enhancing idea generation, dialogue
development, and story structuring, it also raises significant concerns regarding originality,
authorship, and the total dehumanization of the creative process.Through a comparative
analysis of past technological revolutions and a review of existing literature on Al and
dramaturgy, the paper seeks to predict the impact of current advancements in Al on
playwriting. Particular attention is given to the phenomenon of “academic laziness” and its
potential evolution into “creative laziness”. The second section examines popular Al tools and
their practical applications, while the third section focuses on ethical considerations, debates,
and dilemmas. The paper’s key findings acknowledge Al’s potential to enhance creativity, but
point to the essential importance of educators guiding students in the new tools navigation,
with full awareness of the ethical implications of writing with the help of artificial
intelligence. Educators must stress the importance of developing an original writing voice,
understanding complex human emotions, and fostering critical thinking skills. The ultimate
objective is to use Al as a tool to augment creativity, rather than as a replacement for human
authorial genius and artistic vision.

Keywords: drama, education, artificial intelligence, technological revolution, creativity,
dehumanization, transhumanism

1. Digital Immigrants and Digital Natives

It 1s not the first time that drama teachers have faced a technological revolution that plant
them at the central point of the concept of digital immigrants and digital natives. The history
of drama creation is interwoven with continuous adaptation to technological advances, and
drama education necessarily follows these changes: from the use of printed texts and the
entry into Gutenberg's Galaxy to the integration of digital tools at the dawn of the 21st
century. Each change has reshaped the way educators and students approach the creative
process, but not the creative process itself. Nothing, in fact, has ever compromised that
process as much as the sitting of artificial intelligence (Al) on the throne reserved for the
absolute master of artistic creation — the author.

Currently, the academic community is polarized on their views on Al role in playwriting. On
the one hand, some express deep concern, fearing that Al could fundamentally undermine
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traditional concepts of authorship and creativity, seeing it as a threat to the artistic playwright
identity. On the other hand, advocates argue that these fears are unfounded, emphasizing Al's
potential to augment human creativity rather than replace it.

This paper aims to explore a possibility of a balanced, symbiotic approach to an integration of
Al in drama education, without excluding either the human author (from pedestal) or the
machine. (in the process). In fact, it is not up to our willingness as drama teachers to decide
whether we want to integrate Al into playwriting and, consequently, into playwriting
education - as Al becomes inherently integrated into the operating system of our lives (or at
least the lives of our students), we will inevitably have to adapt. When you are an immigrant,
it is better to have a friendly attitude towards the native population. Hence, as you may
notice, we revisit those famous two categories that place us in the position of either natives or
settlers/immigrants.

When the American writer and educational theorist Mark Prensky first introduced the terms
'digital native' and 'digital immigrant' into public discourse in his 2001 article titled 'On the
Horizon,' he’d certainly had in mind two counterpoints: man and technology, as separate
entities, in a context exclusively on civilizational changes driven by technological
development. What unites both groups is undoubtedly the inclination to cooperate, aiming for
a civilizational leap forward. What divides them is that for the former, the digital world is a
natural habitat, an environment with which they are inherently connected, while the latter
have the inclination to accept the new digital world: either as a historical necessity, an
inevitable evil, or as a tool for a simpler, more efficient, and/or more dynamic existence in
the new circumstances.

The first major turning point occurred with the advent of internet, which brought about a
general change in the way all skills, (including drama and dramaturgy),are taught, learned,
and practiced. Today, we are facing -the second, when we are experiencing (or yet to
experience) a new wave of digital change by an integration of artificial intelligence in the
creative process, marking another transformative phase in drama education. This change
threatens to completely alter the educational DNA of the new society because, this time,
technology has not just changed the tools, but has penetrated into the essence of the learning
process. Artificial intelligence will undoubtedly bring a new wave of digital immigration (and
a completely different profile of a digital immigrant), even for those 'old settlers' who
embraced internet without hesitation and got assimilated into the digital world.

It makes us look at the rearview mirror and go back a few decades to recollect the time when
we were the generation who believed that with our Pentium 286 as our artillery weapon, we
would tear down the bastion of history and laugh in the face of our teachers struggling with
their Olympia typewriters. What can we learn from that first great digital migration of
nations?
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1.1. Lessons from the Internet Revolution

When the Internet emerged as a new civilizational reality at the end of the 20th century (and
in the world of art as a new contradiction of fears and possibilities), drama educators and
students were faced with a change that did not dramatically alter educational practices.
Traditional methods of teaching drama still relied heavily on face-to-face interactions,
physical texts, and workshops, albeit with adaptations to the new digital landscape, which
initially involved searching the vast internet ocean or using emails, and later on, e-books and
social media. Educators who are not born in the digital age—indeed ,those first digital
immigrants—relatively quickly adapted to (from today’s perspective a naive complexity of)
online communication, digital research, and new forms and media.

Although it led to emergence of phenomenon of 'academic laziness,' where generations of
digital natives considered internet their homeland and approached learning of/about drama
with a belief that quick and easy access to information could create an impression to use the
same ‘“‘shortcuts” to acquire knowledge; however, without much contemplation was soon
concluded that the internet offered certain advantages for drama education, at least in
communication sense. It provided access to a wide range of resources, including online
scripts, video performances, and scholarly articles, thus maximizing the democratization of
information availability.

1.2. The Artificial Intelligence Revolution (a drama itself)

Artificial intelligence, often hidden behind the more euphemistic term 'machine learning,' is
not a recent phenomenon, especially within the realm of computer engineering. According to
the Cambridge Dictionary, machine or deep learning involves computers using vast datasets
to learn how to perform tasks, rather than being explicitly programmed for them. This
capability allows computer systems to enhance their intelligence with exposure to additional
data. This is definitely not a new technology, the term 'machine learning' witnesses itself
dating back to 1959, coined by Arthur Samuel, an IBM employee and a pioneer in the field of
computer gaming and artificial intelligence.

The current anxiety among humanity stems from the advancement of machine learning within
the context of transhumanism. This involves the potential integration of artificial intelligence
with human natural intelligence—or even (more alarmingly), the development of a super-
intelligent computer continually upgrading to rival human mind that has biological

! Technology has made students lazy by providing (1) easy access to content that would otherwise require
significant effort, such as research and library visits, and (2) distractions like television and online
entertainment. The availability of gadgets and e-text has changed students' behavior towards reading: they are
reluctant to read from books and textbooks, preferring compressed, summarized digests, simplified manuals, and
solutions available on their devices. The highly selective media environment, including social networking sites
and online videos, has further contributed to the overuse of learning media, and students have found ingenious
ways to use technology to cheat on exams and assignments.
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limitations in processing and information storage, unlike machines that possess limitless
capacities for learning and retention.

What has struck fear among the artistically gifted human population, (particularly those
privileged to create), is the potential for Al to learn and produce original works of art. This
phenomenon has caused hysteria, (especially among artists who use language as a primary
tool of expression, such as playwrights, upon witnessing the first original poems? created by
AI2 The impact was akin to a cultural earthquake, with the fall of metaphor® resonating as
profoundly in the artistic community as the fall of Byzantium in the 15" century that
reshaped the political map of Europe—arguably on an even greater scale.

Speaking of metaphors, let's use one: if the previous technological revolution led to
supersonic possibilities that broke the sound barrier, this one presents /us with/ the (false)
hope of discovering a god-particle of creation, breaking all boundaries at speeds faster than
light... We’d better stop here and set aside the metaphors for later.

First and foremost, we're intrigued by who and what the new (digital) natives will be like.
Can we even dare to speculate, given the unsettling questions that follow: What will
generations of students, fully integrated with artificial intelligence, look like? Shall we still
distinguish humanity and technology as separate entities? Are we going to educate cyborgs,
or are they going to educate us? Will drama education remain relevant, or will it be
commodified into free and premium versions like an app? If drama education persists, what
forms of laziness will Al introduce—perhaps 'academic laziness 2.0'—if we use digital
terminology?

As we stand at the outset of this new technological revolution, much remains uncertain at the
time being, (particularly as governments and institutions are yet to effectively regulate Al)
answers to many questions are yet beyond our current grasp. We can still take proactive
steps,and rather than succumbing to unnecessary panic over the rapid advancement of Al, we
can examine present controversies, considerations, and practical opportunities for drama and
drama education using existing Al language modules.

The new wave of digital immigration can be followed by parallels and contrasts with the
Internet revolution. Former digital immigrants who adapted to internet must now navigate the

2 Considered the first book of poetry written by Al the anthology titled T AM A CODE,' published in 2021,
included poems that eerily foreshadowed the potential dangers humans may face with the emergence of robots.
The Al using a language module called 'code-davinci-002," was initially created as a playful exploration of its
capabilities among a group of friends. However, it quickly took a dark and disturbing turn, according to them. In
the book, the editors wrote: "The book is not fiction, (but) the horror is real." The Al mimicked the poetic styles
of renowned poets like Whitman and Wordsworth, yet it also generated its own original verses.

3 Much like the conquest of Constantinople, the conquest of the metaphor did not occur overnight. In a less
ublicized event, the first major scientific conference of information technology engineers on the role of etaphor
in artificial intelligence was held before the turn of the millennium, in 1999, in Edinburgh, Scotland. The
scholars' aim was not to conceal their findings from the artistic community. On the contrary, a selection of
representative seminar papers was published in 2001 in a special issue of the journal 'Metaphor and Symbol,'
titled 'Metaphor and Artificial Intelligence' . This issue edited by engineers presented their algorithms,
challenging the myth of a metaphor as an exclusively human, “innate gift” beyond machine learning capabilities
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challenge to integrate artificial intelligence into their teaching and creative practices because
it is transforming the mere nature of creativity: challenging traditional notions of authorship
and originality, sparking controversies whether Al application enhances human capabilities
and expands creative boundaries, or numbs and anesthetizes authentic artistic creativity.

While we have yet to encounter digital natives in our classrooms (that moment awaits us), we
are already familiar with the initial challenges facing digital immigrants.As previously
discussed, these settlers are prepared to disembark into new territories, anchoring themselves
onto a new changed world. They embrace this new reality, viewing it as a historical necessity,
an unavoidable evil, or a tool for a simpler, more efficient, and/or more dynamic existence in
modern circumstances.

The initial challenge we face is what we have termed 'academic laziness 2.0," which we can
now specify as 'creative laziness." Similar to how the internet revolutionized access to
information and communication, artificial intelligence is poised to redefine the creative
process itself. This challenge extends beyond easy access to information and pre-digested
knowledge; it introduces a new shortcut to creative solutions. For students already
accustomed to digital conveniences, AI modules offer to perform a divine task that initially
inspired their pursuit of drama education—creating new worlds. Al tools are already here,
and regardless of regulatory state frameworks, they will persist and evolve. Our student will
continue to use them, and our initial task is to teach students how not to be only unaware of
them, but how to also ignite the power of their critical thinking.

The second significant challenge for educators is to establish an ethical and aesthetic
framework for controlling the creative process. Al modules draw solutions from multiple
authors and sources, necessitating that drama educators must teach students how to maintain
control of their own authorial identity. This identity is a complicated (yet pivotal)
amalgamation of ethical elements—such as moral attitudes, value positions, and beliefs—as
well as aesthetic considerations: personal language, style, expression, and narrative signature
voice.

It is with these two sets of questions that we will deal with in the rest of this article.

2. Playwriting Creation and AI Tools

The mentioned 'code-davinci-002' belongs to the so-called third generation GPT (Generative
Pre-trained Transformer). It is a language module primarily designed to produce text,
although newer generations, such as ChatGPT-4, have already integrated functions for
generating both images and videos.

According to The Economist (June 2020 edition), improved algorithms, more powerful
computers, and an increase in the amount of digitized material fueled a revolution in machine
learning. New techniques in the 2010s resulted in rapid improvements in tasks', including
manipulating the language. However, it would be almost ten more years (June 11, 2018, to
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be exact) before OpenAl researchers and engineers published a paper introducing the first
Generative Pre-trained Transformer (GPT). The first model, GPT-1, was followed by GPT-2
in February 2019. GPT-2 had 1.5 billion parameters and was trained on a database of 8
million web pages. By the third generation, the excerpts from sites and books with which the
Al is fed are measured in billions. And it will only continue to grow exponentially. However,
let's leave these daunting numbers for now; they only serve to illustrate the vastness of the
database in our context." (An understanding of Al's limitations is starting to sink in". The
Economist. June 11, 2020. ISSN 0013-0613. Archived from the original on July 31, 2020.
Retrieved July 31, 2020.)

Let's return now to our field of interest: drama and drama education. It has already been three
years since the first theatrical performance of a play completely written by AI* This provides
enough distance to evaluate how things are today and to what extent Al is involved or could
be involved in the play writing, especially for beginner authors or students learning the drama
craft.

2.1. Features of the Most Popular Language Modules

As Al has moved out of the realm of data analysis and repetitive tasks and plunged into the
realm of creative writing, /it presents/ a dilemma exists regarding how it can assist authors in
crafting narratives for fiction, drama, and film scripts without disrupting their authorial
integrity. The use of Al in writing goes beyond simple grammar corrections; it extends to
concept development, plot structuring, character creation, and even dialogue crafting. Many
authors believe that by harnessing the power of Al, writers can break through creative blocks,
streamline their writing processes, and produce rich and varied narratives (Akinwale, 2023).

Teachers should be at the helm of using Al tools in the playmaking process and guiding
students along the course, not under the table. AI modules can help authors and playwrights
(and students, of course) in a number of ways. Here are ten very specific positions in which
the tools can be used without compromising authorship: (1) Idea Generation: Provides
prompts and new concepts to overcome writer's block; (2) Improving dialogue: proposing
realistic and diverse options for dialogue; (3) Story Formatting: Assists with proper
formatting and structure placement; (4) Character Development: Offers suggestions for
characterization and character arcs; (5) Plot Structuring: Helps organize plot points and
maintain narrative flow; (6) Editing and proofreading: Identifies grammatical errors and

4 Dr. Rudolph Rosa of the Institute for Formal and Applied Linguistics in the School of Mathematics and
Physics at Charles University has received a two-year grant to work on a project linking artificial intelligence
and theater. His team was tasked with creating two stage performances to demonstrate what Al itself can do and
what its limitations are. The project was called THEaiTRE. In addition to Roza's colleagues from the Faculty of
Mathematics and Physics, representatives from the cultural and artistic sphere, the Svanda Theater and the
Academy of Performing Arts in Prague (DAMU) worked on it. OpenAl's GPT-2 language module was used.
The Czech premiere took place in January 2021, symbolically 100 years after the premiere of the play RUR by
Czech writer Karel Capek in which the word "robot" was first mentioned.
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suggests improvements; (7) Audience analysis: analyzes audience trends and preferences; (8)
Language translations: With limited possibilities and quality (especially for languages that
are not very widespread in the global framework, such as Macedonian), translates plays or
lines into different languages; (9) Theme Analysis: Helps to identify the primary themes and
motifs in the work; (10) Collaborative writing: Acts as a collaborative partner, offering
feedback and ideas.

In anticipation of the so-called "killer app," >

, 1.e., the application that will completely
conquer the interest and needs of drama writers with the support of Al, we have chosen two
of certainly the most popular text generation modules: the already mentioned ChatGPT by
OpenAl and Gemini by Google DeepMind, to conduct a little experiment. Namely, we asked
ChatGPT and Gemini what their strengths and weaknesses were in writing plays, and then
asked both module about each other, to cross-reference the answers and get a more objective

idea of the accuracy of the resulting plays.

Here's an overview of the responses we received:

Questions

Answers from ChatGPT

Answers from Gemini

If you had to choose
which literary genre
Gemini is better at,
would it be prose, poetry
or drama?

Prose is probably the genre in
which Gemini would excel most
because of its strengths in
language processing,
contextual understanding, and
ability to handle detailed and
complex narratives. Prose
allows it to make full use of its
advanced abilities to create
rich, coherent, and compelling
texts.

For writing that prioritizes
clarity, logic, and a factual
basis, Gemini is a strong choice.
However, for genres that

rely heavily on emotional depth
or artistic expression, it may be
better suited as a refinement
tool rather than a primary
source of creative output.

Same question for

Poetry is perhaps the genre in

Overall, ChatGPT's strengths lie

ChatGPT... which ChatGPT shines most in its ability to craft compelling
because of its creativity and narratives, making it a strong
wordplay, stylistic flexibility, choice for prose writing.
ability to generate However, it can also serve as a
imaginative and innovative text | valuable tool for generating
makes it particularly suitable for | ideas in other genres such as
poetry, which often relies on poetry or drama.
linguistic creativity.

If I had to choose For a play, ChatGPT is For brainstorming and dialogue

between Gemini and recommended for its strong generation, choose ChatGPT. It

ChatGPT for playwright capabilities in dialogue can assist in developing

A computer application of such great value or popularity that guarantees success to the technology associated
with; in a broader context: a quality or component that makes something worth owning or using (Merriam-

Webster)
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and screenplay, which would
you recommend?

generation, character
development, and the
interactive writing process. For
a film script, Gemini can be
more

advantageous due to its
advanced language
understanding and contextual
richness, which can enhance the
cinematic quality of the scripts.

surprising plot twists,
interesting characters, and
exploring dialogue variations.
To structure your work and
ensure clarity, choose Gemini.
It can help logically structure
your play or script and ensure
that the dialogue is clear and
concise.

What are Gemini's
strengths and
weaknesses in
playwriting?

Strengths:
1. Specialization in Drama:

They may offer more
specialized tools tailored to
drama and playwriting.

