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3A EAMHAECETTUOT 5>Q/J
LA ,,APC AKAAEMUKA*

Bo Bpeme Ha MacoBHU OMINTECTBEHU U MOJIMTUUKY ITPOMEHHU, BO
BpeMe Ha BOjHU M CEKOjogHeBHU IIpedu3BUIM, BO BpeMe Ha ITpo-
MeHa Ha HAauMHOT Ha TIJieflatbe Ha CBETOT Off YOBEKOT KOH cera
MOIITHe aKTyeJTHaTa BelllTauka MHTeJTUreHIrja, ce pa3dupa JieKa
IJlaBHa TeMa Ha MHTepeC He CaMO BO OTIITECTBEHUOT TYKY U BO
XYMAHUCTUYKUOT M BO YMETHUUKHUOT KOHTEKCT Ke Ouje Murpa-
uujaTa. [IpomeHaTa Ha HAUMHOT Ha KUBOT, IIpOMeHaTa Ha Hauu-
HOT Ha TPETMaHOT Ha YMETHOCTa, IIpoOMeHaTa Ha aBTOPCTBOTO, Of]
CUTYPHU, HO U Off IPUCUTHU MOTMBAIUU TOC/IeJIoBaTe/IHO BOJAT
KOH HJlejaTa Jla ce UCTpayKyBa MHUTpalijaTa Bo repdopMaTUBHU-
Te YMETHOCTHU U eflyKalljjaTa 3a MCTUTe. 3aToa, IJlaBHA TeMa Ha
HOBUOT, e[IMHAaeceTTH 6POj Ha HaIlleTO HAYYHO CITHCaHUe CO Mery-
HapojleH ypeayBauku ombop, ,Apc AKajieMUKa“, e TTIOCBeTeH Ha
murpanujata. Co3maBajku ja mardopMarTa Ha CIIMCaHUETO, OJIJIY-
yyBMeE [la TIOHYAMMe [Ba TeMaTCKU OJI0Ka Kou Ou ru oridpaTusie
IIMPOKO JIBETe TeMHU Ha MUTpaliija BO M3BeJOEHUTE YMETHOCTH,
HO U MUTpalljjaTa BO eJlyKallydjaTa, IMoTouyHo Muzpauyuu Ha 3Ha-
erwellio - ymelHUuKala eqykayuja, MoOUIHOCIIA U pasmeHaiia
u Muzpayuuile U co3gasareilio - ymewHuUUKala upogykuyuja Ha
Kpcuouaiu.

MurpaijaTa oTcekorain Owia ABMKeUKa C/jla BO pa3MeHaTra
Ha 3Haera ¥ YMEeTHUYKU IPaAKTUKU. Bo KOHTEKCT Ha TmobaiHu-
Te MUTPALIMCKU ITPoIjecy, YMETHUUKATA efyKallija urpa 3HadyajHa
ysiora Ipu afarraiyjara, 3auyByBambeTo Uan TpaHcdopMalijaTa
Ha KYJITYPHUTE M3pa3u 1 KooBU. Murpaiiyjara Kako (peHOMeH e
II71ab0KO MPUCYTHA BO U3BElyBAUKUTE YMETHOCTH, KAKO TeMaTcKa
IIpeoKyIaliija, Ho 1 KaKo e oj MpollecuTe Ha MpoayKuuja. Pe-
IIMBMe [a To UCTpa)KyBaMe B/IMjaHHMeTO Ha MUTPAlMUTe BP3 Kpe-
aTUBHUTE TIPOLieCcH, MPOAYKLMCKUTE MOAEe/I WM HAUYMHOT Ha KOj
M3BeIyBAauUKUTE YMETHOCTU ja pedieKTUpaaT WId aKTHUBHO yue-
CTBYBaaT BO Ky/ITypHaTa pa3meHa. ICKIIyduTeIHO CMe 3aJI0BO/THU
KaKo ypedyBauyKU TUM JleKa IIPUCTUTHaa ITIoBeKe TPYI0BU KOU OfI-
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roBOpHja Ha MpeAu3BUKOT Ha camaTa IiaTdopMa 1 3a 0Boj 6poj ce
OUTYUMBMeE 3a OCYM TEKCTOBU KOM COOABETHO, CTPYYHO U TEOPU-
CKU eylabopupaaTr U JeTepMUHMpPaaT MOBeKe Pas3IuyHU acIleKTU
Ha TeMaTa Ha MUTpaliuiTe BO epopMaTUBHUTE YMETHOCTH.

PeliriBMe 0Boj Opoj [1a TO OTBOPHUME CO €OHO MOILHE CTYI103HO
HUCTpasKyBame Ha IMPOAYKIIMCKUOT MOJiell Ha MHCTUTYLIMOHATHU-
oT TeaTap (rmoTouHo orepara) Ha EBuija Tacecka-KapaHdunoaco
HacioB Og petiepitioap go peaesaHiHoctl: MHcTUUutiyyuoHaIHUow
weattiap 80 KoHueKkcid Ha muzpauuu. CMeTaMe JieKa e off UCKJIY-
yyTe/IHA Ba)KHOCT Ja ce UCTPa)KyBaaT MOCTOjaHUTe MOJeand Ha
TeaTapcKaTa MPOJYKIIUja 3aToa IITO CBETOT Ceé MEHYBAa, a CO Toa
Murpalyjata craHyBa Hy;KHa. TakoB e U IMPUMEPOT CO BTOPUOT
TPVY[ o7 0BOj Opoj Ha cnmcaHueTo, Ha Mnuja LlupuBrupu co HacIoB
CospemeHu tipakcu 8o ¢puamckaitia tpogykyuja. HeroBoto uctpa-
>KyBame MMa U alIMKaTUBEH MPUCTAIll, Hy/IejKU He caMO Mpaliamba
TYKY ¥ OATOBOPU Ha HEKOU Of KJIYUHUTE acleKkTy Ha (puaMcKaTa
pojyKiiMja. Bo HacoKa Ha akTyeJIHO MCTPa)KyBakhe Ha ITPOIYKIIU-
CKMTe MPOoLIeCcu e U TeopucKaTa eKCcIUIMKalija Ha Mumdo Y3yHOB
HAcJIOBEH KaKo TexHoJowKUu Muzpauuu 8o Upogykuuckuuie upo-
Uecu, BO Koja MMaMe MMPWIKKA JIa ja BUIUME jacHO Mpe3eHTHpaHa
MpoMeHaTa/MurpanyjaTa BO KOHKPETHU MPONYKIUCKU TTPOIIECH.
Kora ce uctpaskyBa Murpaiujata of, acrieKT Ha HOBUTe U aKTy-
eJTHM YMEeTHUYKY OCTBapyBama, MOTPEOHO € of CTpaHa Ha Teo-
pujaTa fa ce JoHece HOBO UMTalhe/MHTEpIIpeTalyja U UcTaTa JIa
ce IUlacupa Ha CTpy4dHaTa jaBHOCT. Bo TOj KOHTEKCT cakaMe [ia ro
To37ipaBUMe TpyZOT Ha BurbaHa TaHypoBcKa- KylTaBKOBCKH, ITOJ
HacsioB Pacwkoaysarwe Ha ueHuwiapou: Etuctuemomuzpauuu 80
u3segysaukuilie ymewiHociliu B8O Koj ce c03gasa U Weopucku Heo-
J102U3am WO ja getlepMuHuUpa u upomeHauia 8o tUpouecoill Ha uc-
wipakysare. TakBUOT KOMeHTap Off CTPydeH, HO U aryIMKaTUBeH
pakypc ce cieau v Bo TpydoT Ha Caiio KokanaHoB - Pumejkoiu
u agautuayujattia Kako KyatypHa muzpauuja u uHlepkyaypa-
JU3aM, BO KOj ce MPHUKa)KyBa He CaMO TEOPUCKO UCTPa)KyBame
Ha MpoliecuTe Ha PUMEJKOT U ajarTalujaTa TYKy U ce aKIeHTU-
pa cTygujaTa Ha cjyuyaj Ha gpamata/mpeTtcraBarta/duimor ,JIBa-
HaeceT rHeBHU nyre”. Co mUpeKTHa Mpe3eHTallldja Ha KOHKpeTHa
CTyZIja Ha cy4daj padbotu u JlecrimHa AHre/IOBCKa, UCTPasKyBajKU
ja Muzpauujatia co uoseuku JUkK BO Cpyettio Ha teattiapoiu Ha Ka-
poauja I'uena HzyeH. 3a HallleTo criMcaHue, KAKO 1 3a CTpy4yHaTa,
HO U MOIINPOKAaTa jaBHOCT IIITO Cce 3aHMMaBa CO aHaJi13a U UHTep-
rpeTaijja Ha aKTyeJTHUTEe CBETCKU MPOAYKIUM O] UCKJTYUUTeTHA

Ba’KHOCT Ce OBLe TPYIOBHM KOU paboTaT Ha KOHKPETHU MPUMEPU
Kako 1To e 1 Toj Ha Caito JIMuMocKHy, BO KOj e JlaJieH TeaTPOJIOIIKU
IHeBHUK paboTeH Ha KOHKpeTHa MmpeTcTaBa U HacjioBeH: Muzpa-
uuja Ha xaHpoui: be3 kps, A. bapuxo/]]. [Jobpesa. TpymoT 1ITO TO
3aTBOpa CIIUCAHUETO € eJHa CUHTe3a HAa HOBUTE TAHIIOBU U eJly-
KaTuBHU Mpuoau Ha Enusaber KoneBcka: Muzpayujaitia u mobu.-
Hocllla — HAYUH 30 HOBU WAHU0BU U egykatiusHu tpuogu. Ha Toj
HauuH, HallleTo CIIMCaHUe TaBa pejleBaHTeH CIieKTap Ha TEOPUCKU
TPYAOBU ITOCBETEHU Ha MUTPalidjaTa BO COBPeMEHUTE YMETHUUKU
U eIyKaTUBHU TIPaKCH.

CakaMe J1a To HarjlacMMe 1 Toa JieKa 0BOj Opoj e ABoja3nyueH: Ha
MaKeJIOHCKU UM Ha aHIJIUCKU ja3HK, CO 1IeJI Jla CMe JOCTaITHU BO
ceolITaTa TeHAEHIIWja Ha Opullere, 6apeM BO OBOj Ciydaj, Ha
jasuyHUTE TPAaHULN U MOKHOCT TPYIOBUTE BO HAIETO CITMCAHLe
na OumaT mpe3eHTUPaHU ITpe;l CTPYYHATa jaBHOCT.

bu cakarie ma ce 3a6arogaprme Ha ieKaHuTe Ha DaKky/ITeToT 3a
IpaMcKku ymeTtHocTu mpod. M-p Bechopt Unpusu u Ha Dakysite-
TOT 3a My3W4Ka YMETHOCT, ITpod. M-p Japuja AHAOBCKa 3a 1oceb-
HaTa IIOJ/APIIKa BO IIPOLIECOT Ha OIp;KyBalhe Ha TpajulijaTa Ha
HallleTO CITMCaHWe U MOKHOCTA MCTOTO Jla Oujie moctamHo. McTo
TaKa, cakaMe [a ce 3a0marogapume Ha YHUBep3uTeToT ,,CBetu Ku-
pun u Metonuj“ - CKorje 3a chbuHaHcucKaTa noaapiika. Ofg oBoj
Opoj, KaKo 3aMeHUK I7IaBeH VpegHUK ja uMame U M-p XpUCTUHA
IIBeTaHocka-CTaHKOBCKa KOja 1 MTOHATaMy Ke ro BOu CIIMCaHue-
TO CIIOPe]] BUCOKUTE KPUTEPUYMU Ha MEI'VHAPOOHUOT YPeayBauKu
onbop.

brarogapHocCT [0 cuTe aBTOPU M COPAOOTHULIM KOU ja IIpero-
3HaBaaT UjejaTa 3a COBPEMEHO U aKTYe/IHO HayyHO CIIMCAaHUe Of
obsacTa Ha U3BeyBauKUTe YMeTHOCTU. Bu cakajie ga yKUBaTe BO
YNUTaETO Ha OBOj OPOj M UCTUOT [a Be MOTUBUPA U IIOHATaMy J1a
I' UCTPasKyBaTe mep(OopMaTUBHUTE YMETHOCTH.

npocd. 11-p Axa CTojaHOCKa, IJTaBEH U OJITOBOPEH YPEITHUK

9



EBuiia Tacecka-KapandgumroBa

OA PENEPTOAP AO
PEAEBAHTHOCT:
ARIGUATIUAORANRM@T
TEATAP BO KOHTEKCT HA
MGEALTVL

AncTpakT

UDK792:005.21]:314.15 Bo ycioBuY Ha 3acUIeHH I71I06aIHd MATPAlUM U Ky/ITYpHA
XeTeporeHOCT, TeMaTa Ha MUTPaliui ce TIoBeKe CTaHyBa LieH-
Tpa/iHa TOUKa Ha COBpeMeHaTra Ky/ITypHa MPOJyKIIja, 0Co-
0eHO BO eBPOIICKUOT KOHTeKCT. OBOj TPy ITPeTCTaByBa Ael
O/1 TEKOBHO UCTPa)KyBatbe BO PAMKH Ha JIOKTOPCKU CTYINH,
1 HYJIM KBAJINTAaTUBHA KPOC-CEKIIMCKa aHa/in3a Ha TpeTMa-
HOT Ha TemMaTa MUTPAIMU BO MPOJYKIUCKUTE MPaKTUKU Ha
OBa MHCTUTYLIMOHA/IHU TeaTpu: Makcum Iopku Teatuap of
Bepnun u HaironanHata onepa u 6anet Ha Benruja - Jla
Mowe//le MyHiu. [TocebeH ¢doKyc e cTaBeH Ha IPOAYKLIMCKU-
OT MOJIe/T Ha KOHTEKCTYaJTHO TporpaMupame Kako cTparTe-
rvja 3a 3rojieMyBaibe Ha OMIITeCTBeHaTa pejieBaHTHOCT Ha
peneproapHaTa mnonuTyka. [Ipeky KomIapaTWBHA CTyauja
Ha CJTy4yaj ¥ aHaJI3a Ha JIOKAJITHUOT KOHTEeKCT Ha PenyOiinka
CeBepHa MakefjoHUja, TPYJIOT M UCTPa)KyBa MOKHOCTHUTE
3a MHCTUTYIIMOHA/THA TpaHcgopMaliyja IpeKy TeMaTcKa OT-
BOPEHOCT ¥ KYJITYpeH aHTa’KMaH.

KiyuHu 300poBU: MHCTUTYIIMOHAJIEH TeaTap ° perep-
ToapHa MOJIUTUKA - MUTPAlUM * KOHTEKCTYaIHO IIporpa-
MUpamke - KYJITYPHa Pe/IeBAaHTHOCT * TeMaTCKa aHa/Iu3a
CTy/ija Ha CJIy4aj.
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Bo ycioBu Ha 3acuieHy T7100aHA MUTpaLuu! criopell U3BelITajoT Ha AreHijaTa
3a Oerayu Ha OOH (UNHCR) u MeryHapogHa opraHusaiyja 3a murpatuu (IOM)
(UNHCR, 2024), u KyJITypHa XeTeporeHoCT, TeMaTa Ha MUI'paljiy He e [I0BeKe Map-
rMHajiHa — Taa CTaHyBa IleHTpa/iHa TouKa Ha coOBpeMeHaTa Ky/ITypHa MpoAyKIiuja,
0CoOeHO BO eBPOIICKUOT KOHTeKCcT. Ho, momeka HeKou MHCTUTYLIOHAIHU TeaTpu ja
Iperio3HaBaaT OBaa PeayiIHOCT 1 U MPUCTAIlyBaaT CoO CBECHOCT U aHTa)kKMaH, IPYTU
ocTaHyBaaT BO 30HaTa Ha KoM(op U TUIIMHA. PemeproapHaTa MOJUTUKA — TpaIu-
LIMOHAJTHO TIprdaTeHa KaKO eCTeTCKU U300p U YMETHUUKU BKYC — JieHeC cé MoBeKe
CTaHyBa orviefao (M MOJIK) Ha OMINTeCTBeHUOT HapaTUB.

Anasnu3a Ha (peHOMEeHOT MUTPaLii, COriefJaHa BO KOHTEKCT Ha MHCTUTYLMOHA/IeH
TeaTap 1 HeroBaTa MUCHja, Ke ja pasriiejiaMe/TeMaTU3MpaMe KOMITapaTUBHO, CIIOpe-
IyBajKU IBe eBPOIICKU MPaKTUKU: mpoayKiujaTta ,Am“ (Ali) Ha Jla Mone/ Jle MyHiu
(La Monnaie / De Munt) o bpucen u peneproapoT Ha Makcum I'opku Teatuap (Maxim
Gorki Theater) on BepnuH. AHanmu3aTa Ke MpUKa)ke KaKo CLIEHCKUTe YMeTHOCTH CTa-
HyBaaT IMPOCTOP 3a coliijajieH Aujajsior, KpUTUKa 1 MHKIy3uja. OTTyKa ce OTBOpa 1
TemaTa Ha IPOAVKLMCKA MOjesl Ha KOHTEeKCTyau3aliija’> Kako MOKHAa 3aMeHa Ha
TPaJULIMOHAIHUOT TIPUCTaMN Koj ce H6a3upa Ha eCTeTCKU KaHOH, YMeTHUYKA UHTYU-
L1ja ¥ HaMeTHaTu HaBUKU. [lapajenHo ce HamoBp3yBame Ha PeHOMEHOT HU3 T.H.
JIOKaJTHa TTIepCIIeKTHBAa, aHaJIn3upajKku ja cutyaiiijata Bo Penyonuka CeBepHa Make-
IIOHMja, Kajie IITOo ce 3abesie;KyBa HeJOCTUT Ha ITporpaMcKa KOHTeKCTyaIu3alija ol
c/ueH mpucTar/Bus. Hamecto TeaTapoT fja ce OTBOPY KOH OMINTECTBEHO 3HAYajHU
TeMU — KaKo MHTePKY/ITypaan3aM, eTHUUKa MHTerpaliidja, yPU U JIOKAIHU acleKTu
Ha MapruHajn3aliyja — MHCTUTYLIMUTE YeCTO OCTaHyBaaT 3ar/laBeH BO HOPMaTUBHU
1 MUMETUUKA U30MOPGHU MOIEIN.

Bo TakoB aMOUEeHT U BO HeOJOCTUI Ha ITporpaMcKa KOHTEKCTY&HHBBL{I/Ija, OTCYTHU
ce COOpP;KMHU IITO ce O6I/I,E[YBaaT Aa oAroBoparT Ha peaJIHUTeE ITpeJn3BUlI Ha MYJ/ITHU-
KYJATYPHOTO OIIIITECTBO.

Kora ce 300pyBa 3a pereproapHa ITOJIMTHKA, MHOTYIIATU ce 3abopaBa jeKa 1iefTa
He e ]a ce HacTaIyBa MCKJIYyYUBO KPUTHUYKH, TYKY J]a YKasKe Ha TTIOTEHIIUjaJIOT IIITO TO
MMa pernepToapoT KaKo CTPaTeTCKU MHCTPYMEHT 3a OTBOpamke TeEMU, Kperparbe jaBeH
IIMCKYPC, TpaHCchOpMUpParbe Ha MHCTUTYIIMOHA/IHATA MUCTIA U Pa3BOj Ha MyOIMKa.

! TIouMoOT ,,3acujieHy robayHy MUTpalii” ce OgHecyBa Ha 3rojieMeHUOT OPoj Ha MeryHapOmH!
MUTPaLU BO MOCJIeJIHUTE JlelleHUH, NTPeJu3BUKaHU Off Pa3uuHu (haKTOpU: BOEHU KOH(IUKTU
(Cupuja om 2011 r., Ykpauna o 2022 1., 'aza oz 2024 1.), eKOHOMCKU HeegHaKkBocTH (CyIicaxapcka
Adpura, BankaHot, JlaTuHCcKa AMepuKa), ¥ MHCTUTYL[MOHAIHK KOJIAIllC BO Ap:KaBU cO cab
cucreM Ha ynpaByBame (Comanuja, JIubuja, BeHellyena) mery HaBeleHUTe INMPUYUHU Ke ce
CIIOMHAT M KJIMMaTCKUTEe IMPOMEeHM Kako akTtyeneH ¢gakrop. Crmopenm UNHCR u IOM, Bo 2023
r. 6pojoT Ha MPUCUIHO pacejieHH Jivila BO CBeTOT HaamuHa 110 MUIMOHU INTO MPeTCTaByBa
HCTOPUCKU MaKCHUMYM.

2 Mogesn KOj ce CTpeMHU [Jia TO BIIUIIE TeaTapoT BO KOHKPETHUOT OIUITECTBEH, MOTUTUUKU U
HUCTOPUCKU KOHTeKcT. HamecTo fla ce Kpenpa pereproap Criopeji KaHOH, Tpaguliyja WIN BKYC
Ha YMETHUYKUOT JUPEKTOP, MHCTUTYIIMjaTa IO YUTa KOHTEKCTOT U ypedyBa cropen Hero. OBoj
MOJIeJI T 3eMa MpefiBU]] IOTpebuTe Ha 3ae[[HUIIATA, T'M OTBOPA AKTYEJIHUTE TeEMU U KOH(MIIUKTHU,
Kpeupa JApaMaTyplIKa KOH3UCTEHTHOCT HU3 Ce30HaTa U IMOTTUKHYBA YYECTBO U OJIFTOBOPHOCT.
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Bo oBaa HacoKa, ce oTBopa IpaniameTo: J]aau THCTUTYIIMOHATHUOT TeaTap Bo Pe-
nyonmuka CeBepHa MaKefoHUja e IIOJIFOTBEH Jla OHIle HEe caMO IVIaC Ha eCTEeTCKUOT
n300p TYKY U [71aC Ha BPEMETO BO KOe ;KuBee?

HHCTUTYUMOHAAEH TeaTap

Bo cBouTe TpymoBU 3a Ky/ITYpHATa ITOIMTHKA U YIIPaBYBambhe Co YMeTHOCTa, [IparaH
Knauk (Kmauk, 2020) MHCTUTYLIMOHAIHAOT Teatap Iro JeduHUpa Kako cTabuiiHa U
rpodecrioHaIHO OpraHu3MpaHa yCTaHOBa CO jaBHA MICHja, KOHTUHYMPaHa MPOOVK-
LIFja ¥ CTPYKTYpHUpaHa opraHu3alucka rmocrapeHoct. OBOj MojIesI ce KapakTepusupa
CO MONTOPOYHA YMETHHUUKA M OpraHM3aliricka cTabMIHOCT, periepToapcKu MpUCTan
KOH ITPOrpaMUpameTo, XrepapXrucKa CTPYKTYpa Ha yIIpaByBame U (PUHAHCHCKA 3a-
BUCHOCT OfI jaBHUA (POHMIOBH. 3a pas3iuKa of MoIeKCUOWIHATEe He3aBUCHU TPYIIX,
MHCTUTYLIMOHAJTHUOT TeaTap pacrojiara co BpaboTeH YMETHUUKU U aJIMUHUCTPATU-
BeH Kajap, IIpeJBUIIMBOCT BO MPOAVKIIMjaTa 1 MUCHja 3a 00e30eqyBabe KyJITypHa
nmocramHocT. Cenak, 0OBOj MOJIeJT 4eCTo e IOJI0}KeH Ha MHepLirja U OTIIOP KOH HOBU-
Te KYJITYPHU TPeHIoBU. [ToTeHI[1ja/IoT Ha MHCTATYLMOHA/IHMOT TeaTap 3a Ky/JITypHa
MPOAYKIIMja IITO MHUIMPA IUjasioT U OIMIITeCTBeHa TpaHcpopMaliija 4ecTo OCTaHy-
Ba HEMCKOPUCTEH rmopaau eHOMEHOT Ha MHCTUTYLIMOHAIHA purugHocT. OBOj IouM
ce OJIHECYBA Ha COCTOj0a BO KOja opraHu3aliyjara He ce MeHyBa AypHy HU Kora IoCTou
peasiHa rotpeba 3a ajarnTaiyja, OumgejKku mpoMeHaTa 61U 3Hauejia OTCTAIyBambe Off
npudaTeHnoT MojieNT Win ,craHaapa”. TakBaTa pUrMAHOCT, KaKo LITO objacHyBaaT
IMont JuMatiio (Paul DiMaggio) u Bonrep ITayen (Walter W. Powell) Bo HuBHaTa Biija-
TeJIHa cTyauja ,,Kene3HUOT Kade3 MOBTOPHO pasrienaH: MHCTUTYI[MOHAIEH U30-
Mopdu3aM U KOJIEKTUBHA PaliMOHAIHOCT BO opraHu3alucKkuTe nonuma’ (DiMaggio,
PJ., Powell, W.W., 1983), rmpousnerysa of mpolecoT Ha n3oMopduja (o7 rpUKu: isos
- egHaKoB, morphe - ¢hopMa) — TeHOeHI[Mja UHCTUTYLIMUATE f1a CTaHyBaaT Ce MOC/INY-
HU eJIHa Ha Jpyra, He 1opaju (hyHKIIMOHAIHOCT, TYKY Kako popMa Ha 3alllTUTa BO
YCJIOBM Ha HECUTYPHOCT CO3AafleHu 3apafy COLUjajieH, MOMUTUYKY WIM KYITYpeH
MIPUTUCOK. BO Ky/ITYpeH KOHTEKCT ce jaByBa 0COOEHO BO CUTYallMM KOTr'a UHCTUTYIIU-
UTe HeMaaT JIOBOJIHO CUTYPHU MOATOLX 3a Toa IITO e ,Hajoobpa rmpakTuka“. Bo Tak-
BU YCJIOBH, THe He rpajiaT Mporpamuy Bp3 aHa/IM3a Ha COICTBEHUOT KOHTEKCT, TYKY
“MUTHpaaT (0 j1aT. mimesis) MporpaMcKu, eCTeTCKU U OPraHu3aliiCKy MPaKTUKU
Ha JIpyry — HajuecTo 3aIlaJjHu — MHCTUTYILIMKM KOU ce cMeTaar 3a ,ycrnelrHu". OBoj Mu-
MEeTUUKU n30MOopdM3aM co31aBa ITOBPILHA CIMUHOCT, HO He U CYIITUHCKA peieBaHT-
HocT. KaKo pesysnrart Ha Toa, Ky/ITypHATa ITporpaMa Ha BaKBUTe MHCTUTYLIMU CTaHyBa
pemiuKa HaMeCcTO ofjpa3 Ha aBTeHTHUUHA PeasIHOCT, a MOTeHIIUjaI0T 3a MHOBAallkja U
OIIITECTBEH Jujaior ce ryou. OcobeHo BO IOMaJI WM TPAH3ULIMCKU KOHTEKCTH,
Kako Penyormuka CeBepHa MakeioHMja, THCTUTYLIMUATE Ce COOUYBaaT CO HeJJOCTUT Ha
pecypcH, TTOJIMTUYKY B/IMjaHWja 1 cjiaba cTpaTellka BHU3Uja, [1a UMUTalldjaTa CTaHyBa
HaUuMH 3a 3ap;KyBaibe Ha JerMTUMHOCT U CTaTyC BO Ky/AITypHaTa xuepapxuja. Ha Toj

HauuH, CTPeMeKOT KOH n3oMopdUja co3aBa Wiy3nja Ha CTaOUTHOCT, HO ja TIOTKOIIY-
Ba CIIOCOOHOCTA Ha TeaTapoT Ja OATOBOPHU Ha peaIHMTe ITPeIu3BULIU U Ja Ouje riac
Ha BpeMeTO BO Koe JIejCTByBa.

TeaTapoT, Kako mmepdopMaTUBEeH MeOUYM U KYJATYpHa MHCTUTYLWja, UMa OTeH-
Ljan ga Ouze MOCT TIOMery pa3JIMUHOCTH, ITPOCTOP 3a JIUjasior, KPUTHKA U eMaHIIH-
nanyja. Cnopeji ropecrioMeHaTUTe aBTOPH, MHCTUTYILIUUTE YeCTOMATH He ce TpaHC-
dopMupaar opHaTpe, TYKy ce IPWIArojlyBaaT MpPeKy MpolecoT Ha u3oMopdwuija
- TeHJEeHLIMja Ja JInJaT eJlHa Ha Jpyra 3a Jla ro 3auyBaaT CBOjOT JIEFTUTUMUTET BO He-
cTabuIeH OIMIITeCTBeH KOHTEKCT. OBa 0cOOEHO BasKU 32 MHCTUTYIIUY BO MTOCTCOIHja-
JINCTUYKY WIM TPAH3ULIMCKU OINILITECTBA, Kajle IITO KYJITYPHUOT KOH3epPBaTUBU3aM
YecTo e pe3y/ITaT Ha CTpaB off ,,JIorpelliHa” UHTepIripeTalja Ha aKTyeIHOTO.

PeneproapHa nOAMTHKA

PerteproapHara IOJIMTUKA IPETCTaByBa CTPATErUCKY ITPUCTAI Ha KyJITypHaTa UH-
CTUTYLIYja Ipy U300p, IIJIaHupamke 1 peajn3alidja Ha MpeTCTaBU BO paMKU Ha eHa
TeaTapcka ce3oHa. Taa He e caMO YMETHUUYKY U300D — Taa e u3pa3 Ha BpeJHOCTH, BU-
31ja, OATOBOPHOCT M MHCTUTYIIMOHATHA MO3UIIMja BO omiiuTecTBoTO. Hajrpso, ce uc-
TaKHyBa eCcTeTCcKaTa OpHeHTallja, OJHOCHO U300pOT Mer'y KJIIaCUUHU WK COBpeMe-
HU TEeKCTOBH U1 JOMUHaHTHATa (popMa — Jaiu ce paboTu 3a apama, PU3NUKU TeaTap,
MY3UUKU WIM JOKYMEHTapeH IpucTarl. Bropo, 3HauajHa e MIeo/IomKara 1 OIIiTe-
CTBeHaTa MO3Ul[Mja Ha MHCTUTYLIMjaTa: JaJu IporpamMupa/IocTaByBa KPUTUUKU U
aHTa)KUpaHU Jejla WY, I1aK, n30erHyBa UyBCTBUTE/IHU TEMU, Ha IPHUMep: MUrpaldja,
WIeHTUTET WIX PO/IOBY Mpaliama. TpeTo, ce HaMeTHYBa ITPaIlamkeTo 3a OJTHOCOT KOH
ny6IMKaTa, OQHOCHO KOTO MHCTUTYIIMjaTa caKa Jia ro IIpUBjeue — Jajid MHCTUTYLIN]ja-
Ta ja HacouyBa IIporpamMara KOH ITOLINPOK ayIUTOPUYM, CrieliibUdHU 3aeJHULINA UJIU
y06JIMKa IITO TPaJIMIIMOHAIHO Ce TIePIUIpa KaKo ,eJIMTHA" — TIOUM IIITO BO COBpe-
MEHMOT KY/ITYPeH KPUTHULIM3aM € ITOJIJIO’KEH Ha MPeUCIINTyBame. YeTBPTUOT acIIeKT
ce oIHeCyBa Ha IPOAYKLIMCKATa CTpaTeryja, Kajie IITO BayKHa yJiora MMa paciipezer-
bara Ha pecypcH, Kako 1 OalaHCUPaeTo Mer'y TolieMU U MaJTi TTpoAyKiuu. KoHeu-
HO, ITPeKy OBUe U300pU ce rpafiy U MHCTUTYLIMOHAIHUOT UIEHTUTET: JajId TeaTapoT
ce IO3ULIMOHMPA KaKo MPOrpecuBeH, KOH3ePBAaTUBEH, eKCIIepUMEHTa/IeH, OPUEeHTH-
paH KoH ceMejcTBa Wi miagau. Cure oBue haKTOpH ja IIpeTBOpaaT perieproapHara
MOJIMTHKA BO pedieKkcrja Ha BpeJHOCTUTE U yJIoraTa IITO MHCTUTYLIMjaTa caKa fia ja
MMa BO OMHIITECTBOTO. [JOKOJIKY ce HaBpaTUMe Ha — MHCTUTYLIMATE 4eCTO OCTaHyBaaT
3ariaBeHd BO HOPMATHUBHU U MUMETHUKU M30MOPMHU MO — PerepToapoT BO
0BOj MojienT e be30efieH, HO He U 3HauaeH; ITI03HAT, HO He U KOHTeKCTyasieH; (hopMart-
HO YCITellleH, HO KYJITYPHO HeyTpaJieH.