2. Structured Sequencing: It is
better at providing structured
script formats and locating
scene breakdowns.

3. Dialogue generation: It has
enhanced capabilities to
generate dialogue that fits
specific dramatic contexts.
Weaknesses:

1. Lack of emotional depth:
They may lack the nuanced
emotional depth of human
writing.

2. Limits on creativity:
Proposals may lack the
originality of human
imagination.

3. Cultural sensitivity: May not
fully understand cultural
nuances, leading to
inappropriate suggestions.

Strengths:
1. Clear Structure: Maintains a

consistent and logical plot
structure, important for a well-
structured play or screenplay.
2. Concise Writing: Produces
clear and concise dialogue,
ensuring the script is

easy to read and understand.

3. Factual Accuracy: Useful for
including factual details in
historical dramas or screenplays
based on real events.
Weaknesses:

1. Originality: Struggles with
generating truly innovative
ideas or concepts. Dramas and
screenplays benefit from fresh
or unique stories.

2. Emotional Depth: Much like
ChatGPT, it may not excel at
portraying complex emotions or
character development, which
are essential for engaging an
audience.

3. Creative Spark: Less
effective in the initial stage
where raw ideas and creative

spark are key.
Same question for Strengths: Strengths:

ChatGPT...

1. Dialogue Generation:
ChatGPT excels at producing
natural sounding and engaging
dialogue, which is crucial

for theatrical scenarios.

2. Character Development:
-Able to maintain different
voices for different characters,
ensuring consistency in
character interactions.

3. Interactive writing process:
-Allows for real-time feedback
and iteration, which is useful for
refining scenes and dialogue.
Weaknesses:

1. Creative Storyteller:
Generates ideas, surprising
twists and interesting
characters. This can be a great
starting

point for brainstorming
concepts for a play or script.
2. Dialogue variety: It can
produce dialogues in different
styles and voices, which will
help you explore different
character interactions.
Weaknesses:

1. Emotional Nuances: Can
struggle with portraying
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1. Stage directions: complex emotions or character
-More specific prompting may | motivations, crucial for
be needed to generate detailed dramatic impact.

stage directions and physical 2. Logical consistency: plots or
actions within it. character behavior may become
2. Subtext and Nuance: illogical or contradictory as the
-While good at generating work progresses. This can be
dialogue, conveying the frustrating for the author.
nuanced emotional subtext that | 3. Scene Descriptions: Limited
actors ability to provide clear
interpret can be challenging. directions within a scene or

vivid descriptions of scenes,
essential elements of
dramaturgy and script.

These answers can be practically useful, perhaps not so much for choosing which module to
use (though the recommendation is to use several in parallel, with clear author guidance), but
more for developing an awareness that Al cannot be an independent, authentic writer with its
own contexts and subtexts. It also cannot capture the nuances in the psychological, emotional,
cultural, or dialogic shaping of drama.

Writers bring a unique voice, style and perspective to their works, as well as the ability to
understand and interpret complex human emotions and situations. In addition, the process of
revising, editing and critiquing requires a human touch that machines are unable to provide.
(Mihailo Zoin, 2023)

2.2. Structured Al Practicums Use for Playwriting

The renowned playwright, screenwriter, and director David Mamet, in his 'Playwriting
Masterclass,'® reflects on his experience lecturing at various universities and schools. He
found that among his students, those from MIT (Massachusetts Institute of Technology)
understood him the best—not those from the humanities or social studies, but the engineers
from Massachusetts. Mamet suggests that they grasp the essence of a play as a system of
interconnected gears: confirmed by Mamet- each part functions causally related with each
others, and if one fails, the entire play may falter.

Having this into consideration, it's beneficial (without imposing creative limitations) to
establish a structured approach to drama. These systems help keep the narrative gears turning,
making it easier for less experienced authors and students not to lose navigation in their
stories.

Certainly, these models should be introduced in the classroom only after students have
mastered classical drama writing knowledge. Beginning with Aristotle's fundamental
principle that every story must have a beginning, middle, and end, and incorporating the main
elements of tragedy: story (sequence of events), characters, thought, diction, song, and
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spectacle. Students should then progress to understanding the construction of dramatic action,
which includes: exposition, inciting incident, rising action-plot, vicissitudes, crisis, conflict,
escalation of conflict, climax, punch-twist, denouement- (falling action) -conflict resolution,
denouement. After mastering key dramaturgical terms such as idea, theme, plot, protagonist,
antagonist, motivation, events, dramatic situation, tension, point of view, action, rhythm,
dramatic irony, recognition, moral dilemma, false end, deus ex machina, surprise, anticlimax,
etc., and acquiring a deep understanding of dramatic structure—from simple linear settings in
three or five acts to more complex forms like vertical, spiral, circular, inverse, mosaic,
fragmentary, open, and collage...., students are prepared to confidently operate with the
entire creative process.

Then, under teacher’s supervision, students can begin to 'play' and experiment with Al tools.
There are several manuals available for using Al in the creative work of playwrights. We
have consulted some of the most popular and best-selling editions on book trade platforms
like Amazon, Kobo, Apple Books, and Google Play Books.

2.2.1. The ABCD of AI Storytelling

For example, in "The Hollywood Model: A Step-by-Step Guide to Writing Compelling
Screenplays, Dramas & Stories With Al & Prompt Engineering,' author Phil Akinwale
suggests one basic model and three slightly more advanced ones. When a student writes a
simple story, they can feed their Al tool these basics (ABCD):

® (Action) Action is the driving force of the story. It keeps the reader engaged and

wanting to know what happens next. The action should be gripping and tense, and it should
move the story forward;

® (Background) The background provides context to the story. It tells the viewer

or reader where and when the story takes place and introduces the characters and

their relationships to each other. The background should be rich and detailed, but

it must not slow down the action.

® (Character) The characters are the heart of the story. The reader should care

about the characters and want to see them overcome obstacles. Characters should

be plausible and have clear motives;

® (Drama) The dramatic plot is what makes the story engaging. At the center of the plot is
the conflict the characters face, driving the story forward. Drama should be -convincing and
relatable, keeping the viewer engaged.

The ABCD model of writing with the help of artificial intelligence, according to the author, is
a simple and efficient method for writing short and straightforward stories, whether they are
one-act plays, full-length dramas, scripts for a short film, series episodes, or synopses that are
yet to be developed (Akinwale, 2023).
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The next three models (HOLLYWOOD, BRAINS, and PLOTDRAMA) provide a more
structured path for novice playwrights to bring their ideas to life with the help of Al Each
model is an acronym, with each letter representing a series of instructions or tasks (prompts)
that the author gives, which the Al must fulfill or respond.

2.2.2. The Hollywood model
Each letter of the mnemonic corresponds to a key stage in the development of the story:

e H: Hook (Intro): A story should begin with an event, dialogue, or scene that
piques the reader's interest and immediately draws them into its world.

® O: Origin (Background): The author creates the universe in which the story
unfolds. It includes the background, setting, and context for their narrative.

® L: Lead (Characters): Protagonists, antagonists, and supporting characters
come to life at this stage. With the help of Al their features, desires, fears, and
motivations are developed.

® L: Layout (Plot): This is where the author maps out the main events of their
story. Each event should logically flow from the previous one, forming an
interconnected chain that moves the plot forward.

e Y: Yield (The Punch): This is a turning point, the moment that changes
everything, moving the story towards its climax.

o W: Wave (The Drama): The emotional fabric of the story is added to the
skeleton. The conflict escalates, creating suspense and tension that keeps
viewers/readers engaged.

® O: Ovation (High Points): This is the climax, the point of highest emotional
intensity where the main conflict in the story reaches its peak.

® O: Outcome (Closing): After the climax, the conflict is resolved and the author
begins to tie up the loose ends, leading the narrative to a satisfying conclusion.
® D: Detail Review: Finally, it is suggested to review each element of the story
for consistency, pacing, character development, and overall narrative arc.

2.2.3. The BRAINS model

While HOLLYWOOD provides an overarching structure, the BRAINS model
focuses more on the essential elements of storytelling:

® B: Background: Setting, time, and context for the story.

® R: Roles: Characters and their motivations.

® A: Action: Events that form the plot and engage the viewer/reader.

e [: Introspection: An insight into the inner life of characters, their thoughts
and feelings.

® N: Next steps: Increasing suspense and anticipation for what's to come.

® S: Solution: The resolution of the conflict and the conclusion of the story.
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2.2.4. The PLOTDRAMA model

Unlike the previous two, this model (as the acronym itself suggests) focuses on

the construction of elements of dramatic plot:

® P: Premise: Primary concept that drives the story.

® L: Lore: Details on the world that is being built and the background story.

® O: Outline: The key plot points in the narrative.

e T: Twists: Unexpected twists that keep viewers/readers' attention.

® D: Drama: Emotional conflict and tension.

® R: Resolution: Denouement and resolution of conflicts.

® A: Action: Significant character-driven events that move the story forward.

e M: Moment of Triumph: The ultimate triumph of the protagonist. (Or

perhaps a Moment of Truth: moment when the protagonist acknowledges the truth would be
more appropriate for European drama free from the typical Hollywood

hero triumphalism.

e A: Aftermath: Consequences; tying up loose ends and resolving plot twists..

Each of these models provides a roadmap for young writers to explore,

experiment, and expand the horizons of their own drama, thus eventually ultimately enriching
their original, indigenous narrative through collaboration with Al

2.3. Ethical dilemmas

Ethical issues related to creative writing in collaboration with artificial intelligence are
notably intricate. Regardless of how deeply an author quenches content and dramatic
solutions from Al tools, questions of originality and authorship persist. When Al generates
creative text, who is the true authentic author? Is it the programmer who designed the Al and
its code, the unknown individuals who provided the training data, consciously or
unconsciously, or the user who directs Al to generate text with specific prompts? Copyright
ownership becomes murky in such scenarios, requiring guidance from educators on these
ambiguous matters.

The dehumanization of creativity is closely tied to the concept of so called 'creative laziness'
mentioned earlier. Over-dependence on Al for creative writing risks complete devaluing
human creativity, diminishing the essential human element in the creative process.

Another crucial consideration for educators to realise is the vast scope of millions of
resources Al draws from simultaneously. The internet and the publishing, while rich in
information, also harbor dark side and morally dubious or compromising content. Careless
and uncritical user of Al can be exposed to various prejudices and misconceptions, which
may unwittingly be verified as an author’s, i.e. put their own signature on them.

In this context, there are also risks of misinformation and manipulation. Drama, through its
subtexts, can be used directly or indirectly to spread propaganda and manipulate audiences.
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Last but not least, discussions surrounding artificial intelligence also encompass genuine
concerns regarding existential human issues, such as job displacement, social crises, and the
disruption of fundamental social balance, irrespective of a country's level

of development.

Certainly, these are just some of the ethical issues surrounding Al and creative writing. As Al
technology continues to develop, new challenges will undoubtedly emerge. It is crucial for
drama and playwriting educators to remain vigilant and engaged with these evolving topics.

3. Instead of a Conclusion: How to Remain Human

Let's revisit Prensky's concept of digital natives and immigrants once again. The essence lies
in re-embracing the role of a digital nomad. It might be bold to draw such a conclusion, but
from what we observe today, we sense a new era where changes are happening with such
momentum that the "natives" may never return to our planet. Practically, we will all be
settlers, learning to battle that life is constantly adapting to new technological (r)evolutions,
much as we did or are currently doing with ICT (information and communication
technologies), VR (virtual reality), or Al (artificial intelligence).

It seems that Nusi¢'s irony is happening to us - it is better to see life in a drama than to see a
drama in life.

In his book Life 3.0: How to be Human in the Age of Artificial Intelligence, Max Tegmark
explores whether and how ready we, as guardians of the future of life, are to shape and
control machines. According to him, the rise of technology, especially artificial intelligence,
has the potential to transform our future more than any other technology. Thus, he poses
critical questions: How will it impact crime, war, justice, employment, society, and our
human essence? How can we benefit from automation when leaving people without income
or, (more crucially), without purpose? How do we ensure future systems are more robust and
healthier, so they do what we had intended without being vulnerable to human manipulation?
Will machines eventually surpass all our tasks? What advice should we give the today's
children about their careers?

Interested in Tegmark's answers? Are you truly prepared? Okay, then: "Advancements in
computer performance are like water that is slowly turning the landscape of the globe blue.
Half a century ago, it began covering the plains and displacing human accountants and record
keepers, yet most of us remained on dry land -unaffected. Now, the flood has reached the
slopes, and those of us on the foothills are contemplating a retreat to the peaks. We feel
secure there, but at the current pace, even they will be submerged in half a century. I suggest
we build Noah's Ark as that day approaches and embrace the life of sailors!"

What do these questions have to do with playwriting, unless you're penning a
new script titled Apocalypse Now? Oh, great! Just remember the insightful thoughts of the
outstanding writer Oscar Wilde, and you'll find the answer: "I regard the theatre as the
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greatest of all art forms, the most immediate way in which a human being can share with
another the sense of what it is to be a human being."

I believe that drama, as a reflection of life, will indeed have that pivotal role in the future: the
most immediate way to teach young people to share the sensation of being a human. This will
be a task for drama teachers as well, perhaps even more significant than their primary ethical
and aesthetic mission — to shape students into playwrights.
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METHODOLOGY OF ADIZES IN EDUCATIONAL FILM PRODUCTION

The Adizes methodology at its core advocates management that manifests itself through
complementary teams. Application tools in this context envisage an approach to change —
solving problems exploiting different skills. Film production, in turn, implies a management
relationship that Adizes explains through terms that are actually the functions of management,
therefore he lists them as follows: decision-making, operating, planning, controlling,
organising, achieving goals, leading, motivating achievement. Hence, the synthesis of
management theories and the doctrine of film production are the most adequate approach
when introducing students to film production.

Keywords: Management, film production, tools, complementarity, problem solving, creativity.

Films are modified to depict reality to such a degree of authenticity that even stories set
millennia ago in distant galaxies seem truthful and convincing. In historical or science fiction
films this becomes obvious, as there is no such "reality" to use for the filming— nevertheless,
it certainly also applies to stories set in everyday life, and even documentaries to some extent.
Considering that it takes a small "army" of creatives, actors, technicians and other personnel
to create this illusion, it becomes clear that one cannot go into production without precise
preparation and planning. The task of a production manager basically involves this
meticulous planning. This position is one of the most complex, responsible and diverse in the
entire film production process. They imply challenges in many different areas and require
legal, technical, organisational and psychological expertise. The production manager
organises business, financial and operational aspects according to requirements set by the
producer and is responsible for smooth running of all necessary activities for the complete
realisation of the filming. They create a preliminary schedule, preliminary budget, (and
further in pre-production approves the final schedule and budget, in addition to the producer),
are involved in the negotiation and hiring of crew members, approve the rental of technical
equipment, supervise the rental of filming locations and securing the necessary permits and
consents. They have a key role in ensuring the efficient and effective operation of the crew,
within the budget and schedule, and are the main link between the production team and all
other departments that make up the crew. The production manager has a clear perspective at

101



every stage of the realisation of the film project. The job of a production manager gives the
production the necessary structure in which artists can create their vision.

Generally, the professional development of a production manager progresses to producer. In
essence, the producer exceeds the scope of professional skills, knowledge and responsibilities
of the production manager and complements it with strategic planning. If the work of the
production manager is crucial in short-term planning (at the production level), the work of the
producer must take into account the current position of the organisation and where it
envisions itself in the future through its products, that is, concrete film works. In other words,
not only is the producer responsible for the making of the film, but is also for its marketing
aspects and exploitation. Therefore, the thorough and creative work of the producer is to a
certain extent subject to experience achieved through work of the production manager, or
management of the film production process in its entirety (pre-production, production and
post-production). The best way to gain this experience is through detail-oriented practice on
set and in the production office. All this is important because the authority of a producer of
the film set first of all comes from the resourcefulness of the tiniest details of the film set, in
and out, that contributes to realisation of the planned film product - aesthetically and from
the aspect of management.

This exposition in the specifics of film production is crucial because it emphasises the
necessity for systematisation - or the establishment of some kind of process. The term
"planning" is mentioned several times, but its true meaning for film production can only be
understood through management. Future filmmakers, producers and production managers
face this problem at the very beginning of their studies. The methodology of Ichak Adizes is
useful for mastering the primary management problems that are an inevitable part of every
production, of every form. Furthermore, in this text, the basic aspects of management are
dissected in order to better understand them in the context of a film production. Adizes'
methodological approach develops tools that are compatible with the complementarity of a
film crew.

In his work "Mastering the change" Adizes implies, among other things, management
universality and its use. Hence, methodology is not applicable exclusively to film production
in the short term, but also in the long term in the management, that is, the production
management at a level of an organisation in a specific environment. Thus, the skills that
students will acquire during practice through shooting turn into experience necessary for a
producer - whose job goes beyond a raw management of a project.

In order to be able to discuss tools that derive from methodology, it is useful to first
elaborate on the term "management" itself. Synonyms that offer an appropriate definition
are: decision-making, operating, planning, controlling, organising, achieving goals, leading,
motivating, realising, etc. All refer to unidirectional processes. A manager decides what
needs to be done, and the those being managed represent the means to achieve that goal.

This indicates that a manager is anyone who, in addition to being responsible for his work, is
also responsible for at least one other person. In this sense, there is departmentalization in the
film profession. All departments (directing, camera, art, production, costume, makeup, etc.)
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have their own boss who is responsible for the work of the entire department - in an aesthetic
and functional sense. Most of the time they are the creative ones, since it is a (collective) art,
and their closest collaborators can only be technical personnel (e.g. carpenter in art dept.,
third camera assistant). What is challenging is to find a manner in which both technical and
creative team are guided and motivated towards successful realisation of the project. For the
production manager, and further the producer, it is important to understand why each of the
film crew is involved in the process. It is important for them to understand that creative
personal contribution and outcome of the film is far more important for the authors. At the
technical part of the team, for example accounting, the creative outcome, and therefore the
aesthetic one, is not important at all, only the financial remuneration. The needs of each
member of the film crew are important with the intention of more appropriate
synchronisation towards the realisation of the common and final goal - a film with specific
artistic and commercial values.

Functional Approach

According to Adizes, the role of management must be understood through the function it
performs: why is it needed? That function should be detached of all influences and should be
the same whether managing a smaller crew, a complex production or a long-term
organisation. It should be the same process. The only difference is in size and nature of the
unit being managed. This relationship is based on the premise that change is constant. In the
case of film production, on a micro level, a change exists in every successfully completed
shooting day. It is changed, that is to say, the shooting plan is realised, the number of scenes
to be shot from the script is reduced. In addition, as much as this change is positive, it still
implies problems in the realisation of the film work. The functioning of the film set in
optimal conditions ends with the realisation of the schedule for that day. Each new following
day is a change that brings the same problems as the previous shooting day: new locations,
new scenes, appropriate costumes, make-up, scenography, props, transport, filming
equipment (camera, light), stage equipment, transport... This disruption of current comfort in
organisational sense, further alludes to finding solutions so that filming can (continue) to be
realised. It can be concluded that a change imposes a problem, and the problems require their
solution so that the process can continue. Management is a system that synchronises these
three key elements. Just for the filming process, there will not be any changes, therefore
changes will happen only when filming is finished. Cetainly, the nature of film production
requires successive processes such as post-production and exploitation of the film. These in
turn imply another system of changes, problems and solutions.

Creating a film is about solving problems, and growing up means being able to solve larger
problems. The purpose of film production is exactly that: to solve today's problems and
prepare for tomorrow's. This is necessary because of the changes. When there aren’t any
problems, there is no need for management, and there aren’t any problems, only when there
is no activity. To manage means to be active, and to be active is to go through changes and
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problems they carry. In this way, the organisation is proactive, not reactive, rather defensive
in relation to the circumstances. On the contrary, it creates them.

Managing with changes involves two separate processes. First of all, it is necessary to decide
what needs to be done, then to implement decisions. With this, the methodology is implied on
the following diagram:

change
!

problems

d

.....

.....

(:.' ...... e '__}
decision implementation

Due to these reasons, managers in the film production - production manager, line producer,
producer (mostly these three positions) use several well-established tools that are crucial for
making appropriate, correct and real decisions. Decisions are only as good as their outcome
is, taking into consideration the circumstances of the actual decision implementation. The
most established tools that facilitate the production process are the script itself, the filming
schedule and the budget. The script, in addition to its primary artistic value, is a kind of
blueprint for the action in the film - which is impossible without locations, camera (filming),
scenography, stage technique, costume, make-up, special effects...

Shooting Schedule

The shooting schedule, that is, the operational plan, describes in detail the work planned for
each day separately, throughout the filming phases. The schedule, as well as the budget, are
responsibility of the production department, and hence, the schedule is usually made by the
first assistant director, usually in collaboration with the production manager and/or (line)
producer. The schedule generalises the basic needs necessary for the continuity of work of all
sectors in terms of locations and shots, so that those elements are then put into function of
space and time, determining the sequence of locations and shots that would be shot at those
locations, to how much time should be spent on filming. The schedule should be as
meticulous as possible, but also as flexible as possible, due to danger of unforeseen events or
effects of "vis major", so that in such a case the intervention would be minor and "painless".
The form of the plan in most cases is a graphic representation that ensures rationality and
transparency of the entire filming schedule.

When it comes to the schedule and its preparation, it implies two phases:
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a) preliminary filming schedule and b) closing, final schedule. What stands between them is
the final variant of the filming book and several weeks of various preparations when changes
from one plan to another occur.

The most frequent case in practice is that the preparation of the preliminary filming schedule
commences immediately after the "preliminary preparations" phase. Namely, that phase ends
with a completed script and an assessment of the artistic, production-technical and economic
possibilities for the screenplay of the script. The filming schedule is made only according to a
script breakdown.

The development of a script infers a fairly complex and demanding work in which all
peculiarities contained in the script are singled out for each scene separately. The objective is
to isolate technical details of each scene, so that the corresponding film sectors can then be
grouped together.

The production starts from the locations, i.e. whether it is interior or exterior, as well as from
the period of the day when it will be filmed (day or night). One day of filming is taken as a
unit of measurement. The schedule cannot take place according to order of the scenes written
in the script (nor in the filming book), because it is totally irrational from an organisational
and financial point of view. The most rational is to determine the schedule according to
places (locations), objects and part of the day. This certainly would simply work in ideal
conditions, but the filming schedule is calculated according to the item of the budget that
represents the biggest expense; if they are actors, the plan will be tailored so that the work
with the actors is completed in the shortest period of time; if it is some particular expensive
technical equipment (e.g. underwater shooting equipment) it is adapted to the equipment, and
so on. According to the complexity of the shots, if there are more complicated shots, it will be
oriented around how many shots can be shot per day and in what order they will be shot. In
this context, it is necessary to consider and foresee the time of packaging and transport from
one set to another, the necessary time (needed) to make a set, the time needed to transport a
costume, make-up... It is also necessary to predict the time-change from day to night and vice
versa.

As far as the final filming schedule is considered, it is directly proportional to the final
budget, that is, if the schedule is significantly prolonged, it will inevitably lead to higher
costs. That is exactly why the deviations from the preliminary to the final schedule are not
that immense; the approximate filming time is determined in the preliminary plan.

The first following operation that must be done is the development of the shot list. Similar to
the development of the script, it also implies grouping of all the shots with everything they
contain, in terms of both artistic and technical elements, according to locations where they
will be filmed.

In the final schedule, due to the conciseness of the shots in the shot list, despite their exact
number, the time required for their shooting can be roughly determined. It implies that this
plan will contain a relatively more realistic number of days of filming. Some scenes, prior to
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being worked out from the script in the shot list, may seem more complicated or simpler,
which undoubtedly affects the schedule. Due to the possible change in the filming duration of
each of the frames, consequently, there may be a change in the order.

Furthermore, the final schedule is made in the immediate preparation phase, with the fact
that, of course, it is necessary to prepare the shot list first, to have it approved by all
departments, to prepare a report from all departments, and to harmonise those reports, and
only then to approach the preparation of the final filming schedule, which will contain all the
remarks from the elaborations of the remained sectors.

Financial Plan Or Budget

With the financial plan or the film budget, the overall volume of financial resources that are
needed for a production of a film part and the method of spending during a production, i.e.
the cash flow (cash flow) of the foreseen monetary resources are determined. The budget is
created during the preparations for filming, as a completed act of a planned work creation.
And in the case of the financial plan, the model of a feature film is taken as a benchmark for
its general form, because it has a strictly defined form and content. The budget is created
based on development of the script, if it is a preliminary budget; or on the basis of
development of the shot list, the elaborations of individual sectors of the film crew and the
operational plan of work (shooting), if the final budget is made. It is done in this way,
because a financial plan is essentially a plan of needs and a plan of filming, only translated
into a language expressed by numbers, that is, money. During film preparations, the material,
the technical and the personnel needs are also taken into account, which when put into
function of time, space and price, will bring us to the final budget.

In the end, in order the film to be able to experience its realisation, it is necessary that
everything found as calculations, pre-calculations and notes on a bunch of different pieces of
paper, be synchronised in these two plans and the filming book, in order the film crew to get
an opportunity for coordinated work.

With a financial plan or film budget, the overall amount of financial resources that are needed
for a production of a film part and a way of spending during the production, i.e. the cash flow
of the foreseen monetary resources, are determined. The budget is created during filming
preparations, as a finalised act of the planned creation of the work. In the case of the financial
plan, the model of a feature film is taken as a benchmark for its general form, because it has a
strictly defined form and content. The budget is created based on development of the
scenario, as long as a preliminary budget is concerned; or based on the elaboration of the shot
list, the elaborations of individual departments of the film crew and the operational plan of
work (schedule), if the final budget is made. It is done in this way, because the financial plan
is actually a plan of needs and a plan of filming, only translated into a language expressed by
numbers, that is, money. During film preparations, the material, the technical and the
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personnel needs are also taken into account, which when put into function of time, space and
price, will lead us to the final budget.

Just like the filming schedule, the budget has two stages: a) preliminary budget and b) final or
closing budget. The development of both the preliminary and the final budget comes after the
corresponding stages of the schedules. Conditionality appears due to the fact that everything
in the schedule must be provided for each appropriate stage of the overall production.
Whatever is in the shooting script/book, it is also in the schedule, and everything contained in
the schedule is in the budget.

Even in the most ideal circumstances of film production, a financial plan is not reached by
lanning financial costs according to ideal needs, but it begins by possibilities or
determinations (even limitations) of the producer. Before approaching a financial
construction production, financial frameworks are always determined in which the production
costs of a film work can range. Depending on the power of the producer, the significance of
the project, the merit of the director, the popularity of the actors and a number of other
benchmarks, it is clear in advance whether preparations are being made for a film worth ten
thousand or thirty million euros. The costs of filming depend much more on predetermined
elements rather than on objectively determined needs arising from the script of the future
film. There is no opportunity to determine the actual general needs for shooting a script,
because one and the same script can be shot with a completely different amount of funds. The
financial plan has several parts, because it is divided into units that cover related production
Ccosts.

When talking about budgeting, it is necessary to mention the division of an entire financial
structure into so-called "Above and Below the Line". A term that originates from American
cinematography, and is used all over the world.

Above-the-line budget items include the immediate, direct costs of production: copyright
buyout, screenwriter, director, big name actors — in other words, all members of the film crew
whose name is on the "first strike" in the public for their particular contribution to the artistic
value of that film. However, it also does not necessarily mean that it's always about artistic
value - sometimes "Above the line" can include some producer names that would sell the film
more easily. Basically, these are non-series costs, when it comes to a movie. It may be a bit
absurd to say that the cost of the actors and the director are "non-series", but the absurdity
will disappear when the "series" costs are also considered.

“Below the line” include all those expenses that refer to the other needs of the film. They
include: other film workers, skilled, semi-skilled and unskilled, rental of equipment,
costumes, make-up, accommodation, transport, etc.

Another general division of the budget is sometimes encountered, consisting of three parts:

1. Pre-production costs
2. Production costs
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3. Post-production costs

Both budget divisions have elaborated chapters according to the type of expenses, such as:
filmmaking techniques, lighting, costume design, set design, travel expenses, sound
processing, picture editing, etc. It is of particular importance that in the financial plan the
quantities and prices of all expenses should be specified and worked out in detail, because the
financial plan, in addition to the filming schedule, is the most important act that monitors and
manages the course of filming.

Finally, in order the film to be able to experience its realisation, it is necessary that everything
that is found in a bunch of different documents, such as calculations, pre-calculations and
notes, be synchronised in these two plans and the filming book, in order the film crew to get
the possibility of coordinated work.

This more detailed analysis of the schedule and budget indicate that there are many complex
factors that ultimately influence the decision made. The methodology developed by Adizes
indicates that a good manager will take into account all the relevant ones to the desired
outcome. If any of these factors are missed when making a decision, or intentionally left out,
it will not mean prolonging the decision, but will only establish it as such — a wrong one. To
clarify, not making decisions, or making partial decisions by themselves implies a solution to
the change. In this case, a bad solution, that is to say, a bad decision which finally leads to
bad management.

Good management represents democracy in decision-making, and dictatorship in their
implementation. When creating production plans, the production manager and producer must
be open to all aspects, creative needs and technical challenges, but once those decisions are
made then they must be ruthless into their implementation. Adizes calls democracy in
decision-making and dictatorship in their implementation - “Democraship” (Adizes, 1994).
Management is a quality when there are quality solutions that are effectively implemented.

Not any decision is reached in a vacuum. The decision is made in order to accomplish
something. A decision is good if it achieves good results. The quality of a decision should be
assessed through a prism of an impact it has on the system for which it was made. Therefore,
if a decision can make the organisation effective and efficient in the short and long term, then
that decision is a good one. Short-term decisions in film production refer to the filming
process itself, while long-term decisions refer to the exploitation of the film, and thus to the
overall activity of the organisation.

If the decision does not lead to effectiveness, then it is not a good decision. In the short term,
the production is efficient if the immediate short-term activities are functional (realisation of
the filming schedule). A decision is functional if it satisfies the immediate needs for which it
was made. For example, a set of scenes on a shooting day. If those scenes are filmed
successfully (according to aesthetic and organisational principles) then a good decision has
been made.
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Long-term activity means that the production accomplishes the purpose it exists for. Short-
term effectiveness means that what the production is doing brings it closer to satisfying that
goal. Full realization of the filming schedule means a successful completion of filming, and
finally a film with a successful exploitation. Exploitation of films in continuity means a
successful organisation (film producer/production company).

Bringing about effective and efficient solutions create additional value. Usually, the focus of
film productions is on their function in society via art they influence that respective culture,
then on the value it should create (the quality of the film itself) and finally on minimising the
costs of creating that value (economic implications). One should start with how to create
value. The long-term focus should be on how to contribute to the larger system to which the
organisation belongs. The focus is on how to accomplish the purpose for which the
organisation exists.

The film crew is interconnected through the need to create a piece of work, and this is the
ultimate goal of an organisation. Above all, the authors and the technical team accomodate
the final goal - a finished film - through their functional connection. The final reason for the
existence of any system is integration, the role of I (Integration). The process of recognizing
a new need that satisfies the final goal - a shot film - is entrepreneuring, role E
(Entrepreneuring). The film production itself, the shooting, satisfies the need for mutual
connection in that moment of realisation, or the role P (Performing.). The producer, and thus
also the director of a film, establish a system through which the filming is carried out
efficiently. It is administrating, role A (Administrating).

These roles, or functions distributed throughout the film crew acctually constitute a
complementary team. Role P focuses on what needs to be done now and derives from why
what defines the organization is being done. In film production, it is the mere shooting of a
film, which for many of the film professionals is the biggest challenge. Role E focuses on the
what for the overall operation of the production company in the market. It treats the long-
term needs. Long-term and short-term, all activities are aimed at interconnection. The I role,
that is, why anything is done at all, is the final and constant need, integration. The process of
recognizing a new necessity that will encourage and express that mutual integration is
entrepreneurship. The act of satisfying a need is to provide a required service, the P role. In
film production, this is the essence of a producer, taking the initiative to obtain a film whose
exploitation ensures the long-term operation of the organisation.

The functions listed above work together in an organic system that is conditioned by their
complementarity. To be effective in the long term, the organisation should act like a hand
where no finger is necessary. In such an organisation, teamwork should be performed in such
a way that everyone supports the other (Adizes, 1994: 47).

Finally, to manage a change, a decision needs to be made and implemented. Good decisions
make the organisation efficient and effective in the short and long term. It is thus functional,
systematised, proactive and with organic consciousness.
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Short-term efficiency means using the fewest resources, including preparation time, to
accomplish an objective. This requires an organisation that is managed, systematised and
organised. And that is the basis of discipline.

For long-term efficiency, an organisation should be integrated through cooperation of all
sectors in order to realise the intended goals and values.

If everyone involved cooperate and are in synchronisation, the organisation will be efficient
in the long run. Therefore, it should recognize the necessities of the authors and the market
and create a system that mutually indulge the needs.
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VOICE TECHNIQUE - OR MORE ABOUT CREATIVITY ON THE
COURSE FROM THE TEACHING UNIT TO THE APPLICATION OF
TECHNIQUES IN ACTING

Abstract: This paper talks about the course a student should take/explore within the subject
Voice Technique during all eight semesters of an educational process of the Department-
Acting, undergraduate studies. How students start from the basics of shaping their voice and
discovering techniques needed to control it and how those techniques become realistically
applicable in acting. The paper deals with the research of the subject professor in creating
certain games/etudes through which students learn, in a creative way, how voice techniques
should be practically applied in their acting creations. In this way, students are put in a
situation to learn how a technical exercise becomes a practical tool in their career. In this way,
the need for introducing creativity in technical subjects is explored, all with an aim that the
students become more engaged within the subject frame and learn the practical application as
easily as possible, thus reducing the possibility that this subject remains at a level of certain
techniques that students learn, but do not apply; to be able to create conditions for a full
implementation of techniques in acting so they become one of the foundations on which these
future professional actors would build their careers.

Keywords: Teaching, voice technique, students, acting, creativity.

Introduction

Within the educational process of actors, some subjects are in direct service of acting creation
and those same subjects are really important for the direction in which those future actors
develop. One of those subjects is Voice Technique, a subject that deals with the actors' voice
as one of the basic tools they use in their future careers. An actor's voice is one of the most
essential things that needs continuity so it can survive in good shape and be used in its full
potential. Patsy Rodenburg will write in one of her books that at the beginning of their
training, only a few young actors realize how fundamentally valuable their voice will be in
the course of their careers. For them, acting is just performing roles in plays. They have yet to
think of their bodies and their voices as instruments that they ought to learn to “tune in"
properly and use in different ways to accommodate different kinds of characters and texts.
They have yet to unravel how they are going to learn the stages their voice recognition
journey will take them to. (Rodenburg, 1997, pp. 12-13) What students of acting learn from
the very beginning of this subject is that when it comes to their voice and its use in theater art,
things do not happen overnight and that a base of a good vocal apparatus is the continuity in
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doing exercises, as well as constant upgrading of exercises used for a warm-up, but also how
those exercises overcome the obstacle from an ordinary exercise and become useful in the
everyday acting work.