CTpareliKu UHCTPYMEHT

Bo coBpeMeHUTe Ky/ITYPHU WHCTUTYIIMH, 0COOEHO BO MHCTUTYIIMOHATHUOT TeaTap,
pereproapHaTta IOJIMTUKA MOpa [la OKie ycorjiaceHa cO MapKeTUHT-CTpaTerujara,
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IIpY IITO KJIyYHa yJora umMa copaboTKaTa Mery MpOrpaMcKOTO M MapKeTUHIIKOTO
pakoBojicTBOTO. JIo6po M3bpaHara Mporpama He € caMO eCTeTCKU UMH, TYKY CTpa-
TerMCKY MHCTPYMEHT 3a aHTrasKupaibe Iy0rKa 1 MCIIOIHYBalhe Ha jaBHaTa MUCHja
Ha uHctuTyuujaTa. Criopep bepcrejH Iloan Illed (Bernstein, Joanne Schef), ymert-
HUUYKUTE MpodeCcHOHAIIM He cMeaT fla OMIAT OJBOEHU OJf MapKeTHUHI-IIPOLIeCUTe
- HUBHOTO aKTUMBHO YU4eCTBO e TPelyc/ioB 3a eheKTUBHATA KOMYHUKAI[Mja CO jaBHO-
cra (Bernstein, 2014). THCTUTYLIMOHA/IHMOT TeaTap, JypU U Kora pabortu 1op du-
HAHCHUCKM OrpaHNUyBaba, MMa 3ajlaua Jja MCTPpakKyBa HOBU BPEIHOCTH U JIa CO3/IaBa
COOP/KUHMU LITO Ke OJIrOBOPAT Ha pas/IMUHUTE U IPOMEHJIMBY MHTepecH Ha Iy0/rKa-
Ta. 3aToa, U300POT Ha PenepToapoT Mopa Aa Ouae AuHaMU4YeH, OaJaHCUPajKu Mery
TpaAuLMjaTa U WHOBalMjaTa, IIpU IITO ce HyAdaT ¥ KJIaCUYHU 1 COBPEMEHHU [iefia CO
peneBaHTHU TeMu. TaKBUOT MPUCTal CO3/IaBa YCJIOBU 3a 3aJ[P/KyBarbe Ha IOCTOjHUTE
TOCeTUTENH, IIPUBJIEKYBahe HOBa My0/IMKa U 3ajakKHyBaibe Ha MHCTUTYLIOHAIHAaTa
BUTUBOCT. DOKycOT ce mpedpsia off UHCTUTYLIMjaTa KOH MOJieJT OpUEHTUPaH KOH
nybMKara, Kajie IITO YMeTHOCTa U MyOJIMKaTa ce MOBp3aHU Ha 3HayaeH U MpUBJIe-
yeH HaunH. Ocob6eHO BO BpeMe Ha JJOMUHAIlMja Ha UTUTAIHUA TIaT(OPMU U 3rojie-
MeHa KOHKYpeHIIja, UHCTUTYLIMOHAJIHUTE TeaTpu Mopa Ja MOHyAaT YHUKATHO ,1C-
KYCTBO BO JKHMBO“ KOe He MOKe [1a Ce pelyIuliipa OHJ/IajH — MHTEPaKTUBHU HAaCTaHU,
MHOBATHBHA TEeXHOJIOTHja U CLIEHCKU ITPUCTAII LITO ja IMOAAP;KyBa eMOLIOHaIHATa U
CEeH30pHa JIMMeH3Hja Ha yMeTHocTa. Ha Toj HauuH, TeaTapoT OCTaHyBa pejieBaHTeH
MeIUyM BO JUTMTA/IHATA epa - KOHTpaMeguyM.>

MpoaAyKUMCKH MOAEA = KOHTEKCTYaAHO Nporpamupame

Bo epa Ha 3roemeHa Ky/ITypHa KOMIUIEKCHOCT, TTPOAYKIIMCKUOT MOJIe/T HAa KOH-
TEKCTyaJTHO TTpoTrpamMupare Jo0uBa cé TorojeMa BaKHOCT. 3a pasyiiKa oOff Tpajiu-
LIMOHATHUOT ITPUCTAI, KOj UeCTO I'o cjiefld KAHOHCKUOT perepToap Win KyJITYPHUTE
HaBUKU, OBOj MOJIETI Ce CTPEMHU [ia 'O BIIUIIE TeATapOT BO KOHKPETHUOT OIMIIITECTBEH,
MOIUTUYKY ¥ UICTOPUCKU KOHTeKCT. HaMecTo f1a ce Kpenpa periepToap criopeji KaHOH,
TpaAuiiija Wik BKYC HA YMETHUUKUOT AUPEKTOP, UHCTUTYIHAjaTa o UMTa KOHTEKCTOT
U ypenyBa criopeq Hero. OBoj MojiesT TU 3eMa TIpeIBU/I TTIOTpeOuTe Ha 3aeTHUIIATa,
I'M OTBOpA aKTYeJTHUTe TeMU U KOH(JIMKTH, Kperpa ApaMaTypliKa KOH3UCTeHTHOCT
HU3 Cce30HaTa U MOTTUKHYBA YUeCTBO U OATOBOPHOCT. TepMUHOT ,,KOHTEKCTyan3a-
1uja“ Hema popmaiHa akazieMcka AeduHUIMja KaKko ,,KaHOH", HO IPOU3JIeryBa oji
KY/ITYPHUTE TIOJIMTUKYU U TIPAKTUKUTE 3a pa3Boj Ha Tyonuka of 90-Tute rofguHu, ma
HaBaMy, TEOpPUM Ha KYJITYPEeH MeHalIMEeHT U ITPOTPaMCKUTe aKTUBHOCTH KOU MPO-
n3JleryBaaT oji He3aBHCHaTa cileHa. Ha mpumMep, BepHcTejH Koja roBopu 3a Kpeu-
pame Ha periepToap Bp3 OCHOBA Ha aHa/M3a Ha MyO/IMKaTa U akTyejieH KOHTEKCT 3a

3 KonTpamenuym - ce pa3bupa Kako mpocTop win (hopma (Ha Ip. orepa) IITo He ce HAaTIIpeBapyBa
co guruTtasgHara Op3vHa, COBpeMeHuTe TUTUTATHU Mefuymu. Toj faBa oTop, He ITpou3BelyBa
conpykuHa 0e3 CMHUCTIa, TYKY JOKUBYBakbe KOe e JIONITOTPajHO; He TIOBUKYBA Ha IOTPOLIYBAuKa,
TYKY Ha CMucCiaa, rpwka u Omarococrojba. (Bumu moBeke: EBuija Tacecka-Kapandwuiiosa,
CeMHUHapCKu Tpy[ ,OrmnepaTa Kako KOHTpameIuyM: PerosuiiuoHupame BO epa Ha KyITypa Ha
6marococroj6a“, dakysreT 3a gpaMcKu ymetHocTH — Crorje, 2025 [HeobjaBeH Tpy)).

cTpaTerucKu u300p Ha HACJI0BU, BO Hej3UHOTO [iesio ,,Cajia MojTHa JI0 TTOC/IeTHO Me-
CTO: MAapKeTHHT-YBU]l BO aHTa)KMpamke Ha My0rMKa Bo M3BeyBauKUTe YMETHOCTU",
HU VKa)KyBa ieKa Toa He Tpeba Jla TTpousJieryBa off HaBUKa TYKY Jla Oujie u3pas Ha
a"ra>kmas (Bernstein, 2014) uiu, nak, Kako 11To 3abesneskyBaat Konbep @®pancoa
(Colbert Francois) u mpyrute aBTOpH, IIPOAYKLIMCKUOT M300p Mopa Jia ce basupa Ha
BPeIIHOCTUTE U MUCHjaTa HAa UHCTUTYIMjaTa. Tue ro BoBeyBaaT TEPMUHOT Ha ITPO-
rpaMcKa KOXepeHTHOCT (programming coherence) Kako Jie/s1 Of CTPaTeruCKUOT Me-
HaIIMEHT U IT03ULIMOHMpamkeTo Ha uHetutyiujaTa (Colbert, 2012, ctp. 156). TepmuHoT
ro tpetupa u [Iparan Kiauk, Koj ja mpobneMaTusupa ,MexaHnukara“ perneproapHa
nonuTtuka. Toj ce MOBUKYBA Ha KOHTEKCTyalu3alpjaTa Kako aHain3a IIITo To 3eMa
IpeABU KY/ITYPHUOT, ICTOPUCKUOT U MOTUTUUKUOT amOuenT (Kimauk, 2020). Perep-
TOApPOT 3a Hero e MoBeKe o7 30up Ha u3Beq10u. Toj e jaBeH UCKa3 3a UJIEHTUTETOT, BU-
3WjaTa U BpeJHOCTUTe Ha uHCTUTyInjaTa. OTTYKa, 0BOj HAUWH Ha MporpaMupame Ha
ITPETCTaBH IIITO OJIrOBapaaT Ha aKTyeJIHUTe TIPeIu3BUIIM U HapaTHUBH, Mo/ipa3oupa u
BKJIyUyBake Ha TeMaTa KaKo IIITO e MUTrpaljijara.

Co 1en rofobpo pa3dbupame Ha 0BOj MPOAYKIIMCKU MOJIE, Ke ce MCKOPUCTH MO/IesT
Ha Tek (aHr. flow) (qujarpam 1), Kaje LITO CEKOj YeKOP JIOTMUKU IIPOM3JIeryBa of IIpeT-
XOIHUOT: Offi KOHTEKCTOT, IIPpeKy TeMara u ¢opmarTa, 0 MyO/IMKaTa U KyJTYPHOTO
BujaHue. Ke ce Bupu ieKa oBOj TEK He e JIHeapeH TYKY UTepaTUBeH - ceKoja dasza
MOjKe [la Biujae Ha gpyrurte. Ha mpuMep, peakijaTa Ha IyO/IMKaTa MOKe [1a oBee
IO HOB U300 Ha TeMU, WIK IIPOMeHaTa Ha KOHTEKCTOT (eKOHOMCKa Kpu3a, berajcka
Kpu3a, MOJIMTUYKHY ITPEeCBPT) MOJKe [la HaMeTHe HOBa IMPO/IYKIIMCKa OpreHTalluja.

KoHTeKcT

TeMa
pejieBaHTHU TeMU MUT'paliuu, IMpUuIiagHoCcT, UJEHTUTET

dopmar
((bopamartu u ecreTuKa)
KJIacuKa, MYJITUMEUjaTHO, [JOKYMEHTapHO

nybKa
(my6iMKa U aHra)kMaH) TapreT IPYI, BKIIy4yBame, PUCTAITHOCT

BJIUjaHUe
(pesynraTn)
BUIJIMBOCT, AUjasior, TpaHcopMaluja, efyKarija

Iujarpam 1: Busyanusaiiuja Ha KoHTeKCTya/IHO ITporpamMuparme — Mofes Ha TeK
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KommapaTuBeH Mofie/T: THCTUTYLIMOHAIHU TeaTpu - Jla Mowe/Ile Myniu Bo Bpucer,
benruja u Maxcum I'opku Teatuap Bo bepnuH, 'epMaHuja

Bo cpueto Ha Bepnun, Makcum I'opku Teattiap (Maxim Gorki Theater,www.gorki.
de)* byHKIIMOHMpA KaKo 1abopaTopuja 3a COBpeMeHa JpaMa, HO M KaKo IIaceH jaBeH
MPOCTOP 3a MOJIUTUYKU, KYITYPHU U UIEHTUTETCKU Aebatr. OHa IITO IO U3[IBOjY-
Ba OBOj TeaTap He e caMO TeMaTcKaTa XpaOpoCT TYKy U MOCTOjaHaTa ImporpaMcKa
OTBOPEHOCT KOH MapruHaju3upaHuTe TepcrieKTuBU. HamecTo fa ro pempopyiupa
KY/ITYPHUOT KaHOH, ['opku Teatap co3gaBa anTepHaTUBEH perniepToap, U3rpajieH Bp3
COBpeMeHHU HapaTUBU KOU ro pedieKTupaaT MyJITUKYJITYPHUOT COCTaB Ha repMaH-
CKOTO OTIIITECTBO.

Bo cBouTe TMpoOAyKIMY, MUTpAI[UUTe HE Ce UCKIIYUOK, TYKY MPaBUJIO — He KaKo
TPEeH/I, TYKY KaKo TeMeJlHa PeaTHOCT Ha ypbaHOTO ceKojaHeBue. TeaTapoT cBecHO
' MHKOpPIOpUpa MpUKasHuTe Ha ouBIiM Jyrociosenu, Typiu, Kypau, Apamnu, Pomu,
u ['epMaHIy — He caMO Ha HUBO Ha COAP/KUHA, TYKY U BO NIPOJAYKIIMCKUOT TUM. EcTe-
TuKaTa Ha ['opku TeaTap e AuWpeKTHa, MMOHEKorall rpyoa, 4yecTo JIOKyMeHTapHa, HO
ceKoralll ITOJTMTUYKY OCTPa U OMIITECTBEHO pPeJIeBaHTHA.

PertepToapoT TyKa He CJIV’KM 3a MOTBPJia Ha eCTeTCKU CTaHJapau, TYKY 3a II0CTa-
ByBame ITpalllaiha: Koj MMa IIpaBo Ha mpurarame? Koj ja packaskyBa ucropujata?
IIITo 3Hauu Ap;kaBjaHcTBO? Toa e MecTo Kafie IITO ce IeKOHCTpyupaaT PUKCUPAHUTE
UOEeHTUTEeTH U ce HyJOaT aJTepHAaTUBHU BU3UHK Ha 3aedHUINTBO. Kako TakoB 'opku
TeaTap e mpuMep 3a MHCTUTYIIMja KOja JOCIeOHO ' KOPUCTU CTpaTernyTe Ha arura-
1yja 1 yosiaKyBarbe, KOHLIEIITH 33 YMETHUUKY IIPUCTAIX KOU IIOJIeTaIHO ce oopabo-
tenu of ITutepcen n HusceHn Bo HuBHaTa aHanu3a’® (Petersen, 2021: 13).

TakBara rmporpaMmcka XpabpocCT Mpou3ieryBa U off MHCTUTYLIMOHAJIHATa [TOCTaBe-
HOCT Ha OBOj TeaTap — (pMHaHCHUPaH KAaKo jaBHA yCTAHOBA, HO CO CWJTHA aBTOHOMMja
BO YMETHUUYKOTO KypaTtopcTBo. OBoj 6ajaHC Mery IpsKaBHa ITOAIpIIKa U KpeaTUBHA
c71000/1a OBO3MOKYBa YMETHUUKHOT THM JIa ja TpeTUpa ClieHaTa KaKo ITOIMTUYKU
IIPOCTOP, a He caMO KaKo IIPOCTOP 3a pelipe3eHTaliyja.

Bo mpopykiujaTta Ha onepara ,Amu“ (Ali) HalloHanHaTa omepa Bo Bpucen - Jle
Mowe/lle Myniu (La Monnai/De Munt) (www.lamonnaiedemunt.be), cBemouu geka
IlypY U HajTpasiuiimoHaiHaTa (hopMa Ha CI[eHCKa YMETHOCT MOKe Jla CTaHe MeJIUyM
3a rOpPJIUBM OIMIIITeCTBEHU TeMU. OBaa MHCTUTYIIMja ja KOPUCTU CBOjaTa YMETHUYKA
1 CMMOOJTMUKa MOK 3a J]a TOCTaBU Mpalliarhba KOU TU 3aceraar v Hej3uHaTa MyoInKa u
MoIIMpPOKaTa MoIUTHYKa 3aenHulia. Onepara ,,Anu”“ e moBeke oji YMETHUYKO JEJI0 —
Taa e Ky/ITypeH OfIr0BOP HAa eJIHa OIMIIITeCTBeHA PeayTHOCT.

4 Maxim Gorki Theater (n.d.) About us. [loctanHo Ha: https://www.gorki.de/en/the-theatre/
about-us (mpucTareso Ha: 31 maj 2025).

5> Petersen, A.R.and Nielsen, S.D. (2021) Bo TpyzaoT “The reconfiguration of publics and spaces
through art: strategies of agitation and amelioration” ja ucrpaskyBaar gBojHaTa yjiora

Ha YMETHOCTA BO jaBHUOT ITPOCTOP — Off e[lHa CTpaHa aruraiiyja (IpoBoKal[ija, KpUTHUKA,
MOJINTUUKA MOOUTM3aliuja), a off Ipyra yoaskyBatbe (Tpuska, MHKITy3Uja, KOMYHUKAIIWja).

OrnepaTa ja cimenu MpUKa3HaTa Ha MJIaji MUT'PaHT, KOj ce o0MAyBa [a IpesKuBee Ha
MapruHuTe Ha EBporra, Hocejku co cebe u Tpayma 1 Hagex. HapaTUBOT e moTKpeneH
CO COBpeMeHa My3uuKa ecTeTuKa, My/ITUMeIUjaTHU CLIeHCKU pellleHuja U pesKucep-
CKa MOoCTarkKa Koja He ce IUIalld Jla ja OTBOPU ClieHaTa 3a HeOOMYHHUOT ,Xepoj“ Ha
HanieTo BpeMe. Co Toa, J/ITa MoHe ja IipeKuHyBa TpajulivjaTa Ha UICTOPUCKO-TeKopa-
TUBHUTE ONepPr U MHCUCTHPA Ha TIOJTUTUYKA M eMOTUBHA JUPEKTHOCT.

BaskHo e ga ce Harnacu geka ,,Amn” (Ali) He e UCK/IYJOK BO periepToapHara JIOTHKa
Ha oBaa MHCTUTYLUja. Taa e e off MOIIKPOKa TeHeHI1ja Ha MHCTUTYLjaTa [a ce
aHra)Krpa Co TeMU KaKo 0erajicTBO, KJIMMAaTCKa Kpu3a, JUrMTaHa u3o/aliija — CeTo
TOa IMPEeKy MPOAYKLMCKH ITPUCTaI KOM KOMOMHMpaaT KiaacuyHa (hpopMa co HOBU Me-
IUYMU U aKTyeJIHa gpamMartypruja. [IpeTcraBuTe He ce KpeMpaHU 3a fia YrodaT, TYKY
3a [1a IoIparT — U Ja Mpegu3BUKaaT pasroBop.

Jla Mone/Ile MyHiui OBfie ce TIOCTaBYBa KaKO MHCTUTYVIIKja LITO € CBeCHa 3a COICTBe-
HaTa yJiora Bo Ky/ITypHaTa xuepapxuja Ha EBporia, HoO HaMecTo /ia ja KOPUCTHU Taa Io3u-
1I1ja 3a CaMOYTBpAYBakhe, Taa ja IpeTBopa Bo miaTgopmMa 3a , APYyruTe” — MUrpaHTUTe,
MIaZiTe, MapruHaiM3upanuTe. Bo Toj unH, orepata He e aHAXpPOHA YMETHOCT, TYKY
IJTabOKO COBPEMEH IIPOCTOP Ha IMOJIMTUYKA MMarnHalyja M KyJITypHa COITUIapHOCT.

OHa 1ITO TO MOKa)KyBaat nmpumMepute Ha [opku Teawiap u Jla Mone/Ile MyHiu e
IleKa MHCTUTYIIMOHATHATA YMETHOCT He Mopa Jja Oufie 3aJI0KHUK Ha TpaJullfjaTa,
TYKY MOKe [Ja CTaHe MOTOP Ha OIUITEeCTBeHa CBecT. PerteproapHaTa IMOJIUTUKA, KOra
e KOHTeKCTya/Im3upaHa u xpabpa, mMa MOK /ila BOCIIOCTaBU CIIeHa 3a JIWjasior, KOH-
dpoHTaIMja 1 KOJIEKTMBHA UMarnHaiyja. TeMuTe Kako MUrpalija, ujieHTUTeT, TTpu-
MaJIHOCT U UHTEPKY/ITYpain3aM He ce caMo Mpalllaka 3a MOJIMTUKATa U MeJUYMUTE
- THe Ce CYLITUHCKU 32 YMETHOCTA IITO CaKa Jla OCTaHe pejieBaHTHa.

Co oBoOj IpuKa3s (oujarpam 2), Mo}Ke Ia ce corjiefia JeKa TemMaTa Ha MUrpalyuyd He
e CcIydaeH pernepToapcKky u3bop, TYKY U300poT Ha TeMaTa e MoKasaTesl Ha MPOAyK-
1ICKa BU3Uja 1 MHCTUTYILIMOHAJIHA cBecT. A onepara ,,Anu“ cjIyK1U Kako ITpUMeED 3a
TOa KaKo M3IJIefla TeaTap IITO 3Hae 301ITO HEeIlITO IT0CTaByBa.

BasKkHO e fa ce HarloMeHe [leKa KOHTeKCTYa/IHOTO MporpaMupaibe He 3Hauu AeKa
CUTe IIPeTCTaBU Mopa [ia ja ,,orojiaT" oIrecTseHaTa 0oiKa win ga GyHKLINOHUPaaT
Kako coumjanau MaHudectu. Cenak, rnmepgpopMaHCoT e ,,YiH CUTyaluja“ — IpoCcTop
BO KoOj IybO/IMKaTa BJIeryBa co pa3jIMyHid HaMepu: of 3a0aBa U pa3oHOAa, A0 KaTtap3a
WIN JUjaior Kako HITO HU yKaskyBa Puuapm Illexuep (Schechner, 2013). Ona 11to e
KJIYUHO e HaMepaTa 3aj u300poT Ha JIeJIoTo — Ja He Ouie MeXaHUUKU UK PYTUHCKU
13060p, TYKY CBECHO BMETHATO BO ITOIIMPOKa ApaMaTyplika HenauHa. [Iparad Kmauk
MCTaKHYBa JIeKa perepToapoT He Tpeba Ja (yHKLUMOHUPA KaKo ,IlIBeJIcKa Maca® ofl
€CTeTCKU BKYCOBH, TYKY KaKO CTpaTerricKU apTUKy/IMpaHa ITIOHYa, 3aCHOBaHa Ha pe-
cypcu, BpegHocTu 1 Busnja (Knauk, 2020: 105). Taka, MHCTUTYLIMOHAIHUOT TeaTap
MOjKe [la IIOHYIU 1 KOMeuja 1 eKCIIePUMEHT, 1 KJIaChKa 1 HOBU (DOPMHU — C€ fofieKa
THe Cce TIOBP3aHU CO KOHTEKCTOT, a He CO MHepI[vjaTa.
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Hujarpam 2: KoHTeKcTyasTHO ITporpaMupare HU3 CTy/iMja Ha cjiydaj — oriepa ,,Ann”

EBporickuoT Murpatricku KoHtekcer 1o 2015,

pacTteuku 6poj berasiiiy, MOTUTUUKHI 1e0aTh OKOJTY
KoHrekcT

UHTerpaLyja, UAeHTUTeT U rpaHuLiy. Besruja kako
(omirTecTBEeHa peayHOCT)

MVJITUKY/ITYPHO OIIITECTBO CO UCTOPHja HA €THUYKA
TeH3Mja U MOJIUTUYKA TToJlapu3aluja

Murpariuja, 3aryba, Tpayma, Haziexx, bopba 3a
Tema npunagHocT. [IpeTcraBara ja ciie[iy mpyuKa3HaTa Ha
(u360p Ha pesleBaHTHa TeMa) MJIQJT MUTPaHT KOj Ce COoUyBa CO ITpeu3BULIM Ha

MapruHuTe Ha EBporra.

Ormepa co coBpeMeHa My31Ka, My/ITUMeIjaIHI
CLIEHCKU pelleHuja (TPOeKLUH, JUTMTaIHN
edeKTH), CUMOOTUEH ¥ eMOTUBEH TTPUCTAIT KOH
cLeHCKa Hapaluja. OTcTalnyBambe Off HCTOPUCKO-

dopmar
(dbopmaT u ecTeTuKa)

JeKopaTHMBHa eCTeTHKa.

TpaguimoHasiHa orepcKa MyoJiMKa + HoOBa
[Ty6rmmka reHeparyja riemaun. BKiyuyBame Ha MIa/Id,
(my6nMKa 1 MpUCTAITHOCT) MUT'PAHTCKU U MApPTUHATTM3UPAHU 32eJTHULIU TTPEKY

Mporpamu 3a nyo/vMka u JIUCKYCHU TI0 U3Bef0n.

3royreMeHa CBeCT 3a MUI'PAHTCKUTE UCKYCTBa,

OTBOpAalhe Ha eMraTHja 1 KyJITypeH JIdjasior,
Pesynrat

MPOIIMPYBarbe Ha MOMMOT 3a TOa KOj ITpUIiara Ha
(ouekyBaH edeKT) P PyB ) rip

orepckara cijeHa. MHctuTyljara ja 3ajakHyBa

CBOjaTa VJiora KakKo ITOJINTUYKU U KYJITYPEeH UMHUTEJI.

KoHKpeTH3auuja 3a AOKaAAHHMOT KOHTEeKCT

Bo MakeoHCKUOT cJTyuyaj, clleHaTa e ,,JiICITpa3HeTa” He caMo Off TeMaTa MUTPalinH,
TYKY OJI MHOT'Y TEMH IIITO ' 3aceraaT COBpeMeHUTe rparaiHu. ToKMy 3aToa, IoTpeba-
Ta He e caMo 3a TeMaTCKa MHOBallMja TYKY U 3a MHCTUTYLIMOHA/IHA XpabpocT. [Ipo-
rpaMcKara IoJIMTUKa Mopa Jia h3jie3e of paMKaTa Ha aJMUHHCTPaTUBHA PYTUHA U
Ila cTaHe KyJITYpHa WHTepBeHIWja. Bo cipoTHBHO, MHCTUTYILIMOHAITHUOT TeaTap Ke
oCTaHe My3ej Ha COIICTBeHaTa caMooBOIIHOCT. CIIPOTUBHO Ha TOAa, BO MHCTUTYLIU-
ute Kako ['opku TeaTap Bo bepnuH, perteproapoT cTaHyBa ClleHa Ha JUCKYP3WUBHA
6opb6a. [IpeKy TeMu 3a MUTpaLiY, pach3aM, UIEHTUTET U UICTOPUja, OBUE TeaTPU I10-

KayKyBaaT KaKo YMeTHOCTa MOKe Jla Oufe ¥ MoJIUTUUKY yniH. He Bo cMuciia Ha mmpo-
raraHjia, TYKy BO CMICJIa Ha aHTaKMaH: 7]a ce fajie 300D, /1a ce U3BeJle OTCYCTBOTO,
Ila ce mocTaBu mpamiate. Crinuto u Jla Mowe/Ile MyHiti co omnepaTa ,,Anu“ ja craBa
MUTPaHTCKaTa TpaymMa U HaJle;K BO LIEHTapOT Ha OMEePCKOTO [IejCTBO — HE KaKO er30-
THUUYEeH MOTUB, TYKY KaKo UOBeUuKa U eBpOoIICKa Japama.

ITapanenHo, aHanu3aTa yKaskyBa geka Bo CeBepHa MakeIoHMja OBUe TEMU CE VIITe
PETKO ce TpeTupaaT Ha clieHaTa Ha MHCTUTYLIMOHAJTHUOT TeaTap. He 3aToa mito Tue
He ce pejieBaHTHU, TYKY 3aTOa ILIITO OTCYCTBYBa CTpPaTerucka CBeCT U KpeaTHBHa Xpa-
6pocT ma ce orBopat. HajuecTo Toa ce KOIMPOIYKILMCKU ITPOEKTU Kajle IITO eJieH of
IIPOIYLIEHTUTE € He3aBUCHO Temo. HaMecTo mporpamcka purugHocT 6OasupaHa Ha
MUMeTHUKa n3oMopduja, MOTPeOHO e CBPTYBambe KOH KOHTEKCTYaJIHO IPOrpaMu-
paibe Koe ja mpero3HaBa MY/ITUKY/ITYpHATa peaHOCT Ha MaKeJOHCKOTO OIIIITeCTBO.

OTTyKa, 11eJiTa He e Jla ce IIOBHMKYBa Ha TEMATCKO KOIHUpale Ha eBPOIICKUTE MO-
IleNv, TYKY Ha HUBHO KPUTHUUKO pasbuparbe W afanTalija — BO COMIACHOCT CO JIO-
KaJIHATe TIpeau3BUuId. HCTUTYLIMOHATHUOT TeaTap He Tpeba ma Oupe ,HeyTpasHa“
iaTgopMa, TYKYy CBeCeH UMHUTEJT KOj ITPEKY CBOjOT perepToap 300pyBa TaMy Kafe
ILITO OIIITECTBOTO MOJIUM.

Bo jIoKasieH KOHTEKCT, Toa 3HauM [eKa MHCTUTYLIMOHA/IHUOT TeaTap U30upa f1a mo-
cTaByBa ,,06e30eqHM" Ieia: KJIaCULY Off eBPOIICKaTa ApaMaTypruja, MUTCKU Tpareanuu
Y1 KOMeJIM Ha KapaKTepH, Kou o0e30emyBaaT YMETHUUKA BPEIHOCT, HO HE U KYJ/ITY-
peH nujanor. PemepToapoT ce cBMBa OKOJTy OUeKYBamaTa, a He OKOJTy peajTHOCTa.

WaejaTa meka MHCTUTYLIMOHAJTHUOT TeaTap € pPellpe3eHT Ha OITIITeCTBeHaTa CBECT,
JleHec ce JIoBeJTyBa o] rpaiiame. HaMecTo fma 6use KaTamu3aTop Ha KyJTYPeH Jinja-
JIoT, TOj YeCTO CTaHyBa ,,4yBap” Ha efleH YMEeTHUYKY KaHOH KOj ja IIOBTOpPYBa CcBojaTa
BPEIHOCT HU3 MHepLFja, a He HUu3 3Hauee. OBoj (peHOMEH e 0cobeHO M3pa3eH BO
KOHTEKCTHU Kafie IITO MOJIUTAYKATa HeCTaOUIHOCT, UCTOPUCKUOT HapaTUB U €THUY-
KUTe TEeH3MH ja IIpaBaT CeKoja TeMa YyBCTBUTEJIHA — TOKMY Kako Bo Pemnybmnuka Ce-
BepHa Makenonuja (PCM).

Bo konTekceT Ha PCM, KyITYPHUTE UHCTUTYLIUK C€ COOUYBaaT CO IMPeIU3BULIA KAKO
HeZloBoJIHA e(PUKACHOCT, OTUETHOCT U cj1iaba OPUEeHTUPAHOCT KOH ImybuKaTa. Map-
KeTHHI'OT I7IaBHO ce Imofpa3bupa Kako eJHOCTaBHa IIPOMOLIMja, a Iyd/IuKaTa ce Tpe-
THPa KaKo JaZieHOCT, HaMeCTO KaKo MapTHep.

[IpBUOT UeKOp Ha KYJATYpPHUTe UHCTUTYLIMU Bo PCM Koj MOsKe [a MOTTUKHE TIPOo-
rpaMcKO ,,0TBOpame” e MHTepAuCLUIUIMHapHa copaboTKa Mery YMeTHUIIUTE, CO-
LIMOJIO3UTE, UICTOPUUAPUTE U aKTUBUCTUTE — Kafie IIITO TEMUTe He OU Jjoarajse ,,00-
3ropa“, TYKy Ojl peaJJHUOT KOHTeKCT. TeaTapoT Mopa [ia ce BpaTH BO LIEHTapOT Ha
OITIITECTBEHUOT JIUjasioT — He KaKO WIyCTpallvja Ha BPeOHOCTH, TYKY KaKO aKTUBEH
YHKUTE/ BO HUBHATa TpaHcpopmaliyja. Kinyunata ¢purypa Bo KpeupameTo IIPOOYyK-
LIMCKU MTOJIMTUKY € YMETHUUKUOT AUPEKTOP. JJOKOJIKY OBaa yJiora ce paszbepe He caMo
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KaKo aJIMUHUCTPATOP Ha KpeaTHBeH Mpoliec, TYKY KaKo Me[iijaTop Mery yMeTHOCTa
U OMUITECTBOTO, TOTAll KOHTEKCTYAJIHOTO IpPOrpaMupame CTaHyBa MOKHO. [Ipume-
pute Ha Maxcum I'opku Teattiap v Jla Mote/lle MyHili TOKa)KyBaaT KakKo YMETHUUKO-
TO PAKOBOJICTBO LITO [ejCTBYBa CO KYJITYpPHA OATOBOPHOCT U MHOBAalMja MOKeE [ia ja
HACcouu MHCTUTYIIUjaTa KOH OINILITeCTBEHO pejieBaHTeH perepToap.

3aknyuok

[Tpeky geTanHa aHaM3a Ha TTPOAYKIIMCKUOT MOJIe/T Ha KOHTEKCTYaTHO TPorpamu-
pame U HeroBara MpuMeHa BO UHCTUTYIIMOHTHUOT TeaTap, TPY/IOT ja Harsiacysa mo-
TpebaTa off periepToapHa IMOJUTHKA IIITO He ce 3aCHOBa Ha MHepILIUja, TYKY Ha cTpaTe-
T'MCKa CBECT U KY/ITYPHA OJITOBOPHOCT. Bo yC/ioBU Ha Ky/ITypHA XeTeporeHoCT U T710-
6ayTHU MUTpalliy, KOu ToBeKe He ce MapruHajieH (heHOMEH, TYKY JOKYMeHTHpaHa
peaJyiHOCT, MHCTUTYILIMOHATHUTE TeaTpy JJoOMBaaT HOBA yyiora — ia OuziaT IIpoCTopr
3a oIiIrTecTBeHa pedyiekcuja, qujasaor u UHKITy3uja. [Ipumepure Ha I'opku Teatuap v
Jla MoHe moKaKyBaaT JleKa aHTaKUPAHUOT perepToap, A13ajHupaH Bp3 OCHOBA Ha
KOHKpEeTEH KOHTEKCT, MOKe J1a To TpaHchopMUpa TeaTapoT Off KyJITYpHa yCTaHOBa
BO COIIjaJIeH areHT.

KoHTeKcTya/THOTO mporpaMupare, BO TOj IorJief]l, He € YMeTHUUYKNA KOMITPOMIC,
TYKY MHCTUTYLIMOHA/IEH KaIlallUTeT — CIIOCOOHOCT Jja ce YnTa BPEMETO, Jla Ce KOMY-
HUILMPa CO 3aeJHUIIATA U JIa ce TTIOCTaBU perepToap Koj Ke MMa 3Hauere 1 3a Iyosiu-
Kara, U 3a OMIITEeCTBOTO. PerieproapoT cTaHyBa CTPATeruCKU MHCTPYMEHT — CPEZICTBO
3a OTBOpame PejIeBaHTHU IIpalllama, I'Pajielbe jaBeH AUCKYPC U KyJITypHa IT0Bp3a-
HocT. Ho, 3a Toa e moTpebHa MHCTUTYLIMOHAIHA XPaOpPOCT, JIMIEPCTBO IITO Ke ja Ha/l-
MMHE JIOTUKaTa Ha n3oMopduja 1 permpoAyKirja Ha KAHOHCKUOT BKYC.

Bo konTekcT Ha CeBepHa MakefoHuja, BakBaTa pepopMa He Tpeba ga ce pa3dupa
KaKo MMHTallMja Ha eBPOTICKM MOJIe/IM, TYKY KaKo KpeaTWBHA ajialiTalyja 1mITo Ke
oAroBapa Ha JIOKaJIHUTE Mpeau3BULN. MHCTUTYIIMOHATHUOT TeaTap MOKe U Mopa
7la ja HaITYILITH [TO3UIIFjaTa Ha ,,caMOJIOBOTHOCTA" U ja CTaHe KY/ITYPEeH ITPOCTOP KOj
360pyBa TaMmy Kajie ILITO OMHILTeCTBOTO MOJIUM. Bo Toj mpoliec, KIIY4HO Ke bufe rmome-
CTYBameTO Ha (POKYCOT o7 MHCTUTYIIja KOH TyO/IMKa — Kaie IIITo IporpaMarTa He ce
IIPaBH 3a JIa Ce MOTIO/THY Ce30HaTa, TYKY 3a Jia Ce MIOBP3€ CO KUBOTOT Ha 3aeIHUIIATa.
CaMo TaKa, MTHCTUTYLIMOHAJTHUOT TeaTap Ke MOyKe TIOBTOPHO JIa CTaHe I71ac Ha BpeMe-
TO BO KOe KMBee — JKUB, peJIeBaHTEH U HEOITXOIeH.
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Nnuja llupuBupu

COBPEMEHMH NPAKCH
BO OUINMIGIRATTA

MEOAYKITAYA

UDK 791.631:005

AmncrpakT

dunMcKaTa UHAYCTPUja, KAKO COCTaBeH el of Ky/lITypa-
Ta, QYHKIIMOHUPA BO eKOHOMCKM PaMKU CJIMYHU Ha JPYyTU-
Te ceKTOpM 3a 3abaBa. 3a Ja ja oAp:KaT KOHKYPEHTHOCTA,
UIMCKUTE TIPOAYLIEHTH MOpa /ia YCBOjaT CTpaTelIKU eKo-
HOMCKU IPUHLUIM, (POKYCHpajK1 ce Ha OITUMH3aliija Ha
TpolonuTe U gudepeHjauyja. JururaaHaTa epa, obee-
’KaHa Co Iobanu3alirja 1 TeXHOIOIIKY HaIlTpedoK, ja TpaHC-
dopmupaiiie punMcKkaTa IpoayKLyja U JucTpruOyliyja, rpa-
BEjKU ja compsKUHAaTa MOJOCTallHa, a BOeIHO ja 3rojieMyBa 1
Pa3sHOBUJIHOCTA HAa I1a3aporT.

CoBpeMeHUTe TIPAKTUKU 3a PUIMCKA MPOAYKIIMja Harja-
cyBaaT JIBe KJIVUHM CTPaTeruu: JIUIepCcTBO BO TPOIIOLIUTE U
mudepenuyjauyja. HamanyBameTo Ha TPOIIOLIMTE YECTO Ce
TTOCTUTHYBA TIPeKY ayTCOPCUHT, I'pylrpamhe U UCKOPUCTY-
Bamhe Ha AUTMTaJIHUTE OUCTPUOYTUBHU KaHaiu. CIpoTUB-
HO Ha Toa, AudepeHiitjalijaTa ce IOTIpa Ha equHCTBeHa
KpeaTMBHa BPeJHOCT, YeCTO peajiM3upaHa MpeKy HMHOBa-
TUBHU TeXHUKU KaKo BUPTYesiHa mpoaykiuja (BIT) - MeTomo-
JIoOTHja LITO MHTerprupa KOMIIjyTepCKU IeHepUpaHU CIIUKU
(LITW) Bo peasnHO Bpeme, U 3rojieMeHa peayiHOCT 3a fa ce
roegHoCTaBaT PabOTHUTE IPOLIECH.

BupryenHaTa mpogyKipja ja peBo/yLIUOHU3UPa TPaJUuIId-
OHa/tHaTa (PMJIMCKA POAYKIIMja CO CIIOjyBamke Ha (PU3UUKU
U OUTUTaJIHU CPelrHY, OBO3MOKYBAjKU BU3ya/n3allja BO
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peayiHO BpeMe, HaMaJlyBajKu I'M HEU3BECHOCTUTE IO IIPO-
IyKLMjaTa W II0J00pYyBajKU ja KpeaTMBHaTa copaboTKa.
TeXHUKM KaKo IITO ce: MPeBUC, TEKBUC, U BU3YeNTHU edeK-
TH ,,BO KaMepa“ UM OBO3MOKyBaaT Ha (QUIMCKUTE paboT-
HULY eUKacHO Jia MOCTUTHAT BHCOKOKBAJIUTETHU Pe3yil-
TaTH, IYPU U CO orpaHuuyeHu Oyiietu. CTyouuTe Ha CJIy4aj,
BKJIyUYBajKU 'l U MaKeJOHCKUTE IIPOOYKLINU Kako ,MeneHa
3emMja“ u ,JleHa 1 BnagumMup“, rmokakyBaaT KaKo permoHail-
HUTe (PUJIMCKU aBTOPU YCIIELIHO T KOPHCTaT OBHe CTpaTe-
T'MU 3a J1a JoIIpaT Ao IJiobajiHaTa nyoIuKa.

Knyuuu 300poBu: (huaMcKa IIPOAVKIIMja, SUTHTAIHA
MMPOAYKIIMja, TPOIIOUHA ONTHUMH3aIuja, Iiodanu3anuja,
00paboTKa BO peasiHO BpeMe.