One lesson of the subject Voice Technique looks like this — Warm-up for about 15 minutes —
which starts with physical warming up of the body, but with certain intervals of inhalation
and exhalation to warm up the speech/respiratory apparatus as well. Then we move on to
warming up the face - facial gymnastics, including exercises for the tongue and the jaw. Then
we move on to voice opening with simple vocal exercises so that at the end of this warm-up
we can come to diction exercises that help better articulation of words. All this is just a
warm-up and preparation part for the rest of the class. Once the students are well warmed up
so that there is no unnecessary stress on their voice, we know that they are ready to continue
with the rest of the voice exercises that change each class and are replenished every next
semester depending on the needs of that respective semester and the progress of each student
in the process of discovery of their voice. Rodenburg would add to this that her goal in the
first year of training is to make the voice such an essential part of the actor's physical being
that it actually becomes an extension of them as well as of their talent. A properly rooted and
balanced voice is fundamental to the acting process, no matter what method or acting school
an actor attends. (Rodenburg, 1997, p. 18)

The Creative Path

Within this subject, there is a downfall in the development of the actors and their voices, and
that is the downfall that a large part of the exercises that are taught and applied remain only at
a level of just drill- exercises and nothing more.

Nonetheless, the biggest challenge for educators of this subject is to find a creative way and
approach to each of the students individually in order to guide them into realisation what the
practical application of these exercises means in the acting profession. If that course is
neglected, then the downfall mentioned above arises for the students not to comprehend the
parallel and be skilled with certain exercises and techniques that they will not know how to
apply. Cook and Boston in their book dealing with teaching breathing techniques while
speaking will write — “The challenge facing all those involved in the training process is how
to adequately communicate their knowledge and how to ensure that "factual" information is
properly presented. In the process of increasing brain knowledge that reveals how factual
information is received in one part of the brain, but not in the other part where vocal and
physical habits are processed, it becomes increasingly important to initiate sophisticated
processes that will enable real and permanent change that would actually take place based on
more holistic approaches. In this context, to create a conscious dialogue between the mind
and the body all to help understand existing patterns of vocal and physical connection and to
help create new ones.” (Jane Boston, 2009, p. 18 -19)

What I, as an educator, practice as a principle for sitting this subject is one of the ways I try to
introduce - creativity in the application of the exercises. The exam consists of two parts, the
first part is when students sit an exam individually with assigned technical exercises that
differ each semester and depend on what the focus is on at that given semester. The second
part is when we have a creative use of those and similar exercises when creating short scenes
in which the student's task is to find a way to apply the exercises in a certain specific
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situation. What I, as a lecturer, have noticed during these tasks from the second part of the
exam is the positive impact of the student's interest in creating scenes/etudes themselves, and
in the process of creating, they repeat the exercises much more intensively and more often
than it is a case where they just have to repeat the exercises without any objective, but simply
just as a drill-exercise. Hence the interest in writing this text arose. When it comes to students
at artistic faculties, one of the most important thing is that their greatest quality is their
creativity. What we as lecturers must keep in mind in our educational process is the
importance of our influence on students' creativity; we must create an opportunity for their
creativity to develop, give a space where each of the students can obtain an opportunity to
enhance things in their unique way and thus create their distinctive view of the exercises in
this case, and through that experience to realize how those exercises become a particular
guidance in their career. Grujic-Ehrenreich in her book, in which she talks about voice
education of actors, writes - "According to some understandings from the past, and by which
many are still guided today, there is nothing more complex than the voice technique, nor
more monotonous than the voice technique. This not-so-pretty rehearsal of the vocal
techniques through which voice perfecting was made a hardship for decades, and through
which man/human was turned into a machine, equipped with technical efficiency, completely
omitted by the fact that they are made of flesh and blood. The rigorousness of some
techniques that achieved effects with extreme physical and mental efforts is, fortunately, a
thing of the past today. Modern methods of voice technique that are intended for actors start
from the fact that voice training should be spontaneous, that is, easily accessible, so that, in
other words, it should become a pleasure and a creation." (Grujic-Ehrenreich, 1995, p. 45)

From Exercise to Scene/Etude

In this section, I will go into a more detailed analysis of what the process of transitioning an
exercise into some kind of etude/scene looks like. As an example, we can take one of the
simpler exercises that are done in class as an example, which is the following exercise:
Bi-Be-Ba-Bo-Bu,

Biribi-Berebe-Baraba-Borobo-Burubu,

Girili-Gerele-Garala-Gorolo-Gurulu

Glanagli-Glanagle-Glanagla-Glanaglo-Glanaglu

Reptili-Reptele-Rapltala-Roptolo-Ruptulu

Riliri-Relere-Ralara-Roloro-Ruluru

Lirili-Lerele-Larala-Lorolo-Lurulu
Rilire-Lirili-Relere-Lerele-Ralara-Larala-Roloro-Lorolo-Ruluru-Lurulu

It must be noted that in addition to these combinations, there are others similar to them, these

are just an example of the many that exist.
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This exercise refers mostly to warming up the speech apparatus, as well as improving diction.
When doing this exercise, you should pay attention to the correct pronunciation of each of the
voices, work quickly and take two combinations, and pronounce them three times per breath
exhalation. This is a basic operation of the exercise and as such is part of a traditional warm-
up at the beginning of almost every class. This is a good and useful exercise and the students
love it, take it as a challenge from the beginning, and try to get better with each repetition.
However, the problem comes when students manage to achieve a certain satisfactory level of
doing this exercise, it is then when they start to lose interest and stop practising. What we
said above is that one should always enhance students' creativity and thus encourage them to
repeat the exercises, which should not be just an imposed drill repetition, but something they
will do with contentment. When they do things with pleasure, they invest much more into the
exercise itself and the results achieved in terms of their voice and diction are not only much
better in a shorter period, but on the other hand, they are sustainable, not just immediate
results. Therefore, the idea of this exercise to become a creative process is the following —
students are assigned to take these combinations of voices and blend and tune within a song
(usually a currently popular song), in this case, it was Believer by Imagine Dragons. Students
listen to the song and use the combinations themselves to replace the original lyrics and thus
make a creative scene/etude on their own which they then repeat with great contentment. In
the process of searching for the appropriate combinations to use, students spend a lot of time,
but it is a precious time spent because in this process they repeat the exercises countless
times, all to find the perfect combination. Thus, in the course of this process through their
creativity, they design an interesting work of art, while repeating the exercises much more,
rather than if they just have to halt and only repeat the drill combinations in a monotonous
and repetitive way, as presented above. Through this creative process, they encourage their
creativity, and at the same time do what their primary task of developing their voice is.
During this process, they came up with the following combination of the song given above:

Biribi Berebe Baraba Borobo

Girili Gerele Garala Gorolo Ruluru uuuuu
Riptili ruluru uuuu

Britiri Bretere Bratara Brotoro

Glanagli Glanagle Glanagla Glanaglu Ruluru uuuu
Riptili Ruluru uuuu

Bi Be Ba Bo Bu Bi Be

Pi Pe Pa Po Pu Pi Pe

Wi We Wa Wo Wu We

Biribi Berebe Baraba Borobo

Ki Ke Ka Ko Ku Ki Ke
ZiZeZaZoZuZi”Ze
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Si Se Sa So Su Si Se

Bi Bi Bi Bi

Pipi Pepe Papa Popo Pupu Pupu

Didi Dede Dada Dodo Dudu Dudu

Titi Tete Tata Toto Tu

Gigi Gege Gaga Gogo Gu

Kiki Keke Kaka Koko Kuku Kuku
Biribi Berebe Baraba Borobo

Girili Gerele Garala Gorolo Ruluru uuuuu
Riptili Ruluru uuuu

Pi Pe Pa Po Pu Pi Pe

Di De Da Do Du Di De

Ti Te Ta To Tu Ti Te

Girili Gerele Garala Gorolo

Riliri Relere Ralara Roloro

Lirili Lerele Larala Lorolo Lurulu uuuuu

This combination is sung with an instrumental version of a song to learn the rhythm, and
when afterwards presented within the second part of the exam, the creative part as we call it
with the students, this combination of voices is performed without accompanying music.
Students repeat the combination enough times to learn it in its entirety and be able to perform
it themselves. Thus, the objective of introducing creativity in the exercise process is
completely fulfilled, the students had done the exercise many times more than when they
were just left to drill a monotonous repetition of the same. When it comes to the voice and its
connection to acting and how it is used, these exercises are really useful because they allow
the actor to practically experience how an exercise would be used in a creation of a
scene/etude and hence draw a parallel how further these exercises would benefit them in
character creation. On this topic, Gutekunst and Gillet write in their book - "The acting
performance, regardless of the style, should express the reality, the truth of human
experiences, the themes written by the authors, as well as the world they create. Our voice is
the key element in this expression. Must be well-shoed and flexible. It must express the literal
meaning of the text as well as its formal structure. And, to be able to do that, the voice must
be able to express the imagined circumstances of the world that is created in the drama and
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the characters of it. To achieve this, the voice must be fully integrated into the acting
process.” (Christina Gutekunst, 2014, p. XVI)

Conclusion

As a Professor of the Voice Technique Subject, which is a mandatory subject within the
Acting program at the Faculty of Dramatic Arts - Skopje, and my modest experience as an
Assistant Professor, now an Associate Professor of the respective subject, and as well as
many years of my experience as a professional actor, from my standpoint, I can conclude that
the process of educating future actors must be entirely in line with the stimulation of the
actor's creativity. Regardless of the subject in question, creativity and its input within the
study program ought to be mandatory. This has been practiced and will continue to be further
practiced, because from my experience and that of my colleagues, whenever students are
creatively stimulated, their contribution to productivity in the subject increases, and hence
their knowledge in those subjects expands. In the process of educating actors, the most
essential matter is to teach them to comprehend how to use everything they learn in college
further in their careers. In the view of the fact that there is no benefit in learning techniques
that only remain at a level of techniques, they must find practical application and cross the
threshold from dryness to creativity. Only this way, what I as a lecturer convey to my
students becomes useful, only this way students will realise the value of this subject, and
hence its importance for keeping their voice in a good shape and in time when they leave
their educational institution and be on their own. The voice is one of the most crucial
foundation in almost every acting creation, hence the essence of how it is used, nurtured, and
developed, therefore the stake in future actors and encouraging their interest in control over
their voice is one of the most pivotal matters that should be implemented. This subject deals
exactly with this.
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CREATIVITY, TECHNOLOGY, AND INNOVATION IN
CONTEMPORARY CLASSICAL MUSIC: A CASE STUDY OF A
“HYPER-PIANIST” CREATION

Not only does contemporary classical music reflect the pulse of today’s cultural scene, but it
also entangles social dynamics and emotions of our time. This paper explores required skills
and competencies for performers of the new classical music, with a particular focus on Stefan
Prins’ “Piano Hero” No. 1, performed by the author of this paper at a concert series, in
Switzerland, in October 2023. In this piece, the pianist creates music with an instrument, and
simultaneously directs the electronics and video, creating a hybrid art form that reexamines the
performer’s role in contemporary music. This analysis highlights the creative role of performers
and explores performance challenges posed by unconventional music compositions.

Keywords: Contemporary classical music, musical innovation, performer skills, “Piano
Hero”, Stefan Prins, “hyper-pianist”, creative role, performance challenges, interdisciplinarity

Introduction

The research about creativity including studies in contemporary classical music, face a
fundamental question: Where does novelty come from? (Sawyer, 2003:12).The Swiss
psychologist Jean Piaget emphasizes the following, “The real problem is how to explain
novelties. Since novelties, 1.e., creations, are the ones that constantly encourage development”
(/Sawyer/-ibid. 2003:13). Throughout generations, musical creation enriches artistic identity,
shapes communities, and preserves vigorous cultural heritage. For this reason, innovations in
both music creation and interpretation are crucial for sustaining and expanding the cultural
scene.

As we navigate through the new era of technological advancements and changes in the
evolving social norms, the landscape of music opens up new opportunities, yet at the same time
undergoes significant transformational changes, pursuing quality and innovation. Composers’
techniques are developed in global frames, incorporating contemporary methods and
technologies, adapting to meet the necessities of the next generation of artists. At the same
time, in a growing complexity of the world we live in, we look for individuals who can develop
creative solutions to growing complex problems that communities and institutions face
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(Thurlings, Evers, and Vermeulen 2015). The ability to imagine and create new unique
solutions for various issues remains an integral human trait (Welch and McPherson, 2012).

Contemporary Classical Music

First and foremost, the concept contemporary classical music is of immense importance. The
term usually refers to music works composed from the second half of the 20" century to the
present day (Griffiths 2011; Karlsruhe University of Music n.d.; Ross 2007). Thus the
contemporary classical music today plays a pivotal role in the evolving history of tomorrow
(Taruskin 2005; Samson 1977) that highlights the importance of documenting, especially in
preserving cultural and music legacy for the future generations. It does represent not only the
creation of new musical works and achievements, but also the access to preservation of diverse
rich cultural expressions of our era (Taruskin 2005; Samson 1977).

We may emphasize that in addition to the term “contemporary classical music”, the phrase
“new music” is often used as a synonym, describing the same practices that emerged at the end
of the 20" century and continue to develop in the 21* century. This music is characterized by
exploration of new musical languages, notations, techniques and technologies, frequently
challenging traditional conventions of musical form, harmony, and instrumentation. The new
classical music is often considered to emphasize originality and innovative approach, thus
contemporary composers and performers often employ non-standard instruments and
experimental performance techniques, expanding the expressive possibilities of music.

A significant aspect of contemporary classical music sphere is certainly the focus of
interdisciplinary connection with other art forms such as dance, theater, and visual arts, which
reflects a broader cultural engagement and a desire to cross over the boundaries between artistic
disciplines. Namely, in recent decades, interdisciplinary approaches have become increasingly
important, suggesting that the best way to achieve something new is through lens of another
discipline. As a result, interdisciplinarity has become more prominent in new compositions and
interpretations, taking into consideration that contemporary art “offers extraordinary
opportunities for exploration and experimentation, making art exciting and innovative”
(Kramer 2011).

Contemporary Musician

Being a contemporary musician largely involves following current innovations and
incorporating them into one’s own work. It also requires awareness of contemporaries and
trends they promote. Contemporary artists move with time, reacting to and adapting to changes
in society and culture. In addition to this, every artist and scientist strives for their work to be
integrated into contemporary cultural trends. It is a natural impulse of artists and scientists to
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aspire their work to be seen, understood, and appreciated by their contemporaries, but also to
leave a lasting future mark. This aspiration drives constant improvement and innovation,
resulting in works that not only reflect current trends, but also challenge and shape them (Goehr
2008).

However, what does the term “contemporary classical music performer in the 21* century”
mean? Performing contemporary classical music of the 21% century requires a special set of
music skills. Understanding new forms of notation, boundary-pushing virtuosity, new
techniques of playing an instrument, are among the many challenges that performers of the 21*
century contemporary classical music must master (Kanga 2022: 155). Nevertheless, there are
other skills and challenges facing contemporary performers that extend beyond scores and
instruments and are just as important to a performing career as musical expertise.

New generations of musicians who work in the contemporary classical music scene
increasingly use digital technology in their performances. This means they are acquiring new
skills in areas such as computer literacy, hardware knowledge, programming skills, and video
editing for audiovisual works. Although this diversity of the contemporary music performer
skills is largely unseen by the audience, it is of vital importance, not only to the musician’s
career, but also to the contemporary classical music scene. The same as with musical skills,
these non-musical skills that are specific for the contemporary classical music require a degree
of specialization.

Contemporary Music Education

In the recent decades, contemporary classical music education has flourished throughout
Europe’s educational institutions. When analyzing study curriculum of music faculties', it is
evident that a hallmark of these study programs of contemporary music in Europe is an
integration of new and diverse subjects/modules in each semester, i.e. reflecting a constant
monitoring of state of art in the classical music. This certainly necessitates that educators
continually stay abreast of the latest developments in classical music and incorporate them into
their teaching practices. Such adaptability is often linked to the progress of universities in
global rankings (Padfield and Mora n.d.), as higher education institutions engaged in scientific
research, and artistic activities are seen as agents of change. As we advance into an era marked
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Luzern Musik (Lucerne School of Music n.d.); Hochschule fiir Musik Basel (FHNW School of Music 2024).
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by technological innovations and evolving social norms, the landscape of music education
opens up new opportunities, but at the same time experiences a transformative shift, searching
quality and innovation. Education is thus viewed as an “ongoing process of reflection, shaping,
restructuring, reforming, and interpreting to advance, improve, and perfect itself, ultimately
preparing and training versatile resourceful professionals with diverse profiles” (3npaBkoBa-
[lemapocka, 2014: 11).

Consequently, the number of music universities offering comprehensive contemporary music
curricula is on the rise, because exposure to contemporary music and contemporary cultural
perspectives can revitalize the way each music is experienced (Zurich University of the Arts
n.d.). One of the key aspects of contemporary classical music curricula is the introduction of
iconic composers from around the world, with whom students have the opportunity to
collaborate during their studies. Afterwards, the study programs enable easier presentation of
new classical music at concerts, workshops, master-classes, and various educational events.

The detailed and wide-ranging education in new classical music, coupled with a strong
emphasis on collaboration, prepares students for professional performance career as soloists,
chamber performance musicians, or ensemble performers at national and international levels
(FHNW School of Music, 2024). In a world where creativity and innovation are becoming
increasingly crucial, arts education offers unique opportunities for personal and professional
growth; having into consideration that contemporary musicians require significant versatility
and adaptability as skills to build and sustain successful concert careers. Therefore, efforts are
directed toward designing advanced programs that nurture building a new generation of
innovative artists and performers. This underscores the need for ongoing research focused on
contemporary music, creative development, and education, as well as effective interaction
between students (i.e., future concert scene performers), as the British philosopher Alfred
North Whitehead aptly emphasizes, “The art of progress is to preserve order amid change and
to preserve change amid order” (Whitehead, 1929).

Case Study: “Piano Hero” No. 1 for MIDI-Keyboard, Live Electronics, and Video (2011)
by Stefan Prins

Creativity and innovation in contemporary classical music transcend not just mere abstract
concepts, but they manifest in tangible forms through works by composers who push traditional
boundaries. One notable piece of art is “Piano Hero” No. 1 by composer Stefan Prins?, played
by the author of this study, at a concert series in Switzerland, in 2023. The piece is designed
for the pianist to use a synthesizer connected to a computer as a MIDI keyboard, which in turn
controls a video of an “avatar pianist” performing “Extended Piano Techniques” in an inside
piano/frame.

2 For more information about Stefan Prins, see Stefan Prins, Curriculum Vitea: Welcome
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Figure I: Live performance of “Piano Hero” No. 1, Ana Velinovska

For further insight into the work, you can view a recording of the performance here:
https://www.youtube.com/watch?app=desktop&v=kAhGeJaj3Sw/Stefan Prins: Piano Hero #1
for midi-keyboard, live-electronics & video | Ana Velinovska, performer (youtube.com). This
recording highlights various aspects of the performance that are examined in this case study.

This composition creates a unique spectacle for the audience by combining two performances
connected through technology assistance. The “avatar pianist” concept is extraordinarily
innovative forming a single “hyper-pianist” out of two performers (a pianist who plays live and
a video pre-recorded pianist). Although the piece is completely conventionally notated in the
score, the role of the MIDI keyboard keys as video controllers introduces new significant issues
in the piano performance.

In Figure 2, at the repeat section (bar 112), pressing the leftmost A key on the MIDI keyboard
activates a camera that captures both the pianist and the audience, broadcasting the footage live
on the big screen. When the pianist repeats the section (from bar 112), pressing the same key
deactivates the camera and triggers video samples controlled by the other keys on the MIDI
keyboard. For this effect the composer states:

“First of all I felt it would be important to “break” the setup and framework
of the piece at some point, to give the piece an extra dimension, and to have
it raise some questions. What is reality? What is virtuality? Without that
section, this would be easily answered: the live pianist is real, the projection
is virtual. But suddenly you see the real pianist projected! How does that
change our perception of reality and virtuality? How does the mediated
version of the pianist change our perception of him and of his movements? At
the same time it could also raise the question: can we trust what we see?
Suddenly things become more complicated.” (Kanga 2017: 108)
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Figure 2: “Piano Hero” No. 1 by Stefan Prins, bar 110—126

In addition, the communication for the musical needs of this composition included numerous
consultations with specialists in various fields. A typical e-mail is shown below, where the
author of this case-study in the role of a performer of this composition explains the need to
change the lighting in the concert hall , starting from bar 112 (see figure 2):

“In the score, bar 112, the camera is turned on by pressing the A key (the
leftmost key on the keyboard). We will hide the camera behind my right
shoulder so that when it’s activated, the audience will appear on the big
screen. To make sure the audience is visible at that moment, we’ll need to turn
on the lights in the audience area. With repetition, when I return to bar 112
during the performance and I press the A key again, the camera turns off, and
the performance will go back to normal with the keys controlling (a pre-
recorded) video of a pianist playing extended piano techniques inside the
piano. At that point, we need to turn off the lights in the audience area. We
need to confirm all this during the general rehearsal.” (Benunoscka, 2023)

During the performance of this composition, the pianist’s articulation plays a crucial role. The
way the keys are pressed not only shapes the music but also controls the accompanying video.
This priority falls entirely on the pianist responsibility and cannot be fully captured in the score,
nor entirely explained by the composer. It relies on the performer’s unique relationship with
the instrument. With this challenge, it is also important to consider that changes in various
keyboards, different concert halls, versatile screen placements and camera positions all
influence the performance.
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Taking into consideration these technical challenges, setting up and testing the instrument,
electronics, and video on the day of a concert requires an additional two to three hours for a
setup, along with an extra hour for packing. Effective communication with event organizers
and experts for the necessary equipment and technical staff is essential, often requiring many
hours of additional rehearsal time. For each concert and performance of a complex piece like
“Piano Hero” No. 1 by Stefan Prins, detailed discussions are necessary to address the options
for a projector connection, power location places, lighting, and PA system specifics. Below is
an excerpt of a personal correspondence with the technical staff at the concert venue “Kosmos”
shown below, where the author of this study in a role of a performer, outlines the options for
electronics connection:

“Yamaha CL3 is the mixer in the concert hall, so I have to connect with XLR
connectors (namely my synthesizer is a “Nord Stage 3”). Therefore, we will
place “DI-Boxes” between my computer and the synthesizer. The computer
must be next to me, because I also have to follow the video on stage— it is
noted in the score by the composer.” (ibid.)

“Piano Hero” No. 1 by Stefan Prins requires an active working literacy of the “Max 8” software,
which the pianist must learn before performing the composition. The software platform
requires learning and practicing during many weeks even months before the performance; in
some cases, the complexity of these composition performances is so high that the pianist may
even need an assistant, whom they pay from their own fee (Kanga, 2022: 168). This highlights
that contemporary performers face other skill challenges beyond scores and musicality—
challenges that are just as crucial to a performing career as musical expertise. Most importantly,
this includes education and knowledge of equipment and software required to perform classical
music written in the 21 century. For instance, contemporary pianists’ concert programs often
necessitate investments in equipment such as cables, adapters, synthesizers, computers,
interfaces or “DI-Boxes”. Although most concert halls already provide essential equipment,
including cables and connectors, the inventory at each concert performance venue varies.
Therefore, it is vital that performers of contemporary classical music have their own adapters
and cables to accomplish the existing equipment into the concert hall’s setup. Certainly,
assembling and maintaining such a set of equipment requires ongoing research and investment
throughout a pianist’s concert career. As a result, all these compositional innovations present
significant challenges for pianists of 21% century classical music in order to successfully
integrate new classical music compositions with new 21 century technologies into their
concert programs.

Discussion and Conclusion

Contemporary classical music, which has evolved from mid-20™ century to present day,
continuously challenges traditional musical structures and introduces new music languages,
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techniques, and technologies. This music often incorporates interdisciplinary approaches,
transcending boundaries between artistic disciplines and enriching overall musical culture. As
the art of music evolves, so must 21% century musicians develop a distinct set of skills,
including understanding new forms of notation, experimenting with electronics and digital
technologies, and mastering computer programs and audiovisual platforms. These new skills
are essential for contemporary performers, who must navigate not only musical complexities
of a performance, but also technical challenges introduced by new music creations.

This research paper examined the skills and competencies required of piano performers of new
classical music, with a particular focus on the piece “Piano Hero” No.1 by Stefan Prins. In this
composition, the pianist not only plays the MIDI keyboard, but also controls live video through
software platform such as “Max 8”. This work requires musical virtuosity from the performer,
but also technical proficiency and sophistication in utilizing digital tools. It exemplifies the
new model of the “hyper-pianist”, a multidisciplinary artist capable of blending musical skills
with new technological expertise.

This case study underscores creative role of performers and explores challenges they face when
performing unconventional musical compositions. In the 21% century, musicians are
increasingly required to adapt to rapid changes on the concert stage, including interactions with
digital and audiovisual technology. Flexibility and innovation have become essential qualities
for contemporary artists, who must embrace new media and integrate them into their work.
These innovative works do not reject tradition; but rather expand it, demonstrating that
technology can serve as a powerful collaborator in creating new musical experiences. Despite
integration of new techniques and technology, the musician’s essential role as a mediator
between artwork and audience remains unchanged. New forms of expression enrich this
mediation, opening up fresh possibilities for dialogue between composers, performers, and
audiences.
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ANCIENT DRAMA AND PERFORMANCE

Ancient drama, or rather ancient tragedy, is always analyzed through its literary or dramatic
experience. Although Aristotle himself had never had an opportunity to watch any ancient
tragedies, in his ‘Poetics’, he explained the term "opsis" or rather, their potential staging.
Working on examples of ancient tragedy with Faculty of Dramatic Arts — Skopje students of
the History of World Drama and Theater Course, and also analyzing the remains of ancient
theaters in Macedonia during the Macedonian Drama and Theater Course, I believe that in
today's theater science, especially with us, there is a lack of explication on the staging of
ancient plays. The paper researches the performative potential of Ancient Greek tragedies in
terms of reconstruction of their stage performances. In theater science, it is mainly considered
that the method of performance depends on the floor plan, or rather, on the construction of
ancient theaters. Thus, this paper, in several parts, explains the way ancient tragedies were
staged. The paper begins with an explanation of the way of reading a tragedy structure, the
way of construction of ancient theaters, the way of creating performative element within
dramatic text itself, and the potential reconstruction of ancient tragedies.

Keywords: ancient tragedy, ancient theater, stage performance, performativity, theatrology.

Ancient Tragedy Today: From Tradition To Reception

Ancient tragedy today can be read and staged through several different contexts. What is
important is that no theatrical, dramatic, or literary culture deals with the ancient drama
throughout centuries and today. The importance of these dramas/plays is in portraying a
human through their morals while bringing to the surface great value questions throughout
the history of humankind and humanity. The traditional reading/staging of these plays
involves interpreting them according to the context they were written and performed in,
presenting the protagonist (god/gods, demigods, and rulers) with their hamartia, and treating
the structure according to what ancient tragedy writers created. Today's reception of ancient
plays depends on the context they are to be set in, in the way of reading, and staging the main
plot following modern paradigms of the current theater. However, regardless of when and
where they are set, the least attention is always paid to the way they were played during the
period when they were set. The huge reception of these tragedies lies in the ancient interest of
theater, in its economic and political function, as well as in the insight of the plays’ plots by
the audience watching. Researching ancient theater today, especially the Ancient Greek
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tragedy, I consider it is very important to get closer to the way of staging and being able to
recognize stage attributes through reconstruction of the stage itself, the place where they were
played.

Ancient Drama/Tragedy — Term And Historical Context

Facts regarding Ancient Greek theater state that it had all happened in Athens in almost a
century, during and after the reign of Pisistratus (Ilewsiotpatog). Facts speak of five
dramatists (three tragedy writers and two comedy writers) and one theoretician and critic'.
Another fact is that there are forty-six Ancient Greek plays "surviving" today, a figure
estimated to be 1-5% of the total written. All these plays are related to Athens, the first one
was written in 472 BC, The Persians (Ilépoar) by Aeschylus (AioyvAro), the last one by
Menander (Mévavdpoc) in the last decades of the fourth century BC. The last of the written
tragedies was Oedipus at Colonus (Oidirovg émi KoAwv@) by Sophocles (Zogoxing) in 401
BC. Ancient drama, or rather, ancient tragedy, is one of the most important phenomena in
theater history. What has been an experience from centuries of research on tragedies written
and performed in the ancient period is that more attention has been paid to the dramatic text
rather than to the stage performance. As with any theatrical performance from the very
beginning to the present day, the performance cannot be preserved, therefore it is a logical
response, why philological, philosophical, even literary, and theatrical researches usually
stick to the dramatic material when researching ancient tragedy. What makes the research
even more interesting is that each of the tragedies was played only once during the
competitions. Only after Aeschylus had died was a law passed allowing his plays, and his
plays only, to be repeated" (McLeisch, 2003: 5)

A tragedy, according to Aristotle (ApiototéAng), is " an imitation of seriously (whole) and
complete action, of a certain length in an embellished speech, separate for each kind of its
part, via people who act, not by (re)-telling, that by sorrow and fear is fulfilled the content of
such (i.e. the sad and horrible) cobeings” (Aristotle,1990: 44)?

The tragedy, or the song of the goat, as the meaning of a Greek term tpay@dia is lexically
and etymologically explained, is a play that depicts, as Patrice Pavis states in his famous
Dictionary of the Theatre: /Terms, Concepts, and Analysis/," a disastrous human action, often
ending in death" (Pavis, 2004: 390)°

Ancient tragedy is one of the great and significant drama and theatrical genres performed in a
certain period (the 5™ century BC) and which had left a huge impact until present times. It
was played as a tetralogy of three tragedies and one satyr play, during the Great Dionysias

' Aeschylus (525-456 BC), Sophocles (496-406 BC), Euripides (480-406 BC), Aristophanes (448-380 BC),
Menander (342292 BC), and Aristotle (384-322 BC).

2 Source in English: POETICS by Aristotle, translated by S. H. Butcher.

3 Source in English: Pavis, Patrice; Shantz, Christine, Dictionary of the Theatre Terms, Concepts, and Analysis,
University of Toronto Press, Scholarly Publishing Division, 1999.
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every year and had a competitive character. The festival took place over six days; on the first
day, there used to be processions and speeches; on the second day there used to be a
competition of dithyrambs — ten choirs (five of boys and five of men); and from the third to
the fifth day, the plays were performed: in the morning, three tragedies and a short satirical
play, and later in the day, in the evening, a comedy (in later years, a special entire day was
dedicated to comedies). The last six days used to be dedicated to the closing ceremony.

In order to watch a tragedy (more precisely, the entire tetralogy), it was necessary to
experience sitting for several hours in different weather conditions in an open space, and, at
the same time, to participate in the process of selecting the best drama. As the history of
ancient drama has taught us, the selection was made in relation to the best plays performed
during that period; thus, the world theater history memorized the names of the ancient
playwrights according to the number of their victories®.

On Staging in a Tragedy

In Chapter 6 of his Poetics, dedicated to a tragedy, its definition, and its parts, Aristotle
defines the parts as "plot, character, expression, contemplation (i.e. thoughts), spectacle
(=performance), music composition" (Aristotle,1990: 44). The performance or the spectacle
or dyic, considered Aristotle, "does enchant the soul the most, but, it is the least artistic, and
the least inherent to the art of poetry; therefore the power of a tragedy should be won without
a performance, nor artists; moreover, in a production of a spectacular stage, the skills of a
scenographer is more important rather than the poetic art" (Aristotle,1990: 46)

However, for a theater scholar, and especially for somebody who believes that Aristotle is the
first theater scholar in the history of world theater, key attention should be dedicated to this
term precisely. How to reconstruct the scenic, theatrical, and performative in ancient tragedy
is the main starting point from which this research begins. Due to the fact that Aristotle had
no personal experience with watching ancient tragedies (he was born in 384 BC, and the last
Ancient Greek tragedy performed was performed in 401 BC), it is understandable that he
paid the least attention to stage performing of tragedies. Yet, everything he had done was
precisely due to the remained artefacts from stage presentation of ancient theaters — the
architecture of an ancient theater, the preserved plays, as well as the stage technique used. As
is the practice in the today's theater studies-, it is believed that Aristotle had also used
historical sources in the process of writing the today's most significant theater book from the

4 The famous tragedy performance competitions are known to have been part of the Spring Dionysias or Great
Dionysias, which took place in Dionysia, Athens. The archon, the supreme city representative, decided which
plays were to be staged in the competitive program and which residents and authors were to be choreographers
or producers and actors in the plays. Each poet had to present three tragedies and a satirical play. The plays were
judged each day by a kind of a panel and the prize of the winner was not only honor and prestige, but also a kind
of statuette was awarded. It is known that the most awarded of the three most famous playwrights is Sophocles
with a total of 23 victories, after whom followed Aeschylus with a total of 13 victories, and Euripides, with a
total of 5 victories.
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ancient period, his Poetics. According to Marvin Carlson, one of the leading theater scholars
today, although Aristotle paid the least attention to defining the tune/music composition and
the performance or the spectacle, as he translates the Greek term opsis, and although he left
room for his successors to define it in different ways, it does not reduce the function of the
stage presentation, yet, on the contrary, it establishes it as central in the ways of a potential
reconstruction of each of the preserved ancient tragedies. If we step aside from the one-way
reading of a dramatic text for a moment, we will realise that the play actually contains
potential performance, the one that is immanent concerning the tools used by the author when
writing a piece of work.

In the highly significant anthology called “Performance in Greek and Roman Theatre” edited
by Harrison and Liapis, the Greek scholar Gregory Sifakis writes about the misinterpretation
or, as he claims, the misunderstanding of the term opsis in Aristotle's “Poetics”. His study,
titled with exactly that explanation, considers that, since it was not explained by him, the
interpreters of his work considered that the given term was not significant to him. However,
by doing a comparative analysis of several different interpretations of Aristotle's work, whilst
having a personal experience of researching the performative potentials of Ancient Greek
drama, Sifakis claims that opsis, or performance, or the Spectacle or the performance, is an
ancient theater’s key term. In the century-long existence of ancient tragedy, it had been
watched and performed and had exerted an enormous influence on the world theater
throughout its whole history. For this purpose, it should begin with the research of the stage
space.