Bosepa

HeocniopeH e dakToT feka puUiIMoT, 3a€JHO CO CUTe HeroBu (opMu, e UHTerpa-
JIeH Aen ol KyaTypara. Ilopagu oBa, puiaMcKaTa MHIYCTPUja ce n3eHadyBa co Koja
6usIo Ipyra MHAYCTPUja IITO HYyAU 3abaBa, WX 3a0BOJIyBa CJIMUHM ITIOTPeOH Ha I10-
TpouryBaunuTe. Cefiejky TH VHUBEP3aJIHUTe MPUHLIUIN 3a rpajfieihe KOHKYPeHTCKa
MpeIHOCT — 6e3 pa3JivKa Jajiu ce ojf KOPIIopaTUBeH, WIK Off KY/JITYPHO-YMETHUUKU U
3abaBeH KapaKTep - MPOAYKLIMUTE ce Aej O MeXaHU3MOT KOj r'o ogpeyBa Hej3SMHOTO
MEeCTO BO eKOHOMCKUOT crcTeM. [TpofyiieHTrTe Mopa fja ccatat ofpeieHr eKOHOM-
CKU TIPUHLIUIM KOra pa3sMHCIyBaaT KaKo Hajaobpo Ma ja ofpsKaT COICTBeHaTa opra-
HU3aldja BO JeJIOBHUOT CBET. AKO ,,eKOHOMMja" roapa30orpa MoAesl 3a HaUMHOT Ha
KOjIITO JIYI'€TO T'M KOPUCTAT (PMHAHCUCKUTE CpeJCTBa IITO UM Ce Ha pacIioaraibe,
TOTAlll He € JIOBOJTHO MPOAYIIEHTUTE J1a ce ,u300paT” 3a 3aBUHA KOHKYPEHTCKA I10-
3MlIMja caMO BO OJHOC Ha OCTaHATUTe IMPOIYKLIMCKU KYKU - TYKY VILTe IIOBeKe, THe
Tpeba 1a ,3a3emMaT" CBOe MeCTO 1 BO C€ MOrojIeMHOT AUBEP3UTET KOj IO HYJIaT Kpea-
TUBHUTE UHIYCTPUMN.

T'omeMHOT U3BOP U U300 Ha COAPKUHU, MeTaMopdo3aTa Ha MeJUyMUTEe U (PUIM-
ckute GopMH, cé TOBeKe ce IOoCTallHU CO ,,caMo eJleH KIUK“. JJonropoyHure KyJi-
TYPOJIOIIKU TPEHAOBU BjidjaaT BP3 ,,eKOHOMCKOTO 37IpaBje” M Ha ITPOAYKLIMCKUTE
KyKku. ['mobanu3sanujara Ha MHGOPMATUUKUTE TEXHOJIOTUU Y MHTEePHAIIMOHAIN3a-
1jaTa Ha KUOEpPIIPOCTOPOT HaMeTHYBaaT KOHLIEIITOT Ha KPeaTUBHOCT Jja ce TIpe-
WUCIIATa U Ja OUJAT CTaBeHU BO CPEIIUILNTETO Ha IIOOaJTHUTE COLIMO-eKOHOMCKU U
nonuTudKku Mexanusmu. Co Toa ce etabiupa rmorpebara of MpUCTa KOH KpeaTuB-
HUTe TIPegu3BUIIM BO (pHJIMKCaTa UHYCTPUja KOj MPOMU3JIeryBa O]l TMOJIMTUKU KOU
yIpaByBaaT CO IIPOLieCUTe Ha MIPOU3BOJICTBO, JUCTPUOYIIMja U eKcIUloaTallija Ha
KOHEUHMOT U3pas.

NMpoAyKUMCKM CTPATErum

Bo cdepara Ha c10604HOTO IBIKEHE Ha TPYAOT, KAlUTAIOT U WHGMOPMAIK-
Te 3HAUMTEJTHO U aKTYeJTHO e IMpe/IBUyBamkeTo Ha JIeBUT, BO KOe TOj TBPIU JieKa
JleHeC CBETOT o OOJIMKYBaaT JIBa BeKTOpa: TexHojioryjata u rmobanusanujara (The
Globalization of Marketing, Theodore Levitt 1983: 202). Bo oBoj fomeH ce oTKpuBa
Y MHOTY 1IBPCTA, peUrCH Kay3aHa TTOBP3aHOCT ITOMery Pa3BOjoT Ha T100aTHUOT 1a-
3ap U TEXHUUKO-TEXHOJIOMIKUOT pa3Boj. CBeiolM cMe Ha CTaOMTHOTO, HO KOPEHUTO
MeHyBame Ha (prMoT Kako MernuyM. [TnaTdopMuTte mpeKy KOUIITO TOj 1 Ce MTPUJIO-
JKyBa Ha My0JIMKara, MPeKy MeXaHU3MOT Ha TeXHUUYKO-TEXHOJIOIIKMOT Pa3Boj U IJ10-
Oanu3anyjara, JI0KMBYBaaT TEKTOHCKM MpoMeHu. Hajronem rpujioHec 3a oBa uma
uHTepHeToT. Cé noBeKe ce 300pyBa 3a puaMcKu (popMH, a He 3a opMaTH, OuIejKu
opmaToT mosrpazbupa eHOOOPA3HOCT U I[BPCTO MPUAPKYBalbe KOH CTaHZapAuTe —
HEIIITO IITO CO MOMEHTa/THUOT Pa3Boj Ha KuHeMaTorpadujaTa e arcypy.
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[Mopagu mpupogaTa Ha (pUIMCKaTa MPOAYKIIMja, Ma3apoT Ha KOj HacTamyBa (-
MOT e TroTpoiiryBauky. Co jasMKOT Ha Ia3apHaTa eKOHOMMU]a, ,, IIOTPOIIYBAYKM I1a3ap”
1 ,TIOTPOIIYBAuUKK JoO6pa“ 3HauUaT IlacMaH Ha MPOU3BOAU 3a IIMPOKA MOTPOIIyBau-
Ka KOWIIITO TY 33/I0BOJTyBaaT MHAVMBUIYaAIHUTE TTIOTpebu Ha nyreto. OBOj ma3ap e xe-
TeporeH U UMITYJICUBEH.

AHAaJIOrHO Ha OBaa IePCHeKTHBA Off aCIIEKT Ha KOHKYPEHTCHOCT ITPOAYKLIUUTE ITPaK-
TUYHO TO/IeMO BHMMAaHUe MOCBEeTyBaaT Ha aHajiM3aTa Ha Tpoiiouy. HeMUHOBHO, OTTY-
Ka MIpou3JIeryBa Jeka Bo CYIITHMHA COBpeMeHUTe MpaKcu Bo PUIMCKaTa IIPOoAyKLyja
Oasupaar Ha oITUMU3alidja Ha IPOAVKLMCKUTe Ipoliecu. Llesrta Ha onrTuMu3alijjara e
Ila ja moBefe opraHu3alyjaTa Bo MO3UIIMja of Koja Taa Ke MoKe aJIeKBaTHO Ha CBOUTE
(KpeaTHBHU) KaIlallUTETH Jla HACTaITyBa Ha eKOHOMCKHOT CerMeHT. AKO Ofp;K/IMBaTa
KOHKYPEHTCKa IIPeIHOCT IIPeTCTaByBa Haj3HauaeH IMPeIycsIoB 3a IIOCTUTHYBAkbe JI0JT-
TOPOYHU HATIIPOCEUHU pe3y/ITaTh Ha eqHa IMPOJIyKIIKja, Torall KJIYUHU ce JIBaTa BUa
KOHKYPEHTCKa IIPeIHOCT: CTpaTernuTe Ha HUCKU TPOIIOLY U gudepeHLujalvjaTa.
OnrrumusaligjaTta Ha ITPOAYKIIUCKUTE TIPOLIeC MOJT TPUTUCK HA eKOHOMCKUOT CeTMEeHT
1 KallallUTTUTe Ha IIPOAYKLIMjaTa BMjaaT BP3 CTpaTellKkaTa onpemenda Ha opraHu3a-
HuvjaTa. Jlaau npofyKuujaTa Ke ce ofjTlydu 3a CTpaTervja Ha JTUAepCcTBO BO TPOIIOLIH,
cTpareruja Ha gudepeHldjalija WIK cTpaTerdja Ha POKyCHpame 3aBUCH O MHOI'Y
haKTOPU KOM BO MHTEPEeC Ha IPOCTOP He ce AUCKYTUPAHU BO OBOj TPYI.

TunnuHa cTpaTeruja 3a MpoAYKIIMM KOU HACTaIlyBaaT Ha MaJiu MTa3apu, KaKo IITo e
pervoHaIHUOT I1a3ap, e cTpaTervjaTa Ha IUAepCTBO BO TPoIIoliuTe. MeryToa, coBpe-
MeHUTe AUCTPUOYTHUBHU KaHaJIM, Pa3BOjOT HA TEXHOJIOTHUjTA U IUBEPreHTHOCTa Ha
dunmoT mpumoHecyBaar JiejiaTa Ha Ma/IuTe MPOAYKLINUY Ja CTUTHAT U 10 CBETCKUOT
rma3zap. OBoj Imporpec Bo HeJTOKYITHOTO IToMMatbe Ha (pU/IMOT roipa3bupa 1 aJarTuB-
HOCT Ha IPOJIyLIeHTUTe U aBTOpUTe. 3a [a IIOCTUTHAT yCIleX THe ce IIpeopueHTUpaHu
KOH cTpaTervja Ha (poKycupame, HO CO U3pa3eHa ecTeTUKa Koja IPeKy afileKBaTHO
MMO3ULIMOHNpPakhe HOCKU pe3yaTaT. Bo cylliTiHaA ecTeTcKara AuMMeH3Uja Mojie;kKu Ha
crpareruja Ha gudepeHIjaliFja 3a 1a OCTBapy KOHKPETHU Pe3y/ITaTh BO KOHKpeT-
HY €KOHOMCKU cerMeHTH. TUlnueH mpuMep Ha aBTOPCKU (PUIMOBU KOU OCTBapuU-
Jie ycIiex HaJIBOp Off PETMOHOT, OJJHOCHO COTICTBEHMOT €KOHOCMKU cerMeHT ce ,,JI11
AxmeT* Ha ['eopru YHKOBCKY, ,Mcienuren” Ha Fopqe CraBpeBcKH, ,MemeHa 3eMja”
Ha Tamapa KoreBcka u Jbybomup Crecanos, ,Jlena u Bnagumup* Ha Urop Anek-
COB; CHTe OBHeE ce BO MaKeJOHCKa ITPOAyKII1ja UK BO KOMPoayKLvja MaKkeloHja co
3eMju MMPeTeKHO O PETMOHOT. YHMBEP3a/IHOCTa Ha MeHAlIMEHTOT 1M HEOITXOJHOCTAa
Ofl CTpaTelIKU IpUCTAaIll ce MOTBPyBa U ITpeKy IIPHUMePU off KoMepiivjajieH KapaKTep.
[IpogykuwujaTa ,,JJM®“ cHUMU peK/laMeH CIOT 3a MUBapHUiiara ,lleja“ Koj mokpaj
PETrMOHAaIHUOT ycHex (Ipef cé Ha ITa3apoT Ha KOj ce MpojaBa caMoTO MHBO - KocoBo
1 AnbaHuja) moKKBea IIOIY/IAPHOCT U HaZgBOP Of Ia3apHUTe AUMEH3UU Ha MUBOTO.
KapaKkTepcUTHUYHO 3a 0BOj IIPOEKT € IITO IIPOYLIEHTHUTe NMaa KpajHo audepeHLpa-
Ha CTpaTervja BO OJHOC Ha eCcTeTUKaTa Ha CIOTOT. [IpOgyKLIMCKUOT IIpUCTaIl Oelire
11eJI0CHO (PUJIIMCKU U Ha TOj IIPUHIIAN Oellle cIipoBefieHa Iienata gas3a Ha MPOLOVK-

nuja. duIMcKaTa ecTeTuKa Oellle 3ara3eHa of M300pOT Ha joKaluu, potorpaduja,
MOHTasKa, 1a Jgo yrorpedata Ha LIT'. Opg gpyra ctpaHa, IaK, orpaHU4eHUOT OyIIeT Ha
KJIMEeHTOT roApa36upa prHACKCKa paMKa Koja BO pa3Mep CO KBaJIUTETOT Ha ITPOAYK-
LpjaTa UMIUTALIMPA CTpaTeruja Ha HUCKKU Tpouioly. Bo Taa Mucia MoKe Jla ce KOH-
cTaTupa JieKa e yrotpebeHa hoKycrupaHa CTpaTerrja Koja OTCTaryBa o KOHBeHI[1ja-
Ta OpraHu3alfyjaTta Ja KOpMCTH ABe (WIK IToBeKe) pa3/IMYHU CTPATeruu 3a pas3/InuyHu
nmpoektu. [TpocTo, oBIe cuTyalMjaTa M OKOJIHOCTUTE HajlaraaT, YCJIOBHO KaKaHO,
IIBa pa3/IMUHU CTPATENIKU IPUCTAlM BO JiBa MapaoCKa/IHU (a TUITUYHU 3a hUM u
dunmcku hopmu) rpoLiecu - cTpaTerdja Ha HUCKU TPOLIOLIA BO MEHAIIMEHTOT (Ha
MIpoAuKILIMja), a cTpaTerdja Ha audepeHLjalyja Bo mpoaykuujara (buiMcka/ecteT-
CKa JuMeH3Huja). YCIIeXoT BO ITIelaHOCTa U JOCTUTHYBAeTO OO TapreTupaHaTa IIy-
6muka (aary. Target audience reach) e pe3ynTar UCKITYU4MBO Ha CTPaTENIKU TPUCTAII.

OBa npobieMaTrKa aHaJIM3UpaHa UCKIYUUBO Off aclieKT Ha MeHAlIMeHT HEMUHOB-
HO ja moppa3bupa TPOLIKOBHATa aHaju3a - 6e3 pasjiuKa [aJau cTaHyBa 300p 3a [1o-
MallIHN/JI0KaJIHU MPOAYLIEHTH Ui 3a cBeTckute ruradtu (Hollywood majors).

Co apyru 360poBU T10j/IOBHA TOUKA 3a aHa/IM3a Ha TPOIIOIUTE TpeTCcTaByBa fiedu-
HUpakeTo Ha JIaHeIOT Ha BPeJTHOCTU Ha MPOJIYKIIMCKAaTa KyKa 1 MPUITHAIITYBakheTo Ha
oTlepaTUBHUTE TPOUIOIM U CPEeJICTBATA 3a AKTMBHOCTUTE KOUIITO CO37laBaaT Bpe]l-
HocT. [ToTpebaTa cpeficTBaTa fia ce pacnpefiesiaT 1o aKTUBHOCTY KOUIIITO CO37laBaaT
BPeIHOCT, TOoBOPH 3a (haKTOT JleKa KoJIMYMHaTa U epuKacHOCTA Ha CpeJicTBaTa I10-
TpeOHU 3a ofipefileHa aKTUBHOCT, Ce Ba)KHU 3a HEj3SMHOTO ocTBapyBame. [IpopayiieH-
THTE CeBO OBa IO MMaaT mpeABu/l pyu GUHAHCUCKOTO TTAHUPabe Ha CeKOj TPOEeKT
- 3a cekoja ¢a3a of] Hero, JIeTaJTHO.

L[enTa Ha aHa/In3aTa Ha TpoluoLuuTe, Ipu paCWwiIieHyBalbhe Ha NreHEPUUKHOT JIaHel]
Ha BpeaHOCTH Ha IToogde/THM aKTHMBHOCTH, Tpe6a Aa oapa3syBa TpH IMTPUHIOUIIM KO-
UIITO 3a€éMHO He Ce MCKJIydyBaaT, a TOoa Ce:

— rojieMUHaTa 1 PacTOT HA TPOLIOLINTE MPUKAyKaHU T10 OfiJle/THa aKTUBHOCT;
— B/IMjaHUjaTa Bp3 TPOLIOLIUTE HA CaMUTe OfIJle/THM aKTUBHOCTH;
— pa3/JIMKUTe BO OCTBAPYyBambheTO Ha aKTUBHOCTHUTE Off KOHKYPEHTUTE.

AHanM3upajku r'm TPOUIOLIKMTE, MOTPeOHO e Ja ce U3[BOojaT aKTUBHOCTUTE Ha KOU
OTIIara MorojeM IIPoLeHT of pecypcute. OIIITO 3eMeHO, aKTUBHOCTUTE KOUIIITO Ce
roJieMH TIOTPOIITYBadyH JIECHO ce MpeIBUAyBaaT, MeryToa 4eCTOMNaTH ce ITpaBy I'pelll-
Ka CO 3aHeMapPyBaheTo Ha OHME aKTMBHOCTU KOUIIITO CO BPEMeE ja MeHYBaaT CTPYKTY-
pata Ha pacxoguTe. Taka Ha mIpuMep, IIPOAYLIUPajKU egHO (DHUIMCKO [iejI0, BO Ioue-
TOKOT IIPOJIYLIEHTUTE He ce (pOKYCHPaHH LIeJIOCHO Ha CUTe CEeTMEHTU Of KOMITjyTep-
ckara obpaboTKa Ha ciukaTa (L[I'M), Ho co TeKOT Ha BpeMeTO Taa aKTUBHOCT CTaHyBa
CepHro3Ha ajIka BO JIaHelIOT Ha BPeJHOCTH.

AKTHBHOCTHUTE MOpa /ia ce pa3fiBojaT JypH U aKo reHepaTOpUTe Ha HUBHUTE TPO-
oy ce pasnuuHu. [Ipy pacusieHyBaimbe Ha JIaHel[OT Ha BPeJHOCTH, OfIpe/IeH! aK-
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TUBHOCTH HAjIIpUOIMKHO Ke YKayKaT Ha 3HauajHUTe pas/iMKU BO OJHECYBamheTo Ha
tpoiuoiuTe. IToToa, aKTUBHOCTUTE KOMIIITO CO3jaBaaT BPEIHOCT MOJKe Jia Ce IPyITu-
paaTt 1 ja ce pacujieHaT BO 3aBHMCHOCT Off TOA [Ia/Iv aHa/IM3aTa OTKPUBA Pa3iuKu WK
CJIMYHOCTU BO OJTHECYBAIETO Ha TpolioluTe. BoobnyaeHo e MpBo /la ce aHaIu3upa
BKYITHMOT JIaHel] Ha BPeJHOCTH, 3a II0Toa [EeTajHo [a Ce UCTpa)KaT MOOOIeTHUTe
AKTUBHOCTU KOMIIITO CO3/laBaaT BPeIHOCT, MOKOJIKY Ce YTBP/IM JIeKa ce 3HadajHHU.

KoHeuHa mpoBepKa Ha pa3fiBojyBambaTa HAa aKTUBHOCTUTE IIPETCTAaBYBa OJHECY-
BaIbeTO HAa KOHKYpPEeHTHTe. 3HauajHUTe aKTUBHOCTHU Tpeba [a ce pasriegyBaar IIo-
ceObHO, 0COOEHO BO CJTy4yaj Kora KOHKYPEHTUTe TW M3BpIIyBaaT Ha Apyr HauwH. Ha
npumep, ,XbO*“ u ,HeTdhnukc" npu mpeMHUEepHOTO MIPUKaKyBalbe Ha HUBHUTE eKC-
KJIY3UBHU CepUU UMaaT KOMIIJIETHO pasjiMdeH IIpUCTall Bo AucTpubyuujara — ,,XbO*
MMa KjlacuueH IIPUCTaI, MPU IITO ceKoja Heflesla U3jleryBa HOBa elun30fia, [ojeKa
,2HeTdnukc" BoobnuaeHo I'il IIPUKaKyBa CUTE e300 OfieJHalll.

ITokpaj aHaIM3MPakETO Ha JIAHELIOT Ha BPEIHOCTH, MOTPeOHO e fa ce HallpaBu
YBUJI U BO T.H. ZeHepaitiopu Ha tipowoyu. Criopen IToprep, (Konkurentska prednost
- ostvaranje i ocuvanje vrhunskih poslovnih rezultata, Porter 2007: 86) moctojaT
HEKOJIKY IJIaBHU reHepaTopy Ha TPOIIOLIM KOHWIITO T'O OfpeyBaaT O/IHECYBaHhEeTO
Ha TPOILOIMTE HAa aKTMBHOCTUTE IITO CO3[laBaaT BpeaHOCT. Tue ce: eKoHOMUja O
obem, MeryceOHM OOHOCH, MHTerpaija, Bpeme, roceOHU IeJIOBHU ITOJIUTUKU, CO-
OJIHOC Mery (pbMKCHU ¥ BapujabWIHKU TPOLIOLU UTH. (Bo MHTepec Ha IIPOCTOPOT TUe
TYKa He ce JleTa/JIHO objacHeTn.) MeryToa, OHa IIITO € BajKHO € JleKa reHepaTopuTe Ha
TPOILOLY Ce CTPYKTYPHU IIPUUMHUTE/TN Ha TPOLIOLIUTE Ha eHa aKTUBHOCT, KOjallITO
poJyKIIMjaTa IoBeKe WM IOMaJIKy MOyKe [a ja ApKU MoJi KoHTposa. Tue yecTo
cTaryBaaT BO MHTEpaKIIMja ¥ TaKa I'o OfpeyBaaT OHeCYBaheTO Ha TPOIIOLIUTE Ha
ofipe[leH! aKTUBHOCTH, @ HUBHOTO PeJIaTUBHO B/IMjaHUEe BO rojieMa Mepa ce pasiu-
KyBa 3aBHCHO O] aKTUBHOCTA KOjalllToO co3/1aBa BpegHocT. Criope/i Toa, OO e THUTe
reHepaTopu Ha TPOIIOLIM, KaKo ILITO e, [la pedeme, MHTerpalijaTa, HUKOraii He ce
eQUHCTBEHATa JAeTepMUHAHTa Ha TPOIIOYHaTa cocTojba Ha mnpoaykuujata. Co yT-
BP/IyBalbeTO Ha reHepaTOpUTe Ha TPOLIOLM 3a CeKoja aKTUBHOCT KOjalllTO CO3/iaBa
BpPEeIHOCT, OpraHu3aiyjaTa fo0OuBa JAeTajeH YBU/L BO N3BOPUTE Ha CBOjaTa peslaThB-
Ha TPOIIIOYHA COCT0j0a, KaKo 1 CO3HAHMja 3a Toa KaKO MOKe [a ja ITPOMEeHMU.

TenmeHIMUTEe Ha cCOBpeMeHaTa (puJIMCKa ITPOJTyKIIUja, UCTO TaKa, ce ABOjaT BO JIBa-
Ta MpaBLU: MUHUMHU3Upahe TPOLIOLY WK audepeHinjaiidja. Kako 1mITo e nucTakHO-
TO BO ITPETXO/JHOTO TOIJIaBje efjHa O]l HajIIoMy/IapHUTE MEePKU CO KOU ITPOAYIIEHTUTE
I'M HaMaJIyBaaT CBOUTE TPOIIOLIM e ayTCOPCUHTOT. Toa MosKe fa buge maHugecTupa-
HO TTPeKY (PUJIMCKM CepBUCH, TPEKY KJTacTepr3aliija Ha ITPOYKIIUH, ITPEKY aHTaKu-
pame Ha ofipefieHU (He)aBTOPCKU MO3ULIMU UIN CEKTOPU UTH. JJOMOTHUTETHO KOH OBa
3HAUUTEJIeH yiel IMaaT U COBpeMEeHUTe KaHa/Ii Ha JUCTPUOYIYja U TUCTIep3upamke
Ha COIP’KUHUTE.

HOKpaj MHOMIITBOTO IMPOAYVKLUVWCKHX MOIE/IN 3a HaMaJlIyBambhe Ha TPOIIOLINTE 3a obe-
36e,uyBaH>e Ha KOHKYpPeTCKa IIpeJHOCT, ITapaJIeJIHO Ceé pa3BuBaaT MOJ eI KON BHI/Ija-

aT Ha gudepeHiyjaijata. Bo TOj KOHTEKCT, OonTHMM3alMjaTa rofapa3drpa Kako
Ila ce CTUTHe JI0 BHCOKa BPegHOCT, UCK/JIYUMTE/IHO VHUKATHA 3a ITy0JIMKaTta, a Koja
IIpUMapHoO Ke ja MyITUIUIMLMpa eprKacHocTa. Kora ce pasroBapa 3a eKOHOMUja O
obeM, He e IpegMeT Ha AUCKYCHja JaJy HelITO Ke YMHM MHOTY HapHy, na edgukac-
HOCTa A001Ba 3HAUEHEe UCKJIYUMBO O] aCIIeKT Ha MOBTOPJIUBOCT IIPU KOPUCTEHETO.
KonKky nmoBeKe fieia Ke 6uaT IIpoU3BeeH CO ofipedeHa TeXHOJIOTMja Koja caMa I10
cebe mmpeTcTaByBa BUCOKA BPeIHOCT 3a ITyO/IMKAaTa - TOJIKY II0BEKe ce 3rojieMyBa o0e-
MOT Ha IIpojyKiuja. KoHeuHo, 1iesTa Ipu efleH TaKOB KOHTEKCT e 0be30eqyBame Ha
,LeBKOBOI" (aHrI. pipeline) Koj 3HauM KOHTUHVUTET, a CO TOa U OAP;KyBaibe Ha 3a-
BUJIHA KOHKYPEHTCKa MpeaHocT. MIcTHUOT ,,11eBKOBOA" e KTydeH U 3a roJieMU, CKallu
MIPOAVKLIMM, KAKO U 3a Masii 6e3 pas3jiniKa KOJIKY U Ja ce uynHat joKajaHu. Cerak,
KOHTHUHYUTET IIPeTCTaByBa OCHOBEH IIPeyC/IOB 3a 3aBU/IHA KOHKYPEHTCKAa MO3UIIUja.

Ce yMHM JTeKa YMETHOCTAa BO CUTe Hej3uHU (popMU e TIpefiofipe/ieHa Ja ce Mperio-
BTOpYBa cebecu. [lururanusanujaTa ¥ pa3BojoT Ha 3abaBHATa UHAYCTPUja, 0COOEHO
rejMUHIOT IO NOoApakaBa NPUPOAHUOT €BOJYTMBEH TEK HAa YMETHOCTA; CIUPAJIHO
IperoBTOPYBamke HAa TEMUTe M3pa3eHu IPeKy HOB CBeTOr/Ie]] HOTKperleH o pa3BOjoT
Ha LMBWIKX3aLMjaTa. EJHa o Haj3sHauajHUTe MPAKTUKU BO COBpeMeHarta (puIMCKa
MIpoayKiiKja e T.H. ,,BUpTYenHa npoaykuuja® (BIT). On ,puap” (aHIJI. rear) IIpoeKiuja
0o JIEJI-maHenu.

BupryenHa npoaAyKuMja - COBpenMeHa MEeTOAOAOTHja
Ha duamckara audepeHumjaunja

BuptyenHaTa mpozyKiiyja moipa3ompa niMpoK TEPMUH KOj ce OJTHeCyBa Ha CIIeKTa-
POT Ha KOMITjyTepCKU METOAM 3a MPOAYKIIWja U BU3yan3aliyja Ha (hUIMCKaTa Impo-
oykuuja. Criopeq TumoT Ha Bera [Jururan (Weta Digital) enHa op Haj3HauajHUTe TIe-
GUHULIMY 332 BUPTYeIHA MPOAYKIWja riacu: ,, U3NIKUOT U AUTHUTATHUOT CBET KOH-
BeprupaaT Bo AurutaaHarta npogaykuuja“. MPC (Moving Picture Company) KOH oBaa
necdbunuija mopasa: ,BIT kKoMOMHMpa BUPTYesHa U ayrMeHTaTHBHA PeayiHOCT CO
LIT'Y rejMuHr TexHosioruM (aHrI. game engine technologies) 3a 7a UM 0BO3MOKU Ha
MTPOAYKIICKUTE TUMOBH Jla I7ieflaaT KaKo Ce pa3BUBaaT CLIeHUTe U KAKO ce KOMITOHU-
paaT Ha caMHOT ceT”. 3aK AleKcaHap, ocHoBadoT Ha JIykc Makuna (Lux Machina)
KOHCTaTUpa JleKa mpakTHUuHUoT ObeHeduT of1 BIT e TexHOIOrMjaTa 3a MpeBU3yaan3a-
111ja, U3jaByBajKu JieKa CceKoj yac oji mpeArpoAyKiivja ce JIBa yaca BO MTPOAYKIIUja.
Cmopep riponyienToT KeBun bejiu 6eneutoT e Bo pa3BojoT Ha codpTBepoT. Toj BII
ja ryeqia HU3 MIpU3MaTa Ha iBa Mapajie/THu Mpollecrpaba (Bo ITporpaMepcKa CMUCTIA).
BIT ru HagMuHYBa bapuepuTe Ha (pU3MUKaTa MPOAYKIIMja U BU3YeJTHUTEe e(heKTH 3a
TUe JJa MOKaT Jla ce OjBUBaaT CUMYJITAHO HAMeCTO HaropPeIHO.

duiMcKaTa MpojiyKiiija e rmoTepa Koja MoCTojaHO eBOyrpa BO YMETHUUKA U TeX-
HOJIOIIKa cMucsIa. JIOKOJIKY ce HalpaBu KOMIIapaliydja Ha MpBUTe HeMu (hUJIMOBU U
Cnobopen nmuk (Free Guy) Ha Illon JleBu (Shawn Levy) BemHaiil ce 3abeneskyBa IIpo-
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rpecujaTa. lako eHOPMHO pa3InyHU Off aCIIeKT Ha IIpeMeT U 3aHaeT, 0beTe KpajHo-
CTU cHofesyBaaT 3ae[IHMUKa 1IeJ1 Ja ja 3abaByBaar ITyOJiMKaTa co JoOpa ImpUKa3Ha.
Kora cranyBa 360p 3a BII 1 6eHeUTOT 1ITO IO HYAW Ha (PUIMCKTAa UHIYCTPHja TO-
rail e cocemMa O4eKyBaHO JieKa BUPTYeHaTa MPOoJyKIIdja e CJIEHUOT YeKOP BO Te-
KOBHAaTa eBOJIyLHja.

[ToBekeTo 65mok6actepu u TB-cepun Kou ce cHUMaaT BO MOMEHTOT KOPUCTAT OI-
peneHa dopma Ha BUPTYeJIHa npoaykuuja. Toa Moyke ga mogpasoupa T.H. ,,[IpeBuUc
(previs) ,TekBuc* (techvis) unu ,,moctBUC* (postvis) - TepMUHU Kou Ke 6ugat obpas-
JI0’KeHU Bo ITpooibkeHue. [ToteHuujanoTt Ha BII ce mpoTera masneky noBeke o]f OBUe

dopmu.

TpapuiimoHanHata (UIMCKa MPOAYKIIMja ce cpeKaBa CO Ofipe/ieHU TpeIn3BUIN
KOU Cce HaJIMUHJIUBY CO BUPTYeJTHATa MpoiyKiinja. MHOTY (hIJIMOBM ieHeC - ceKaKo
CUTe MOfIepHH O6JIOKOACTepH - ce MHOTY CJIOFKeHU MTPOTYKITUY CO MHOTY TIOIBVKHU BO
KOMITpeCHpaH IUIaH Ha CHUMambe. [IpoljecuTte ce TUMTMUHO JIMHeapHa paboTa, KOU T10-
TCEeTyBaaT Ha TIOABW)KHA JIeHTa - MPeAIpoAyKIYja, TTPOAVKIIMja 1 MOCTIIPOAYKIIH]ja.
[ToBTOpPMBOCTa Ha TPOILIECUTE € MOTHA CO HEeTPEeJIBUIIJTUBOCT U UeCTO UMHU CKarlo,
TofleKa pa3BOjHUTE HATIOPH, TIaK, YeCTOoIaTy ce oTdpiiaaT efieH off IpyT, IPUToa co
HEKOMIIaTUOUITHU PECYPCH.

[ToBTOpNMBOCTa caMa IT0 cebe moapa3dupa UMH Ha paUHUPUILE Ha ITPOLIECUTE
IIPeKy II0cjieqoBaTe/IHA OOMIM CO LieJI Jla ce TIOCTUIHe KOHTHMHYMpPaH yciieX. Mery-
TOa, TPAAMIIMOHAJHUOT ITPUCTAIl M ITOBTOP/IMBOCTA Ha IpoliecuTe MoTdpsiaaT BO
M3HAOI'akheTO Ha MHULIMja/IHA TOUKa, HAMEeCTO Jia ce HacodaT KOH MPEeTXOHO 3ae]l-
HUUYKU JOTOBOpPEHaTa BU3Hja (3a MPOEeKTOT off LIeJIMOT KpeaTuBeH TUM). [IpobieMoT
CO TpaJUIIMOHAJIHATa IIPOYKIIYja e LITO ITPEMHOIY JIO/Ir0 BpeMe ITIOMUHYBa AodeKa
Jla pearrMpa COOJIBETHO Ha MOBpaTHUTe MHGopMalyu. TakoB e IpUMepoT co ui-
Mor ,,JIleHa u Bnagumup*, Bo ¢da3ara Ha MpoAyKiIdja He Oea IMpeaBUIeHU ofpeaeHU
e/IeMeHTU KOU ce KJIYUHU 3a ITocTapoaykuuja, ogHocHo LII'Y. Toj mpeBuz OyKBaiHO
YMHU ITapyd KOU MPOAYLIEeHTUTe ' 00e30eduja HaJIBOP o MpeaBUAeHUOT OYIIeT Co
He3aHeMap/IMBO 1IeJIOKYITHO [IOLIHEhe Ha peam3aliyjaTta Ha (GpuiIMoT. BupTyenHarta
MIPOJIYKIIMja ' aHy/IMpa BO peajIHO BpeMe BaKBUTE MOTEHIIVja/IHU ITPOITYCTH WU He-
Jopa3buparba.

OBoj mpoliec Ha MMPOJIOHTMPaHU MTOBPAaTHU MHAOPMALIUMKM 3a MPOAYLIEHTUTe IOI-
pa3bupa rosiema HeM3BeCHOCT. JIUpeKTOpOT Ha hoTorpaduja MHOT'Y TEIIIKO MOSKe /ia
npenBuau pedyieKCu ofl MpoeKTUpaHaTa C/IMKa Kora Ipep cebe MMa caMo 3eJIeHO
taTtHO. Co TakoB mpobeM ce cooun Jlapro Ceky10BCKU IIPU CHUMAKbEeTO Ha pPeKiia-
MeHuoT criot , Kyjreca Ky6o“. imeHo, fejcTBHeTO ce ofBUBa BO [Ba MOBP3aHU IIPO-
CTOpU - rapaska U BcesileHcKu 6poj. Cekako, OpomoT Oellle 11eJIoCHO KperaH Bo LIT'U
ocBeH ofpeneHu maaTdopMu. JupeKTopoT Ha doTorpaduja U pesKUCepoT MpeBU-
Iloa Bu3yeHa aTMocdepa Koja rotoa Tpebaiile fga ouze pekpeupana of LII'M-apTucr.
Ha oBoj HauuH cjiefiejKkul ' MMPUHLIMIIMTE Ha TPpaAulioHaHa IIPoAayKiidja Bo ha3aTa

Ha IMOJIFOTOBKU Oellle Au3ajHUpaH OpOJOT, HO Cé MofieKa CHUMEHHUOT MaTepujasl He
Bjie3e Bo pa3a Ha AuruTagaHa oopaboTKa He MoKellle fa ce (mpel)BUau KOHEUHUOT
06711K. Bo 0B0Oj KOHTEKCT moBpaTHaTa MH(OpMallfja 3a IIPOEKTOT € HEBO3MOKHA CO

PA3BO]/ NPETNPOAYKLINIA nrPoayYKUWIA nocTnPoOAYKUNIA
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[Tpuka3 Ha TPOIYKIMCKU a3y BO BUPTYEJTHA ITPOAYKIIUja

MIpeIBUIeHUOT OyileT, OMIejKu eBeHTyaiHa I'pellika Mmopaau Hepgopa3Oupame Io/I-
pa36upa ImpecHUMYBambe Ha LieJIMoT MaTepuja. BII Bo peasiHo BpeMe I'ti CIIOjyBa [qu-
CUTa/IHUOT U PEeaTHUOT CBET.