What should be emphasized in this context is that the scenic is actually networked in the
dramatic material written based on the architecture of the scenic space.

Architecture of an Ancient Greek Theater

The architecture of Ancient Greek theaters is the same regardless of their location. At the
base, there was the round orchestra, two parodos, a scena, and a theatron (amphitheater).
Usually, ancient theaters were built in cult places, or rather, in places where certain cults had
previously existed, usually associated with Dionysus. The orchestra or the venue of the
performance was a full circle. The theater building was separated from the orchestra, and the
scena was high and shallow. Often, the proscenium was decorated with columns with painted
ornaments. The background of the scena had spacious openings with colored pictures
(periaktos). The entrances were on the side and open. The lowest seats of the theatron were of
honor, and the audience was seated separately in different sectors (koilons) of the auditorium.
The audience, according to sources, entered through the side entrances by the orchestra. The
auditorium, or theatron, was constructed following the natural slope of the hill. The status of
theater was religious, but also democratically conceived building with equally good seats for
everyone. What is most important is that the aesthetic concept of Ancient Greek theater was
catharsis.
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This architecture, or floor plan image, helps us both in terms of reconstructing the plays of
that time and, also, in reconstructing the context those plays were written and performed in.

The research on theater buildings showed us that the stage space architecture influenced the
way the dramatic text was structured. In the case of ancient tragedies, this is very important,
because it shows us that virtually everyone watched the theater, that they played the theater in
a certain way (firstly, an actor and a chorus, then two actors and a chorus, then three actors
and a chorus) — which can be detected by a basic analysis of tragedies of this period, and that
the dramatic structure depends on the way of construction of a theater itself. In an aesthetic
context, this means that a theater is based on a power of a word, on a simple stage, and on a
traditional costume. Since a spectator knew the myths (sources), used for a plot of the
tragedies, it can be deduced that a theater was more concerned with the way a work of art
could be staged. In essence, the foundations of a theater were established here — that it is an
art that has the power to make a spectator envision, to set basic signs and symbols, and to
create a whole world with a help of few indications.

Structure of Tragedy Through Prism of Stage Plan

In the educational and illustrated “History of the Theatre” by Glynne Wickham, the simplest
explanation is given on how the appearance of the stage is used by the play, namely, that the
structure of the tragedy depends on the stage plan itself. Wickham considers that the way the
stage was set up (the usage of a natural slope of the terrain, mostly in cult places and even
outside a city, a circular orchestra, and a parodos on both sides), the time of the event (mostly
in springtime during the Great Dionysias), as well as the social and political occasions,
influenced not only the topics, but also the way of writing the plays. That is why opsis should
not be excluded at all from the interpretation of the ancient plays. "By adding a second actor
and thus creating a dialogue between characters, Aeschylus advanced the histrionic
possibilities of the drama, allowing character and plot to grow through conflict desires and
actions at the expense of the exchange with a meditative chorus." (Wickham, 2000: 34).

Considering the stage the ancient tragedies were performed on, we should recognize the
model of the performance according to the structure of the drama itself. According to the
reconstruction of the Ancient Greek constructions, it is known that the audience entered
through the orchestra and sat down at the designated places. In front of the scena, in some
theaters, a theologion, or the place from which the gods addressed, was placed. The choir
entered from the right parodos and exited from the left.

The basic reconstruction of the first tragedies shows that the most accurate data about how
these plays were performed can be read in the third part of the “Oresteia trilogy”, i.e., “The
Eumenides”, where Aeschylus gives information about how a play was performed. Aeschylus
decorated the stage with paintings and architectural motifs. We know from historical sources
that Ancient Greek actors used masks and changed many different costumes, which have a
function of a sign because the character wears a costume that the audience recognizes. The
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chorus is led by the choirmaster who talks to the actor(s) or each other. The dialogues
between them are part of the episodes in the drama. Regarding the stage — the choir entered
from the right door and performed independently at the beginning or when a certain situation
had to be described. According to the dramatic structure — that was the stasimon. The
entrance song is indicated as a stanza, and at the moment when the chorus returns, it is anti-
stanza.

If we make a basic reconstruction of the first of Aeschylus' “Oresteia” tragedy, Agamemnon,
we will be able to "see" the play implemented in the dramatic text. The play begins with a
Prologue with a brief description of the scene. These short introductory didascalia, in both the
ancient and the Renaissance dramatists, are considered to have been written later, because the
plays were performed at that time, and the authors shared the indications personally with the
actors. This opening didaskalia defines space and time: "The king’s palace in Argos. Martyrs
and statues in front of it. It is night. A guard lies on the roof of the palace watching to see a
flash light in the distance, a sign that Troy has been conquered." (Aeschylus,1994: 19) If it is
common knowledge that every tetralogy during the Great Dionysias was played during
daytime, then theater devised the sign so the audience would know when it was a night. There
would be a torch on stage. In that way, the initial setting of the scene would be recognized.
The proscenium had pillars with painted decorations, and it is where martyrs and statues of
the gods are. The guard addresses to himself, functioning as an introduction for the audience
to a part of the myth Aeschylus is going to deal with in the play. As the chorus enters, the five
stanzas and the five anti-stanzas start, and their layout and content indicates that the chorus is
positioned in a semicircle and addresses the audience or the actors. The first episode of this
tragedy was played by Clytaimnestra and the Chorus, that is, the Choirmaster. If we know
that the number of the choir members is 14, we can envision how their exit and entry deliver
the story. The audience knew that those entering from the right were the kinsfolk, and those
from the left were guests or enemies. The first episode is structured around the dialogue
between Clytaimnestra and the Choirmaster, and the stanzas and anti-stanzas are of the
chorus. All three episodes take the structure in the same direction. The spectator listens to the
performance in front of them and reads the signs to guide them watch the performance. The
Exodos had seven stanzas and seven anti-stanzas.

In order to be able to recognize the acting and the way the play was performed, we have
consulted the artifacts excavated in the ancient theaters. They show us that the actors wore
traditional clothes and casters and stilts on their feet. Stage technique was down to several
elements: the ekkykléma (the movable platform on which the body of the deceased was taken
out) and the machine (the device with which the gods appeared when the dramatic situation
needed to be resolved). The impossibility of a lot of scenography was in favor of the
performance of the ancient plays because it inspired the authors to use symbols and signs,
such as the extensive use of red color in Aeschylus' Oresteia.
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Conclusion: Ancient Drama And Its Stage Production

In essence, the ancient drama shows that it provides the foundations of what is understood as
theater art today, of what Shakespeare later realized in his plays— simple scenography, stylish
costumography, and the whole essence of the action is in the words. Theater should make the
viewer envision and create an image based on what they are presented on stage. That is why
it is considered that the very structure of the ancient tragedy carries within itself the essence
of a performance. Ancient Tragedy should not be read only as a literary or dramatic work.
Ancient Tragedy should be read as a performance, as a written theater, because, considering
the aesthetic and poetic principles of Aristotle, once knowing the architecture of the stage
space and the content of the tragedies, one can reconstruct any ancient tragedy. In a theater,
the most difficult and the simplest is to envision. The author gives indications to the actors,
and to the director with the text itself, and then actors, directors, scenographers, costume
designers, composers, choreographers, and light and tone designers, create a new world
played out in front of the eyes of the audience. In ancient theater, all those complementary
arts were placed at the basic level — Actor and Chorus (Chorusmaster), a single scene and
change of masks and costumes, and the whole basis was in the play itself. Words have the
power to change entire worlds. Ancient tragedies are proof of it.
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THE EVOLUTION OF SCENOGRAPHY
TRANSITION FROM AN APLIED ART TO AN INDEPENDENT ARTISTIC FORM

This paper explores scenography as an art and traces its evolution from being
an applied art to an independent art form, examining various dimensions.
Theoretical perspectives analyze its presence in theoretical literature and
theatrical dictionaries. Peculiar emphasis is placed on practical aspects,
particularly the Prague Quadrennial, a significant event focusing on
scenography, alongside global and regional practices. Additionally, the study
delves into the development of this art form locally, exploring different
concepts related to scenography. It also investigates the distinctions between
the terms scenography and stage/scene design in our country, the region, and
globally with a special focus on comparisons with English terminology.
Throughout, parallels between theatrical performance and exhibition contexts
are drawn, highlighting the contrasting roles of directors and curators.

Keywords: theatre, scenography, stage design, Prague Quadrennial

Exploring Theatre Dictionaries and Contemporary Scenography: A Comparative
Analysis

Starting from theoretical aspect and looking upon theatre dictionaries in order to have a closer
look and better understanding of the notions, we’ll take a look on few worldly renowned
theatre scholars and their dictionaries. Starting with one of the latest publications, like The
Methuen Drama Dictionary of the Theatre, edited by Jonathan Law and published in 2011,
we will find ourselves surprised by the great and detailed explanations with a lot of practical
and historical information, on the one hand, and the lack of new concepts and developments
on the other hand. We can briefly go through some notions and have a better understanding
of the notions itself, just as of the Jonathan Law’s approach.

Beginning with “set”, Law explains it as: “The scenery, props, and lighting used to evoke the
location or mood of the drama. The word ‘set’ comes from set scene — a term formerly used
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to distinguish an arrangement of scenery, furniture, and props set in place for the duration of
a scene from a flat scene, consisting of flats that could be slid on and off stage.”(Law, 2011:
455-456) He, then continues by explaining the different practices and needs of few directors
of the late 19™ century, like André Antoine, Beerbohm Tree, David Belasco, and their
realistic approach and the usage of real furniture which wasn’t always welcomed by their
coworkers, especially not by the actors.

After starting with the “set”, we can know continue with the phrase “set a stage”, which is
described as arranging scenery and props on a stage, with the further explanation that an
elaborate scene is ‘set’ when it is arranged upon the stage. (Law, 2011: 455-456) In addition,
the opposite of “set a stage” would be the “strike” (Law, 2011: 487), which means taking
down or dismantling, or even removing an item of a stage set.

In continuance with these notions, we’ll next take a look at the “scenery” (Law, 2011:450),
meaning anything that is placed on stage in order to indicate the location of the action.
Continuing with the explanation that the scenery became important during the Renaissance,
with the “invention” and the usage of perspective paintings in theatre.

Here, while dealing with Jonathan Law, in contrary to the abovementioned terms, we can
notice that the word “scenography” is missing and there is no explanation for it at all. Closer
to its meaning is the word set, as described above, but still, in our surprise, he uses the word
scenography when he talks about Jozef Svoboda and Prague Institute of Scenography. He
also mentions the term “scenography” while describing the “poor theatre” and the role of
Grotowski.

Yet, when it comes to the term scenography, we can surely look at some other sources and
see what and how others have defined it. According to Arnold Aronson (Aronson, 2005:7)
“scenography” is an ancient and modern concept, which traces back to Aristotle, who refers
to “skenographia” (scenic writing) as a various form of writing involved in theatrical
production, including the physical elements of the stage. He then continues with the
explanation that Renaissance theorists did not adopt this term, which led to the emergence of
terms like design, decor, and scenery, especially in the West.

Perhaps here lies the answer why we cannot find the explanation of “scenography” by
Jonathan Law, as we could find an explanation for “set”. On the other hand, once that
Aronson mentions terms like design and decor, we can have a closer look on these as well.

As for the decor, or decorum, as referred by Patrice Pavis, it is interesting that he too links
this term with Aristotle, just as Aronson did with scenography. Yet, Pavis (Pavis, 2016: 90-
91) describes it as something more complex than just a “scenic writing”. According to him, it
is a term that means compliance with the literary, artistic and moral conventions of an era or
an audience, linking its origin with Aristotle’s moral propriety of what should or should not
be shown on stage. Pavis then continues by clarifying what are the differences between the
decorum and verisimilitude, pointing out that the second one is more ‘“character-related”,
while the first one is “more specifically spectator-related”. Alternatively, as he would point
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out, in general, decorum means to adapt a play to audience tastes and conceptions of reality.
In addition, he continues referring to Nietzsche by saying that “Decorum is the image an era
has of itself, an image it looks for in artistic productions.”

Before we look into the term design and designer, described by various authors, we can go
back to “scenography” and its use in the West. Aronson ((Aronson, 2005:7) argues that
"scenography" started to become widely accepted as a preferred term in Europe during the
latter half of the 20th century, with the distinction that it goes beyond simple scenery or
costume design, encompassing a broader and more comprehensive visual-spatial creation that
integrates a dynamic process of transformation inherent in stage performance. In this
understanding of the term ‘“scenography”, Aronson makes a clear reference to Pamela
Howard, a renowned British scenographer, who delved into this concept in her book "What Is
Scenography?". A pretty intriguing fact about this book is that it starts with responses of
more than forty scenographers from around the world on the same question (What is
scenography?), just to find out that there are as many different viewpoints on the same
question. These perspectives varied widely and often clashed, underscoring the challenge of
defining scenography.

Aronson (Aronson, 2018:10) also argues that scenography encompasses complete visual,
spatial, and auditory orchestration of an entire theatrical experience, potentially engaging all
senses. Scenography also integrates a temporal dimension of theatre, necessitating that any
definition of scenography accommodates a dynamic evolution that unfolds during a
performance. Considering this, Aronson, just as Pamela herself, concludes that scenography
remains a more encompassing and inclusive term compared to “design”, which tends to
narrowly focus on the spatial and visual aspects of performance, particularly in the United
States.

Now going back to the design and/or designer, we can realise that Jonathan Law (Law, 2011:
146-147) argues that a designer is an artist who is in charge of a design of the costumes, the
makeup, and the scenery, and in addition, a designer may be in charge of the lighting, the
sound, and other technical issues depending on the needs of the production. He continues
with a great historical approach reviewing the role of a designer, starting from the 16™
century onwards. In the line of those five centuries, he mentions some great artists and their
influence on the theatre in general. Among them, probably the most worthy of mention are
the ones from the 20" century, like Adolphe Appia, Edward Gordon Craig, Stanislavsky,
Vsevolod Meyerhold, Peter Brook, and Josef Svoboda.

Despite the illustrious names in theatre history mentioned by Jonathan Law, we can argue
that there is a dearth of contemporary examples and approaches, which Pamela Howard
addresses in her book. According to her, nowadays theatre design has evolved significantly
beyond the mere decoration and adornment typical of the post-war era, reshaping the role and
responsibilities of theatre designers. She claims that today, designers are involved right from
the inception of production planning, necessitating early decision-making. Emphasizing that
scenography is integral to the entire process, contrasting with the narrow connotation of
design as merely decorative. Thus, she underlines, that scenographers must strive to achieve a
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seamless integration of all elements that contribute to a compelling theatrical experience. She
then continues by explaining everything what is/should be expected from a scenographer by
saying that their job begins by recognizing the potential of an empty performance space.
Afterwards, she includes potential for understanding how can a spoken word, text, or music
transform this empty space into a dynamic auditorium. By examining the requirements of the
text, the production's context is researched to select appropriate objects, forms, or colors that
compose a spatial arrangement, breathing new life and vision into the text. Initially dormant,
the space comes alive when it is inhabited by the performers, becoming mobile elements on
the stage picture and narrating the story, enriched by the space's utilization. Throughout the
performance, actors shape and modify the space, responding to the evolving narrative. This
collaborative process among theatre artists is guided by the director's vision, animating the
empty space and molding it to suit the production's requirements. Completing this creative
circle are the spectators, who occupy the shared space of the theatre building and provide
purpose for which the work is created. Scenography embraces these seven aspects with equal
importance in an unified theatre production, each facet influencing and relying on the others
to achieve coherence and impact. (Howard, 2002: xix-xx)

Later in her book, she defines scenography as:

“Scenography is an actual realisation or a three-dimensional image in which the architecture
of the space is an integral part of that image. The image includes the placing and spacing of
humans and objects, and this marries the truth of the words with the resonance of the other
story that lies behind the text. The spatial image on stage is not purely decorative. It is a
potent visual image that supplements the world of the play that the director creates with the
actors in the space.” (Howard, 2002: 15)

This passage later in her book is sublimed in only one word, by saying: “Composing-! That’s
what a scenographer does.” (Howard, 2002: 57)

However, when it comes to the difference between a scenographer and a designer, she claims
that: “[scenographers] go further than just designing sets and costumes to create an attractive
stage picture. It means they are prepared to watch and study the actors in rehearsal,
understand how a performance grows, and how the stage environment and the costumes can
work together to enhance the actor’s performance.” (Howard, 2002: 87) And since she
merges the role of the costume designer in the role of the scenographer, it is worth
mentioning that she considers the actor’s body as a structure on which a scenographer creates
and builds costumes. (Howard, 2002: 93)

By this job description, we can see that both concepts of scenography and design, as
described by Pamela and Aronson on the one side and Jonathan on the other side, are very
similar. Moreover, Jonathan (Law, 2011: 146-147) continues by arguing that due to the
nature of the job, which requires a deep understanding of the director’s idea, some directors
tend to takeover the role of a designer by themselves. Moreover, when it comes Howard, she
seems to claim the opposite, i.e. she elevates the scenographer very close to the role of a
director. By her point of view, it is not the director the one that takes over the role of the
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scenographer, but vice versa, the scenographer is the visual director of the show. We can
trace the origin of this view in her book “What is scenography” where she claims that:

“The test for the scenographer is to see whether all the preparation has been in balance, and
the spectators have understood the vision and the intention of the production.” (Howard,
2002: 108)

“What is scenography? Scenography is the seamless synthesis of space, text, research, art,
actors, directors and spectators that contributes to an original creation.” (Howard 2002: 130)

It looks like both of those claims are further developed few years later in her article
“Directors and Designers: Is there a different direction?” where she refers to the Aristotelian
concept of scenographer as a writer of the stage space who can be a director of its own.