Kora ce pabotu 3a mocTHpoAyKiIija TpaJulLIMOHa/IHATA IPOAYKIMja, UCTO TaKa,
MOJKe Jia Iofipa3oupa ofpeeHa HeU3BeCHOCT, OUIejK1 MOHTa)KepoT Tpeba fga pabo-
TU CO KaJpY/CLIeHN KOM HeJOCTUTaaT 3alliTO ce Ce YIITe BO (KOMITjyTepcKa) u3paboT-
Ka. JIOKOJIKY KaipuTe WK CIIEHUTE KOU Ce TIPEeTXO/THO CHUMEHU TTPe]] 3eJIeHO TUIaTHO
ce 3aMeHAaT COo MaTepHjasi Koj KaMepara pealHO I'o TIpeHeCyBa Ha eKpaH, WiH, TIaK, Ha
JIE]I-rtaHe iy Toraill MOHTayKepOT MMa 3HAUUTeIHO MoBeKe MaTepHjast 3a padora. Ha
OBOj HAUMH BO3MOKHO € Jla ceé MOHTHpAaaT U 11eJI1 CEKBEHII KOU BO cebe coJipsKaT
cepro3Ha KOJTMYMHA Ha BU3yesiHU eheKTH U MOJIojKaT Ha KOMITjyTepcka oo6paboT-
Ka - CO BOOOMYAeHUOT ITPUCTAll Ha MOHTa)Ka Ha clieHu 6e3 edeKTu. MOHTaKepoT
MO’Ke []Ja MOHTHpA 33 BpeMe Ha CHHUMAaHeTO, TaKa IITO eKullata MOKe BeJIHAlll /ia
CHUMa ,,[TUKan" Wiy Jia HarpaBy ITpUJIarolyBama 3a Bpeme Ha CHUMamkeTo, HAMEeCTO
Ila T OTKpHe TIpobOJIeMUTe JIONTo MO0 3aTBOpPamheTo Ha CHUMamweTo. Ha oBoj HauuH
3HAUUTEJTHO Ce KpaTaT HelmoTpeOHU CHUMAJKU JIeHOBU. Pe3yITaToT e MHOT'Y ITorojieM
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KOHTUHYUTET BO CHUMambeTo, OJIYUIHOCT M KOHTPOJIA BP3 CLIEHUTE O eeKTH (KaKko
1 BP3 LI€JIOKYITHOTO CHUMAhe).

Co3paBambeTo Ha MTPEBUC CIMKU ITPEKY reHepaTop BO peaiHo BpeMe OTBOpa J0TOJ-
HurenHu 6eHeuTu. CeKBeHLIUTE MOKe Op30 [1a ce U3MeHyBaaT U [ia ce rogobpar u
paboTHaTa Bep3uja a Oujle O BUCOK KBajuTeT. Kako pesysrar, MHOTY TIOpaHo ce
CIIOZieNlyBa U ce YTBP/yBa 3aeJHMUKAaTa KpeaTUBHA BU3Mja 3a ITPOeKTOT. CeToT 100u-
Ba M3IVIe[] HajOIMCKY 10 3aj/iafleHrTe CIieliu( KN KO COOIBETCTBYBaaT Ha BU3HjaTa
Ha aBTOpPUTe, KacKaJlepuTe U crierujaaHuTe eeKTH MOKe [a ce IOArOTBaT OiHa-
IIpeJ 1 J1a ce cHUMAaT nobe3benHo. MHTerpaiyjara Ha BU3YeTHUTE e(heKTU MOsKe Ja
ce MOCTUTHe Ha HajebrKaceH U BU3YeTHO JUHAMUUYEH HAUlH.

dusnrKaTa BO reHepaTop BO peaiTHO BpeMe uMa KJIyuHa ysora Bo Tipoiiecot. Ce pa3s-
Oupa JleKka MOsKe Jla ce Kperpa TpaJulioHasieH TTpeBuC co 3D-aHnmaruja, Ho JJOKOJ-
Ky clieHaTa uMa peajiHa (hU3KMKa Off HAIlIMOT CBET, Taa aHUMaIlija Mopa Jia Oujie of-
Harpe]l UCTIporpaMUpaHa 1 He MOKe TEKOBHO Jla ce MeHyBa 3a BpeMe Ha CHUMAambeTo
- KaKo IIITO MOKe CO TeHepaTopuTe Bo peaTHO BpeMe (real-time engine). TexHUUKUOT
THM 3a ITpeBU3yain3aliyja u creliijaiiu eeKTr MoKe IMPEKTHO /ila copadoTyBaar,
CUMYJITaHO TTPaBejKy T COOBETHUTE KOPEKIIUH.

CuTe OBHe TIpollecy MPHUIOHECYBAaT KOH e(UKaCHOCT U MaTepHujal co TIOrojieM
KBaJIUTET - CO KOHeUeH e(DeKT - TTOCKPOMEH U CTeTHAT TUIaH Ha CHUMarmbe. TeXHOosIo-
rujaTa Ha BUPTyeJTHa MPOyKIIMja BO KOMOWHAIIMja Co TeHepaTop BO peayHO BpeMe
OBO3MOKYBa Ha CEpUUTE, MPOIYKIIUUTE KOU Ce eMUTYBaaT BO KMBO, HUCKOOYIIETHU-
Te U BUCOKOOYIIeTHUTE (DM/IMOBH [ia IOCTUTHAT BUCOKOKBAIUTETHU (KOMITjyTEePCKU
reHepUpaHM) CJTUKU BO BPBEH CITeKTap. ' eHepaTop BO peayiHO BpeMe UMa MoTeHIIjat
Ila eJIMMUHUPAa MHOTY O] TECHUTE Tpjia MPU OYIIeTHPakbeTo, TJIaHOT Ha CHUMAIbe U
BPEMeTO Ha TMOJITOTOBKY KOU TM OrpaHUYyBaaT IMOMaJIUTe MPOAYKIIMYU a pa3BUjaT
L' co kBanuTeT Ha G/oKOacTepuTe.

TUNOBHU BUPTYEAHA NPOAYKUMja

[TocTojaT HEKOJIKY pa3/IMUHM TUIIOBM BUPTYeJIHA MPOAYKIIUja, a CUTe AeaT 3a-
eIHUUYKY MMEHUTEeJT Ha TeHepaTop BO peaslHO BpeMe Kako IITO e ,aHpujan” (aHrj.
Unreal). Cute BKyuyBaaT BU3ya/iM3alivja, CHUMame Ha JejcTBo (aHr1. Performance
capture), xubpuaHa BUPTYe/IHa MIPOAVKLIMja U BUPTYe/IHA MPOAyKiivja ,Bo KaMmepa“
(agrm. in-camera).

Busyanusanuja

XubpuUIHO 3eJ1€HO TIATHO

CHUMatbe Ha JIejCTBO
(performance/motion capture)

2
Al

JIE]]-ekpan
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Busyanuszaumja

BusyanusaiiyjaTta e HajIIoIy/IapHUOT METO]T Ha BUPTYEJIHA ITPOAYKIIMja 1 HajOIIM30K
o dunMarinute. Moke fa ce nedrHHpa KaKko: ITPOTOTUIT Ha CJIMKU CO3aleH’ 3a a
ja mpeHecaT KpeaTMBHATa HaMepa Ha KaJjapoT WiIX cekBeHilaTa. Busyanu3zaliujaTa
MOsKe Ta uMa popMa Ha T.H. IMYBUC, TIPEBUC, BUPTYeJIeH CKayT, TEKBUC, CTAHTBUC U
MOCTBUC.

[TnuBKC OBO3MOKYBa MPOEKTUTE KOU Ce BO Pa3Boj ja Jo0HjaT 3eIeHO CBETIIO Of
cTynoWjaTa WIK Jla TW 3aMHTepecHupaar IOTeHLMjaIJHUTe MHBecTopu. Moske ma co-
Ipku creliuUYHY CLEHN WM TU3ep/Tpejiaep o MPOEKTOT COo 1ieJI Jla ja IpUKaKe
ujejaTa U ecTeTUKaTa Ha KpeaTUBHUOT TUM. [IuuBuC fmoara of aHMIMCKUOTO Pitch
IITO BO MaKeJOHCKAaa TePMUHOJIOTHja e mpudaTeH KaKo MUYUHT - OTTYKa ITUYBUC €
KOBaHUIIA OJI IIMUMHT ¥ BU3YyaJIM3aliyja.

[IpeBUC e HajIIMPOKO pacIpocCTpaHeTaTa BapHWjaHTa Ha BU3yajM3alujata. Moske
Jla BKJIy4yBa MY3UKa, 3BYU4HM e(eKTH, AWjasior co e Aa ce AoOIKu (PUHaTHUOT
usrien. IIpefHocTa Ha IPeBUC e Toa LITO UM OBO3MOKyBa Ha (bUIMALIMUTE Aa eKc-
TepUMEHTHpaaT CO pa3/IMYHU OIIMU ClieHorpaduja, ocBeT/IyBabe, ITOCTaBYBabe U
IBIDKee Ha KaMepara, pekija Ha clieHaTa M MOHTayKa 0e3 [a ITpaBarT JIOIOJIHUTE]T-
HM TPOIIIOLIY 3a peajTHa ITPOJIyKIIHja.

BupTyerHMOT CKayTHHT MPeTCTaByBa LIeJIOCHO JAUTUTAaIHA Bep3uja Ha JIOKALIUUTe
1u (pUJIMCKUOT CET BO KOM eKUIlaTa MOyKe Jla MHTepBeHupa. VIHTepaKijaTa MoKe
nma ce ogsuBa Bo HMD (head-mounted display - mucruiej rmocrtaBeH Ha I7iaBa) WiIU
eITHOCTaBHO Ha KOMITjyTepCKU eKpaH. BP (BUpTye/iHa peasiHOCT) Bep3ujaTa Ha BUP-
TYEeJIHUOT CKayT MOJKe [1a BKJIVUM U TTOIBWKHU PEKBU3UTU U BUPTYE/THU KaMepu Yui
JIeKW OBO3MOKYBaaT IUTaHUPabe Ha MU3aHcIeHa, leprHupame Ha ob6jeKTH (rpamba)
Ha ceT U/WI1 CHUMalbe Ha 11eJIi CeKBeHIU 0e3 rpajierbe Ha HUTY efieH clieHorpacKu
eJIeMEHT - KaKo IITO € IIPUMEPOT CO BTOpaTa ce3oHa ofi cepujaTa ,MaHaaopujaHe-
ot Ha ,JJu3Hn”.

TekBuC e KOMOMHALIMja Ha BUPTYEJIHU €JIEMeHTH CO pealHa TeXHHUKa (3a CHUMarbe)
3a MPOLIeCOT Ha KaJIprpame Kako 1 3a KOMOMHUpame Ha BeKe CHUMEH MaTepujajl co
BUPTYEJIHU €JIeMEeHTH.

CTaHTBUC € MeTO/IOJIOTWja CIel[hjaIHO pa3BUeHa 3a KacKagepcKuTe cileHu. [loara
ofl aHTJIUCKUOT Stunt, IITO BO MaKe[OHCKAaTa TePMUHOJIOTHWja Mojpa3dupa KacKa-
Iepu U KacKaZepcKu crenujagnu edexktu. CTaHTBUC Togpa3bupa T.H. ,,0JIOKMHT,
Kopeorpaduja, KacKafilepCKU MU3aHCIIEHU, CeT IU3ajH, KOHLIEIITU Ha PEKBU3UTU U
opysKje UTH.

[TocTBHC Moapa3dupa CIiojyBamke Ha CHUMEH MaTepHrjasl co IIPUBPEMEHU BU3VETHU
ecdekTu nnu cosganBaibe Ha HoBu LIT'M-Kampu kou Ke 6upmaT BMeTHaTu. HajemHocTa-
BEH MeTO]I e T.H. eKCTeH3Hja Ha ceT (aHII. Set extension).

CHUMAaeTO Ha JIBIKeHhe, Koe KaKO MEeTO]I BO aHITIMCKUOT ja3uK e HaBeJeHO KaKo
motion capture e mpoIjecoT Ha CHUMAahe Ha JIBIKerbaTa Ha 00jeKTH WA aKTepu Co
LIeJ1 CHUMEHUTE TOJIaTOLM [a Ce MCKOPUCTAT 3a aHMMAallija Ha OUTUTaIHU MOJIEJII.
[TpakTUUHO He ce CHUMAaaT aKTepUTe, TYKY camMo pedepeHTHU TOUYKU Of HUBHOTO
TeJI0 KOU IMOJO0LHA Ce MMIUIeMeHTHpaaT Bp3 AUTUTaIHUOT JI1K. MosKe [1a ce yIroTpe-
01 TeXHUKATa 3a CHUMAalbe Ha LeJINOT YOBEK, WM CAMO Ha OfipefleHH [e/I0BU, TULIETO
Ha npuMep. VcTo Taka, 0BOj Ipoliec MOKe [la ce MMIUIEMeHTHpa BO [IejCTBO Ha aK-
TEePOT CO peajieH 00jeKT, U I10Toa Jja Ce 3aMEeHM CaMO aKTepPOT CO JUIHTa/IHUOT JIUK.

XubpuaHa BUpTyeAHa NpPoAYyKUMja

XubpuHa BUPTYeTHA TPOJIYKI[Wja Imogpa3oupa JBIKebe Ha KaMepa Koe BKPCTYBa
KOMITO3UTHHI Ha 3€JIeHO TJIATHO U KOMITjyTePCKU reHepupaHu cuku. OBa BooOU-
yaeHo e TIpersief; (aHI71. preview) Bo KMBO 3a AMpeKTopoT Ha doTrorpaduja m1a numa
jacHa mepcrieKTHUBa 3a KOHEYHUOT U3IJIefia, Ila COOJIBETHO /ia TO Kperpa CBET/IOTO U
otorpadujara. Cekako hUHATHUOT U3IJIe]] HA CHUMKATa Ke Oujie JTOTOTHUTETHO
obpaboreHa.

BupTtyenHa npoaykuuja ,,BoO Kamepa“

YroTpebaTa Ha U3/1€3€H CUTHAJ 3a C/IMKa Off FeHepaTop BO peasHo BpeMe Koj Biie-
ryea Bo JIE]l-ekpaH/sus Bo KoMOMHAaI[ja CO KaMepa TpakuHr (aHri. tracking) Koj
»CHMMAa“ KOHeUeH U3I7Ie]l Ha KaZapoT BO KaMmepa, IIPeTcTaByBa HajBUCOK JOCTPEIT BO
BUPTYe/IHaTa IpoayKuuja. [TpuaoOUBKUTe of C/IMKa BO JKUBO Koja € IMpOoeKTHUpaHa
1o3ai akTepuTe e orpoMHa. Bo ofpemeHa mepa Toa IIpeTcTaByBa KyJIMUHAIL[ja Ha
CUTe TUITOBU IIPETXO/IeH pa3Boj Bo chepara Ha BUPTYe/IHATa MPOIyKIHja.

Bo criopen6a co kuHemaTtorpadujaTa Ha 3eJIeHO IUIaTHO, TyKa He MOCTOU Hen3Bec-
HOCT 3a KacToT Wi (pujiMcKara ekuna. Cute MMaaT jaceH YBHUIl BO KaJapoT Koj ce
CcHMMa MoMeHTaJIHO. OTepaTopoT Ha Kamepa e ¢JIo0oMieH Ja Kaipupa ajleKBaTHO Ha
IIejCTBUETO - TUIIMYHO 3a CHUMAaIbeTO BO JKMBO, Ha PeajIHU IIOCTOEUKU 00jeKTH, Jej-
CTBUE U MM3aHCIIeHa CcO akTepu. Ha akTepuTe MOMOITHUTETHO UM € OJIECHETO Cjie-
IeHeTO Ha MapKepuTe cIiopeld Kou Tpeba [1a ja rpagaTr cBojaTa Urpa, OUaejKu U Tue
jacHo ja riemaart cBojaTa MMaHeHTHA oKoiuHa. IlenokynHaTa pediiekcuja of, eKpa-
HUTE JOIOIHUTEJIHO T'O 300raTyBa YMETHUUKUOT U3pa3 OUIejKU e peajieH pelrpe3eHT
Ha BUCTUHCKHUOT CBET - KOJIKY U TOj Ja e MMarnHapeH Bo (pUIMCKHUOT u3pa3s. [ToHa-
TaMy, peasiHata pediekcuja Ha JIE[l-eKpaHuTe He IpeHecyBa 00ja KaKo 3eJIeHOTO
IUIaTHO KOe Co3/iaBa JIOIIOTHUTETHU ITPOOJIeMU.

KoH1lenToT 3a mpoeKIiiyja Ha ,, peajieH CBeT" 1103aJ1 aKTepUTe He € HOB, Ce I0jaByBa
Bo (bopma Ha pup IMPpoeKIIUja VIIITe BO PaHUTE TPUECETTH TOIUHU Ha MUHATHOT BEK.
HemocTtaTouuTe Ha pup ImpoeKlyjaTa ce eIHOCTaBHU - (DUKCHA ITepCcreKTHBa Koja
oTpebHO e /1a Oufle BHUMAaTETHO UCIUIaHUPaHa 3a /a He OTKpHYe BU3yesleH [JUCKOH-
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TUHYUTET MOMer'y MepcIieKTUBaTa Ha MPOeKTHpaHaTa CHUMKA CO Taa IITO ce CHUMa
BO peajiHo BpeMe.

KBaHTHHOT CKOK BO KOPHCTEHETO I'eHepaTop BO peajHO BpeMe 3a Jla ce co3fajie
cnuka Ha JIE]I-su e Bo Toa LITO 3a pa3/IrMKa ofl pup IIpoeKLyjaTa ro3aJuHaTa ja ciaeau
TepcrieKTUBaTa Ha Kamepara. Taka ce co3gaBa nepeKTHO CHHXPOHU3UPaHa Iapasiak-
ca co KaMmepara. Pe3y/raToT e c/IMKa Koja e TOJIKY YBEP/IMBa IIITO € TEIIKO Ja Ce Oapenu
KaJle 3aBplIyBa [ejCTBUETO CHUMEHO BO »KUBO, a Kajle ce npedpna Ha JIE[l-eKpaHOT.

Koneuno, nmpopyiieHTuTe nMmaat mossa of BII Bo mHOry MepiuBu acriekTu. ['eHe-
paTtopute Bo peayiHo (aHr/I. real-time engine) BpeMe 0BO3MOKyBaaT C/IMKa CO TOJIKY
rojieMa YrcTOTa IIITO € MHOTY PeasIHo Jia ce MpeBU3yaIn3upa LeJIMoT (1M 3a BpeMe
Ha IMOATOTOBKUTE A0 TOj CTEIleH ILITO TOj MaTepujaJl MOKe Jia ce KOPUCTHU BP3 TECT
ny6nrka. OBoj mpucTar ja 3rojieMyBa e(puKacHoOCTa Bo (pasata Ha IperpoyKiivja
1 OBO3MOKYBa MOHUTOPHUHI BP3 LEJIMOT NPOAYKLIMCKU IIPOLIeC CO MPELU3HOCT e]I-
HaKBa HAa MOHUTOPWHIOT BO ITOCTHPOAYKLIMja MPU TPaIUIIMOHAIHATA ITPOYKIIUja.
3alrequre ce HEIIPOLIEH/IMBH.

[TpemHOCTHTE Off TeHEpATOP BO PealTHO BpeMe BK/IyuyBaaT ITOKpaj rojieMaTa UYricTo-
Ta Ha C/IMKaTa U 3rojieMeHa PacTerIMBOCT BO CMUC/IA Ha eKCIvlioaTaliija Ha 1e/ToT
cucteM. busiejku ciieHaTa ce CHMMa BO PeajlHO BpeMe, KOpeKIMKTe Ha arojioT Ha
KaMmepara, Ha TIpUuMep, Wi BO MU3aHCIIeHaTa ce MHOTY MOe/ITHOCTaBHU OTKOJIKY /ia
ce peHjleprpa CHUIMEHUOT MaTepwujasl, a fa ce npecinmu. Ce mobuBa MHOT'Y ITOroJie-
Ma (JIeKCMOMTHOCT Ha TTPoJIyKIjaTta. BpemeTo e mapu, a BUpTye/iHaTa MPoJIyKIyja
€O Hej3WHAaTa MPUPOoa BO pealTHO BpeMe 3alllTelyBa Ha JBeTe - U BpeMe U napu. ['o
3roJIeMyBa KararuTeToT Ha KOHIIeTITyaIM3aliyja, 1a ClieHapruoTo e ofHanpes huHa-
JIU3UPAHO U aJlalTUPaAHO CITPpeEMa peaJTHUTe MOTPeOH 1 oueKyBama 6e3 fla ce mpaBaT
KOMITPOMUCH 32 BpeMe Ha CHUMAameTO WIK BO TIOCT, a YIIITe TIOMasIKy Jia ce MpecHU-
MyBaaT ofIpeJieH CEerMeHTH.

JIE[]-ekpaHUTe HpU CHUMAaheTO Ha KOMIUIEKCHU CLIEHU CO BHU3YeJIHU e(eKTH,
CITPOTMBHO Ha 3aCTapeHMOT KOHLIENT Ha 3eJIeHO IIJIaTHO, MCTO TaKa, obe30emyBaaT
ogpenenu nmpuaobuBku. Co KpenpamweTo Ha 1iea ciieHa Ha JIE/l-ekpaH, BUjivBa U
3a KaMepara U 3a akKTepUTe Ha CeT, eKUIaTa LeJI0CHO ce oc1000yBa off T.H. ,,3aMOP
Ha 3eJieHo 1aTHO". OBa ce MojaByBa Kora KacTOT U eKuIlaTa ce IpeMOopeHu off IJie-
Iare BO IBOAMMEH3NOHATHOTO €JHOIMYHO 3eJIeHO IUIAaTHO II0 1€/ CHUMAaJKU Je-
HoBuU. HamecTo Toa, JIEJI-eKpaHOT 3a LiesiaTa (prIMCKa eKuIla 3Hauu jaceH BU3yeslieH
KOHTEKCT, KOj ' aHTa)K1pa He TI0BeKe O]l peryjiapeH CeT BO JKUBO.

HepaspmenHata BpckKa IIOMeEry TeXHUUKO-TEXHOIOIIKMOT pPa3BoOj U IIOOATHUOT
rmasap Ay1a00Ko Bivjae Ha PUIMOT KaKOo MeauyM. MexaHU3MUTE Ha OBOj pa3BoOj U
r7iobanu3aligjaTa ja UKTHpaaT eBoIylyjaTa Ha IlaTopMuTe 3a OUCTpUOyLMja Ha
dunmoBu. Cé noBeKe ce cTaBa aklleHT Ha punMckuTe hopMu, a He Ha popmarure,
OuIejKy BTOPHUOT UMITTULIMPaA YHU(OPMHOCT 1 CTPOro MPUIAP;KYBakhe 0 CTaHIapIu-
Te - 3aCTapeH ITOUM BO COBpeMeHaTa KMHeMaTorpaduja.

Co oryneq Ha rpupoaTa Ha (DUIMCKUOT I1a3ap BojieHa off ITOTPOILyBaunTe, COBpe-
MeHUTe MPaKTUKU Ha (prIMCKaTa MPOIyKI[vja JaBaaT IPUOPUTET Ha ONTHUMU3al[ja-
Ta Ha IMpou3BOIHUTe Tpoliecu. OBaa ONTUMU3allHja, IO BjitjaHe Ha eKOHOMCKUTE
(hakTOpU U MTPOU3BOACTBEHUTE CITOCOOHOCTH, ja OOJIMKYBa CTpaTellKaTa HacoKa Ha
opraHu3alyjara.

EcTeTckaTa AuMeH3Hja e MpedMeT Ha cTpaTervja 3a mudepeHIiidjaiyja 3a ma ce
TOCTUTHAT KOHKPETHU Pe3y/ITaTh BO OfipefieH eKOHOMCKU cermeHTU. EdeKkTuBHO-
TO MO3ULIMOHUPakbe [JaBa Pe3y/ITaTy MPeKy COBpeMeHUTe KaHaJli Ha IUCTpUOyIInja,
TEeXHOJIOLIKUOT HATIpeJIOK U iuBep3uduKaliijaTa Ha (DUIMOT, OBO3MOKYBajK1 UM Ha
TOMaJIATe TIPOAYKIIMHU JIa TIPUCTAraT /10 T7I00aIHUOT Ta3ap.

CoBpeMeHaTa MeTOZoOJIOTHja Ha (DWIMCKO IMPOM3BOACTBO € WHKAIICYyJIMpaHa BO
BUPTYeHa npoaykiuja. OBoj TepMuH oripaka MIMPOK crieKTap Ha TEXHUKU 3a ITPo-
M3BOJICTBO U BU3yasii3alivja Ha (OUIMOT, IITO MMpeTcTaByBa pedyieKCeH OAroBop Ha
HarpeioKOT BO (DMIMCKaTa TEXHOJIOTHUja U TEXHUKA.
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TEXHOAOLLKH
MUIPALUMU 50
NEOAYINCKUILE
NPOUECH

UDK 7.01:004.8/.9

AncTpakT

EnHa og MHOT'YTe MHTEPECHH, HO U CJIO’KEHU TeMU BO IIPO-
OyKIJjaTa Ha YMETHUUKUTE [ejla e Murpanujata. Murpatiu-
HTe BO JIOMEHOT Ha Ky/ITypaTa co3flaBaaT IIPOCTOP 3a KyJl-
TypHa UHTepaKIiiyja, Kajle IITO YMETHUIIUTE U aBTOPUTE Off
Pa3IMYHM IPOCTOPU MMaaT MOKHOCT Jla pa3MeHyBaaT CBOU
Uier ¥ UCKYCTBa IIPU LITO Pe3y/ITHPaaT BO HOBU YMETHUYKU
dopMu Kou obeirHyBaaT pa3MyHU CTUIOBU U TPaJULIVIN.
Ho Murpaijunre Kako rojaBa He ce cpeKaBaaT BO YMETHO-
CTa caMo BO KpeaTHBHaTa ccepa, TYKY THe ' omndaKaaT u
MPOIYKIIMCKUTE TIPOIIeCH BO TeXHOJIOIIKaTa cpepa. Murpa-
LIFjaTa BO TEXHOJIOrMjaTa € MOIIHe aKTMBHA BO ITOC/IeTHaTa
JerieHuja, ocobeHo co OP3UOT TEXHOJIOIIKKU Pa3Boj KOj T0-
CTOjaHO T'M MEHYBa CTaHIapAuTe Bo mpoaykuujata. HoBure
TEXHOJIOTUY HaMeTHYBaaT He caMO HOBU CTaHIapau TYKY U
M3HyAyBaaT 1eJIOCHA 3aMeHa WM MUrpallvja Ha ofpeleHu
TeXHOJIOTMU BO IIPOAVKLMjaTa. Bo JomMeHOT Ha KyJTyparTa
TeXHOJIOIIKATa MUTpalija 3alloyHyBa CO pa3MeHa U pabo-
Ta Ha Hajpa3nnMuHu npoekTu. Co yuecTBO 1 MapTULIUATIAIIMja
Ha YMETHULIY O] Pa3/JIMYHU PETMOHU KOW Ce Aejl O]l OBUE
IPOEKTH, Ce IMpe3eHTUpaaT HOBUTe TEXHOJIOTUU 11 HUBHUTE
npenHocT. Tue yecTo UMaaT MHOI'Y ITOJ0OPY MOKHOCTH BO
OJIHOC Ha TeXHoJ/IorvMjaTa Koja ce KOpucTejla BO MMHATOTO,
IIPY LITO Hej3sMHaTa MUTpalMjaTa CTaHyBa, BCYIIHOCT, eI
O]l Pa3BOjHUOT MPOLIECOT HA Ky/ITypHATa UHCTUTYLIUja. [len
o7 HOBUTE TEXHOJIOTMH € U BelllTauKaTa UHTeureHuyja Al,
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KOja 3a MHOI'Y KPaTOK BpPeMEeHCKHU IepUo]l IOoKasKka HeBe-
pojaTHa CITOCOOHOCT 3a pa3BUBamke Ha CBOUTE YMETHUUKU
criocobHocTU. MosKe [la KOHCTaTHUpaMe [eKa TeXHOJIOoIIKaTa
Murpaiuja uMa akliesjepaliija BO HacoOKa Ha MpoJyKiidjaTa
Kaj CIIeHCKOM3BEeIyBauKUTEe W ayIUOBU3YeJTHUTE Mea. Taa
MOCTOjaHO Ke T'M MeHyBa U YHarpeayBa IPOJYKIIMCKUTE
IIPOLIeCH BKJTYUYBAjKU I'Ml HOBUTE TEXHOJIOIIKM OTKPUTHja.
Ho, cemak BakHO e [ia ce 3eMaT IpeABU]] U MTOTEeHIIWjaTHU-
Te HeraTUBHHU e(eKTHU o[l Hea KaKO LITO ce: AUTMTajiHaTa
HeeHAKBOCT, 3arybaTta Ha TPaJUIIMOHAJIHUTE BEIITUHU U
eTUUKUTe Mpeau3BULIM. 3a Ja ce moOujaT MaKCHMaIHUTe
MpUAOOUBKY U /T1a C€ MUHUMU3UPAAT PUSULINTE, HEOTTXOHO
e Ja ce MMPUMEHU CTPATEIIKO YIIpaByBamke KOH HOBUTE TeX-
HOJIOTUH, KOe Ke TIOHY/IU OJIP;K/TBa MHTepaKIiija Ha TeXHO-
JIOTUUTE, HajHAIIpe ] BO CEKOjAHEBHUOT JKMBOT a MOToa U BO
npyrure cepu, oco6eHO YMETHOCTA.

Knyunu 300poBu: CLIeHCKOU3BeYBauKH Jiejia, ayauo-
BU3VeJIHM fela, BemrTauka uHTenureHumja Al (Artificial
intelligence), Buptyenna peanuoct VR (Virtual Reality).

Murpauumn

Murpaliure Kako Tema 3a Cco3JlaBabe U MPOAYKIIMja Ha YMEeTHUUKHU Jiejila € MHOTY
MHTepecHa U cjiojKeHa. Bo oBaa Tema MosKaT Ja 6ugaT ordpaTeHU pa3jIMuyHU acriek-
TH, BKJIYUYBajKU TU KYJITYPHUTE pa3sMeHU, UJEHTUTETUTE KaKo U COLIMjaJTHUTE pas-
JIMKA KOM Ce cpeKaBaaT BO OINIITecTBaTa. MUrpaliuTe BO JIOMEHOT Ha Ky/aTyparta
co3/IaBaaT MPOCTOP 3a KYJATYPHU pa3MeHH, Kafie IITO YMETHUIIUTE U aBTOPUTE O]
pasIMUHU MTPOCTOPU MMaaT MOKHOCT Jla pa3MeHyBaaT CBOU UIeu U UCKycTBa. Tue
MM OBO3MOKYBaaT Mopas3inueH U IMOIIMPOK MorJIe]l Ha YMEeTHUUKUTE J1ejia, aHaJIu3H-
PpajKu I UCTUTe off coceMa HOB aroji. OBre pa3MeHM CeKorall pe3y/ITupaaT BO HOBU
YMeTHUYKNA (QOpMU KOM OOeIMHYBaaT pas3/IMdyHUA CTWIOBU W TPAIUIIAU, CO IITO T'U
36oraTyBaaT MHOBALIMUTE BO YMETHUUKUTE IIPOAYKIIUU U JIefia.

Ho murpaiuure Kako mojaBa He ce cpeKaBaaT BO YMETHOCTA CaMO BO KpeaTUBHa-
Ta cepa. ITpogykiumjaTa ¥ MPOAYVKLMCKUATE IIPOLIECH Ce, UCTO Taka, 3adaTeHu co
MurpaiyjaTa 1 Bo TexHoJIoukara cgepa. Murpaiiyjata Bo TeXHOJIOrMjaTa € MOIIHE
aKTHMBHA BO IOC/IeJHAaTa JelleHrja, 0cCOO0eHO cO OP3MOT TEXHOJIOMIKM Pa3Boj KOj Io-
CTOjaHO I' MeHYBa CTaHapUTe BO IIPOIAYKIIMjaTa Ha CLIEHCKOM3BeAyBauKUTe 1 ay-
IWOBU3YeJHUTe Aena. HoBUTe TeXHOJIOrMM HaMeTHYBaaT He caMO HOBU CTaHAapau
TYKY Y M3MCKYBaaT LieJIocHa 3aMeHa WIM MUTrpaliyja Ha ofpedeHd TeXHOJOTUU BO
npoaykuujaTa. OBaa TeXHOJIOIIKA [10jaBa 3a pa3/ivKa Off YMeTHUUKAaTa, Pe3y/IThpa co
30oraTyBarme Ha KpeaTHBHOCTA Kaj aBTOPUTE U OTBOPalhe MOKHOCT 3a eKCIlepUMEH-
THpaibe Bo 06j1acTa Ha yMeTHOCTa. TeXHOoJIoLUIKaTa MUTrpalidja He ceKoralll e IIpocJie-
IleHa CO MO3UTUBeH eeKT BO Hej3SMHOTO UMIUIEMeHTHpahe, Koe 3a 3Kajl BO MHOI'Y
c/ydad MOjKe Jla Oujle BUCTMHCKA KOMIUTMKalMja. Taa co CUT'YpHOCT HOCH TTO3UTHU-
BeH OeHedUT BO MOBeKe 00/1aCTU U 'Y YHaIIpeIyBa IIPoLiecrTe BO MPOAYKLIMjaTa, HO
UMITJIEMeHTal[jaTa [IPeTCcTaByBa Mepuo KOoj HaBUCTHHA MOKe [ja Oujie TesKoK. Tex-
HOJIOIIKATa MUTpalidja Bo MPOIYKIIWjaTa Ha ayquOBU3YeTHUTE U CIIEHCKOU3BeTyBad-
KUTe JIejia e Hen30eyKeH U ITPorpecruBeH IIPoLiec Koj ITOCTojaHo e MpucyTeH. [leHecKa
HaIIpeIoKOT Bo PUIMCKaTa, TeaTapcKkaTa 1 3abaBHaTa MHAYCTPUja PEUCU He MOKe
Ila ce 3aMMC/IA 6e3 IMpoMolijaTa Ha HOBUTE TEXHOJIOTUM KoU 06e30eyBaar IOKBa-
JINTETHU U TT03a0aBHU COOPKUHU U YMETHUUKU JIefia.

TeXHONOLKN MHUrpauum BO npoAyKu.uja'ra KOM ce nameTaTt

Hu3 ncropujaTa Ha IPOAYKIIUCKUTE ITPOIIECU TEXHOJIOIIKUTE MUTPALIK ITOCTOjaHO
I'M MeHyBaaT CTaHJIap/iiTe, U BeKe He MOKe M1a JedMHUpaMe TTPOJIYKIIMCKU aKTUB-
HOCTHU Kajie ImpolieypuTe Ke OUAaT rMocTojaHo UCTU. MeHyBamkeTo Ha OBHe TIPOolLie/Ty-
PY U CTaHJApAu BO OfipefleHu Cydar € UMIUIEMEHTUPAHO BO MOrojieMy BpeMeHCKHU
paMKw, TpU IITO TIpOMeHaTa He e MHTeH3MBHA. Ho ceKkako fieKa rojem Jiesl off Tex-
HOJIONIKWATE MUTPAIlU BO OBaa cdepa ce peasmsupaa MHOTY Op30 U CcTaBuja redat
BO BpeMEeTO MpU CO3JaBalheTo Ha YMEeTHUUKUTe Jlefia. Kako KpaTka aHa/im3a U ToT-
ceTyBame 3a TeXHOJIONIKU MUTpaIluU Ke CIIOMHeMe HEeKOJIKY Of HUB Bo objiacTa Ha
ayJMOBU3YeTHUTE U CIIEHCKOM3BEeYBAUKUTE YMETHUUKY JTefia.
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EnHa of HajBIIeyaT/IMBUTE MUTPAllMM KOW MMaa MHOT'Y Kyca BpeMeHCKa paMKa Ha
UMIIIeMeHTallija ce TeXHOJIOTUKUTe 3a MPEeHOC U apXMBUpamke Ha ayJIMOBU3YEeTHUTE
nena. [TounyBajku ox rpaMogOHCKUTe IJIOUH, I1a ¢ A0 IUIaT(opMuTe (3a YCIyTu) BO
o01aK MUrpalyjaTa Ha MEeJIUYMUTE KOM Ce Hocauyld Ha ayouOBH3YeJIHUTE Jieja 6p30
ro MeHyBaa ctaHzapmoT. Bo 1982-ta rogutHa kommnaHuute Conu (Sony) u dummric
(Philips) ro npe3enTtupaa CD-To (Compact Disc) uiu KOMITaKT-IUCKOT U r'o obesieskaa
[IOYETOKOT Ha JUTMTA/IHUTE HOCAuM (MeUyMM) Ha ayouoBuU3ye/HuTe fesa. Kamamu-
TETOT Ha OBOj, TOralll CoceMa HOB MeJuyM KOMITaKT-IUcK (CD) Hygellle ayaquocomp:Ku-
Ha CO BUCOK KBa/IUTeT U KamnauureT o7, 74 munyTu (Geekzone.co.nz, 2007).

HeKoJKy rofiHu TMOZOIIHA TEXHOJIOIIKaTa MUTpalija o aHaJIOTHU BO IUTUTAaJI-
HU MeIMyMU KaKO HOCAauu Ha ay[IMOBU3YeJTHUTE Jlejla ce UMIUIEMEeHTUpallle CO He-
BepojaTHa 6p3uHa. dyerr Mmemopuu Oea CIeOHUOT YEKOp Ha MUTrpaldja Koj VIiTe
MoBeKe I'M HaMaJld AUMEeH3UUTe HAa MeJJUMYMOT U TO 3rojieMM KarallUuTeToT, ITPUToa
n30erHyBajKu ja MexaHMUKaTa paMKa 3a ITPUCTAI [I0 MoAaTOLIUTe, KOPUCTEJKU TTOJTy-
CITPOBOJTHUYKU MEMOPUCKU ejieMeHTU. CaMO HEKOJTIKY TOZJMHU TOJJ01IHA Pa3BojoT Ha
riobasiHaTa MHTEpHeT-MpesKa ja 3arouHa U mocjeqHaTa MUrpaiidja Ha MeJUuyMuTe
3a MPEeHOC U apXUBUParbe Ha ayIMOBU3YETHUTE Jiejia, HY[ejKU peurcy HeorpaHudeH
KaraluTeT U CeJIEKTUBEH KBAJIUTET CITOPe[] MoTpebuTe 3a perpoaykiuja. Ho usmpik-
JIMBOCTA U CUTYPHOCTA Ha I7iobayiHaTa MHTEPHET-MpeKa U MeJINyMUTe BO 00J1aK cé
yIITe e MpeaMeT Ha pa3Boj U YCOBPIIYBame, MPerpeuyBajku ro KOHTUHYMPAHUOT
rpotiec Ha murparyja (Ashbourn, 2021: 116-117).

[Tokpaj MeguyMuTe 3a TPAHCIIOPT W apXUBUPahe Ha ayquoBU3YeTHUTE Jiefa, [TPpo-
MeHaTa Ha PUIMCKUTE KaMepu Kou Oea bGasupaHu Ha (PUIMCKaA JIeHTa CO JUTUTAa-
HUTe, [TPecTaByBallle yIITe egHa rojieMa TeXHOJIONIKA MUTPaliija BO CBETOT Ha IIpo-
oyvkiuujata. OBaa Murpatiija Gelie IIpocieieHa co rojieMo gebatupaihe 1 IIPercIiu-
TyBabe BO OJJHOC Ha KBaJIMUTETOT. ['0JIeMOTO KO/TMUECTBO Ha MOAATOLM BO JUTHUTAIeH
dopMarT Ha cMKaTa, IIpeTcTaByBallle BUCTUHCKY ITPeIN3BUK 38 HUBHO MeHalIparbe.
Kako equHCTBEHO pellleHHe Koe OBO3MOKU TPAHCIIOPT, 00paboTKa U 3aIruIlyBarke

KOpI/ICTEI—Le MeaouyMU 3a ayanuoBU3ye/THU COAPKUHU HU3 T'OAVHUTE

(MeHalIMpaibe) Ha OBa TOJIEMO KOJIMYECTBO Ha MOMAaTOLH Oellle mpuMeHaTa Ha KOM-
mpecuja co KoHTponupaHu 3aryou (Lossy Compression) mto Biujaeliie Ha KBaJlATe-
TOT Ha ciukara (Poynton, 2012:147-149). Cenak, 4 II0Kpaj AO/ITOTPajHUOT IIpoliec Ha
Murpalyja, JeHecka TeXHojorujata Ha (PUIMCKUTE JIEHTH BOOIIIITO HE ce KOPUCTHU
BO (puIMCKaTa IIPoAyKiIMja, a rojieMuTe (DUIMCKY JOCTUTHYBamba ce LIeJIOCHO [IUTH-
Tanu3upadu. JlururajsHaTa Kamepa JieHecKa IpeTcTaByBa CTaHapy 3a MPoAyKIiija
Ha ay[IMOBU3YeJIHUTE Aejla M HyJu HEBEPOjaTHO MHOTY HOBU MOKHOCTH KOU CEKOj]I-
HeBHO ce pa3BUBaaT U Ce HaJlonoJiHyBaarT. [IpoliecoT Ha Murpaiiuja Kaj IUruTaJiHuTe
Kamepu Oellle IIOTTUKHAT CO MUTPaLiiijaTa BO MOCTIPOAYKIIMjaTa, OMHOCHO ITpUMeHa-
Ta Ha HeJIlMHeapHaTa MOHTa)ka. KoMITjyTepcKuTe eqUHUIIM CO HeJThHeapHa MOHTayKa
bapaa guruTaau3alyja Ha GUIMCKUTE JIEHTH, CO ILITO Ce II0jaBu UiejaTa OBOj IIPOLIeC
1IeJIOCHO JIa Ce 3aMeHHU CO KOPUCTEHe UPEKTHO Ha JUTUTAJIHU (DUIIMCKU KaMepHU.
TexHomorunTe co TUrUTAJIeH IIPUCTAIl Ha ITOIaTOLI MOTUBMpaa 1 3arioyHaa MUrpa-
LI BO TIOBEKe TEeXHOJIONIKY chepu, HO HajMHOTY 6ea MPUCYTHU Kaj TEXHOJIOTUUTE BO
IIpollecrTe Ha ITPOMIYKIIja Ha ayIMOBU3YeTHUTE JIesia.

TexHOMOUIKUTE MUTPALMK 0OCOOEHO ce UCTaKHaa U BO MPOAYKIHjaTa Ha CIIEHCKO-
M3BeJlyBaUKUTEe YMETHUUKU Jlenia. TyKa Ke ja HarloMeHeMe TeXHOJIOIIKATa MUIrpa-
1Ija Ha CBET/IOCHUTE Tejla BO TeaTapCKUTEe KYKU U CIIEHUTE Kajie IIITO OBUeE [iejia ce
npoayiirpaar. OBaa Murpaiiyja 1eJIoCHO T U3MEeHM CTaHJap/uTe U MpaBuwiaTa BO
Iu3ajHoT Ha cBetsio. HoBata LED-TexHomoruja (Light Emitting Diode) nMaiiie Tonky
MHOTY MPEJTHOCTA BO OJHOC Ha KJIaCMYHATa CBET/IOCHA TeXHOJIOTWja Ha CIleHa, Koja
Gerie OasupaHa Ha TakaHapeueHu Toru cBeTuiku (Halo Lamp Technology), mito
Mpeu3BUKa 11eJIOCHa MPOMeHa BO CBET/IOCHUTE WHCTAIAllN HU3 TeaTapCKUTe KYKU
u ciieHuTe. Hajronemara rpegHOCT Ha OBaa TEXHOJIOTHja e Hej3uHaTa e()MKaCHOCT,
OJTHOCHO IpY KOHBEPTUPAETO Ha eJIeKTPUUHATA eHepryja BO CBET/IMHA ce JJoOuBa

1p Technology LED Diode

KpuctanHo crakneHa

obBuBeKa PN cnoj
MonycnposoaHuK
WcrnoneHr rac
HutporeH u Xanoren MNonycnpoBogHWUHKK
M choj (p Layer)

Bondpamoso BnakHo
(cnposogHuk) AKTMBHA 30Ha

Kepamuuka baza
(tena - Hocav) MonycnposoaHW4KK
H cnoj (n Layer)

TeHOK CNpOBOAHUK Ea ]
KapeHu NpMKIYHoK
33WTUTEH DCUrypyBaYy / 58 RaTBATAY C'at‘ﬁ{o de)

BaKapeHW NpUKYYoK
TR aaau%nm&me.j

IMpukas3 Ha Toruta cBetwika (Halo Lamp) u cBetneuka, JIEJI-nuoma
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OpaHoBaTa [JO/KUHA Ha CBeT/IMHA Koja e BO BUIJIMBUOT CIIeKTap. 3a pa3jiiKa ofl OCTa-
HATUTEe CBET/IOCHU TeXHOJIOTUHM KOU MOKpPaj BUIJIMBUOT CIIEKTap IrojieM [esl Off e/leK-
TpUUYHATa eHepryja ja TpolIaT BO VATPABUOIETOBUOT U MH(PALIPBEHUOT CIIEKTap Ha
CBET/IOCHUTEe OpaHOBU U ITPU Toa MaHUGECTUPajKU I'oJIEMO KOJIMYeCTBO Ha TOIIOTHA
mucunanuja (Fitt, 2002:76-77). Co geceTrHa maTy IorojieMa TPajHOCT U MOBEKe Of
reJieceT TIAaTU TTIOMaJia MMOTPOIIYBauKa Ha eIeKTpHUUYHa eHepruja, oBaa TeXHOJIOLIKA
Murpaiigja oOelre HeusbeskHa. [IpeIHOCTUTe KOU ce HyZlea CO HOBaTa TeXHOJIOrHja ja
3abp3aa oBaa Murpaija, a ceetiocHara LED-TexHonoruja riouHa jia ce mpuMeHyBa
1 BO CEKOjAHEeBUETO KaKo OCHOBA 33 aMOMEeHTAa/IHO OCBEeT/TyBambe.

OcBeH crioMeHaTHTe TEXHOIOIIKYA MUTPALUK CBeZIOIA CMe U HA MHOTY APYTH KOU
IIOCTOjaHO Ce MPUCYTHU BO ITPOIYKLIMCKUTE TTPOLIECH Kaj CIIEHCKOU3BEeTyBauKUTe U
ayMoBu3yeHuTe Aesna. Pa3BojoT Ha TexHOJOTUjaTa ceKorall ce CTpeMU KOH YCOBD-
HIyBamke U ITogo0pyBamke Ha MPONYKLIUCKUTE TPOLeCH, TTPUTOa UHUIIUPAjKU TU TeX-
HOJIONIKWTE MUTPAIUN.

AHann3a Ha TeXHOAOLIKHMTE MUrpaumum

TeXHOMOLIKKTEe MUTPALIMU Ce CJIOKEH U JUHAMUUEH ITPoLecC Koj e 00/IMKYBaH Off pas3-
JIMYHU (PAaKTOPH LITO BK/IydyBaaT €KOHOMCKMU, COLIMjaJIHU U KY/ITYPHU AejcTBuja. Tue
MOJKaT Jla Cce aHa/IM3MpaaT Off ITIOBEKe acIleKTU: IIPUUMHATA 38 HUBHO MHULIPabe, Ha-
YHHOT Ha KOj ce peaynM3upaar 1 epeKTUTe KOU Ce MOoCc/IeIniia Ha HUBHOTO MPUCYCTBO.

Bo gomeHOT Ha HMBHOTO MHHULIMpame MOKe [la KOHCTaThupaMe IoBeKe (haKTopu
LITO Ceé OCHOBA 3a HUBHOTO 3arouHyBame. EqHa o7l HUB e MUrpalyjaTa Ha BUCOKO-
KBa/IM(UKYBAHUOT Kazap, Koj orndaKka IBUKebe Ha MHKeHepH, ITporpamMepu, Hayd-
HMLIJ U OPYT'Y TEXHUUKU €KCIIEPTH OfI efleH BO IPYI PerroH, 3eMja WM KOHTUHEHT.
OBaa 11ojaBa pe3y/ITHpa CO IIMPEe 1 Pa3BHUBamke HAa 3HAEHETO BO Pa3IMUHUTE Peru-
OHU U ITPUTOA OTBOPa MOKHOCTHU 3a Pa3BOj HA HOBM TEXHOJIOUIKW MHOBaALMK. Pa3me-
HaTa Ha MCKyCTBaTa M CTEKHATUTE Pe3y/ITaTU BO TEKOT Ha UCTPayKyBamaTa IOTTHK-
HYBaarT IIPOoLeCy KOU ce JIeJI Of TEXHOJIOIIKUTe MUrpauuu. ITokpaj MHOUBUIyaTHUTE
MUTpalii Ha BUCOKOKBaIM(UKYBAHMOT Kajiap, KaKo MpHUUMHA 3a MHULMpamke Ha
TEXHOJIOLIKUTE MUI'PAllMU MOKAT Jla OMAAT YU KOMIIAaHUUTE CO HMBHATa eKCIIaH3Uja
I HUBHOTO TTpecesTyBame Off efleH BO APYT PerroH. JJeHecKa KOMITaHUMTE YeCTo ce
MpeceyBaaT Bo 06J1aCTH CO TIOTIOBOJTHA JIeJIOBHA KJIMMa, ITPUCTAIT 0 KBanUKyBa-
Ha paboTHa cujia ¥ IIOHUCKU TPOLIOLIXA BO IIPOMU3BOJICTBOTO.

HauuHuTe Ha KoM ce MMIUIEMEHTHPaaT TeXHOJIOMIKUTEe MUrpaLiuy, MOKaT Jga Ou-
JaT pa3/IMuHu M 3aBUcaT of moBeKe (akropu. HajuecTo romeMmo BiujaHue Mmaar
OINIITECTBEHUTE IMIPWIMKU U CTEIIEHOT Ha oOpa3oBaHMe BO COOABETHUTE CPeIUHMU.
T'oneM men o 3eMjuTe BO pa3BOj HYAAT IIOCEOHU YCJIOBU 3a HaJBOPEIIHUTE KOMIIa-
HIM 1 BUCOKOKBa/IM(PUKYBAHUOT KaJap co 1ieJI fia 0be30emaT YCI0BY 3a TEXHOJIOUIKU
pas3Boj. [lokpaj oBHe IOro/IHOCTH MTOTPeOHO e /ia ce Majie MOKHOCT 3a IpUMeHa Ha

MHOBALMKUTE U HUBHO CTaHAAPAU3Mpaibe BO IIPOU3BOCTBOTO U 0bpa3oBaHueTo. Ba-
’KeH (haKTOp BO MMIUIEMEeHTallfjaTa MPeTCTaByBa U OJTHOCOT Ha KOPUCHULIUTE KOH
MHOBALIMUTE KOU Ce HYZAAT, I TeXHOJIOIIKATa Ky/ITypa BO OMIITecTBOTO. CO IOMOIII
Ha UMIUIeMeHTalljaTa Ha HOBUTETUTE BO MTPOU3BOJICTBOTO U MPOAYKIIUjaTa ce JI0-
6uBaaT 1 MHGOPMALIMK 38 HUBHUOT KBaJIUTET, IIPEJHOCTH, HO M HETaTUBHU CTPaHU
CO IIITO THE Ce HaJ[oTpajiyBaar u ce ycoBpiryBaaT. O6Gpa3oBHUOT CUCTEM, UCTO TaKa,
MOKe fa Oujie MeTo Ha MMIUIeMeHTallja Py LITO ce JaBa MOKHOCT Ha MjajaTa
Tonysialyja fga OroBOpy Ha TEXHOJIOMIKUTE MPEeIM3BUIIA U [TPUTOA CBOUTE BIIEUATO-
LI ¥ UCKYCTBA [ja ' NICKOPUCTU BO MIOHATAMOIIHY HayUYHU ITPOEKTH.

TexHosonIKaTa MATpalija UMa MO3UTUBHU eeKTH IIPU LITO ja MOTTUKHYBA MHO-
BaljyjaTa 1 KOHKYpeHTHOCTA. 3rojieMeHaTa KOHKYPEHTHOCT O] pyra cTpaHa oTBopa
HOBU TMa3apyd U HYIOU CIIOAe/TyBamke Ha BEUITUHUTE U 3HAEHEeTO BO peruoHuTe. Ba-
’KeH MapKep e eKOHOMCKUOT Pa3Boj KOj € 3HauUTesieH TIPU TeXHOJIOIIKUTEe MUTpa-
LUK, HOBUTE TEXHOJIOTMU MHUIIMPAAT IojaBa Ha HOBU KOMITAHUM U 3TOIeMeH Opoj
Ha pabOTHU MO3ULIMK BO MPOU3BOACTBEHUTE NUHUKU. COTTIACHO CO OIMIITEeCTBEHUTE
MIPUWIMKY BO PETMOHUTE THE CEe OIBUBAaT CO pa3jIMdyeH MHTEH3UTET M BPeMeHCKa
pamka. Ho cenak, rokpaj Ho3UTUBHUOT edeKT, TEXHOJIOUIKUTE MUrPALlid UMaaT U
HeraTHUBHU e(peKTU, KaKO HeJJOCTATOK BO JIMLIEHIIHIUTE KOHBEHIIMH, ILITO IOBeayBa 10
WCKOPHCTYBamke Ha ofpelleH! TeXHOJIOTUM 6e3 ofobpeHue, U TojaBa Ha TaKaHape-
yeHa TeXHOJIOLIKA 3aBHCHOCT TP Koja Joara 10 HamMaJlyBalbe WX 11eJIOCHA 3aMeHa
Ha PabOTHUTE MecTa CO MPHMMeHa Ha HOBUTEe TeXHOJIOrMU, ocobeHo Bo UT-ceKkTopor.
TexHOMOUIKUTE MUTPALIMKM KOU ce O6a3upaaT Ha HaZBOpeLIeH CTpydeH Kajap MosKaT
Ila THULIMpaaT U KyJITypHa KoH(Y3Uja, OJHOCHO MHTePaKIdjaTa Ha Pa3InyHUTe KyJl-
TYPU MO3Ke [a JoBefie 10 KOH(MIMKTU U HecorjacyBamba BO paOOTHUTE CPeOUHIA.

Bo momeHOT Ha KynATypaTa U MPOJyKIIMjaTa Ha CIIEHCKOW3BeAyBauKUTe U ayIauo-
BU3YeJIHUTE Jlefla, TeXHOJIONIKaTa MUTrpalidja 3aroyHyBa co pa3sMeHa U paboTa Ha
Hajpas3uuHu mpoekTu. Co ydecTBO U TIapTUIATIALIMja Ha YMETHUIIM, PesKUCepH, aK-
TEePU U JIPYT'Y YUECHULIU O] PA3/IMYHU PETUOHU KOU Ce JIeTl O] OBUE TPOEKTH, Ce TIpe-
3eHTUpaaT HOBUTEe TeXHOJIOTUY 1 HUBHUTe TTpelHoCcTU. Ha 0BOj HAUMH ce MOTTHUKHY-
Ba MHTEepeC 32 HUBHO KOPUCTEHhe U NMIUIEMEHTHUPAke BO MPOIYKIIMCKUTE MPOILIECH.
HoBuTe TeXHOJIOTUY YeCTO UMaaT MOKHOCTH KOU Ce 3HAUUTEJTHO MOJJ0OPU O] TEXHO-
JloTUjaTa Koja ce KOpucTena BO MUHATOTO, MPU IITO Hej3MHATa MUTrpalifja CTaHyBa,
BCYIITHOCT, AieJT Off Pa3BOjHUOT TIpollec Ha Ky/AITypHATa HHCTUTYLIUja. TexHomomkara
Murpalija mpeTcTaByBa U NpeIu3BUK BO OHOC HA CaMUTe YMETHUUKU JleJia, UMEHO
rojieM JieJl Off perepToapoT Ha KYITYPHUTE UHCTUTYITUN KOj € TIPOYLIMPaH CO TeXHO-
JIOTUM BO MUHATOTO, MOPA J]a M3BPILIU ITPOMEHHU BO CBojaTa MPOAYKIIUja COTTIACHO CO
HOBUTE TEXHOJIOTUU KOU Cce Beke UMITIeMeHTUPaHu BO UHCTUTyImuTe. OBOj Mpoliec
TOHeKorai 0apa 1 11eJI0OCHO HOBA TTPOJIYKIINja, M30erHyBajKu TU aJlanTalliiTe KOU
He ceKoralll HocaT MO3UTUBEH UCX0T, 0COOEHO Kaj CIIeHCKOU3BelyBAUKUTE YMETHUY-
KU Jlenta. Kaj aymuoBusyenHuTe Jiefia TEXHOTOUIKUTE MUTPAIUU MHOTY PETKO MOKAT
Ila TpeIn3BUKaaT HepaMHOTeKa BO TTPOIYKIIUCKUTe TpoliecH. [Ipoekture, ocobeHO
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unIMcKUTe MPOOYKLNKM KOM MMaaT HajrojieM Mepuo Ha MPOAyKiIKja, ce peaTn3u-
paaT BO BpeMEHCKU paMKH Kajie IIITO TeXHOJIoIIKaTa MUTrpalifja He MOKe fa Ouje
nMmIieMeHnTupata. Cerak MHTepeceH MpHUMep Kafie IITO TeXHOJIOIIKaTa MUrpaluja
TIoBeyBa 10 HapyIllyBahe 1 ITPOMeHa BO TEXHOJIOTHjaTa Ha MPOJIyKIIKja ITPeTCTaByBa
dunmort , Xobut* (The Hobbit) og 2012 rogutHa Bo peskuja Ha ITutep IlekcoH (Peter
Jackson). U1 mokpaj cé yiire 11e/10cHO HEpa3BUEeHUOT CTaHiap/] 3a CHUMake BO JIUTHU-
Ta/IHa BHCOKa pe3ojIyliMja co rmoBeKe cyvku (frames), mupekropot Ha dotorpaduja
Ha 0Ba MOIIIHe yCrenTHo (DUIMCKO OCTBapyBaibe, OJIJTydyBa CHUMAETO /ia TO Peasiu-
31pa COo IBOjHO MOBEKe CJIMKU, OGHOCHO co 48 ciuku Bo ceKyHpa (48 Fps - Frame Per
Second), Bo ogHOC Ha cTaHAAPAHUOT KMHOOPMAT co 24 c/IMKU Bo ceKyHa (24Fps).
OBaa ofylyKa He caMo IIITO ja 3a6aBu MPOAYKLIMjaTa TYKY 1 JOMOTHUTEIHO MPUIoHe-
ce 3a MHOT'Y HeTraTUBHU KPUTHUKU Ha oBa duMcko aeno (Lafored, 2012).

TexHOIOUIKUTE MUTPaI[Md HOCAT MHOTY MPEeAu3BUIIM U MOKHOCTHU 3a Momo0py-
Balbe U YCOBPIIYBalhe Ha IPOU3BOIHUTE U MPOAYKLIMCKUTE ITPOLIeCH, U BayKHO € JIa
ce HajaT HAUMHU 32 Jla ce MUHUMU3WpPaaT HeraTUBHUTE UMIUIMKAIIWU.

MNepcneKTHBa Ha TEXHOAOLUKHUTE MUIPauMy BO NPOAYKUHNCKHUTE NPOLECH

[TpoayKiMCKuUTE TIPOIIeCcH Kaj ClIeHCKOM3BeIyBauKUTe 1 ayInOBU3YETHUTE Jiefia ce
TeMeJIaT Ha ofiHarnpe nedMHUPaH IUIaH 3a peajin3aliyja Ha MpoeKToT. [IpeTrnpoayK-
1uckara dasa Kako IpuMapeH U BaykeH (haKToOp BO MPOAYKIMjaTa MMa Il Jia TU
nedUHUpa U J1a TM ONTUMU3UPA TOKMY OBHUe Tipoijecu. COTrJlacHO CO HACOKUTE KOU
Ke OujiaT yCBOeHM BO OBaa (ha3a ce BpIIU ieTEPMUHUPAhe Ha TEXHOJIOTUUTE KOU Ke
OupaT KOpUCTEH! BO TEKOT Ha IMPOJYKIIMjaTa Ha YMETHUUKUTE Jiefia. bujiejku mpert-
TTPOMIYKIIMCKUOT TTporiec ordaka rmoBeke aKTUBHOCTU HeroBaTa BpeMeHCKa paMKa e
pasfinyHa, CorlacHO CO KOMITUIEKCHOCTa Ha ITPoeKTOT. Bo oBoj mepuop yecto matu
ce BKJIy4yBaaT pPas3/IMUHU eKCIIePTU Of] TTIoBeKe MPOAYKIIMCKU chepu, KoM MOKaT Ja
MOTEeKHYBaaT o APYTU PETUOHU, 3€MjU M KOHTUHEHTU KOU CO CBOUTE UCKYCTBA U
3Haema MOJKAT Jia TIOHYJIAaT U CoOCeMa HOB TPUCTAIl KOH MPOAYKIIMCKATa paMKa BO
ofpeileHu CerMeHTH ITpU peann3aiija Ha mpoekToT. Co 6p3ara rimobanu3aiyja Koja
JleHecKa e ce IofiJrHaMIYHa 0COOEHO BO OMIIITeCTBEHO-KY/ITYPHUOT CBET OBaa IojaBa
CcTaHyBa Cé IoYyecTa, a HOBUTETUTE U HOBUTE TEXHOJIOTMU C€ TMOBeKe ce JOCTAITHU
CKOpO BO CHTe KpawuiltTa Ha cBeTOT. CoriacHo co oBue (haKTH, TEXHOJIONIKATA MU-
rpaiyja uMa akiiesiepairja Bo HacoOKa Ha ITpofyKIdjaTa Kaj CIIeHCKOM3BeJyBauKUTe
Y ayauoBU3yeHuTe neia. HejsuHata uiHUHA 3eMajKu ro mpeBUl U OP3UOT pa3Boj
Ha MUKPOITPOLIECOPUTEe, KAKO OCHOBEH €eJIeMeHT Kaj KOMITjyTepCKUTe eUHUIIN, CO
cebe HOCU PeBOJTYIMOHEPHU TPOMEHM KOU BeKe MOJKaT Jla ce TouyBCcTByBaaT. OBue
MMPOMEeHU BJTjaaT Bo OOJTMKYBAheTO M HAUMHOT Ha KOj Ce CO3/1aBa, IUCTpUOyrpa u ce
TIOKUBYBA YMETHOCTA BOOTIIIITO.

TexHoMOMIKUTE MuUrpauuu Bo npo,uyKquaTa I10JjiIeKa HO CUT'YPHO ITIOYHYBaaT [1a Ha-
MeTHYBaaT HOB 1M CcOCeMa pa3J/IM4yeH ITPUCTall KOH CO31aBalkbeTO U ITPOAYIIMPAakeTO Ha

ayauoBU3yeaHUuTe coap;kuHu. CTaHyBa 300p 3a IIpUMeHaTa Ha BelllTauyKaTa UHTe IU-
reHuyja - Al - (Artificial Intelligent) Koja Kako HOBa TexXHOJIOrHMja ce oOuyBa Jla U3-
BpIIM OINTUMMK3aLFja BO MPOAYKIIMjaTa, 0COOeHO BO MOCTIPOAYKLIMCKUTE IIPOLIeCH,
Kage 1To (prHaHCUCKAaTa U BpeMeHCKaTa paMKa Ha IIPOeKTUTE Ce O]f ToJIeM UHTepec.
Crnepejku ™M TPEeHOOBUTE U PAIMIHUOT IIPOrpec Ha oBaa coceMa HOBa TeXHOJIOTH]a,
Taa HA YMETHUILIUTE BeKe UM HYIU KOMIIOHMpame Ha MY3UUKU CETMEHTH, TeHepu-
pambe Ha CJIUKHU, T1a AYPU U BUIEOCEeIMEHTH KOM BO MTOCTIIPOAYKLIUCKUOT IIPOLIEC MO-
JKaT Jla JJoHecaT rojieM 6eHedur.

U 1iokpaj Toa LITO IIpUMeHa Ha BelllTauKaTa UHTeJIUreHIja Bo ccpepaTa Ha ayIiuo-
BHU3yeJIHaTa MIPOIyKLIMja ce MPUKIYUM MIOJOoIIHa BO criopeda Ha Hej3MHUOT MMIIAaKT
BO OCTaHaTUTe HayuHU cdepH, Taa MMallle MOIIHE HeycIlellleH U HecjlaBeH CTapr.
Hejsunute nouertoliu 3anouHaa Kora Al 1obu mpucTan 10 MOKHUTe rpad)UuKU CTa-
HULIM Kou Oea HameHeTH 3a BP (BuprtyenHaTa peanHoct) - VR - (Virtual Reality). [lo-
O1eHHUTe pe3y/ITaTh KOU Ha ITOUeTOKOT Oea Mpe3eHTUPaHU IIPeTCcTaByBaa BUCTUHCKA
Tparezuja 1 rojaeM Opoj Ha eKcIlepTH Be[Hall ja olleHUja KaKo TeXHOJIorvja Koja He
e HaMeHeTa 3a IpUMeHa Bo obJiacTa Ha ayJlOBH3yeIHaTa YMETHOCT. [IprMepoT Koj
Oellle aHa/IM3UPaH e MO3HATUOT reHepupal Kiui Ha Buin CvuTt (Will Smith) Bo 2023
roguHa, Bo Koj Ha Al 1 Oellle HamuIlaH TeKCT uuja CcoOp;KuMHa Oapallle MO3HATHUOT
aktep Bun CMuT fa 6Me IpuKaskaH Kako jage uirnaretu. Joouenuor kiui (https://
www.youtube.com/watch?v=XQr4Xklqzw8) koj Gelile 11e/I0CHO HeITpOMOpPIIMOHAIEH
BO CEKOj TT0r7IefT TO MPHKaskKa, BCYITHOCT, TIOYETHUOT KallallUTeT Ha 0Baa HOBa TEXHO-
smoruja. Ho camo gBe romutu momoiiHa, Bo 2025 roguHa UCTUOT TEKCT U UCTOTO Oa-
pame Koe Oeliie rmoctaBeHo Ha Al, pesyaTupaiiie co HoB Kiuil (https://www.youtube.
com/watch?v=bXKkZh2UEEA) Bo KOj peurici e MHOTY TEeIlIKO Ja IIpeIio3HaeTe Jaiu
HaBuctuHa Bun CMUT e cHUMaH 1iu reHepupan of Al. OBoj KUl mpeu3BUKa MHO-

Kommapaiiuja Ha reHepupaHa coap:kuHa Ha Al ox 2023 u 2025 roguHa
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I'y TojieMa 3arpr>KeHOCT BO ITPOAVKLMCKUTe KPYroBy, 1 Oelile mpudaTeH co Hajpas-
JIMYHU OlleHKU U eMoluu. OHa 1to Al ro MoHyAu 3a camMo JiBe TOAWHU O] CBOjOT
YMETHUYKU Pa3Boj OTBOPY MHOTY eTUUKU Tpaliiaa. M mokpaj Toa 1ITO BelllTauKaTa
uHTeUreHiyja (Al) uMaiie romem ycriex Bo octaHaTuTe cepu, 0COOEHO BO EKOHOM-
CKMTe Y UHAYCTPUCKUTe TIPollecy, HUKOj He ce HaJleBallle JjeKa HeroBaTa yMeTHHUYKa
KPEaTHUBHOCT Ke ce U3Ipajiv 3a TOJIKY KpaTOK BpeMeHCKU rnepuo/i. OBOj KJIUI TpUKa-
’Ka meka Al ma HeBepojaTHa Op3uHa BO Pa3BOjOT Ha CBOETO yUelhe He caMO BO MH/Y-
CTPUCKUTE U €eKOHOMCKHUTE chepH, TYKY JleKa IIOCTUTHA HEBEPOjaTHO YCOBPIYBake
1 BO KpeaTUBHUOT YMETHUUKHU JoMeH. HoBuTe reHepupaHu BUAEOKIUIIOBU Kou Oea
co3pajZieHn off TEKCT BO Kou ce Gapa MpUpoia Wir IPeaMETH O] CEKOjIHEBUETO 0-
CTUTHYBaaT peaIHOCT KOja € MHOTY TellIKO Jla ce IMpero3Hae JeKa MCTaTa BOOIIITO U
He TI0CTOU BO PEeaJIHAOT CBET.

[Tokpaj Al-rexHosiorujara, pasBojoT Ha Iylo0asHaTa UHTEPHET-MpeyKa HYIU, UCTO
TaKa, HOBU MOKHOCTU 1 (hOpMU 3a U3pasyBarbe Ha YMeTHULIUTe. Bo uoHMHA TeXHO-
JIOLIKATa MUI'palirja MojieKa HO CUT'YPHO MOKeOU Ke ja JoBeie MUrpalyjata Ha JUri-
TaTHO-KpeaTUBHO HUBO BO YMeTHUUKUTe cepu. Co ITOMOIII Ha Hajpas3/IuyHy TaKaHa-
peuyeHH OHJIajH TIaTMOPMH YMETHULIMTE Of PAa3/IMYHU PETMOHU U KpaulliTa Ha CBe-
TOT Ke MOKaT Ja TBOpaT U [la yUeCTBYBaaT BO YMETHUUKUTE TBOPOU, 6e3 BOOIIIIITO fia
'Y HAITyLITAT CBOUTE I'PaJIoBU U pabOTHU cpeluHU. Tue Ke 0BO3MOKaT copaboTKa Ha
Pa3IMyYHU IIPOEKTH, ITIOMEI'Y YMETHUIIUTE BO Pa3/IMUHU AUCILUTUIMHYU U Of Pa3/IMYHU
perronu. OBaa 1ojaBa BeKe ce MpMMeHYBa BO JIPYryTe 00JIacTy MPH ILITO UCKyCTBaTa
o[ HUB Mpe3eHTUpaaT MO3UTHUBHU pe3yiITaTu. M MmoKpaj Toa IITO YMETHOCTa 3HAuu-
TeJIHO ce Pa3/IMKyBa O] CUTe OCcTaHaTH 00J1acTH, OHJIAjH IutaTopMuTe Ke MOoHyAaT
HOBU YMeTHMUKY ()OPMU BO KOU HMBHATa IIPUMeHa Ke 1Ma ItorojaeMma e(puKacHOCT U
MO’KHOCT 3a u3pasyBatbe Ha aBropuTe. Ho oHstajH mardopMuTe, UCTO TaKa, MOKAT
Jla TIOHYaT X MHOT'Y IPYTY MOKHOCTU BO (DYHKILIMja Ha yMeTHOCTa. THTepaKTUBHUTE
OHJIajH aTUTMKaILWU, ITaK, OBO3MOKYBaaT MHTepPaKIdja co MybMKaTa Kora CTaHyBa
360p 3a ofipefieHy YMETHUUKHY fesa. I[IpeKky HUB YMEeTHULIUTEe MMaaT MOKHOCT [a Tt
coryiefaaT Hej3MHUTe peaKlUu U Ja nobujar nHpopMalyja 3a BIeuaToLUTe BO Ol
HOC Ha feiaTa. AKO BO MUHATOTO 3a [la ce CyMupaaT OBHe BIleuaToL O6uie moTpeob-
HU TToceOHM HaCTaHU, JIOKAI[UK 1 JIOTUCTHKA, JIeHeCKa OHJIajH allUIMKallUUTe TOA o
HyzaT O0p30 u ce gocTarnHu 24/7 Bo ofpefieHa BpeMeHCKa paMKa. YMeTHUUKUTE feia
€O TIOMOIII Ha T7100aTHaTa UHTEPHET-MpesKa JIOCTUTHYBaaT I7100ajieH ayguTOpuyM U
r7iobasiHa aucTpuoyLuja.

[lepcriekTuBaTa Ha TEXHOJIOUIKUTE MUTPALIMM Kaj CLIEHCKOM3BEIYBauyKUTE U ay-
IMOBU3YEJIHUTE Mejla IOCTOjaHO Ke TM MeHyBa HMBHHUTE ITPOIYKIIUCKU ITPOIECH.
TexXHOMOMIKMOT HApegoK Of Apyra cTpaHa Ke Hyau HOBU U e(pUKaCHU METOOU KOU
HeMa caMo Ja I' 3ab6p3aatr MPOAYKLIUCKUTE ITPOLIeCH TYKY U Ke UM ITIOHYIAT U Io-
rojieMa KpeaTMBHA €CTETHKa BO CO3IaBalbeTO Ha YMETHUUKUTE Jejla MICTOBPEMEHO
OTBOPAjKU 'l MOJKHOCTUTE 3a eKCIIepUMeHTUPahe U Kperuparme Ha HOBU YMETHUYKU

dopmu.