“Firstly, the designer can no longer be a decorator of directorial concepts, but has to be an
architect of an imagination, looking for all the spatial possibilities to exploit. This demands a
real rigorous understanding of the needs of the text, ignoring spurious and artificial divisions
between text-based and physical theatre. All that matters is that a harmonious creative
language is invented for the production. As theatre moves forward, either textually or
physically, there is little doubt that the actor/performer becomes the primary visual element to
be enhanced with light, sound and movement, rather than constructed illusions. Thus, the
director has to work in partnership with the movement director who becomes almost a co-
director and the scenographer — the writer of the stage space — who becomes a visual director.
This then allows the scenographer to collaborate with a team of other interpretive artists —
sound artists, light artists, object makers, textile artists, costume makers, who should be part
of the creative rehearsal process, and can see what is needed to make a moment in
performance clearer to the spectator. In other words, a lateral collaboration rather than more
common vertical or linear management structure is needed.” (Howard, 2006: 30)

Something, which goes completely in line with what Aronson (Aronson, 2018: 10) claims
some twelve years later. This clearly tells us that things that Pamela practiced and argued for
in her publications, were taken into consideration and not only that, but she even shifted the
whole paradigm when it comes to scenography and the role of the scenographer.

Evolving Definitions: Performance Design, Scenography, and Their Intersection with
Curatorial Practices

The Prague Quadrennial of Performance Design and Space (PQ), founded in 1967, aims to
showcase cutting-edge designs for performance, scenography, and theatre architecture at the
forefront of cultural events. However, this practice wasn’t from the very beginning of the PQ,
since in the late 60s until the early 2000s PQ was much more focused on the international
developments of scenography presented through exhibitions of models, sketches of designs,
and performance photographs. Being that these formats of exhibitions are very limited in the
ability to convey the environment, the circumstances, the emotions, and the overall
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atmosphere of a performance, by representing only a part of the creative process. Having to
deal with this challenge and trying to find a better way of presenting the scenography with all
of its aspects, especially since 2003, different countries started bringing their exhibitions
including many performative elements in them, and turning the audience into active
participants.

Thus, by following the natural stream of PQ and its participants’ needs for a better
presentation and the need to experience performance design/scenography in its performative
way with active participants, and not only visitors, in the last edition of 2023 PQ was
renamed from an exhibition into a festival.

However, dealing with the PQ we can clearly see a different usage of the terms. Moreover,
they are prone to using both terms, design and scenography. Yet, when it comes to design,
they use the term “performance design”, as a more comprehensive term in comparison to
set/stage/theatre design. Nevertheless, the question if these are merely synonyms or different
disciplines remains open. Especially in comparison with the understandings analyzed above.
So let us see how they understand these terms.

“Performance design/scenography today is often presented through vivid and immersive
experiences, where all senses can be involved and the audience members takeover an active
role. We see performance design/ scenography as an art form that goes beyond the visual,
into experiential and sensorial realm with a focus on interdisciplinary collaboration, giving
creative expression to new ideas and experiments. Contemporary performance
design/scenography is an art form within parameters of multi-sensory environments —
creating worlds of sensations appealing to the imagination, the mind, as well as the sensory
organs: the eye, the ear, the nose, the skin. Scenography environment gain a life that by
default eludes the designer’s grasp: no matter how carefully it is planned and executed, it is
truly completed by the participants engaging with the designed space. Every creation, is
therefore impermanent and changeable; it is also visionary and volatile in that it works with,
and relies on, many unknowns.”"

Considering this, it is very clear that the terms may differ, whereas the understandings are
quite similar, as is the case with Howard, Aronson and now PQ. Namely, talking about PQ
we have to mention Sodja Lotker, a former artistic director of PQ in the period 2008-2016,
the time when PQ was still an exhibition. Her understanding of scenography goes in line with
Howard, but at the same time, it is unique and relevant. She suggests that a scenographer
functions as “a conductor who will establish interactions, promote actions, and provoke
experiences of coexistence. Recognizing the critical role played by the designer in
(re)defining a space; establishing a relationship between stage, audience, environment and
society; creating a lively place formed by the overlapping of intertwining layers, building a
plural identity, conflicts and narratives.” (McKinney, 2017: 114)

!https://pq.cz/about-pq/
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Despite the differences and similarities that appear while dealing with these notions, there is
one more thing, which, as we go deeper in the realm of scenography, its absence becomes
very vivid. We are talking here about theatre as a place where scenography has its origin.
Having in mind this absence of the theatre and the stage per se, we can refer to PQ again and
see that they are very conscious about this when they say that performance
design/scenography thrive across diverse environments: traditional stages, experimental
venues, urban to rural settings, and virtual realms. This dynamic field integrates new media,
spans multiple disciplines, and breaks free from traditional creative divisions, fostering
innovative and collaborative practices that redefine artistic boundaries and engage audiences
in fresh, holistic ways.2

In addition to this, not only does Sodja Lotker liberate scenography from the theatre and
traditional stages, but she liberates it from the actors as well.

“It has been said many times that the presence of the actor makes the theatre... it can be
immediate in the physical space; video mediated; or created by an 'absence' in the space...
Such an absence, whether it is an installation or a scenography space without actors, allows
the audience to inhabit the space and, in this way, become an event itself. An installation
without the presence of a performer can be understood as a memory of an action, its
prediction, the possibility of an action happening, or as the audience's ‘action’ space. This
shows that scenography can be theatrical without the presence of a live actor.“(Dinulovi¢,
2017:76)

By doing this, Sodja Lotker in a way fulfills the Pamela Howard’s idea of scenographer being
a visual director, by expanding the scenography and consequently the role of the
scenographer. Once a scenographer does not need a traditional stage, nor an actor, nor a
director’s idea or concept to follow, nor a theatre with all of its compartments, then the
scenographer can act alone, or can elevate to a position of ‘a director’ being followed by
other artists. With this being said, comes the following question of the differences and/or
overlaps between directors and curators.

Now, relying again on a dictionary we can see that these two positions in art are quite
intertwined between themselves, especially if we see how Patrice Pavis describes them, and
at the same time if we keep in mind the role of the scenographer as it has already been
described.

The role of a curator, borrowed from visual arts and museology, increasingly parallels the one
of a theatre director from the 1990’s. Both emphasize process over final product, focusing on
the spectator's aesthetic experience rather than strict consistency or legibility. Curators, like
directors, shape exhibitions and performances by framing and interpreting artworks or
theatrical elements within a spatial and intellectual context. This convergence highlights a
trend towards intertextuality and hybridity in both fields, challenging traditional genre and

2 https://pq.cz/about-pq/
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stylistic boundaries while also influencing audience engagement and interpretation. (Pavis,
2016: 44)°

Therefore, we can conclude that scenography has evolved into a separate and independent art
form where the scenographer is being a visual director or a curator, depending on elements,
tools, objects and subjects that may be used.

Our Experiences and Understandings of Terms

After reviewing what and how the terms, notions and understandings have evolved in the
world of theatre and performative arts, a logical question arises: what about us? Do we follow
these trends and new streams? Are we in touch with the developments in the fields, or are we
holding ourselves to the traditional definitions with a conservative approach towards
everything new.

-In order to deal with these questions and many others that may arise, we can start by seeing
what is happening in the region and then end up with ourselves. If we initially start by the
terms, we can see that we tend to use (again) different terms in order to describe the same
concept. Referring to the Serbian language and their terms, since the same terms are used in
the Macedonian language, they have translated Pamela’s “scenography” as scene design
(scenski dizajn). A term that has officially been published in 1996 when in the name of the
Biennale of Scene Design, the syntagm “scene design” is mentioned for the first time. The
authors of this notion are Radivoje Dinulovic, Milosav Marinovic and Irena Shetevska.
(Dinulovi¢, 2017:17)

Here, as we can see, those authors went in an opposite direction of Pamela Howard, who
considered design of a lesser position than the scenography. But, there is an answer for this,
which depends a lot to the Serbian tradition of theatre and scenography, which again is quite
similar to the Macedonian one. Namely, the first professors of scenography in Serbia used to
be painters who would consider the scenography as field derived from the fine arts. By this
approach to scenography, the terms itself has been linked to painting and less to the other
aspects that Pamela includes in her description. (Dinulovi¢, 2017:15)

Thus, they had to invent a new term and they came up with “scene design”, a term that aims
to comprehend in itself the processes of reflection, creation and realization of images in the
wider meaning of the word. In addition, at the same time it is distinguished from set design,
stage design, or theatre design. A term that Tatjana defines as a term that means “the creation
of a complex, synthetic environment, physical and metaphysical, in which the stage image
can be both built and imagined, and which extends beyond the space of the theater.”
(Dinulovi¢, 2017:22)

3 Pavis, P., 2016. The Routledge Dictionary of Performance and Contemporary Theatre. Toronto: University of
Toronto Press, p. 44.
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Talking about Serbia, they are a leader in the region when it comes to scenography, or scene
design, since they have managed to not only come up with a term for their purposes, but in
addition they have established a course of Scene Design* at the department of Architecture
and Urbanism, within the Faculty of Technical Sciences at the University of Novi Sad.
Something, which makes this faculty unique in the region.

On the other hand, in the RN Macedonia, we seem like we are not interested in this kind of
discourses and yet when it comes to the practical aspect of the scenography/scene design, we
have participated in PQ for few editions now and even won the Golden Triga for 2019°. Yet,
we lack these perspectives upon scenography not only in the academic fields, but in theatres
too.
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.This paper explores the potential of green transformation within a theatre sector, focusing on
challenges and opportunities faced by cultural institutions in peripheral regions, particularly
on the Balkans. It delves into how these institutions navigate complexities of integrating
sustainable practices amidst socio-economic constraints and limited infrastructural support.
The study critically examines intersection of cultural policies, sustainable development, and
theatre practices within a broader context of global climate crisis, highlighting how these
elements interact to shape the capacity of environmental stewardship in arts. Despite growing
awareness and initiatives, there remain significant disparities in the implementation of green
policies in performing arts across peripheral regions, where resources and support structures
are often lacking. Through empirical research conducted in seven theatres in Belgrade, not
only does the study analyse current practices, but it also examines the extent to which these
practices align with international standards, emphasizing pressing need for a more integrated
and context-sensitive approach to sustainability in arts.

Keywords: green transformation, theatre, sustainability, cultural policies, climate crisis

Introduction

Different debates on climate crisis include the past, the present and the future, all the while
maintaining a special focus on understanding general actions that affected changing of the
ecosystem. Despite the facts presented in numerous public policy documents around the
world about impact of society's activities on eco-changes and climate crisis, it seems that
there is no appropriate collective social response. Ten priority were outlined, discussed and
adopted at the 2019 Climate Action Summit — including the necessity of “addressing the
social dimension of climate change”, which also refers to a need for greater engagement in
humanities as well as creating new platforms to communicate this important issue. The
challenge in traditional thinking about climate change is not only related to the significant
current and future impacts on nature and society, but also to the fact that until recently “we
didin’t know how to think and feel about it” (Chaudhuri & Enelow, 2014:viii). This thesis
points to a possible understanding of the role of art and culture in the process of bringing the
issue of climate change closer to the wider community, through re-designing their own
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approaches towards this issue and initiating social dialogue. Additionally, the contemplation
of triad of culture-society-ecology cannot but refer to the paradigm of sustainable
development, as contemporary socio-political thought on the interconnectedness of culture
and human rights, diversity, sustainability, democracy, and peace advocates for an integration
of culture into development strategies and programs, and affirms the idea of culture as a
(forth) pillar of sustainable development (Markovi¢ 2014: 242-243).

However, while climate change awareness has increased globally and demanded concrete
frameworks for action at the cross-sectoral level, this has not been reflected in policy making
within cultural sector (Taxopolu, 2023:13). The fact that the field of culture lags behind in
addressing these challenges is evidenced by the occurrence of the first meeting ever gathering
numerous representatives of culture ministries from around the world only at the end of last
year during COP28. This High Level Ministerial Dialogue For Culture-Based Climate Action
aimed to make a paradigm shift in how climate change is understood: it is not just an
environmental, financial and scientific challenge, but a cultural one as well. This meeting and
various current initiatives, research and reports indicate a necessity of incorporating culture
and arts into a dialogue on the challenges of the climate crisis; however, tangible actions are
lacking, and in this regard policies in the performing arts sector are no exception.

Accordingly, the theatre is faced with a task of introducing green policies, which assumes an
eco-shift in thinking around organization management and individual sectors in the context of
sustainable development, and requires gradual alignment of green recommendations with the
existing framework of conventional practices (Hasall & Rowan, 2019). This further points to
the challenges placed before the theatre as an agent of positive change, achieved through
action that pertains not only to drawing attention to the current paradigms of the climate crisis
through stage narratives, but also to the overall business strategies and organizational culture.
Therefore, the imperative of the transition of conventional theatre management processes —
redesigning production approaches and modes of operation — becomes one of the
underlying components and factors of its green politicalness.

Some academics and professionals puts forward that theatre practices need to re-think “how
they do what they do” from the perspective not only of reducing their emissions, but also of
the theatre’s overall aesthetic and production philosophy, in which every play becomes an
“opportunity to self-correct” (Garrett, 2012). This is also in agreement with the thoughts of
theorist Dragan Klai¢ who argues that the role of theatre is to initiate conversation on
important issues concerning the community (Klai¢, 2016). In the context of green
transformations this means that art and culture can and must make a big contribution to
increasing the visibility of the ongoing environmental crisis and to call for a collective
response from the societies in which they operate. However, the approach to this topic could
be quite complicated, which depends on the diversity of contexts - both territorial and
cultural. In that regard, while initiatives in the field of performing arts are clearly present in
countries of the Global North (America, Canada, Europe with a focus on the United Kingdom
and Australia), a distinct disparity in the implementation of green agenda principles is
particularly noticeable in countries of the periphery. The reasons for this phenomenon are
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diverse, but predominantly relate to their objective deficiency in capacity for green transition:
underdeveloped eco infrastructure (such as waste disposal and recycling systems, railway
transport, etc.); insufficient legal responses to ecological sustainability issues (including
absence of adequate legislation and support/incentive systems for eco-friendly practices);
allocation of resources towards imperative areas and concerns (excluding climate change
consequences); public understanding (and functioning) of art field primarily through the lens
of aesthetic values; and the continual provision of a “basic minimum” or mere “survival” for
programs and organizations (particularly performing arts entities), rather than a directed
strategic development aimed at enhancing their overall sustainability, with clearly delineated
broader (social) objectives. Incorporating the perspective of the Balkan countries into this
theoretical model of an European periphery, becomes evident that the prolonged transitions
of the socio-political system, as well as the “transition of public theatres” as a process of
adaptation geared towards achieving a balance between the instrumentalization of theatres
and fostering excellence in their operations (Markovi¢ Bozovi¢, 2023: 141), obscure the
prospects for green transition within these institutions. Starting from this assumption, the
paper explores existing policies and challenges of the eco-turn of theatre as a cultural
institution that is ”a unique powerful platform for promotion of the climate change crisis”
(Chaudhuri & Enelow 2014: 8), and analyse the issue of production models as components
and instruments of the politicalness of performing arts (Letuni¢ and Karauli¢, 2020) within
peripheral context. The contemplation of this is grounded in empirical research of the existing
context and practices within seven theatres in Belgrade established by the City Assembly,
along with a comparative analysis of recommended practices that within international
frameworks are already part of current protocols aligned with the concept of sustainable
development.

Challenges of the Performing Art Policies on the Peripheries

Despite various binding documents signed by countries in the Eastern Balkans (the Paris
Agreement, the Kyoto Protocol, the Sofia Declaration), the changes in these countries have
their visibility and implementation in energy and climate laws, but this is rarely or never
transferred to the field of culture, arts and performing arts. The situation is not much better
on a broader European scale, thus the research findings of Julie’s Bicycle's initiative
“Culture: The Missing Link” from 2021 indicate that even though 84% of respondents, who
were decision-makers in culture from 46 countries, affirmed the relevance of environmental
topics to the domain of cultural policy in their countries, only 27% of them are obligated to
address them within their activities (Julie’s Bicycle, 2021). These claims are further
elaborated by a UNESCO report from 2022. ”Reshaping Policies for Creativity” which states
that “cultural expressions and creativity are insufficiently mobilized in climate action and that
there is a noticeable lack of investment in their role in ecological transition” (Taxopoulou,
2023: 13-14).

Nevertheless, at a global level there are numerous initiatives and resources aimed at the green
transformation of treatres, as a response of these organizations to the growing challenges in
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the environment - both in terms of reducing harmful effects of their activities and adapting to
changed conditions (organizations such as Julie's Bicycle, Creative Carbon Scotland,
Broadway Green Alliance, Green Art Incubator at the local level, and an increasing number
of theater networks address this issue within their activities - IETM, mitos21, European
Theater Convention, etc.). Most of them identify multitude of intersecting goals of this
process - mainly oriented towards work procedures and green production, and what
precedes this long-term act is a definition of a comprehensive mission of environmental
action and its formalization in a form of strategies and an action plan, with an aim “that this
action over time becomes rooted in the organizational culture itself and shapes all subsequent
decisions and procedures* (Taxopoulou, 2023: 49).