3aKnyuok

TexHOMOIIKUTE MUTPAIIAN, BCYIITHOCT, ce 3HauaeH (hbeHOMeH He caMO BO YMeTHUY-
KuTe chepu TYKy 1 BOOIIIITO BO COBPEMEHOTO OIMIITECTBO, ¥ UMAaaT 3HAYUTETHU M-
TUIMKAIIMKM BO HAajpa3/IMUHUTE acTlieKTU Ha CeKOjAHeBHUOT KUBOT. OBUe MUrpaiuu
BKJ/IyJyBaaT 3aMeHa Ha TeXHOJIOTUH, IPeMeCcTyBake Ha YOBEUKU PECYPCH U 3HAeke
OJ1 eITHO BO JIPYT'O OTIKPY/KYBame, CO IIITO MPU/I0OHECYBaaT 32 EKOHOMCKUOT Pa3Boj U
MOTTUKHYBAkhETO HAa MHOBAIMUTE. TeXHOMONIKUTe MUTPALIMK UTPaaT KJIydHa yora
BO T7I00aM3aIiyjara Impuy IIITo OBO3MOKYBaaT pa3MeHa Ha UJIeu U KyJITYPH off Hajpas-
JIMYHU KpaulliTa Ha CBeTOT. Bo JOMeHOT Ha MPoJIyKiiUjaTa Ha CIIeHCKOU3Be[yBauKU-
Te 1 ayIMOBU3YeJTHUTE Jiefia, TEXHOIOIIKATa MUATpalfyja 3aTiouHyBa co pa3MeHa U pa-
6oTa Ha Hajpa3nuuHU MpoeKTu. Co y4eCcTBO U MapTUITUIIAlIAja HA YMETHUIIU, PEKU-
cepu, akTepu U JIPYry YUeCHULIU O Pa3/IMUHU PETMOHU KOU Ce JiesT Off OBUe TPOEKTH,
ce TIpe3eHTHUPaaT HOBU TEXHOJIONIKU JOCTUTHYBama. Tre HyJaT NIMPOK CIIeKTap Ha
HOBU MOKHOCTH, a ITPY TOa /IaBajKu aKIIeHT Ha ToTpebara 3a mpusiarofyBatbe U Ipu-
(hakamwe Ha MTHOBaIIMKUTE Kaj yMeTHUIMTE. Pa3muauTe Ky/ITYpy U pa3/IMdHOTO OIIIITe-
CTBEHO OITKPY/KyBatbe ce KiTydeH (haKTop BO M0jaBaTa Ha MUTPAIIUUTE, a PA3TMIHOTO
TEeXHOJIOITKOTO HUBO BO Pa3/IMUHUTE PETMOHU e (haKTOp KOj OBO3MOKYBA UMITIEMEH-
Tallvja ¥ pa3Boj Ha HOBUTe TexHonoruu. [Ipudakamwero Ha HOBUTE TEXHOJIOTUU U
HUBHaTa WHTepaKIiiija BO YMETHOCTA Ce KJIYUHU 3a Pa3BOjOT HA HOBUTE YMETHUUYKU
dopmu. TexHONTONTKUTE MUTPAITUU BO TMPOZYKIIMjaTa TojieKa HO CUTYPHO TTOYHYBa-
ar Jla HAMeTHYBaaT HOB U COCEMa Pa3/IMyeH MPUCTAr KOH CO3/IaBalkbheTo U ITPOAYIIU-
pameTo Ha ayJIMoBU3ye/THUTe cofip;KuHu. [lojaBaTta Ha BellITauyKaTa WHTeIUTeHIIUja
(AI) MOKeOU Ke OUjIe MTHULIUjATOP 32 MHOTY HOBU MUKPOTEXHOJIOIIKYA MUTPAI[A KON
Ke ce jaBaT BO IMPOJIYKIIUjaTa HA YMETHUUKUTeE Jlefia. Taa 3a MHOTY KpaTOK BpeMeH-
CKM TIEPUO/I TTOKaka HeBepojaTHa CIIOCOOHOCT 3a pa3BUBambe Ha CBOMTE YMETHUUKU
CITOCOOHOCTH, OCTaBajKu MTPUTOA KpeaTUBEH TeuaT BO CBojaTa YyMETHUUKA eCTeTUKA.

[TepcriekTrBaTa Ha TEXHOJIOIIKUTE MUTPALIUM Kaj CLIEHCKOM3BEIYBAUKUTE U ayIu-
OBU3YeJTHHUTE Jiejia TIOCTOjaHo Ke Hy/IM HOBU U e(pKacHU METO/I KOM HeMa caMo Jia
ru 3abp3aaT MPOAYKLMCKUTE IIPOLIecH, TYKY Ke UM ITOHYIAT U ITorojieMa KpeaTuBHA
€CTeTHKa BO CO3[1aBalkheTO Ha YMETHUUKUTE Aejla UICTOBPEMEHO OTBOPAjKU ' MOK-
HOCTUTE 32 eKCIIepUMEHTUPabe U Kpeupame Ha HOBU YMETHUYKYU (DOPMU.

MosKe @a KOHCTaTHpaMe JieKa TeXHOJIOLIKaTa MUrpailuja MMa akilejaepaliija BO
HaCoKa Ha MpoAyKLMjaTa Kaj CLIeHCKOU3BeyBauKUTe U ayguOBU3YeTHUTe esta. Taa
II0CTOjaHO Ke ' MeHYBa U Ke 'Y YHaIpeayBa IIPOOYKLIMCKUTE IIPOLIECU BKIIYUYBajKU
' HOBUTE TeXHOJIONIKYU OTKpUTHUja. Ho, certak BasKHO e Jla ce 3eMart IpeABU] U T10-
TeHLIWjaJIHUTe HeraTUBHU e(peKTU Off Hea KaKo IITO ce NUTUTaJHaTa HeeIHaKBOCT,
3arybaTa Ha TpPaJULMOHAIHUTE BELITUHN 1 €TUUKUTE IIpeu3BULIM. 3a a ce JooujaT
MaKCHUMaJTHUTe MPUI00MBKY U Jla ce MUHUMU3WPaaT PU3UIIMTE, HEOIIXOAHO € Jia ce
IIPHMMEHM CTPATELIKO YIIpaByBalkbe U KOHKPETHU ITPUCTAIT KOH HOBUTE TEXHOJIOTUH,
KOH Ke ja IoAap:;KaT oAgpsK/IMBaTa MHTepaKIlja Ha TeXHOJIOTMUTEe HajHaIrpe BO ce-
KOjITHEBHUOT >KMBOT, a II0T0a 1 BO ApyruTe chepu, 0co6eHO BO YMETHOCTA.
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AmncrpakT

UDK 316.733:7.01]:37.014  OBoj TeKcT r'vi pasiefiyBa MUTPALIUKITe He caMo Kako (u-
3MYKU [TpeMecTyBamba TYKY U KaKo eIICTeMOJIOUIKY Tpolle-
CU - eMMCTEMOMUTPALIUM — ITPEKY KOU Ce NIBIKAT, Ce TpaHC-
dhopMupaar v ce apTUKY/IMPAAT 3HaeHha, TeJIECHU TPaKTUKHU,
adexkTy 1 (popMU Ha YMETHUUKA U Iefarolika MHTepPBeH-
11ja. BKyuyBajKku MHTEPBjya Cco Tpojlia MaKeJJOHCKY aBTOPHU
- Kopeorpadu 1 u3BefyBaun — Buktopuja Unmocka, Anek-
cangpa IlerpymeBcka u Anekcanzap l'eoprueB — TEKCTOT
OTBOpa IIPOCTOP 3a aHa/M3a Ha TeJIeCHOTO, CY0jeKTUBHOTO
U pelaliiOHOTO 3Haeke IITO HaCTaHyBa ITPeKy MUTPaLIMCKU
MpeMecTyBama, a MpeKy KBaJITaTMBHA aHas3a 1 pedieK-
CUM Ha KOHTEKCTYa/IM3UPaHU ITPAKTUKU TO aHAIU3Upa U T'o
apTUKY/Ipa 3HAUEHETO Ha OPraHu3aliCKUTe I1aT(OopMU
Kako Jlokomouuusa, Tuuuutu! UHk. u Ckotije IIpajg BukeHg
(opranmsupat of Koanuiija Mapruiu) Kako TpaHcgopma-
LIMCKY TTPOCTOPU Ha eMUCTEMOMUTPAIIUM KOU Cce c/IydyBaaTt
MpeKy MOOMJTHOCT, OJHOCHO MoMecTyBama. Ce BoBelyBa He-
OJIOTU3MOT eNMCTEMOMUIPAIIM 3a Jla ce AOoTpe A0 TpaHC-
HaI[MOHAJIHOTO U Cy0aJITePHOTO 3Haelhe Koe ce co3faBa U
Koe LIMPKY/IUpa MpeKy Tenara, HedhopMmaHuTe (00pa3soBHM)
MpPEeKU ¥ caMOoOopraHu3npaHuTe miaTopMU, HaJIBOP Of MH-
CTUTYIIMOHATHUTE MeXaHU3MU Ha Bajiopr3aliyja.

Bo dokyc ce ctaBeHU Kako TeJaroiiky, COelyKalucK 1
COTBOPEUKH MPUCTAITM Y KOHIIENTH — paciikoiayBame (Ilich,
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1971), TpancunpuBunyauujata (Rogoff, Stiegler, Vujanovié¢
u Cveji¢), u mypuBep3anHocTta (Eckobap, 2018), mpeky Kou
OB]Ie Ce MPEeNCIINTYBaaT BTeMeJIeHUTe 3aI1afHO-UHCTUTYI-
OHAJIHU MO/ Ha yuelbe U IIPOAyKIMja Ha 3Haelbe, a U ce
BKJIydyBaaT IMPUMepPH 3a pa3Boj Ha CybaaTepHO 3Haeme. Bo
BpeMe Ha I71006ajiHa IpeKapHOoCT, HeOHAIIMOHAIN3aM 1 KyII-
TYypHa MapruHajn3alyja ofi CTpaHa Ha JOMUHAHTHUTE (0u-
rapXyUCcKY) HapaTUBU, IMPETCTABEHUTE MPAKTUKUA HE CaMo
IITO Mpy)KaaT OTIIOP Ha XereMoHMjaTa TYKY U Kpeupaar
HOBU XOPU30HTHU 32 KPUTHUUKA I1e[laroruja, TejiecHa rmeprer-
11ja, TBOpeme U uaHyBame (@paj Bo Eckobap, 2018). Mu-
rpaljjaTta, Wjin enucTeMOMUrpaliijaTa BO OBOj KOHTEKCT, ce
110jaByBa KakKo IIPOoLieC Ha MOJIMTUYKA, IT0eTCKa U a(peKTUB-
Ha peopraHusaliija Ha 3HaemeTo, mepdopMaTUBHOTO TEJIO
U KyJITypHaTa nHpacTpyKTypa, 1 Taa Tpeba [a ce Iperio-
3Hae KaKo OCHOBA 3a IIPOMEHU BO KYJITYPHUTE TIOIUTUKA U
hopmanHuTe KYPUKY/IYMHU BO 3eMjaTa.

Bosepa

PasmuciyBaB Koj ga 6uze hoKycOT Ha OBOj TEKCT M TeMaTa Ha MUTpaLiii BO Bpe-
Me Ha paJuKaan3upaHa riobajaHa MOOMIHOCT, BOeHU KOH(IUKTUA cO OpojHU pace-
JlyBarba U JUCTOLMpama, KJIMMaTCKa [eBacTallija, eKOHOMCKU HeeTHAaKBOCTU U
eKCTPaKTUBU3aM Ha MIPUPOTHUTE pecypcu U Jobpa — Bpeme 1iTo [loHa XapaBej ro
MMeHYBa Kako KanuTtajoleHa (Haraway, 2015), BpeMme Bo Koe cTaHyBaMe CBeOLId Ha
cé rorojieMa XuOpUaHOCT U (bIIYUAHOCT Ha orirrTecTBata (Bauman, 2000), Bo Kou He
caMo KaruTasIoT TYKY U TejlaTa, 3HaehaTa U YyBCTBUTE/THOCTUTE MUTPUpaar.

OpyduB 1a ja ITpoMHKc/iaM MUIpaliydjaTa Bo pejialiidja co eluCcTeMOJIOIKaTa Ipak-
THKa, Koja He MIpeTCcTaByBa caMo reorpadcko IpeMecTyBambe Ha Tela TYKY U TpaH-
CBEP3aJTHOCT, JIeJIekhe Ha PeCYPCH, pa3MeHa Ha 3Haeka, KYJITYPHU MaTPULIY 1 (DOpMU
Ha JKHBeeme. 3aToa MUrpalyjaTa ja pasrjieqyBaM IPeKy ITOMeCTyBamba 1 IIPEMECTY-
Bama Kou ce ,,CeJMUMEeHTH Ha UCKYCTBa KOU MOCTOjaHO ja mpepelyBaaT MojaTa BHAT-
pelliHa apxXUTeKTypa“, Kako 1ITo Benu Bukropuja nuocka, Kopeorpadka U U3Beqy-
Bauka oj MakejoHuja.

IeHec, cé ToBeKe, MUT'paliijaTa He 3acera camo ofpefleH! I'pyIu, TYKy Hé 3acera
cure (Latour, 2018 Bo Zuvela u Vidovic¢ 2021: 109), u Tue MIpOoLIeCcU He ce HeyTpaTHU
- TWe JOUPEeKTHO BiujaaT Bp3 MPOAYKIIMjaTa Ha 3HaeHke U Pa3BOjOT Ha YMETHUUKUTE
IIpakcu. 3anafHuTe LeHTPH, U MIoKpaj camopedriekcrjaTa 1 IIOBULIUTE 3a JTeKOIOHU-
3alMja, OCTaHyBaaT (eIMCTeMOJIOIKY) ITPUBMJIETUPAHH, TofleKa Bo cemurnepudepu-
uTe Ha 3arnagHa EBporia HOBUTe 3HaeHa Cceé IoYecTo ce reHepupaaT BO MPOLIeNrTe
- Ha paboBUTe Ha aKaJeMCKUTe TUCLIMIUIMHU, HA TePEeHOT Ha He3aBUCHUTE CLIEHU U
COBpeMEHUTEe YMETHUUKYU MPAaKTUKHY, Ha CLIEHUTe Ha MOJINTUYKA OTIIOP(HOCT).

YHuBep3uTeTHUTE (HE camMo Bo cemuriepudepunTe, TYKy HaceKazie) ja ryobaTt cBoja-
Ta aBTOHOMUja ITpef JINI[eTO Ha T1a3apoT Ha 3Haewme, a COBPeMEeHUTe YMETHUYKU
ITPaKTUKU Ce M3HeIpyBaaT U ce (popMympaaT KaKo Mamnu Ha OTIop — adeKTUBHH,
TeJIeCHU, UHTEePIUCIIMIUIMHAPHA U YeCTO MPKOCHO HeYHKIIMOHATHA BO OJTHOC Ha
ITPOEKTUPaHUOT KaHOH BO KOj Ce OUeKYBa [ia ce BIUIIAT KaKo JIeJT Off AUCLIUTITAHUTE.

Bo Toj KoHTEeKCT, repdopMaTUBHOTO/U3BeA0EHO TeI0 CTaHyBa MOOWJIEH apXuB U
eMaHMPAyYKo MeCcTO Ha erucTemosomka gpayugHoct. Tenata Ha YMeTHULIMTE BO U3-
BeIOeHUTe YMETHOCTHU, He ce 00jeKTH IITO HOocaT 1 IpeHecyBaaT pa3/IMuHU eCTeTH-
KU, THE Ce aKTUBHU U3BOPU KOU [ejCTBYBAaT U KAKO HOAYCH Ha KpUTUUKa IeJaroruja
- MecTa Kajle IIITO 3HAaeeTo He ce IIpeaBa, TYKY Ceé COKpeupa, ce co3/iaBa Kako Co-
MHTEeHLIMOHA/IHO oOpa3oBaHue (co-intentional education), Kako 1to Haryracysa dpe-
pe, ONMIIIYBAjKH ja 3aeJHUUYKaTa Kpeallija Ha 3Haeke, I1jajioroT U eMIaTujaTa Mery
HACTaBHUKOT U yuyeHUKOT (Freire, 1970: 76-77). Toa ce mpoliecu KaJie IITO YYeHULU-
Te, OQHOCHO YUECHUIIUTE ce CYOjeKTU Ha 3aeJHUYKO CO3[aBambe U yUermhe, OJJHOCHO,
Ipoliec Ha TpaHcuHAuBUAyaluja (Vujanovic¢ u Cveji¢, 2023; Stiegler u Rogoff, 2024)
- Kajie IITO 3HaelheTo, KaKo U YMETHOCTa Ce Co3/iaBa IIpeKy IIPeHoc, 3ae/IHO, U KaKo
Me[uyM 3a apTHUKY/Ialija Ha 3aeJHUYKO.
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Kako wmro Benmu Anekcanpapa I[leTpyiieBcka, eHa ol yMETHULIUTE CO KOU Pa3roBa-
paB 3a 0BOj TEKCT ,HaBpaKajKu ce Ha MojaTa YMeTHHUYKA IIpakca, caTUB JIeKa Taa,
rpeq; cé, He e caMo ‘Moja’, TYKY 30Mp O MHOI'YOPOjHM TAaHLIOBU CTU/IOBU U IPaAKCU
IIITO CYM I'Ml U3y4yBaJia HU3 TOOUHUTE — HEKOU MOJI0/Ir0, HEKOU ITOKYCO. A THe CTUIIO-
BU, CEKaKo, O1Ie MpeHeCcyBaHU off ofpeleH! UHIUBUIYY — CEKOj CO CBOU IIPUCTAIIA U
MepLENLUY — IIITO 3HauUM JeKa He MOYKaT [ia Ce CMeTaar 3a LeJIOCHO 00jeKTUBHU U JIU-
LIeHH O]l IMYHU Morieau 1 uHTepnpertauun”. TOKMy Bo TOj IpaBel; 30opyBa 1 Mnnk
(Illich, 1971), 3a noTpebaTa of MpaKTUKU Ha paciikonyBame (deschooling) - mporec
Ha 0C/10060/IyBame of MHCTUTYLIMOHA/IM3UPAHOTO 3Haekhe U OTBOpamhe MPOCTOpH 3a
aBTOHOMHO, TeJIECHO U CUTYUpaHo 3Haeme (Haraway, 1991) u yueme. A IBIKEHETO,
WIN IIoBpeMeHaTa MobwiHocT (Zuvela u Vidovi¢ 2021: 110), 0fHOCHO OHa IITO TyKAa I'o
HapeKyBaM IIOMeCTyBaiba Ha YMETHOCTA 1 KY/ITYPHUTE aKTepU HU3 Pas3/IMuHU TePU-
TOPUU 1 KOHTEKCTH, MMa MoceOHa BPCKa Co ,II0IAP;KYBAbeTO Ha YMEeTHUUKATA IIpe-
MMO3HAT/IMBOCT U BUIJIMBOCT, CO3/laBabeé HOBU MYOJIMKY, UHTEPKY/ITYpHA pa3sMeHa U
cmmano” (Zuvela u Vidovi¢ 2021: 110). Vinu, Kako 1to Benu MHocKa BO MHTEPB]yTO
— ,TO HOCaM 3HAeHeTO KaKo IITO HeKOU HoCaT IIBeplyBaHu Jo0pa — BO (pparMeHTH,
HeUCIIOJIMpaHo, HO HeonmxomHo. MuciiaM JieKa ycIieBaM Aa ro mpeHecam, Wiu MoyKe-
0u 1o100po peueHo — J1a ro UCIYIITaM, BO JBaTa IpaBLin®.

BakBuTe ,ucryiiTama“, OOHOCHO LIMPKY/IMpamka KOU TOoJIolHA Ke T'M pasrjiefjame
Kako ru objacHyBa Cturnep (2010), ru pa3bupaM KaKO emMCTEMOMUTPALIMM — MUTPa-
1IMja Ha 3Haerwa, MUCJIU, CEH3alMU U TeJIeCHOCTU HU3 TPaHULY, KOHTEKCTU 1 Xrepap-
XUU, OJHOCHO IPeMeCTyBatba 1 OMeCTyBarba HU3 IIUPKY/IAlK 1 TpaHchopMaluy Ha
3HAEHETO MPEKY TeJlaTa, IMPAKTUKUTE U KYITYPHUTE TPAeKTOPUHM Ha CYOjeKTH KOU ce
IBIGKAT HU3 Pa3/IMUHU TeOTOJTUTUUKY, KYJITYPHU U (HE)MHCTUTYIIMOHATHYA KOHTEKCTH.

OBOj HeOoJIorn3aM ro rmoBp3yBaM CO ABe ITpedjIoKeHU O3 KO BeKe I'l HaBe-
CTHUB: ITpeMeCTyBabe 1 I[TIOMEeCTYBabhe.

[IpemecTyBameTO yITaTyBa Ha ITOAOJITOTPajHA JUC/IOKAIIMja Ha TeJIOTO U CTaTyCOT Ha
cy0jeKTOT — MUrpaLyja Iopaayu obpa3oBaHue, IpodecroHasieH pa3Boj UK er3UCTeH-
LiFja/IHa HY>KHOCT. [ToMecTyBameTo, IaK, 03HauyBa BpeMeHCKa JIUC/IOKalldja — MOOUII-
HOCT Iopajiy (HegoCTaTOK, HECOOJIBETHOCT Ha KOHTEKCTOT) paboTa, Hy>KHOCT off (YMeT-
HUYKa, TEOPUCKA, U AP.) pa3MeHa, WIX KPaTKOPOUHHU MpodeCUoHaTHU aHrasKMaHu. U
IBaTa MoJa/iuTeTa IpeIu3BUKYBaaT peceTupame Ha CY0jeKTUBUTETOT — Kako hopMa
Ha OTIOP WIM IIPEKUH CO XereMOHUCKUTE PEe;KUMHU Ha MPOIyKIFja Ha Cy0jeKToT, ofl-
HOCHO, OJTHOBO KOAMpamhe Ha TejleCHaTa 1 elIMCTEMOJIOIIKAaTa OpyUeHTallyja.

Tue ce uspas Ha oHa 1to Tonu ®paj (Toni Fry Bo Escobar, 2018) ro HapekyBa up-
HuHyBambe (futuring) - oTmopHa Mucia HacoueHa KOH MOKHU MIHMHU, KOja ce OT-
1IeTTyBa O TEXHOKPaATCKOTO OfIp;KyBalhe Ha MuHaToTO. KoHilenrToT Ha Dpaj 3a ugHu-
HyBambe (Fry Bo Escobar, 2018: 117-118) npeTcTaByBa [IOBUK 3a Bpakambe Ha BpeMeTO
Y UJTHUHATa BO palleTe Ha 3aeJHUIIATE — OTTIOP KOH JIOTUKAaTa Ha JIe3UJHUHYBamke
(defuturing) Ha MogepHoCTa, Koja r' 3aTBOpa MOKHOCTUTE U aJITepHATUBUTE.

MAypuBep3upame npexKy npemecryBama U NoMecTyBama

WNHCTUTYLIMOHAJIHUOT MOJIEPHU3aM BO aKaZieMcKara cgepa, TOKMY IPeKy cBojaTa
palMoHaIM3upaHa Xuepapxuja, Mpeau3BUKyBa Oe3UTHUHYBabe Ha ermuCTeMOJTONI-
KUTe TIPOILIECH KOU, MaK, MPKOCHO ce MPeruIHUHYBaaT TOKMY BO HehOpMaIHOTO, CHU-
tyupaHoTto (Haraway, 1991) u pacuikonyBato (Ilich, 1970) o6pa3oBaHue u CIiofeny-
Balbe Ha UCKyCTBa. ITHUHYBaWkETO Ce M0jaByBa KakKo KOHCTesIallija o7 pa3HOBUIHU,
CUTYMpaHU U MeryceOHO MOBp3aHU cBeTorpaetha (worldings), mpu 1ITO KOHLIEIITOT
Ha ®paj 3a oAp;KyBame (sustainment) craHyBa KJIydeH: IIPEMUH Of, ,,0PKIUBOCT"
KaKO TeXHOKPATCKO YyITpaByBaihe KOH pajiiKajiHa MpeKoH(Urypaiija Ha yCJIOBUTE
3a >kuBOT. Kako 1rro objacuyBa Eckobap (2018: 4), oBa 3HauM TpaH3ULIMja O XereMo-
HUjaTa Ha MoZiepHaTa OHTOJIOTHMja Ha efieH CBET KOH IUTyPUBEP3yM Ha COLIMOITPUPO]-
HU KoHuUrypaiyu. [IpeKy MUrpaicKuTe MpolieC MOKHU Ce TOKMY BaKBUTe TTTy-
puBep3uparba — OTBOpara Ha MHOIITBO OHTOJIONIKY ITePCITEKTUBY KOM TBOPAT HOBU
COILIMOKY/ITYPHU, YMETHUUKU U €TTUCTEMOJIOIIKU KOH(DUTYpaIIin.

OBue ypuBep3upama ce MaHudecTrpaaT U BO TejaTa Ha MUTPALUCKUTE IIPO-
1lec, KoM He ce caMO HOCUTeIM Ha 6uorpaduu, TYKY ce U Tejla Ha HOBU HapaTUBU
— IIOJIHU CO JUCKYP3UBHU PEUCIINTYBakha, HESKHOCTH, apeKTH, eTUUKMA HallperHa-
TOCTH, OOHOCHO, C€ pa3BOjHU apXMBU Ha CUTYMPaHU 3Haema. [IpeKy cBojaTa Tese-
CHOCT, THe TPaHCIIOPTHUpaaT ITapaarrMu1 1 ITOCTAIlK1 KOHM, MaKO He Ce MHCTUTYIIMO-
Ha/THO BepuUKyBaHU (OCBEH BO PETKU CjIydau — ce ofHecyBa Ha MakefjoHMja), ce off
CYLUTUHCKO 3Haueme 3a oHa 1to bes Xykc (bell hooks) ro umMenyBa Kako ,Iiefarorvja
Ha Hafle;KTa“ — IeJjaroryja Koja He ce IIaiiy of apeKT, off IPelliKa, Off YUerhe IPEeKy
sbyOonuTHOCT U penauyja (hooks, 2003).

Ho, 3a TakBuUTE MpoliecH, OTpeOHa e OpraHo/Ioruja — KOHIIEIT Koj ro pa3BuBa bep-
Hapy [Iturnep (Bernard Stiegler) - mpeky Koj 36opyBa — Kako, BO OfipejieH ITPOCTOp,
penanuunTe Mery Mery3aBUCHU ,,OpraHU" IO COKOHCTUTYHMPAAT CYOjeKTUBUTETOT U
KOJIeKTUBHOTO 3Haeibe (Stiegler u Rogoff, 2024). Toj HarmacyBa geKa MoBp3yBambeTo
Mery MoeJIuHITY, IITO JIOBe/lyBa /10 TpaHchopMalivja (TpaHCUHUBUAYalllja), € BO3-
MO>KHO CaMO aKo THe JlefiaT 3aeJHUUKU TeXHUUKU BeUITUHU — KaKO UUTakheTo U Mu-
ryBameTo Bo AHTHUKA ['priyja — mIro ce mpeiyciioB 3a 3aeJHUYKO 3HaeHe U KyJITypa.
OpraHosolikaTa cocTojoa ce ogHecyBa Ha O[THOCUTE MeTr'y IICUXUUKUTE, TEXHUUKUTE
U CoLiija/THUTe ,,0praHu” Ha efHo omnurecTBo. be3 mpucran o Tue ycioBu, Belnu
Crurnep, He MOKe [ia ce BJie3e BO LIUPKYJalluuTe HAa TPAHCUHIUBUIyallUja, HUTY Ja
ce cTaHe CYOjeKT BO KYJITYPHUOT WJTU TIOJTUTUYKUOT TTPOCTOP.

Bo 0BOj KOHTEKCT, YMETHUYKOTO 0Opa3oBaHue — 0COOEHO BO TI0JIeTO Ha U3Be/yBay-
KUTe YMeTHOCTH (Bo MaKe/loHUja a U ceKajie) — He MOKe /Ia Ce 3aMUCIIU KaKo eJTHOHA-
COUEeH TIpolieC Ha MPeHOC U eJJMHCTBEH MPeHoC MpeKy hopMaTHOTO oOpa3oBaHue U
mpoiiecu. HammpoTus, cTaHyBa 360p 3a KOHTUHYMPaH ITpoLiec Ha ITUPKY/IaIuy (KpaTKu
U onropoynHu, criopen CTursep), Ha 3HAeHETO HU3 reHepaluu, TeIoTo, TI1acoT, JI0-
MUPOT U pennanmuTe. 3a OBUe MPoIecH TTIOTpeOHU ce TIPOCTOPH KoM Tpeba Jia ce 0BO3-
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MOsKaT, [ia ce HeryBaarT U Jla ce OTBOpaar (pe3ueHLnn, 1adbopaToprn, paboTUIHULIN,
ceMUHapH, KOH(epeHIx UTH.). Bo BpeMe Kora MHCTUTYLIMKTE KaJle IITO Cce Co3/aBa
3HaemeTo — aMUInjaTa, akaJgeMujaTa, KyJITypPHUTe MHCTUTYLIH — (Stiegler u Rogoff,
2024), ce Bo Kpu3a—ce jaByBaaT IIPOLIEIIM BO OfipefdeHr KOHTeKCTHU, Kajie ILUTO, Ipe-
KY eNMCTeMOMUIPaLIMUTe, Cé OTBOpa aJTepHaTHMBHa KapTorpaduja Koja MOBTOPHO
I' apTUKY/IKpa [IpaliamaTra: Kafe HacTaHyBa 3HAeheTo, KOj MMa JIETUTUMUTET Jia TO
dopMynupa, Ja To MHCTUTYMpPA U [ia I'o IpeHecyBa U Kako? [laju Toa 3Haeie e cy-
bantepHo (Spivak, 1988) u ako e Taka, KaKo ce co3flaBa U ce TpaHchepupa ImpeKy
MUTPALIICKUTE IPOLIECU?

Bo oBaa pamka, MHTepBjyMpaB Tpojlia Hallli YMEeTHULY, Kopeorpachu u n3BeayBa-
un o, MakepnoHuja - Anekcanjpa [letpyiieBcKka, Bukrtopuja Unuocka u AnekcaHgap
l'eopruesB - rocTaByBajK1 MM HU3a Ipalliakba: Kako BallnTe MUTPaLIMCKU , IIPEMECTY-
Bama“ u ,IIOMeCTyBambha“ BO pa3/IMUHU IIPOCTOPU U KOHTEKCTU BJIMjaaT BP3 BallleTO
TBOpeIITBO? KaKo oBHe IBMKema — pa3sMeHUTe HU3 ja3ulid, Tejla, FeCTOBU U KYJI-
TYPHU KOJIOBU — BJIMjaaT BP3 BalllaTa YMETHUUKA ITPAKTUKa KaKo (DOPMU Ha eIrcTe-
MoJIOLIKa TpaHcgopMalija? MmMarte MU MOKHOCT [ia TU [IpeHecyBaTe OBLe 3Haekbha
Ha3aj, BO 3eMjaTa, HO M BO KOHTEKCTUTe Kajle LITO CTe mpeMecTeHn? Kako Tue UCKy-
CTBa U 3Haerha b1 MoKeJjie Jja BrjaaT Bp3 MaKeJOHCKUOT efyKaTuBeH cuctem? IIIto
He/IoCcTacyBa BO TOJIETO Ha COBPEMEHUOT TaHII, IIITO BUe 01 cakaJie Jia mpeHeceTe?

HuBHuTEe ofroBopH, KOU r' aHa/IM3MpPaM BO MOHATaAMOIITHUOT TEKCT, OTBOpaaT 3Ha-
yajHa JUCKYCHja OKOJIy TOa KaKo Ce CO3JaBaaT 3HaemhaTa, H1U3 KOU ITPOLIENH THe LIPKY-
JIUpaaT U KaKO Ce apTUKY/INPa U ce TIpeHecyBa cy0aITepHOTO 3HaeHe BO PAMKUTE Ha
oBHe rporecu. KoHilenTor Ha cybanTepHO 3Haewme, pa3paboreH of ['ajaTpu YakpaBop-
t-CIMBaK, ja rmpobsieMaTu3npa Mo3uidjata Ha MapruHaJu3upaHnuTe IPyIid KOU PeT-
KO, WIM BOOIIIITO, HE Cce C/IVIIHATUA BO PaMKUTEe Ha JIOMUHAHTHUTEe AuUCKypcu. Bo Hej-
3UHUOT ecej ,[lanu cybanTepHOT MosKe f1a 30opyBa“, CIIMBaK r'o II0CTaByBa [IPaliamheTo
3a MOKHOCTa Ha TOBOP Of MO3UIIMja Ha CUCTEMCKA MapruHaIn3aliyja v ermcTeMOIOII-
Ka MCKIyueHocT (Spivak, 1988). CriuBak mpezmyiipenyBa [eKa Kora UHTeIeKTYaIL1Te
30opyBaar ,,BO Me Ha“ Ccy0aJITepHUTE, YEeCTO Ce PeIpoAyLMpa elmrMcTEMOJIONIKO Ha-
CUJICTBO — CUMOOJIMUHO MOTHCHYBakhe U ITPEKPOjyBabe Ha UCKYCTBATa Ha MapruHaJIv-
3UpaHUTE CIIOpe]] JIOTUKaTa Ha JOMUHAHTHUOT CUCTEM Ha 3Haeme. Bo KOHTEKCTOT Ha
YMETHUUYKOTO TBOPEIITBO — 0COOEHO BO U3BEAYBAUKUTE YMETHOCTHU — OBa €ITUCTEMO-
JIOIIIKO HACUJICTBO Cce MaHM@eCcTrpa HU3 UHCTUTYLIMOHAIHO U KY/ITYPHO (DUATPUpahe
Ha TeJIeCHU U IUCKYP3UBHU ITPAKTUKKU KOU TTIPOU3JIeryBaaT o MaprUHUTe, OJTHOCHO Off
HEeVMHCTUTYLIMOHA/IM3NPAHUTE WK Heo(ULIMjaIHUTEe MeCTa.

OBHe NMpaKTUKU HEPEeTKO OCTaHyBaaT He3abesesKaHU WM UCKIIYUeHH, a HUBHOTO
BOBe[lyBaibe He e pe3y/ITaT Ha CUCTEMCKU IPOLIeCH PeryIrupaHu of OpraHuTe LITO T'i
ormiyBa Ctursiep — haMuimjara, akageMujaTa Wik KyJITYPHUTE UHCTUTYLIMU — TYKY
3aBUCH Of JIMUHATA BOJIja Ha MOeJUHELOT Ha OJjIlydyBauka WiINM MHCTUTYLIMOHAIHA
no3utiyja (Stiegler u Rogoff, 2024). Cenak, ymeTHOCTa — 0COOEHO COBPEMEHMOT TaHI],

KaKo 1 TeaTapoT — Kaj Hac (pYHKLIMOHUPAAT KAKO IMIPOCTOPU Ha CyOaITEPHO 3HAeIhe:
3Haeme MPOoU3JIe3eHO O] TeJIeCHOTO MCKYCTBO, Of 3aeAHUYKN U a)eKTUBHU MEMO-
pun, off HeMUIIaHU KOJIOBU 1 MUKPOMCTOPUY KOU He ce BK/IOMyBaaT BO O(hULIMjaTHU-
Te WU — [IEHeC Cé TI0YeCTOo — OMPOKPATCKY KOHCTPYMPaHU U Ma3apHO OPUeHTUPaHU
HapaTHBU Ha 3HAeHe.

Bo 0oBoj KoHTeKcT, 6u ro cnomenana mpoekTor SHAKIN' (https://shakinproject.
eu/), Koj e pa3BHeH O] HEKOJIKY aKaIeMUU U ITPOrpaMU IIITO HACTOjyBaar ia U3rpajiaT
paMKa Bo Koja TTOCTOM MOKHOCT 3a BKJTyUyBalbe Ha 3HaemaTa IIITo ce paraar ,Ha Map-
ruHuTe” u ce opopMyBaaT MpeKy MUrpallui, pa3sMeHyBama U IpeHocu. ITpoekToT
OTBOpPa KpPUTHUKAa TuIaT(opma 3a MTOBTOPHO OCMUCITyBale Ha MOUMOT ,3Haeme" o]
repcreKTUBa HA OHME KOU Cce MapruHaju3upaHyd WIK UCKITyUYeHU Off aKaJleMCKUTe
u Kynrypaute tenTpu (SHAKIN’ Project, 2021). Co Toa, oBaa MHULIMjaTUBa OBO3MO-
JKyBa IUIypUBep3Upame Ha 3HAEHEeTO, T.e. OTBOPakhe KOH MHOIITBO COIMOKY/ITYPHU
nepcriektrBu (Escobar, 2018).

Bo pamku Ha MopmynoT CybantepHo 3Haeibe u Kymryphuu ITpaktuku (Subaltern
Knowledge in Cultural Practices), mpoekToT ja peacdupmupa rorpebaTa 3a IeMOHTA-
’Ka Ha XyepapxuuTe Ha BajJlopHU3UpaHi 3Haema IIPeKy AeKOToHUjalHu, apeKTUBHH,
heMUHUCTUYUKY U KPUTUUKU TTefiarorun. Criopes HUBHUTE ITPUHLIUITA, CYOaITEPHOTO
3Haelhe He e caMo OTIIOP, TYKY U IPIKa, yuerbhe, IPeoCMUCITyBahe Ha OJHOCUTE Mery
TeJIOTO, IJIaCOT, IIPOCTOPOT U MCcTopUjaTa. Bo oBaa paMKa, 3HaeHeTO He ce JOKUBY-
Ba KaKO HEYTPaHO WIX VHUBEP3a/JIHO, TYKY KaKO pelalllioHO, CUTYUPAHO U IIOTeH-
LI1jajTHO TpaHCc(OPMaTHUBHO.

CriuBak (1988) Hé rpegyrpeayBa: AypU 1 Kora cakame fia [IpeHeceMe 3Haeme, Tpeba
Ila ocTaHeMe CBeCHH 3a OITaCHOCTa O] ,,TOBOpelhe HaMeCTO" — 3a PU3UKOT JeKa MPeKy
IIpeTCcTaByBalhe MOyKe [Ja ce MCKJTyYMd TOKMY OHa IIITO cCaKaMe Jia T'o OCBeT/InMe. 3a-
TOa, Kako 1To nHcuctupa CrimBakK, Mopa [a ce co3ajaT yCI0BU cybaTepHOTO 3Ha-
eme Ja ITPOroBOPH CO CBOja JIOTHUKA, CBOj I'eCT, CBoja ImepgopMaTUBHOCT, CBOj ja3HUK.

Tokmy oBaa mo3uiiyja ja criofenyBa u Anekcangap ['eoprueB, Koj Beniu fieKa He MIpe-
HecyBa 3Haeme, TYKY CIofie/yBa MPaKTUKU — ,0Ha IIITO TO YUu MpeKy IPolecoT, He
KaKO TOTOB ITPOJIVKT, TYKY KaKO OTBOPEHA, IPOlieCHa U peJlallioHa KOHCTPYKLMja“
(l'eoprues, 2025).

Tyka MosKe U [la YBUIUMe JleKa Cy0aJITepHOTO 3Haelkhe He caMO KaKo 00jeKT Ha
aHaJIM3a, TYKY KaKOo >KUBOTHA ITPAaKTHUKa, CeKOjIIHEBEH UMH Ha KY/JITYPHO U IOJIMTUYKO
IOCTOee 1 TBopewe. Toj UMH e UMH Ha OTIIOP KOj Mpou3JieryBa oj Tejara IITO ce
IIpeMecTyBaarT, IIOMeCTyBaaT, MUI'PUpaaT HU3 KOHTEKCTU U TOIUTUKU. Bo HUBHUOT
BHaTpellleH KO/l e 3aruiliaH MTPolecoT Ha UIHUHYBake — KPUTAYKA IPUykKa 38 MOYKHU
WAHUHY, BTeMeJIeHa BO CErallHOCTa, Off OHMe KOU Ce HEBUIJIUBU 3a UHCTUTYLIMUTE,
HO CYUITMHCKH 3a OIIITeCTBEeHaTa U Ky/ITypHaTa TpaHcdopmMaiyja.
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Cy6antepHu 3Haewa U AMMHUHAAHHU NPEMHHU

Anekcanpipa [TeTpyiieBcKa, ITIpeKy CBOUTe OATOBOPH OTBOpa crieliirudHa TejiecHa
1 eMMCTeMOJIOIIKa MepcreKkTrBa. Taa 360pyBa 3a MUTPALIMCKOTO IIPEMeCTYBaibe Koe
He caMo IITO ja peceTupa Hej3MHaTa aBTOpPCKa IMO3UIlUja TYKY U TO JIeKOHCTpyupa
MUTOT 3a aBTOPCTBOTO IIPEKY pa30upameTo Ha KopeorpadujaTa KaKo MHTEPCYDjeK-
TUBEH, KOJIEKTUBEH U IpoliecyajeH unH. Hu3 cBojara pedyiekcuja Taa roBopu 3a
»,pa3MeHa MpeKy TeJIoTO" — Ha CTWIOBH, PeJlalluM, IPrsKa, 3Haere 1 UCKycTBo. Hej3u-
HaTa IpaKca He e 3aTBOpEeH Mpollec, TYKY OTBOPeH KaHaJl HU3 KOj LIMPKY/IMpaar TeJa,
€CTeTHKH, KOHIIENTH U OJHOCH, penanuu. [IpeKy mucraHIlaTa 1 KOHTEKCTyasTHaTa
rpoMeHa, [leTpyiieBcKka fo6WBa CBECT 3a OrpaHUUEHUTE MOJIEIU BO MAaKeJOHCKUOT
CHCTeM — BePTHKaJIHU XUepapxuu, 6ameTcKy MmapajurMu Ha aBTOPCTBO, OTCYTHOCT
Ha MPOJYKIIUCKU YCJIOBU, MHCTUTYIIMOHATHA TIOAAPIIKA U MeIMyMCcKa BUJIJIUBOCT.
W noxkpaj Toa, Hej3MHUOT MOBPaTeH aHTa)KMaH € aKTUBEH — ITPeKY JUTWTaTHU [1aT-
¢dopmu, caMoopraHu3upaH KOJIEKTUBU U CIIeLIM(PUUHUOT ,IIeUaT Ha ABUKemhe" KOj
ro ImpeHecyBa BO pas/IMUHU eyKaTUBHU KoHTeKcTH ([TeTpyuieBcka, 2025). Taa mpa-
BU jacHa JUCTUHKIIMja Mer'y MHIUBUAYAIHOTO aBTOPCTBO M KOJIeKTMBHAaTa TejlecHa
IIPaKTHKa, II0CTaBYBajKM ja CBojaTa YMETHOCT KaKo KaHaJl, a He KaKO COIICTBEHOCT, T'O
HarjiacyBa CBOjOT XUOPUIeH MPUCTar 1 YKa)KyBa Ha IoTpebaTa o OTBOPEHU CUCTe-
MM Ha eflyKaliyja 1 mpoAyKiyja. OBfe Taa v IIOTBPAYBa JeKa 3HaemaTa Kou ce cybart-
TepPHU LUPKYTUpaaT HU3 HepopMasIHU MPEsKH, TeJIECHU eTUKU, apeKTUBHU BPCKU
1 TIOCTHAILIMOHAIHA KOMYHUKALMCKA (OPMU — a He HU3 O(pULIMjaTHUTe KaHa/Iu Ha
MHCTUTYLIMOHA/IHO ITpeHecyBatbe (Spivak, 1988).

Op mpyra ctpaHa, Anekcangap I'eoprueB pedieKTUpa 3a YMETHUUKOTO IIOCTOEHE
HU3 ,,HOMa/ICKU JIoKasu3alun“. HeroBaTa rpakTuKa ce rpaiu MpeKy NocTojaHu Iome-
CTyBama — MOJINTUUKU, KYITYPHU, eCTETCKU U aheKTUBHU — U TTIPEMECTYBarbha HU3 T'eo-
rpacduu U CTaTyCH: ,TyKa IparaHiH, TaMy CTYAEHT, Ha J[PYr0 MeCTO eMUTpaHT, 6e30poj
XUOpUIHU no3utmun”. TeoprueB yKasKyBa JIeKa pasjMYHUTE COIWjaTHU TTO3UIUU (Ha
TIpUMep, CTaTyCOT Ha MUTPAHT) B/IMjaaT BP3 HAUMHOT Ha KOj HETOBOTO TeJI0 U paboTa
ce TIepLMITMpPaart, IITo BOAYW KOH xurieppedJiekcrja U MoJie/Ti Ha JleHallMoHaIn3aluja
Ha 3HaeweTo. OcoOEeHO 3HAUajHO e HETOBOTO MHCUCTUPAe JeKa He MOKe MPeru3HO
Jla apTUKY/IMpa Kako BidjaaT OBUe MOMECTYBama, TYKY /ieKa BIIMjaHUETO ce OfiBMBa
Ha TTOBeKe Tapasie/THA CJI0€BY, ILITO TOBOPU 3a HeJIMHeapHOCTa Ha MUTPALIMCKOTO UC-
KYCTBO. ['eoprueB ro riefia JBIKEHETO HE KaKO OTYI'YBambe, TYKY KaKo ITPOJIYKTUBHA
ro3uifrja 3a YMETHUUKO U TTOJINTUUKO ITpercnuTyBambe (l'eoprues, 2025).

Vnuocka CBOjOT OfIrOBOP T'O ITIOCTaByBa ITOETCKHU, CO ja3UK IITO Pe3oHupa co gpar-
MEHTapHOCTa U TeJIeCHOCTa Ha MUTPAIIMCKOTO UCKYCcTBO. Taa He BepyBa BO (pUKCHU-
paHu reorpadguu — HA Ha TeJI0TO, HX HA MUC/IaTa — U ro OIUIIYBa IIPeMeCTyBaibeTo
KaKO JMHAaMWKa Ha reCTOBM, KOJOBM U OHOCH Ha MOK. 3a Hea, JBUKEHHETO € eIlu-
CTEMOJIOIIKM UMH IIITO ja peopraHu3vpa BHaTpeIlIHaTa apXUuTeKkTypa. Mnmnocka Kopu-
CTU TEPMUHU KaKo ,,CyOBep3MBHA aJallTUBHOCTY, ,Kopeorpaduja Ha IIYKHATUHU" U

»OBIDKeme IITo n3bernyBa hopma“, co LITO ja apTUKY/IMpa MUATpalijaTa KaKo Kpr3a,
HO ¥ KaKO IIPOCTOP Ha OTIIOP U co3maBaibe. HejsuHoTo pasMuciayBaibe e m1aboKo cu-
TYMPAHO BO COIICTBEHATAa TeJIECHOCT ¥ BPeMEeIIPOCTOPOT Ha AMC/IOKalja, Kajie LITO
3HAEIHLETO Ce para He BO LIEHTapoT, TYKY BO aCMeTpHjaTa, BO PacLielloT, BO OHA LITO
He ce coBnara. Taa Benu: ,,He ce paboTtu 3a cTUrHyBambe HeKaje, TYKY 32 OCTaHyBaibe
BO JIBIJKEIhe, CeKOrall MajIKy HeCUHXPOHU3UPAHO — TAMY, BEPYBaM, Ce para 3Haemwe-
to* (MUnuocka, 2025).

WckycTBaTta Ha Buktopuja Unuocka, Anekcanapa IleTpyiieBcka u Anekcanzap ['e-
OpryeB ja pa30TKpUBAaaT CJIOKEHOCTa Ha ITPEHOCOT Ha 3Haeke, U KAaKO MUTPaALIUCKU-
Te MpoLlecy BiWjaaT, YKa)KyBajKU JleKa TaKBUOT IPEHOC He € HUTY JINHeapeH HUTY
eJHO3HAueH ITPolleC, TYKY KPeBKa, KOHTEKCTYAJITHO 3aBMCHA MpPaKTHMKa Ha I'PUKa,
IpeBeJlyBatbe 1 MO3ULIMOHUpamke. MIrocka ro onuillyBa MpeHecyBawbeTo Ha 3Haeke-
TO KaKo IIBePIyBaHO I00po - ,,BO parMeHTH, HEMCIOJIMPAaHO, HO HEOIIXOIHO" — IITO
He I[UpKy/Iupa HU3 hopMaHU UHCTUTYIIUU, TYKY ,[IOHEKOralll e TeCT BO HeKoja pa-

"

boTunHUIIAY, ,JIOHEKOrall IIe[THaTo ‘[1a, He CU caM/a
a He Ha mpou3BogoT (Mnnocka, 2025).

, THCHUCTUPajKXU Ha MPOLIeCoT,

3a ['eoprues, caMara Kjeja 3a IIpeHecyBambe 3Haehe e IMpobjieMaTUdHa — TOj BeJIU:
,He BepyBaM HUTY JIeKa IIpeHecyBaM HUTY AeKa Tpeba [a IpeHecyBaM 3Haerme“,
HarJacyBajKy ja MHOWBUya/lHATA U CeH3yajHaTta (puaTpalyja Ha UCKYCTBaTa, KOU
L2HeMaar yHuBep3asiHa BpegHocT®. [TpuToa, CIiofenyBameTo CTaHyBa MCTOBPEMEHO
U UMH Ha U3JI0KYBamkhe Ha ,He3Haeme“: ,,ako MOopa Toa [ia ce Hapeue ‘CIIofe/IyBambhe
3Haeme’, Torall Mopa HY;KHO Jja ce cpaTi U KaKo CIoJe/yBambe Ha He3Haeme” (l'eop-
rues, 2025).

[TeTpyiieBcKa, IakK, YKasKkyBa Ha MHCTUTYIIMOHa/IeH BaKyyM Bo MaKeqoHMja, ITOCO-
YyBajKU JeKa ,,HeMa MHCTUTYIIYja WX OATOBOPHO JIUIIE IIITO CCTEMATCKU eBUAeHTHU-
pa KoM YMETHULIY YUYaT WIX paboTaT HaJgBop*, LITO I'o IpaBU IIPEHOCOT Ha 3HAEeHhEe BO
3eMjaTa Mpallambe Ha JIMYHa MHULjaTuBa. Cerlak, Taa akTHBHO y4eCcTByBa Bo Hedhop-
MAaJTHU KOJIEKTUBH BO bepiiuH, ITpaKTUKyBa KaKo IIITO Be/I1- TPaHCHAITMOHATHU YMeT-
HUYKU JIUjaIo3U U CO3[aBa OJIHOCH IITO ,'M OPUIIAT jaCHUTE IPAHULIA Mery Y/IOTUTe
Ha TaH4yap — Kopeorpad, TaHYap — IpaMaTypr U TaHdap - npujaten” (IleTpyiieBcKa,
2025). Bo cute Tpu ciydau, IIPEeHOCOT Ha 3Haekhe He Cce CJIyuyyBa Kako YHU(OpMeH
TpaHcep Ha MHpOPMaLIMU, TYKY KaKO CUTYMpPaHa M 4eCTO HeBUJJIMBA IIPAKTUKA,
KOja MCTOBPEMEHO ITpeHecyBa U OTIIOP, IPMyKa U KPUTUKA KOH CTaHIapAu3upaHuTe
dopMu Ha efgyKalja ¥ MHCTUTYLMOHAJIHO ITPEII03HaBabe.

[TpeKy oBHe OATOBOPH Ce MOTBP/yBa U I[eHTpa/iHaTa Te3a Ha OBOj TEKCT: MUTPa-
LpjaTa ¥ MOOM/THOCTA He ce caMo IIpeMeCTyBaiba 1/UIM [IOMeCTyBatba Ha Tejia, TYKY
KpeaTHBHH, ITOIMTUYKU U KOTHUTUBHM IIpe-/TIOMeCTyBaiba, LUPKYIAlUM IITO ja
MpeoO/IMKyBaaT OpraHojiorijaTta Bp3 Koja ce pa3sBMBa YMETHUUKOTO 0Opa3oBaHUe U
TBOpeme (Stiegler u Rogoff, 2024). OBue mpoliecu co3maBaaT cy0aJTePHO 3HAEHHE —
penainyroHO, PYIITYPHO U ITOJIMTUUYKKU OCET/IMBO — KOe He caMo IITO € CYLITMHCKO 3a
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aKTYeJIHUTe YMEeTHUUYKU U Me[aroliiKy IapaJurMy TYKY U [IejCTBYBa Kako IIpoLec Ha
UIHUHYBalhe— BO CMUCJIa Ha KPUTHUUKO ITPOEKTHUPahe Ha MOKHU (HOBU) cBeToBH (Fry,
Bo Escobar 2018: 117-118).

Bo MaKe[IOHCKHUOT KOHTEKCT, MUTpal[{jaTa — KaKo IIITO MTOKa)KyBa M OCHOBHATA Te3a
Ha OBOj TEKCT — € Tpe]I Ce TTOC/IeIUIA Ha CTPYKTYPHA MHCTUTYIIMOHATHA (DOPMAaTHOCT
W OTCYTHOCT OfI TIOITUPOKUTE TEKOBU U MOTPeObu. OTCYCTBOTO HA aKTUBHO ITPEUC-
MMUTYBabe Ha MOTpeOuTe Ha ClieHaTa, MPOJIYKIMCKa UH(PPACTPYKTYpPa U CUCTEMCKA
MOAIAPIIIKA Pe3y/ITUPa CO XPOHUUYEH OJ/TUB Ha YMETHUYKU TTOTEHIIUja/Id U 3HaeHe
(brain-drain). Ho, Toj o/yiuB He e MHeapeH, TYKY AWjaclIOpUUeH U CJI0eBUT. MHOTY
yMeTHUIIU — Kako [lerpymieBcka, Mnunocka u ['eoprueB - ocTaHyBaaTt MOMery U M3-
Mery (in-between unu in-betwixt) win Bo ITMMUHAIHUOT IPOCTOP, JKUBEEJKU U CO3-
JlaBajKu BO JIMMUHAJIHU KYJITYPHU TI0JTHba, HU3 KOU IUPKY/IMPaaT 3Haekwha, UCKYCTBa
1 apeKTH IITO ce MpeHecyBaar of ,,0BIe“ KOH ,TaMy“ 1 00paTHO, HApVYILIYBajKu '
OMHapHUTE OUCTUHKLIMH Ha LieHTap U (ceMu)iiepudepuja.

OBue pa3IuKu Mer'y THCTUTYLIMOHATHUOT e OULIUT, HeIOCTAaTOK Ha KY/ITYPHU IT0JTU-
THUKU KOU ITOAAP/KYBaaT KOHTUHYUPAHO YUelhe, NCTPaKYBatbe U CO3IaBamhe Ha 3HACHhe
1 HedpopMasIHaTa MPOAYKTUBHA MOK VKaKyBaaT Ha UTHOCTa off pediekcuja. [ToTpes6-
HU Ce KPUTHUUKK Mofeu Ha pacuikonyBambe (deschooling) (Illich, 1971) u neparoruja
Ha HageskTa (hooks, 2003), 111To He ce TeMmesnaT Ha TpaHCMUCHja, TYKY Ha apeKTUBHa,
TeJIeCHa 1 peJlaljioHa KOKpealrja v IIUPKy/Ialija Ha 3Haekhe, OMHOCHO TPAaHCUHIBU-
noyanHu mpouecu. ['eoprues, [eTpyuieBcka u Mnrocka, ceKoj Ha CBOj HAUMH, ja IIpaK-
THUKYBaaT TOKMY 0Baa (pJIyiHa, [IOCTHAL[MOHAJIHA 1 ITOCTAaBTOPCKA I1earoruja.

BaykHO e J1a ce ucTakHe JleKa OBMEe YMEeTHUIIU JIejCcTBYBaaT U KAKO aKTMBHU UU-
HUTEJI BO He3aBUCHATa (BOHMHCTUTYLIMOHAJIHA) CLIeHa — IIPEKY CAMOOPraHU3upaHu
¢dopMmaTu, HechopMasIHU 06Pa30BHU IIPOLIeCH U Mer'yHapogHu copaboTku. Ho, Kako
IITO CaMUTe YKa)KyBaarT, THe PeTKo JoOuBaaT MHCTUTYIIMOHAIHA Moapiika. Toa ja
MpaBU yjioraTa Ha opraHu3alMuTe KOU JIejCTBYBaaT KaKo He3aBUCHU IIaT(OPMU —
Kako 1mtTo ce: JlokomoTtuBa, Tunuut! UHK., Ckorje ITpajn Bukenp (opranusupas of
Koanuuuja Mapruam) u Opyru — ofi, CYIITUHCKO 3Hauerbe. Tue He caMo IITO ja Iof-
Ip;KyBaaT MPOAyKIIUjaTa Ha 3HAEHeTO U YUEeHeTo TYKY U ja MpeocMucsyBaaT cama-
Ta efyKaTWBHA ClleHa KaKO MPOCTOP Ha OTIIOP, IPUsKa, eMaHLuIIalja U 3aeJJHAUYKO
uaHUHYBame. Ho, 1 oBUe opraHusaliiuu, TOKpaj CBOUTe HAMopH, IMpalilame e KaKo
MOKe caMu Jla TU MOoAJp>KaT OBUe IIPOIeCy, TOKOJIKY UCTUTe He ce TOoAApKaHu of,
KY/ITYPHUTE MOJIMTUKU, OTHOCHO He TOCTOojaT MHCTPYMEHTHU 3a MO IPIlIKa Ha Mpoije-
CHM Ha JOITOPOUHO yUele, UCTPaKyBale U U3ydyBake BO YMETHOCTa 1 KYJITypaTa,
Kajie 1ITO Ce cOo3/laBaaT HOBUTe 3Haema.!

[Iporpamute Ha Jlokomowiusa — Kako 1to ce Homap Tani Akagemuja, Kputuuka
npakca (on Jyrociasuja) Critical Practice (Made in Yu), Kypupame Bo KoHTeKcT, Kyii-
TPEHUHT - ja apTUKy/IUpaaT rnorpedara o dhjIeKCUMOWIHN, UHTEPOUCLIUIUIMHAPHU U
MOIUTUUKY MH(POPMUPaHU TefJaroliky MPaKTUKU. VICTO TaKa, MHULIMjaTUBUTE Ha

Tuunut! WHK. ([Inardopma, [IIKona 3a ApaMaTypruja) ¥ eqyKaTUBHUTE COOPYKUHU
BO pamku Ha Ckorije I1pajg BukeH oTBopaaT HOBHU €IMCTEMOJIONIKY TepeHU. Tue He
ce elyKaTUBHU TPaJUIMOHAIHNA MOIEIN WIM MPOLEeCcH, TYKY TPaMOOIUHU — TOUKU
Ha CKOK BO HOBU ITepCIeKTHBH, Kajie IITO opraHojiorujaTa ce pechopMUpa, Kajie IITo
3HAEHETO He Ce CO3[aBa, TYKY Ce CIIofle/TyBa, Ce ITPeKOHTEeKCTYaIn3upa.

3aroa, BAKBUTE MUTPALIMCKU [TATEKU U MPAKTUKU Ha CO3aBaibe Ha 3Haeke Tpeba
Ia OMpaT Ipero3HaeHyd KaKo KIy4Ha BPeIHOCT 3a UIHUOT Pa3Boj Ha YMETHUUKOTO
TBOpeme 1 obpa3oBaHue Bo MakenoHuja. He Kako mpemecTyBaiba, UK OTCEIyBaibha,
WIN ,BpaKarbe Ha aBTOPOT JoMa“, TYKY KaKo CO37jaBamhe UHTEePCeKLMCKYA MOIe/ Ha
yuerbe U IMpojIyKiirja Ha 3Haeme KOoU I'o JoBeayBaaT BO IIpalliaihe LIeHTapoT, OTBopa-
aT Io/IMba Ha (ceMu)rieprudeprcka MoK, U r'o MO3ULKOHNUPAAT TeJIOTO — MOABUKHO,
adeKTUBHO, apXUBUPAHO — KAKO HOCUTEJI Ha TPaHCHALIMOHAIHO, CyOaITepHO U I10-
JINTUUKO 3HAeIhe.

Kakeu nomectyBama HU Tpebaar?

Op npyra cTpaHa, IOMeCTyBamaTa, IPeKy OB1e CIIOMEeHATU IV1aT(OPMH, UCTO TaKa
B/IMjaaT Ha CIIOMEHATUTe IPOLIeCH, HO XUIIePMOOM/IHOCTA HAa YMETHUIIWMTE, IIPOIy-
LIEHTUTe U KypaTOpHTe BO IMOJIETO HA COBPEMEHNUTe N3BeyBauKN YMETHOCTH € MIpe]l-
MET Ha pacTeuKa KpUTHKa — He caMO II0paJii eKOJIOIIKYA NPUYMHU TYKY U Hopaju
(haKTOT IITO Taa MOOMTHOCT AUPEKTHO I'o MOTXPaHyBa KalUTaIUCTUUKOTO LINPKYJ/IU-
pame Ha YMEeTHOCTA.

Kako anTepHaTHBa, CE TIOYECTO ce TIpefiyiaraaT IMMpUCcTaIy Ha 6aBHa MOOYUTHOCT WU
MPOAO/KEH MTPEeCTOj, HAMEeCTO KPaTKU U TIOBPIIHU YMETHUYKYU aHTa)KMaHU Ha eJlHa
nokatpja. OBfie JaBaM OCBPT Ha JIBe COPAOOTHUYKM, KYpPaTOPKY KOU Off JTBE Pa3jInd-
HU TIO3ULINY, KPUTUUKY pedJIeKTUpaaT OKOJTY U 3a OHA, IIITO I'0 HAapeKyBaM OB]Ie - I10-
MecTyBaa U ITpeMecTyBama. Mapta Kenn, KypaTopKa U ipaMaTypr, YKa)KyBa JleKa
MOOWTHOCTa ja MpozyIabouyBa MpeKapHOCTa, OUJIejKU YMETHULIUTE, KYpaTOpUTe, U
IpyryTe KYJITYPHU PaOOTHULIM ce MPUCWIEHU Jla ce TpUJIarofyBaaT Ha ra3apHuTe
JIOTUKY — Ha TIPUMe], YMETHUIIUTE /la KPpernpaar JIeCHO ITPEeHOCIMBY (hopMaT Co MaJt
O6poj u3BeyBauM 1 MUHMMAJTHU TeXHUUYKU Oapama (Keil, 2022). TakBuTe ycioBu He
II03BOJTYBaaT KOHTUHYUTET, UCTPa)KyBatlbe U Pa3Boj HA ITPAKTUKUTE, TYKY T'o (DOKYCH-
paaT YMETHUUKOTO TBOPEILITBO Ha Pe3y/ITaTOT U ITa3apHUOT eheKT Ha KPajHUOT ITPo-
u3BoJ]. HamecTo co3gaBame JIOKaJTHU YCJIOBU 3a JIOJITOPOYEH Pa3Boj, YMETHULIUTE O]f
»CIJIeTITe TOUKW" 1y (cemm)repucdepunte Ha EBporra ce rpucuienu ga ce ajamnTu-
paat Ha hopMaTH YCIIOBEHU O] Pe3UAEHIINH, KOITPOAYKIINHU U (heCTUBAJICKU MPEFKU.

Bo TakoB Mojiesi, MOObuTHOCTa U (hJIEKCUOMTHOCTA CTaHYBAaT HEOIIXO/IHU BEIITH-
HU — UCTO KAKO U MOCTOjaHaTa MOATrOTBEHOCT 3a MPEeMUHYBAHe O] e[JHO MeCTO Ha
IIPYTo U Off e[IHa 3ajjaua Ha fpyra. Keus monoHuTeIHO 3a0e/esKyBa [ieKa TKaeheTo
Ha pealiCKU MPeKU (co KypaTopu, becTUBaIM, UHCTUTYUU U (hOHIALINM) € el
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o[l ceKojIHeBHaTa IIpeKapHa cTpaTeruja 3a omncraHok (Keil, 2022), 3aToa 1ITO Ha TOj
HAuUMH JOCTAITHOCTA JI0 ITPOCTOPH 3a Pa3BOj € MOTr'ojIEMO.

Kypatopkarta Katanuu Epgenu (Erdédi, 2016), Koja moTekHyBa of, YHrapuja 1 ;KUBe-
esla ¥ paboTtesna Bo BueHa (cera 1oBTOpHO e Bo Bygumrielirta), CBelour 3a MUTpaly-
CKUTe MCKYCTBa LITO ja 0O/IMKyBaaT Hej3MHaTa KypaTopcKa U IMOJIMTUYKA ITO3ULIMja.
Kora ce npecenyBa Bo BueHa, craHyBa e of caMoopraHmu3upaHara rpymna Kamxire-
nmapuja 3a npekapHocT (Precarity Office), kKoja obemuHyBa syre o eBPOIICKUTE Ie-
pudepun OKoJy mpaliiaiha ITIOBP3aHu Co TPYAOT U Murpauujata. Bo cepuja HacTaHu
IMOCBEeTeH! Ha MOOWIHOCTa M MUTpalidjaTa, THE ja aHa/In3upaaT peTopuKaTa IIITO '
OOBUTKYBaA OBHE TEPMUHHU BO jaBHUOT OUCKYPC U MoauTukute Ha EY. Epmenu Ha-
r71acyBa JleKa MpeKapHOCTa e 3ae/IHMUKa TOUKa 3a ITOBP3yBakhe Ha Pa3/InyHUTE MU-
rpaLIMCKU UCKYCTBA, VKaKYBajKU JeKa MUTPALICKUTE TIOIMTUKY He ce caMO alaTKU
3a pery/alijdja TYKy 1 orjiefiajia Ha KoJIeKTMBHAaTa IOJIMTUUKa uMaruHaijja. Bo oBoj
KOHTEKCT, IP;KaBjaHCTBOTO CTaHyBa (hjieKCcHOM/IHA 1 IIperoBapauka KaTeropuja, Ha-
Mecto ¢ukceH craryc (Erdsdi, 2016), - Bo penaiiija co KOHLENTOT Ha HOMAICKUOT
cyb6jekt (Braidotti, 1994 kaj Erdédi), Koj mpoussneryBa oy (heMUHUCTUUKUTE, TTOCT-
KOJIOHWjaJIHUTE U aHTUPACUCTUUKUTE (hrt030UM, KpUTUUKATa U COLIUjaTHATa TeOo-
pHja, a MOToOa Ce pa3BUBa BO aHAJIUTUUKA aJlaTKa 3a pasrjieyBaibe Ha TP KIacu Ha
rpo6siemu (Braidotti, 2010).

Ha HoMagCcKUOT cy0jeKT ce TTIOBHMKYBa U [eoprueB Bo UHTEPB]YTO — T.e. CYDjeKT KOj
ce OBWKU HU3 IPaBHU, TOTUTUYKY U eTIMCTEeMOJIOIIKY TpaHuLiu, 6e3 ma 6ume (puKkcu-
paH, 3aKOTBEH BO UJIEHTUTETCKUTE KaTeropuu Ha Hallija, paca WM penurnja. bpaj-
IIOTH 3acTaryBa Bu3Mja 3a EBpolla KaKo NOCTHALIMOHAJIEH ITPOCTOP ILITO Ce TEMEJIM Ha
MOOWJTHOCT, KOHTMHI'€HTHOCT U peJIalliCKa MPUITaJHOCT, TOBOpejKU 3a ‘ieKCuoOuI-
HO ApsKaBjaHCTBO', OOHOCHO IIPaBO Ha JIP;KaBjaHCTBO Ha MHTEPHALIOHAIHO HUBO
(Braidotti, 2010). OBaa Bu3uja cTaHyBa 0COOEHO pejieBaHTHA BO KOHTEKCT Ha pacTeu-
KUOT HaIlMOHA/IM3aM UM IP’KaBHUOT pacu3aM, MaKo OCTAHYBa MPETEKHO YTOIMMCKU
Mojes1, 6e3 MoIMTUYKA BOJTja 3a PajiuKalHO (eBPOIICKO) IIPEUCITUTYBake, KaKo ILITO
VKa’KyBa U Epyiequ BO CBOjOT TEKCT.

O6pa30BHH TPACKTOPUN U UHCTUTYLLMIOHAAHM NpoLenu

Bo criomeHaTuTe yC/IOBM Ha I7I00au3upaH, HEOMOepasHO HAacOueH Ky/ITypeH
rasap, TpaHCHAIIMOHAJTHUTE M MUTPALIMCKUTE IPOIIeCH Ce TIOBeKe T'O YCJIOBYBaar
MMPEeHOCOT Ha 3HAeHEeTO, KOe CTaHyBa 3apoOeHO BO paMKUTe Ha HAITMOHAJTHUTE U CY-
TpaHaI[OHAJTHUTE CTPYKTYPU, KaKO IIITO Ceé eKOHOMCKUTE Ta3apu, BUSHUTE PEKU-
MU U TIOJIMTUKUTE Ha MOOWIHOCT. OBUe CTPYKTYPHU BOCIIOCTABYBaaT aCUMETPUM Ha
npucTtan u AepUHUPaaT KOj MMa IpaBo Jia TIPOoAyIupa, UHCTUTYUPA, MPOAyIUpa 1
Ila TIpeHecyBa 3Haele — U noji kou ycioBH (Spivak, 1988; SHAKIN’ Project, 2021),
OJTHOCHO KOj MMa IpaBO Ha pPa3Boj(HOCT).

IloTonKy mmoBeKe Tpeba [1a ce BI0}KyBa BO CO3aBaheTo Ha JIOKAIHU YCJTIOBU U IIPO-
rpaMu 3a JOAropodeH pa3Boj, OMHOCHO Ja ce pa3sBUjaT KyJATYPHU ITOJIUTHUKY KO Ke '
MOAAP>KAT 1 Ke T MOTTUKHAT OBUe IIPOoLiecH, OUejKu Toa JUPEKTHO U MHOUPEKTHO
BJ/IMjae Ha CUTe OCTAHATHU IIPOrpaMHU U JIejCTBYBaiba BO II0JIETO Ha KY/ITypaTa U YMeT-
HOCTa, KaKo U Ha JIeMOKPaTU3MPamkeTo Ha ITOJIeTO Ha Ky/ITypaTa U YMeTHOCTa, OJHOC-
HO, OBO3MO}KYBalheTO Ha Pa3Boj - TBOPEHE U CO3/laBalhe HOBU 3Haeha U MPAKTUKMU.

M BO He[oCTaTOK Ha OBUE MHCTPYMEHTU U ITOJIMTUKM, OHME 32 KOU CTaHyBa 300p
TYKa — YMETHULIY, KypaTOPU U OCTAHATU KY/ITYPHU PaOOTHULU ILITO Ce ABIIKAT I10-
MeIl'y MaprUHa/IM3UPaHy U JOMUHAHTHU IIPOCTOPH - TO 3eMaaT IIPaBOTO KOe I'o I1oce-
IyBaaT - Ha apTUKYJ/Ialiija Ha COMICTBEHUTE MTPAKTUKU U TO IIPEUCIUTYBaaT OJHOCOT
Mer'y TeEpUTOpUNUTE, MTHCTUTYLIMUTE U ITPOJIyKLIMjaTa Ha 3HaeweTo. Toa ce ¥ oHUe LITO
ce IpeMecTeH!u — 4ecTo 0Oe3 AprKaBjaHCTBO, BO HECTAOM/IHU ITPaBHU CTAaTYCU — KOU
MopaaT KOHTUHYMPAHO Aa I'i 0OHOBYBaaT BU3MTE U IO3BOJIMTE 3a IIPECTOj KAKO IITO
ce Wnuocka, IlerpyiieBcka u ['eoprues, U oHUE BO HE3aBUCHUTE CLIEHU Kaje IITO
IIpeKapHo ce 6opaT 3a CBOjOT (YMETHUUKHU) I7IaC U POCTOP, a Cellak 'Y co3/iaBaaT
OJIHOBO 1 CEKOjIHEBHO YCJIOBUTE 3a Pa3BOj U MPOAYyKIFja Ha 3Haeme. OOHOCHO OHUE
IITO Ce TIOMEeCTYBaaT Iopafy HeJoCTAaTOK Ha MOKHOCTU 3a U3YUyBambe U VC/IOBU 3a
pabota, murpupaar 3a fa ja obe3begaT cBojaTa enucTeMOJIOIIKa U TBOPeUKa XpaHa,
KOja He M e [ocTallHa BO JIOKA/JIHMOT KOHTEKCT, 3a [1a MOJKe J1a ja ImpecosmazaTr Bo
CBOjOT IIPOCTOP, OGHOCHO JIa TO IIpeHecaT CTeKHATOTO 3Haekhe BO JIBEeTe HACOKU — O]f
TaMy oBfie u obpatHo ([TeTpyuieBcka, 2025; I'eoprues, 2025; Unuocka, 2025).