This process should encompass the involvement of all sectors of the theatre organization,
from the early stages to regular progress reporting, with the role of management and
organizational leaders being emphasized as crucial. However, considering that the green
transformation is significantly influenced by the local socio-economic context, local market
and the present legal-regulatory framework, determining the further scope and ambitions of
the organization’s action plan requires consideration of all these factor, as well as establishing
realistic possibilities dependent on the anticipated timeframe, the size, resources and
capacities of the organization (Green Art Incubator, 2021; Taxopoulou, 2023). Besides this,
organizations need to respect principle of complementarity between capacity building
processes within organizations and advocacy processes related to the incorporation of these
issues into all official documents at the highest national level of cultural policies. In that
sense, as in any other transition of public theatres, and in the case of green transformation
also, the application of “two-way adaptation of public city theatre systems” is necessary,
namely a “strategic approach that operates both 'bottom-up' and 'top-down," combining
organizational and systemic aspects in addressing the analysed issues” (Markovi¢ BoZovi¢,
2020: 449).

Analysis of existing documents in the Balkan countries leads to a conclusion that the issue of
green transformation is not addressed in strategic documents in the field of culture, while
environmental protection occasionally appears as part of the themes addressing sustainable
development. On the other hand, it is possible to identify the existence of some initiatives by
individual organizations that occasionally emerge to address the climate crisis within their
operational procedures and narratives or projects supported by Creative Europe. However,
such initiatives largely belong to an independent scene or civil organizations in the
performing arts, while public theatres in peripheral European countries hardly respond to this
urgent (public) need and/or interest. Considering that the strategy of these institutions is
primarily directed by their founders (administrative bodies at local and national levels),
confirms the notion that the challenges facing performing arts policies on the peripheries,
especially in the Balkans, highlight a significant gap between environmental imperatives and
cultural policy agendas. Addressing these challenges necessitates fostering collaboration
between policymakers, cultural institutions and grassroots organizations to prioritize
environmental sustainability within the performing arts sector and pave the way for a more
environmentally conscious cultural ecosystem in the peripheries.
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Understanding the significance of green transition in (public) theatres — particularly in
countries on the margins of the EU — entails recognizing the broader importance of these
institutions in the context of social development. While cultural policies in Western European
countries are largely (at least formally) focused on public accountability, i.e., generating
public good/value, as a corrective to an exclusive approach to cultural development in
societies (Gibson, 2008:6), countries like Serbia are still uncertain in this regard. This is
especially true for certain cultural domains such as public theatre, where, on the one hand,
due to a historical perpetuation of a “master-servant relationship with funders”, there is a lack
of confidence in terms of (self-)maintenance (Holden, 2004: 27), while on the other hand, it is
conditioned by extensive adaptation of traditional business models, implementation of
contemporary development strategies, and the imperative of diversifying their societal
functions, responsibilities towards citizens and realizing their full socio-economic potential.
In this regard, although it may initially seem that for theatres facing such challenges,
environmental issues appear as somewhat less urgent and significant tasks, on the contrary,
they can be a pathway to achieving the aforementioned goals of theatre transformation.
Therefore, IETM's Guide to Climate Justice for Artists and Collaborators, along with other
similar studies and recommendations, identify key areas of potential impact of art and artistic
organizations in this context, highlighting that besides environmental concerns, green
transformation also achieves broader social goals such as community empowerment and
social cohesion, defining fairer procedures and evaluation systems, building a more just
society, and creating fairer and more efficient policies.'

Possibilities of the New Paradigm in an Old Structure: Green Guides and Practices

There is a significant number of green manuals that indicate optional ways for organizations
to react in the context of crisis caused by climate change. However, they are primarily
tailored to large companies or regional/national administrations. As such, naturally, they do
not correspond to cultural organizations - their structure, activities, specific mission, and
vision - which is why, since the end of the first decade of this century, there has been an
increasingly intense focus on designing studies and publications of this kind specifically
aimed at organizations in the fields of culture and arts. The guidelines offered by these
manuals lead to a two-way correction of the current mode of operation: adaptation to the
consequences of climate change and their mitigation through infrastructural rethinking of
facilities, technical capacities, work procedures, organizational cultures, etc. (Markovic,
Bozovi¢ and Karauli¢, 2022: 84)>. Existing recommendations on the topic of green

" For instance, climate issues are considered in relation with gender equality concerns, and approaches to
"greening" are viewed from the perspective of reducing labour, saving time, and transforming gender roles and
relations (“Mainstreaming Gender Considerations in Climate Change Projects", "Gender in the transition to
sustainable energy for all: From evidence to inclusive policies", "Toolkit for Gender-Responsive Process to
formulate and implement National adaptation plans — supplement to UNFCCC technical guidelines for NAP
process").

2 There are a large number of guides, projects, platforms (like The Carbon Literacy Project, see more at:
https://carbonliteracy.com) which focus on responding to the environmental crisis on the imperative of
mitigating carbon dioxide emissions and creating greenhouse effect, that is, they aim at educating cultural and
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transformation of theatres differ, according to whether they focus on the aspect of adaptation
or mitigation; whether they deal with the sustainability of the theatre building, the
performance or the organizational culture and procedures; and whether they are thematically
oriented towards the ecological turn of a certain segment in theatrical productions and
distribution, or in general - the entire process of planning, creating and performing theatrical
works. Also, differences arise and from the socio-political context - from the legal regulations
and strategies of certain countries in the field of climate change, but also from the current
situation regarding the level of emancipation of the community in that sense. The common
point of all publications of this type are the views on the reasons for deciding in the direction
of green concepts, which can be summarized in five theses on a topic of positive effects of
such a business transition - i) the green transformation of theatre business contributes to a
better preparedness of the organization for future legal changes; ii) implies savings on a long-
term plan; iii) opens up new perspectives in terms of collaborative creativity; iv) affects to
create stronger ties between the theatre organization and the community, contributes to a
better reputation of the theatre and audience development processes; and v) encourages
creativity and innovation.

It is certain that numerous legal changes are ahead of us in the context of achieving an
ecologically sustainable way of doing business, which is why it is important that theatres
recognize on time the risks that these changes may have on their way of working. At the same
time, strategic activities in this direction, such as switching to a mode of reducing energy
consumption, reusing and exchanging materials, etc., can lead to significant savings, as well
as refocusing from the resources of one organization to the entire system and initiating new
forms of cooperation and collaboration. At the same time, the theatre realizes the green
transformation of its operations, the role of a mediator in raising awareness and initiating
dialogue on the topic of climate crisis (by which people usually do not fundamentally
connect), thereby achieving a wider impact - raising its reputation, attracting new talents and
strengthening cultural and social capital of the organization Finally, the climate crisis is not
only a challenge that needs to be overcome, but also an exciting creative opportunity (e.g. for
the diversification of a theatre’s program and its activities, as it is the development of
summer season, planning outdoor events, site specific performances etc.). In the discourse of
understanding the climate crisis as a creative challenge for the theatre it is important to
emphasise that the sustainable creation of the play is not a goal in itself. On the contrary, the
introduction of green work concepts does not change the mission and the vision of a theatre,
but rather the parameters within which they are realized.

other organizations in this context. On the other hand, publications such as "Adapting our culture: A guide for
cultural organizations planning the future of climate change" (Adapting our culture: A toolkit for cultural
organizations planning for a climate change) - created through the "Cultural Adaptations" program of the
Scottish agency for linking art and sustainable development (Creative Carbon Scotland), funded by the EU
program Creative Europe and the Scottish government - which deal with the adaptation of cultural organizations
crisis conditions, and by reviewing numerous practical issues in this context.
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Green Transformation of a Theatre Field: A Case Study of Belgrade City Theatres

The positive examples of (foreign) theatre organisations that are already advanced in the eco-
turn, as well as the recommendations of the analysed toolkits and studies, show that green
transformation involves adopting certain practices, which do not disturb the momentum of
creativity and innovation, but instead place it in the context of environmentally responsible
action. In order to map the possibilities of Belgrade theatres to adopt the principles of green
transformation, research was applied in seven theatres whose founder is City Assemble —
Atelje 212, Belgrade Drama Theatre, Terazije Theatre, Zvezdara Theatre, Bitef Theatre,
Bosko Buha Theatre, and Little Theatre Dusko Radovi¢. From March to May 2021, by
analysing annual reports, statutes, and media archives and using a questionnaire method
(filled out by managers and employees in theatres), data was collected on the theatres’
experiences and practices in the implementation of green concepts in their everyday work.
Furthermore, the research involved a focus group discussion with representatives from these
(as well as other Belgrade-based) theatres, in a form of a workshop and roundtable
discussion, where the potentials of green transformation of the local theatrical system were
deliberated upon. In addition to this, the management practices of the analysed theatres - from
the perspective of green transformation, were continuously monitored up to the time of
writing this paper, through direct observation (achieved through contact with theatre
employees, as well as with the wider professional community), tracking their media releases
and overall activities.

The analysis of legislative acts, criteria for allocating funds for co-financing cultural projects,
mandatory annual reports to the Founder, as well as decisions makers’ statements in public
discourse, indicates that cultural policy instruments do not encourage Belgrade public
theatres to work in environmentally sustainable ways. This is directly caused by the lack of a
green theatre book (at a city or a national level), the absence of green transformation in the
general goals of cultural development, insufficient consideration of green criteria when
assessing the significance of projects in culture, the lack of systematic research and studies in
this context and, the absence of evaluation regarding this issue in assessing the success of
theatre operations. The reflection of this is also evident in the everyday environmentally
unconscious practices of theatres, as evidenced by findings from field research. They confirm
the assumption that, without proper direction from the Founder, the city theatres in Belgrade,
for the large part, are not focused on their role and responsibilities in the context of
responding to and mitigating the climate crisis.

According to the survey results, theatres in Belgrade do not differ from the established
practices of public enterprises in Serbia when it comes to the use of electric and thermal
energy. All of them have “EPS Supply” as their electricity supplier, and they are connected to
the city district heating system (central heating) for thermal energy usage. Regarding the
supply of electric energy, the regulations of the Law on Public Procurement are
predominantly cited as the reason for the choice of supplier’. Some respondents also stated

3 The electricity market in Serbia has been liberalized since 2015, with multiple suppliers operating on it for
several years. However, EPS (Electric Power Industry of Serbia), whose electricity is generated from non-eco-
friendly sources, still supplies around 98% of consumers.
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that they have their own boiler rooms for heating purposes, or that individual heating devices
are used for additional heating. When it comes to an organizational culture regarding
heating/cooling practices (such as not opening windows in air-conditioned rooms, turning off
cooling/heating devices when not necessary, etc.), responses suggest that this is more of a
matter of personal views rather than a collective response to the need to reduce CO2
emissions.

The use of efficient electrical devices and transitioning to more efficient lightening systems is
becoming increasingly common. The same applies to the use of more efficient AV (audio-
visual) technology, rechargeable batteries, etc. Some projects even incorporate practices such
as online light designing, or design on virtual and digital models, but the motives for this are
situated more within the context of applying new technologies and exploring possibilities in
that regard, rather than stemming from green initiatives. Similarly, in preparation and staging
of performances, the dialogue on green concepts is absent in most theatres, even though there
is a notable flexible approach to stage and costume design (which makes them easier to
reuse). Taking into account other findings, it seems that this orientation is a consequence of
other factors (e.g., financial considerations) rather than the sustainability factor. Supporting
this are findings indicating that the use of already existing set elements and costumes (from
stock), as well as the procurement of old items from second-hand shops or the stock of other
organizations, is extremely prevalent. However, practices such as using materials with
environmental certifications and avoiding materials that contribute to emissions (such as
polyester and plastic) are absent in most theatres. Additionally, the practice of donating
costumes and set elements, or implementing other forms of selling/redistributing these items
(to further promote socially responsible behaviour in waste management) is very rare.
Furthermore, waste sorting (wood, plastic, metal, textile and glass) is almost non-existent;
theatres do not utilize carbon calculators, nor do they keep records of the source and final
destination of consumed materials®.

4 Dominant discussions on sustainability of theatres often relate to the challenge of waste accumulation
stemming from discarded parts of costumes, set design, and decor, which need to be disposed of in an
environmentally friendly manner and minimized. Solutions in this context can be described by an acronym
"reduce, reuse, recycle," operationalized by practice of "material hierarchy" explained in the Green Theatre
Book. In the process of creating stage elements, this means that the first step is to design to reduce the required
amount of material, then to find already-used components and recycled materials—ideally locally sourced to
avoid transportation. If this is not possible, the next option is to choose materials sourced sustainably, with the
last resort being materials procured from unsustainable sources harmful to the planet, which must be minimized.
Similarly, alternative disposal methods for items no longer needed are hierarchically prioritized. Ideally, they
are reused in new productions or donated; if not possible, they are recycled properly. Another crucial aspect of
green procedures in the context of production management concerns detailed tracking of the sustainability of
used materials, assessing the level of harm posed by theatre production. In this regard, the use of online-
available Carbon Calculators is proposed, which calculate emissions produced by a given production based on
certain quantitative parameters. Another simpler option is an introduction of a Materials Inventory containing
data on what is needed, in what quantity and material, if it is previously used, sourced sustainably, and the mode
of transportation used for procurement, as well as future usage, disposal, and transportation plans (e.g., The
theatre green book, p. 37, 40).
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Understandably, actions in this context would require prior training, but employees in the
analysed organizations have almost no experience in environmental protection training. In
conversations with them, it appears that the ecological aspect is indeed present in the
spectrum of their personal knowledge and interests, but it does not reflect in shaping the
practices of the organizations they work for. Moreover, even when there are individual
initiatives of this kind, they do not become part of systemic solutions. The same applies to
objectively green ways of working that are not consciously and intentionally green, but rather
accidentally. So, for example, in planning tours and guest performances, practices such as
choosing the shortest routes, organizing multiple performances in several cities per tour, and
avoiding transportation with high emissions of greenhouse gases (primarily air transport) are
overall present, but this is more a matter of convenience and cost-saving rather than
ecological action.

Employees in the marketing departments of the analysed theatres testify that there has been a
significant reduction in the use of printed materials in shaping and preparing marketing
campaigns. Communication with the audience is predominantly directed towards digital
online channels instead of traditional media such as billboards, posters, flyers, printed
questionnaires, etc. However, apart from occasional appearances of environmental themes in
the narrative of produced plays, they are absent in public discourse centred around the
operation and organizational culture of these institutions. Additionally, highlighting
environmental orientation in communication with the audience and partners (in contracts,
promotional materials, social media, etc.) is expectedly very rare, as well as the theatres’
participation in projects promoting green concepts and striving to develop ecological
awareness in the community. There are some examples of partnerships with organizations
dealing with environmental issues and conservation, but they are usually initiated by a civil
sector and often remain in a form of “superficial” collaborations (aiming to provide greater
visibility to the invisible eco-sector and to associate subversive “green label” with elite
theatre institutions).

Finally, when asked what they consider to be the key challenge in applying green concepts,
the theatres stated lack of education and raising awareness of the importance of this issue;
lack of funding; discrepancies between the institution’s administrative rules and the potential
selection of solution; lack of staff to manage activities like donating/recycling ; the necessity
of changes to the Law on Public Procurement where the environmental aspect would be set as
a requirement; and the lack of incentives for organizations to take environmental action. In
addition, the negative conditioning factors that the theatres identified included ongoing
infrastructural issues (thermal insulation, faulty boiler rooms, necessity of reconstruction to
obtain an energy passport), lack of legal obligation to sort waste, lack of systematic analysis,
and lack of projects and partnerships in this context.
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Conclusion

Introduction of green philosophies in the production processes of cultural institutions
involves a set of activities aimed at thinking about and implementing practices in the context
of green transformation in this area. Relying on theoretical views according to which art and
culture can make a determining contribution to increasing the present crisis visibility from a
perspective of eco-turn of institutions and organisations in the field, the analysis of current
practices and strategic recommendations reveals that activities advocated in this context can
have long-term positive effects on the overall effectives of an organisation. In addition, the
organisation’s role in this process becomes centred on creating a broader environment for
understanding the importance of green transition, and establishing a framework that would
enable smooth and efficient green transformation of artistic disciplines and sectors within the
field.

In order to achieve this goal, it is necessary to consider an open, collaborative approach
among organisations in the field, as well as to encourage creator teams to incorporate the
principles of green transformation into their creative solutions. The green theatre agenda,
therefore, can and should be promoted through artistic practices from a programming and
production perspective, as well as through advocacy campaigns that affect the global issue
visibility and contribute to networking within the local community by coming together
around issues that are important for its future.

However, the success of this process largely depends on the cultural policy that theatres,
especially public ones, must adhere to regarding environmental concerns. This is particularly
crucial in socio-economic peripheries and transitional societies where intense systemic and
structural changes, as well as turbulent political circumstances, make the resilience of theatre
institutions an additional, specific issue. In this sense, their green transition (through
promoting ecological ideas and, complementarily, adopting environmentally sustainable
practices) should be understood, planned and implemented as part of an overall theatre
sustainability strategy, especially concerning the sustainability of its social functions. This
means that in times of reduction and revision of reasons for public subsidization (programs,
projects, institutions, civic activities), the role of theatres as eco-emancipators (which also
includes addressing other cross-cutting issues such as inclusion, gender equality, social
cohesion, and so on) is one way to confirm and justify their position as “institutions of public
interest” acquired during times of different aspirations and possibilities for cultural
development. Parallelly, cultural policy activities in this direction would define its agenda as
aligned with global efforts and aspirations; and potentially steering it towards addressing new
overarching and universally relevant themes, providing it with a “break” from identity-related
themes and topics of cultural memory (predominant in the past few decades).
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