Taka, He cTaHyBa 300p 3a NO3UILIMja Ha IIPUBUWIETMPAHOCT 3aTOA LITO € OBO3MOKe-
HO Ja paboTraT BO IMOMHAKOB IIPOCTOP Off OBOj Kaje IITO HeMaaT (HOBOJIHO) YC/IOBU
3a pa3Boj, TYKY HAIIPpOTUB, CUTE Ce BO MOCTOojaHa 60pba Co CTPYKTYPHOTO HACUJICTBO
(paboTHH, CTYIEHTCKU, TYPUCTUUKA BU3HU [CTapy, HOBU] PE;KUMU, UTH.) Koe ja 0671u-
KyBa MoOuIHocCTa — 6bopbaTa 3a IIPUCYCTBO, IV1aC U IPeno3HaBamke BO KOHTEKCTHU IITO
M cejIeKTUpaaT CybjeKTUuTe cropen HUBHATa ,KOPUCHOCT" wnu ,npudaTiuBOCT”
3a [asapoT, Wiu 3a ,,[IoIMTUYKaTa BU3Uja“, WIK ,HOpMUpaHaTa MHCTUTYLIMOHAIHA
MIPUIIAAHOCT, a He crope HUBHATa emicTeMosonka BpenHocT (Kilomba, 2010, Bo
Erdodi, 2016; Keil, 2022). Bo oBaa pamMka, yKa;KyBaM IIOBTOPHO JleKa MuUrpaijijara He
e caMmo reorpad)CKo JIBIKEIhe TYKY U MOJIUTUUKO IIpeMeCcTyBamhe, TejleCHa U KOrHU-
TUBHA peJialiyjja IITO Bidjae BP3 YMETHUUKOTO CO3laBarbe U 00Pa30BHUOT CUCTEM.

OBue mpeMecTyBamba 1 ToOMecTyBamba ce (hopMU Ha eMMCTEMOMUTPAIUN KOU TTPUIO-
HecyBaaT KOH IpoJIyKIrjaTa Ha cy0anTepHo 3Haeme (Spivak, 1988; SHAKIN’ Project,
2021), HO UCTOBpPEeMEHO IIPeau3BUKYBaaT 3aMOp, UCLPIEeHOCT 1 HeBummBocT. Ha-
MeCTO YMEeTHUIIUTEe M KypaToOpuTe [ia MMaaT CTaOMJTHU YC/TIOBU 3a Pa3Boj Ha JIOKasl-
HO HUBO, THE Ce TIPUMOPaHU TTOCTOjaHO Jja IIUPKY/IMpaaT HU3 CIIEHU U MPEeKU 3a J1a
00e30emaT ycioBU 3a mpodecroHasieH OTICTaHOK, KaKo U ImpodecroHaHa ,XpaHa“
(compskuHa, Tpaliakba KOUW I'M 3aceraar ofipefieHu CIleHH) — U 3a cebe U 3a CBOUTe
copabotHuiu (Keil, 2022). Toa ro TpaHcdopmupa HUBHOTO BpeMe U BHHUMAaHUE O]f
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IIPOLIeCU HA MCTPayKyBaibe M KOHTEKCTyaJIHa IPUKa BO [Ta3apHO OpHeHTHpaHa ajiar-
TaOMJIHOCT U KPaTKOPOUHa MPOAYKIMCKA (DYHKLIMOHAIHOCT (OIHOCHO, TIPOAYLIUPaHU
Zlefia co MoMaJIKy U3BeyBaul, afaliTHpaHy Ha a3apoT U eKOHOMCKUTE MOYKHOCTU
KOU T'M YC/IOBYBaaT JIOMOJIHUTE/THO OBHE TTPOLIECH).

OBue cocTojOM KOHTUHYHMPAHO Me UMHAT Ja ce IIpallyBaM: KOj MMa IIpaBo Ha CTaduI-
HOCT, Ha YCJIOBU 3a MOHUHYBake, OJTHOCHO 3a BTEMEJTYBake Ha UTHUHU BO YMETHOCTA
U KyJITypaTa HU3 pa3Boj HA eCTETUKU, pealiiu 1 3Haewe? M Kako Ja usrpajjuMe Mo-
Ieny Ha JelleHTpaIn3upaHo, cutyupao (Haraway, 1991) u penaiirioHo obpa3oBaHue,
IITO I'M IIpero3HaBa oBre (hOpMHU Ha MUTpalCKa KOTHUTHUBHOCT, CEH3UTUBHOCT, Te-
JIECHOCT, TeplLieniiija, U APYrocT KaKo emmrMcTeMoIomKy Bpequu? Kako ma cdatume
JleKa pa3BOjHOTO Tpeba Mia ce MoAAp:KyBa, OUEejKU TaMy e COZIP;KaHO UIHUHYBAbEeTO?

Mhratdopmun 3a enMcTEeMOMUrpauMm:
Aoxomoruea, Tunnut! UHk. n Cxonje lpaja BukeHa

Kaj Hac, Kako I1ITO ¥ HAITOMeHaB Ce YIIITe UMaMe YCIIOBU Ha CUCTEMCKA HEMOKHOCT
3a MO/IAPIIIKA Ha JIOJrOPOYHa U KOHTUHYMPAaHa Pa3BOjHOCT BO YMETHOCTA U KYJITypa-
Ta Koja ce Mo Ap;KyBa MPeKy IPorpaMu 3a UCTPasKyBarbe, CopaboTKa Mer'y yMeTHULIU
U JIPYT'Y CTPYYHU JIUIIA, eYKaTUBHU MOJIeJTM Ha JIOJITOPOYHO yuelhe UTH. McTo TaKa,
“MaMe U MHCTUTYIIMOHAIHO OTCYCTBO Ha MOJI/IPIIKA 32 COBPEMEHNUTEe TEKOBU BO CO-
BpeMeHara Ky/lITypa, U3BeJI0eHUTe YMETHOCTU U KPUTUUKUTE KY/ITYPHU TPAKTUKU BO
obpa3oBaHUeTO (cé yiITe HeMame 0O0pa30BHU MHTEPAUCIIUTUIMHAPHU MTPOrpaMu 3a
u3BeI0EHU CTYIMM, IpaMaTypruja [Bo MOUIMPOKa CMUC/Ia Ha 300pOT], 3a Kypupame,
yIpaByBaibe CO KyITypaTa M KyJITYPHU MMOTUTUKA U APYTH — WHITUAEHTHO MMOCTOojaT
MpeiMeTH, a He TTporpamu). HeKonKy opraHu3aliii, J1ejcTBYBajKu Kako I1aTdopMu
BO MaKe/ioHUja, Tipe3eMaaT aKTUBHA y/iora BO co3JlaBamke eJlyKaTUBHU, KypaTOPCKU
Y ITPOMIYKIIMCKY MOJIe/IM KOM ja MOJIAP;KyBaaT MUrpalifjaTa Ha 3HaekHe ITPeKy Tejiarta,
r7IaCOBUTE M UCKYCTBaTa HA YMETHUIIU, aKTUBUCTH, TEOPETUYAPU U KypaTopU BO TIO-
jleTo Ha reppopMaHC W/WIM U3BeA0eHUTe YMeTHOCTU. Jlokomouiusa, Tuuuuiu! MHK.
u Ckouje Ilpajg BukeHg, mpeKy cBOUTe aKTUBHU IIKOJIU WU IUCKYP3UBHU MTpOrpa-
MM BO paMKUTe Ha (heCcTUBAJIUTE, WIM OCTAHATUTE TIPOrpaMU KOM T'M OpraHu3upaar,
(byHKIIMOHMpaaT KaKko 3HaUajHU r1aTOpMHU 3a ercTeMOMUTPaIvK — TpaHchopMa-
TUBHU U Pa3BOjHU TPOCTOPU BO KOU 3HAEHETO LIMPKY/IMpPa HU3 IPaHUIIATE, UCTTPOO-
YBaHEeTO U MPOMUCITYBabEeTO Ha IepOopMaTUBHUTE MTPAKTUKU U PeJlalluuTe Ha TPU-
’Ka W 3aeTHUIA HU3 KO THe HAacTaHyBaaT U ce pa3BUBaar.

Jlokomottiusa, TipeKy cBouTe nporpamu Kpuruuka npakca (of Jyrociasuja)/Critical
Practice (Made in Yu) (motekHyBa o copaboTka co CiiaHuua of, bearpag Bo pamMKu
Ha Mmpeskata Homag Tanu Akagemuja v Ipyry eBporCKU Mpeku Kako APAP) u Ky-
pupatse 8o KoHuekcu/Curating in Context — 0BO3MOKYBa aJITepHATUBHI MO/ Ha
KY/ITYpHA enyKanyja 1 pasmeHa (Lokomotiva, 2024). IIporpamata Kpuitiuuka itipakca
(og Jyzocnasuja)/Critical Practice (Made in Yu) e egyKaTuBHA U UCTpayKyBauKa IIporpa-

Ma Koja MOTTHUKHYBa KPUTUUKa pedrieKkcHja 3a COBpeMeHUTe U3BeqyBauKu YMETHO-
CTH, co (POKYyC Ha ITOCTjyTOCIOBEHCKUOT PETMOH, HO BO pejlaljija co MHTepHAIIMOHAJI-
HUTEe KOHTeKCTU. Taa rv oBp3yBa TeopHjaTa, yMeTHUUKATa IPaKTHUKA U Ky/ITypHaTa
IMOJIMTHKA KAaKo HepasJle/THM JIeJIOBU Off YMETHUYKOTO rojie. Ilenra Ha mmporpamara
e Ja ce pa3BUjaT HOBU reHepaluy aBTOPU 1 KpUTUYapH (OAp>KaHU ce TeT LUKIYCU
o[l effHa U TI0JT TOJIMHA), KO ITPEKY KOJIEKTUBHO yUeme, pa3MeHa 1 caMmopedJieKcHja
pa3BUBaaT ajlaTKU 3a KPUTUUKA aHa/IM3a 1 jaBHO [iejcTBYBambe (BO paMKU Ha (hecTu-
BaJICKU ITpOrpaMu, pa3Boj Ha JUCKYCHUM, Pa3roBOPU CO YMETHUIIHM, 3acTallyBamke Ha
KY/ITYPHU ITOTpeOU 1 MOJINTUKYU UTH.). TeMuTe ce IBUKAT Of YMETHOCTA U MOJTUTUKA-
Ta/TIOJTUTUKUTE, TIPEKY AMCKYCUM 32 YMETHUUKUTE ITPAKTUKHU, JIO ITpallaba Ha TPy 1
MOOMJTHOCT, CO aKLIeHT Ha 3aeJHMUKa eTHKa 1 ITOJIMTUYHOCT BO PaboTemneTo.

Op mpyra ctpana, Kypupare 8o konuuekcui/Curating in Context e mporpama 3a cy-
OanTepHO KypaTOpCTBO KOe TW BK/IyUyBa 3HaemaTa IITO Jloaraatr off MapruHUTe, Off
AKTUBUCTUUKUTE MPAKTUKU U MTPeTJiefIuTe KOU ' TPeTUupaaTt TejioTo, eKOIoryjara,
rpwkara, JleMoKpaTujara, cmobofara, HafiekTa M JIPYTU PeJIeBAaHTHU TeMU KaKo
LIeHTPAJIHU TIpalliatka, CO37]aBajKi HOBU Pelaliii Mel'y YMEeTHUUKUTE MPAKTUKUA U
OTIIITeCTBEHUTE TpaHC(hHOPMALIIHN.

YiiTe eiHa mmporpaMa Koja BoO OBOj KOHTEKCT OH ja crioMeHasia e mporpamara Kys-
TPeHUHT, cO Koja ce OBO3MO’KyBa pa3MeHa M Ha COMATCKOTO 3Haeke, OJTHOCHO U3-
BeZlOeHUTe TeJleCHU, KWHECTETUUKU MTPAKTUKY, Kajie IITO MHOT'Y O]l MJIaJJUTe KOPeo-
rpacu Kou ce rpeMecTyBaaT u [IOMeCTyBaaT UMaaT MOKHOCT Jla T'M pa3MeHaT CBOUTE
3Haema U UCKYCTBa BO MpodecroHaIHaTa 3aeJHUIIA, HO U BO TOIIMPOKAaTa jaBHOCT.
OBaa mporpama HacTaHa Kako jkefiba Jja ce Mmpoupu KopeorpadujaTa ¥ 3HAeHETO
3a pa3/JIMYHOCTA BO KopeorpadCKUTe U U3Bei0EHUTE ITPaKTUKU Mer'y jaBHOCTa U ITPO-
decuonaniute. ITpeky oBaa rmporpama MaaguTe Kopeorpadu MMaaT MOKHOCT fia TO
CIIOJIENIaT CBOETO 3HAeHhe U cO (DOPMAJTHUTE eYKALIMCKU ITPOorpaMU, KaKO CPeTHOTO
VUMJIMIIITe, OfIe/IOT 3a coBpeMeH TaH1l ripu [IMBY1] , nuja Hukonoscku-JIyj“, u co
TaHIIOBaTa HacoKa Ha YHuBep3urteToT ,I'onie [lesueB”, Kou ce oTBOpeHHU 3a copaboT-
Ka, ¥ OBO3MOKYBaaT peTKa MOKHOCT Ha pa3MeHa, coyuerbe 1 HaZrpaayBaibe Ha hop-
MaJTHUTE KYPUKYJIYMU.

Jlokomottiusa TIpeKy OBHe MTPOrpaMy CO34aBa YCJIOBU 3a eMUCTEMOMUTPALIUK, Kazie
LIITO YUEHEeTO U MPOJyKIIMjaTa Ha 3Haele ce Bp3aHM CO KOHTEeKCTyaJu3upare, ofl-
HOCHO COLIMOTIOJTUTUYKO MO3ULIMOHPahe, Pelaliii U MPaKCH Ha COIMIapHOCT, BTe-
MeJIeH! BO MHTEPCEKLMCKU U TIOCTHALMOHAJIHU IePCIEKTUBU (Bo cMUcia Ha bpajmo-
TH) KAKO CBOja BU3Hja.

Tuuuutu! MHK. , IpeKy cBojaTa eyKaTUBHa ITporpaMma MaJa wiko/a 3a (peMuHUCiuY-
Ko gpamatuypuiko pasmucaysaree - UPOU 3.0, ro oTBOpa MPOCTOPOT Ha TeaTapoT U Mep-
hopMaHCOT KaKo I10JIe 3a KPUTUUYKO ITPEeUCIINTYBakhe Ha (heMUHUCTUUKUTE HapaTHBU,
WCTOPUCKUTE HEempaBaW U HOBUTe (DOpMM Ha MHCTUTYI[MOHaHA rpuska (Tiiiit! Inc.,
2023). IlIkonaTa KOMOMHMPA TeopHja 1 IIpaKkca U BKIyYyBa PAOOTU/IHULIM CO JIOKaJI-
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HU ¥ PeroHaIHA YMETHULIM M UCTPaKyBaul, KOM Ce 3aHMMaBaaT CO JOKYMEeHTapeH
Tearap, MHCTUTYI[MOHAIHA KPUTUKA, COMATCKU TTPAKTUKU, ITepOpMaTUBHO apXUBU-
pame U MoIUuTUYKa umarnHaija. [Ipeky BakBuot mpuctarn, Tuuuuiu! UHK. co3maBa
ry1aTdopMa 3a IMIPOTOUYHOCT, Pa3MEH/TMBOCT Ha 3Haeke O] CyOaiTepHH, YeCTO HEBU]T-
JIMBYU WIK MIOTUCHATH MTO3ULIWK, OTBOPAjKM KaHa/M 3a apeKTHUBHO, TeJIeCHO U UHTep-
CEeKLIMOHAJIHO yuerbe. Taa paboTH Ha lecTabuIn3upame Ha KAHOHUTE BO U3BeI0eHUTe
YMETHOCTH 1 Ha BpaMeHaTa paMKa Ha 3Haekkhe — QUCLUIUIMHCKY WK TPaJAULIMOHAIHO
oJipelieHa — IIPEKY MPOILNPYBakhe Ha lpaMaTyprujata Kako rojie Ha ApaMaTypruu uin
IpaMaTypIIKU-jastiit - CTaBeHM BO MHOKMHA 3a Jja Ce Harjacu IUTypaJHOCTa U I0-
HIMPOKOTO chaKarbe Ha paMaTyplIKaTa paMKa, HaJBOP Off Hej3uHaTa YTBpAeHa aKa-
IeMcCKa U TpaguiiioHa/Ha mo3uija. OBHe ja3suiy [ejcTByBaaT 1 BO ITOAIpIIKATa Ha
JKeHM, KBUD 1 HEOMHApPHU aBTOPKU BO TeaTapoT U U3Be0EHUTe YMETHOCTH.

ToKMy TIpeKy Ipoliecl Ha BKJTyUyBaibe U PeJIallCKO yuere, IPeKy LUpKyJIalyja
1 pa3MeHa — OJTHOCHO PacCIIKOIyBale BO CMHUCJIa HA KPUTHUKa TeJlarorvja — oBaa
IIKOJIa TIPeTCTaByBa BaykHa (popMa Ha elmucTeMOMUTIpalidja, Kajie IITO 3HAeHheTo He
ce HacjenyBa wiu hopMaTUpa caMo MPeKy UHCTUTYIIUUTE, TYKY Ce CO37laBa KoJleK-
TUBHO, BO 3a€JIHUIIA HA OTIIOP U I'pUrKa MPeKy Mery3aBUCHOCT, Kajle IIITO TPaHCHUH-
IUBUYATHOCTA KAKO TPUHIIMIT Ha TBOPEHEe YMETHOCT (M TIPOAIYKIIMja Ha 3HaeHe) e
eM1CTEeMOJIOIIKA [TPaKca, IIITO € CJIyJaj Co CUTe OBUE TIJIaT(OPMU.

Ortyka u Ckoitije IIpajg Bukeng, dpectuBas Koj ondaka yMeTHUUKA, TeOPeTCKa U
aKTUBUCTUUKA IIporpaMa, BeKke HEeKOJIKY TOJWHU OpraHu3upa CUMIIO3UYMU U/UIU
rpeiaBamba ¥ objaByBa 300PHULIM KOU Ce HacOUYeH! KOH KBUP eAyKallkja, KpUTUUKa
Teopuja U (heMUHUCTUUKA aHa/mu3a. TeMuTe ce OBUKAT O KBUP rcTopuorpaduja,
repcopmMaTUBHOCT, TpaHCcheMUHU3aM, A0 YMETHUUKM OJITOBOPU HA p;KaBHATa Xe-
TEePOHOPMATUBHOCT, IPAaBHUTE HEeIHAKBOCTU U ITPEKapHUTE YCIIOBU Ha >KUBOT U
TpVvx (Skopje Pride Weekend, 2023). ®ecTUBAJIOT IpeTCTaByBa MHCTUTYHPaibe Ha CY-
0asiTepHO 3Haee U MPAKTUKYU KoM KpeupaaT TpaHchopMaTopcKa, Uian — CJI000gHO
MOjKeMe Jla KajKeMe — eMaHIMIIaTOPCKa paMKa U MPOoINMpYyBamke Ha 3HaeHme Koe e
BTEMeJIEHO BO MCKYCTBaTa Ha MapryuHaIM3UPaHuTe Tesla.

decTuBaICKaTa IIporpamMa nOoTTHUKHYBaA 1 pa3MMCJlyBa HM3 KBUP eIIMCTEMOJIOIIKHA
PaMKHM KaKoO ITPaKTHUKHN Ha IIPpencCIIMTyBabe, apXrBUpambhe M MHMHYBabe, Kajge IITO
ce MpeunucrinTyBaaT akaJeMCKHN BTeMeJIeHUTe MOOepPHMUCTUUYKU IIperjiean Ha YMETHO-
CTa, HO NICTOBPEMEHO Ce HyJI1 1M aHa/I1M3a Ha OIITeCTBeHaTa pea/IHOCT.

CuTe Tpu 1aTdOPMU IEMOHCTPUPAAT PACLUIKOIYBaH U ITIOCTUHCTUTYLIMOHAIEH MO-
Ilesl Ha yuelbe 1 3Haerhe, BO I0JIeTO Ha u3Be0eHuTe,/ iepdopMaHC IIpPaKkCcy, Kajie IITO
MUTrpaljaTa He e caMo (pU3UUKO IIPeMeCcTyBambe, TYKY 1 eIlCTeMOJIONIKA PaKTUKa
KOja I'l IBMKU U 'Y TIPe00JIMKyBa TPaHUIMTE Ha TOA IITO Ceé CMeTa 3a BaJIU/IHO WU
HOPMUpPaHO 3Haeme Koe (Tpeba) fa ce mpeHecyBa. HUBHUTe aKTUBHOCTHU I'O ITOKaKY-
BaaT IMOTEHIMjaJIOT Ha erMCTEMOMUTPALIMUTE Ia CO37jaBaaT XUOPUIHU, TTYPaTHU U
VHTepOUCLMIUVIMHAPHU KY/ITYPHU [IPOCTOPH, Oa3upaHu Ha MHKJTY3UBHU, IPUCTAITHU

Y CONTUAPHU 3aeJHULIM, KAKO Y KPUTUUKUY, aHTaKUPaHU 1 [TPeUCIUTYBauKU MPaKTU-
KU, KOU JIejCTBYBaaT KaKo OTIIOP Ha TPaJUIIMOHATHOTO, MHCTUTYLIMOHATHUOT MOJIep-
HM3aM, OMHapHUTe Mojesioy, HopMaTHUBHATa (DOPMUPAHOCT, HEOHALIMOHAIUCTUYKU-
Te AUCKYPCU M Pa3/TMYHUTE OOJIUIA Ha CTPYKTYPHO HACUJICTBO IIITO ITPOU3JIETyBaaT
ol KyITypHaTa U coliijajiHa MapruHan3alyja.

3aKnyuOK KaKo NnpeAanor 3a
enucTeMOMMUIrpauMcKu MMaruHauMm Ha MAHHHYBae

MurpaiuckuTe UCKyCcTBa Ha yMeTHULIMTe Buktopuja Mnuocka, Anekcangap I'eop-
rueB u Anekcanzpa IleTpyileBcka 300pyBaa He caMo 3a OOJIMKyBaibe Ha HUBHUOT
YMETHUUKU jasUK TYKY U KPpUTUUKU pedyieKTUpaaT KOH 00pa30BHUOT cucteM (dop-
MasieH 1 HehopMasieH) Bo Makefonuja. OmHOCHO 300pyBaart 3a moTpebaTta o KOHTU-
HYUPaHO yuelbe, co3/iaBarbe (HU3 UCTPaKyBauKy U 3aeJHUUKHU ITPOLIeCH) Ha 3Haekha
KaKo MoTpebu KoM Aoaraat of ciieHaTa. HUBHUTe pa3sMUC/IM OTKpUBaaT CUJIHA I10-
Tpeba 3a Jecrabuau3alivja Ha XUepapxXuuTe U HOPMUPAHUTEe IefJaroruyd U Tpagu-
LIMOHAJIHUTE KYPUKYIYMM, KaKO U TTOBUK 3a eIIMCTEeMOJIOIIKO 0CJIO00AyBaibe MPeKy
MPOIIECOT Ha COYUeHhe, CIIo/Ie/TyBakhe Ha BHATPENTHNUTE apXUTEKTYPH U pa3MeHa.

Anekcanpmap l'eoprueB KpUTHUKM ja pedieKTrupa HeHTpaJIn3ipaHoCcTa Ha JIOKasl-
HMOT 0O6pa30BeH CUCTEM, IIPU IITO VKaKyBa fieKa ,MaKeOHCKUOT 00pa30BeH CUCTEM
- 0cOb6EeHO BO MOJIETO Ha COBPEMEHMOT TaHI] — € KPajHO 3aTBOPEH M pacrojiara co
MaJIKy pecypcu 3a cTabuiaHa copaboTKa CO APYru IporpaMu, ClieHH, eCTeTUKU, T10-
JINTUUKY MO3ULIMK WX eTUUKU Mojieniu Ha pabota“ (leoprues, 2025). Criope[ Hero,
HajBIMjaTeIHUTE MeJaroilikyi MO/ ceé TOKMY OHMe KOM BKJTydyBaarT , TpHeceTHHa
pasnuuHu mpogecopu, CEKOj CO CBOj IMOIMTUUKHU CTaB, eCTETCKU MOJIe]T, eTUUKa PaM-
Ka 1 pas3BojHa noruka“. Toj nHcHCTHpa Ha co3faBaibe 00pa30BHU MPOLIECH KOU He
Co37aBaar ,yMeTHUIIY IITO I'0 3HAAT IIAaTOT TYKY TeJIa IITO Ce MOATrOTBeH! 3a PeasiHu,
JKMBU Y KOMIUIMLIPAHU COOQHOCU CO jaBHOCTA, CO ClieHaTa, CO MCTOpUjaTa U CO UJ-
HUHaTa“.

BukTropuja Mnuocka, of cBoja cTpaHa, I'o II0CTaByBa IipalllamheTo Ha (He)go3BosiarTa
- MHCTUTYLIMOHA/IHA Y JIMUHA — 33 paJiuKa/IHO MTOMHAKBU 00pa30BHU ITpucTanu: ,He
HenocTacyBa comps;kuHa. HemocTtacyBa go3Bosa. Jlypy M aBTOZIO3BO/IA — Jia Ce OfIy-
yyMe, Ja MMIIPOBU3UpPaMe, Jla ' ofioreMe KaHOHUTe, Ja Bjie3eMe BO CTYOUOTO Oe3
I/IaH, ia He ycIieeMe U celak Jia 6upgeMe gocTojHu Ha mpoctopoT” (Mnuocka, 2025).
HejsuHaTa Bu3uja ce 3acHOBA Ha IIPOLIECHOCTA, Ha IPU3HAHUETO Ha ,HeYCIIEXOT" U
Ha ,MCTpa’kyBauKaTa paboTa [...] He KaKo roarorsute/iHa das3a, TYKY KaKo Ipakca
caMa 110 cebe”. Taa MoOBUKyBa Ha TeJjiecHa IleJarorvja Bo Koja , TeJIOTO CTaHyBa MUC-
JIUTEJI, TeJIO LITO IIPOTeCTUpPa, JOMaKKH [...] IpoTeueH caji Ha MeMOopHrja U OTIIop*.

Anekcanppa IleTpyiieBcKa, mofaTHO, ce (poKycHrpa Ha HeJOCTUTOT Of MH(DPaCTPyK-
Typa, CUCTEMCKA MOJAPILIKA U MHCTUTYLIMOHAJIHO IPEero3HaBahe Ha 3Haemara U 1c-
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KyCTBaTa IITO MUTPHpaaT Co TesoTo: ,,H1Koj off mosieTo Ha TaHLIOT U KopeorpadujaTa
He T'o Ipero3Ha KaKo 3HauaeH [...] cé 3aBucK off MHUIMjaTHBaTa 1 BojjaTa Ha Ioe-
IUHeLIOT — MaKo TaHIIOT, IT0 CBOjaTa MPUPOoa, € KojeKTuBHa mpakca® ([TeTpyiieBcka,
2025). Hej3sHUOT nemaroiiKy IMpycTall € COMaTCKU U IPOoLIeceH — Ha rpaHuliaTa Mery
repOopMaTUBHOTO U COMATCKOTO, 63 CTPOro pa3iBojyBaibe Ha [BeTe — Koj IpeHecyBa
ecTeTHKa IITO ITPOU3JIeryBa Off UyBCTBUTETHOCTA, 3a€QHUUYKOTO TEMIIO U TeJIECHUOT
putam: ,paboram 6e3 My3HKa CO LieJI ja ce pasBue 3aeJHUUYKN PUTaM Mer'y YU4eCHULIN-
Te, 3aCHOBaH Ha YyBCTBO U TEMIIOPaTHOCT, HAMECTO Ha HaJIBOpPeIlIHa MeTpUKa“.

OBue coregyBama ce m11aboKo BKOPEHETH BO UCKYCTBAaTa Ha MUT'palifja He caMo
Kako reorpadCKku, TYKY U eIMCTeMOJIONIKY ITPOLieC — OHOj LITO COo3JaBa ,,Pelinpo-
LUTET MeIr'y TeJI0TO U cpeauHara“, u mrto crnopeqn Mnnocka, MoxKe fa usriena Kako
,KOMITOCTHpame” HaMecTo ,yBe3yBame” (Mnuocka, 2025). Bo KOHTEKCT Ha TpaHCUH-
muBuayauujaTta (Vujanovic¢ u Cvejic¢, 2023; Stiegler u Rogoff, 2024), oBue egykalcKu
MIPaKTUKU ce pa3bupaaT Kako MPOTOK/pa3MeHa/LMpKy/ialiija Ha 3Haemhe HU3 adek-
TUBHMU, KYJITYPHU U TeEXHUUYKU opraHosioruu (Stiegler u Rogoff, 2024), kou ro npeHa-
couyBaaT (POKYCOT Off aBTOPCTBO KOH COTBOPEIITBO, Of AUCLIUITINHA KOH UHTEPCEK-
LIMCKU IPUCTAI, U of (pMHAIHUOT IIPOAYKT KOH BpegHoCTa Ha 'viliTe-He' - not there
yet — Kako 11To Benu Mnrocka, OHOCHO TIPOLIeCOT Ha UCTPayKyBabhe U COCO3/laBambe.

Bo KpajHa nuHUja, OBaa KOJIEKTMBHa KPUTHUUKAa II€PCIIEKTHBA, IPOM3JIe3eHa Of
JIMYHU MUTPAIIMCKU UCKYCTBa, TeJeCcHa, COMaTCKa, KOTHUTUBHA U MoeTcKa pediiek-
cuja, TO 3alBPCTYBa apryMeHTOT [eKa MuUrpaiijjaTa Moske Ja (VHKIMOHMpa KaKo
TTOJTUTUYKA, ITeJJarolika M eCTeTCKa ITPaKTHUKa IIITO I'o ITPeIM3BMUKYBa CTATyC KBOTO Ha
IOMMHAHTHUTE, TPaJULIMOHA/IM3UPaHU eIYKaTUBHU MOJIe/IU — He IIPeKy (popMajiHo
TpaHcdepupame Ha 3Haeha, TYKY ITPEeKY HUBHO ITPEeOCMUCITYBatbe 1 ITPeoPraHosIoru-
3a1ja BO JIOKajIeH KOHTEKCT.

OBJJ;E MOKeMe Oa YBUOMMe [IeKa 3HademheTO Ha MI/IFpaLII/IjaTa 1 MOOMIHOCTA He e
CcaMO KaKoO (1)I/I?>I/ILIKI/I ITpoLieCH Ha ITpeMeCcTyBambhe, TYKY KaKO KOMIUIEKCHU eITMCTEMO-
MUI'paliuu — IipejieBaibha Ha 3Haemhe, a(beKTI/IBHOCT, OUPKYIallA U ITOJINTUYKU CTaBO-
BM KOHU Ce BIIMIIYBaaT BO YMETHMUYKATAa ITPpaKTHUKa. HOMeCTYBaH;aTa — KpaTKOpPO4YHH,
penalycK 1 4eCTO MHUIIMPaHU O] pe3ngeHIIny 1 (I)ECTI/IBHHCKI/I aHTaKMaHU — U I1pe-
MecCTyBambhaTa — JOJITOPOYHMU ITPOLIeCH Ha npecen6a, ananTaqua N MHCTUTYIIMOHA/IHO
(HOC&KYBHHO) BTeMeJlyBalhe — He Ce CaMO YC/IOBEHU O[1 I'eOINOJIMTUYKA PEea/IHOCT TYKY
n ja O6HI/IKYBEIE[T caMaTa apXUuTEKTyYpa Ha 3HAa€mheTO N KYJITYPHOTO CO3JaBarbe.

Bo Taa HacoKa, cy0a/ITepHOTO 3Haelhe — 3Haelhe ILITO ce M0jaByBa Of MaprUHaIN31-
paHu, IIyUaHY, HeCTAaOMJTHU TTO3ULIMK — ce MaHudecTHpa Kako pesialoHa U eMaH-
LIMIATOPCKa, TpaHcgopMupadKa cujla 1 oTiop. HaMecTo fa ce perpopyLupa mpeky
MHCTUTYLIMOHAJIHU XHUepapXuu, Toa ce IBMKU HU3 Tejla, ad)eKTH, IIPOoLIeCcy Ha I'puyKa U
caMOOpraHu3MpaHy Mpeski. Kako IITo yKayKyBaaT IMTPaKTUKUTe Ha YMETHULIMTE, KAKO
1 r1aTopMUTe KOM OBO3MOKYBaaT OBHE IMPAKTUKY U CAMOTO TIoJie Jia ce TpaHchop-
MUpa 1 pa3BuBa, Cy0aITEPHOTO 3Haelhe € OTIIOPHO, CeKoralll cuTyarroHo (Haraway,

1991) u nperoBapayko — OJHOCHO, He e pe3yITaT Ha egHOAMMEeH3MOHaIeH TpaHcdep
WIY TIPEHOC, TYKY Ha 3aeMHO TTperio3HaBaibe M KOJIeKTUBHA TpaHchopMariyja.

I[Ta Taka, oBue mnatdopmu - Jokomouiusa, Tuuuuiu! Huk., u Ckotije IIpajg Buketg
- He (PYHKLMOHMpAaT caMO KaKo HeKaKBU aJITepHATHBU Ha HEIIOCTOeHe WIN HeKa-
KOB BUJ] Ha CYIICTUTYT, TYKY KaKO HOBOCO3[laBalhe Ha CPeIMHU — elMMCTEMOJIOIIKU
IIPOCTOPU Ha MOJKHOCT, Kafie IIITO Ce apTUKy/IupaaT HOBU (DOPMU Ha KPUTUUKO 13-
yuyBaibe, mefaroruja, pediekcuja u npakTuka. HuBHUTe mporpaMu OBO3MOKYBaaT
He caMo pa3MeHa TYKY U MOJIMTUYKa apTUKY/Ialija Ha HeBUIJIUBUTE I71aCOBU, UHTEH-
LIUM 1 UCKYCTBa KOW MHAKy OM ocTaHajie Ha MapruHure. Tue pedieKTupaaT BU3Hja
3a Ky/ITypaTa U YMETHOCTa He KaKo MeXaHH3aM 3a penpoAyKlMja Ha HaLlMOHaIHU
WIW TIa3apHU areHiM, TYKY KaKo IMpaKca Ha WIHWHYBalbe — MPOM3BOACTBO HA UIHU
KOJIEKTUBHU CBETOBU Oa3upaHu Ha Mery3aBUCHOCT U paJuKajiHa MMaruHaiyja.

OBue MUTPALIICKU 1 PeJIalilICKU IIPOLIeCH, OBJIe IPeHeCEeHU IPEKY AUPEKTHU IIPU-
MepH, KOU He ce eJUHCTBEHH, TYKY MMa U JIPYr'y Ha ClieHaTa 3a Kou O Tpebasio 1mo-
IIpBa [a NuillyBaMe, [a ' aHaau3upaMe U [a ' BHeceMe BO CBOUTe apXUBHU, Tpeba
Ila ce IMIperio3HaaT U Jla ce YBUIAT KaKO ABUTaTe/IM Ha Co3/laBalhe Ha HOBU 3HAEHa,
IMCKYPCH U MmapagurMu. Tue Tpeba ma mociysKaT KakKo OCHOBa 3a peBU3Uja, Pa3Boj
U Kpeupame Ha HOBU KYPUKYIYMU U KYJITYPHUTE TTOIUTHUKU (MHCTPYMEHTH 3a Iof-
IplIKa Ha JOJITOPOYHO yuerhe, UCTPasKyBaihe 1 Pa3Boj), OGHOCHO, TofaBaihe Ha HOBU
TepCcreKTUBYU KOU Ke IO ITPOMEeHAaT CTaTyc KBOTo. Tue ce oHMe KOU T'M CBefioJaT I10-
TpebuTe 3a pa3Boj Ha CclieHaTa of Kajie Ke ce OBO3MOKaT UAHUHYBambaTa BO YMETHUY-
KOTO TT0JIe Ha U3Beg0eHUTe YMEeTHOCTH Kaj Hac.
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Camo KokasranoB

PUMEJKOT U
AAANTALMUIATA KAKO
KYNINERHASVIVINEALTYWAY ¢
UHTEPKYATYPAAU3AM

UDK 316.73:(791:792

AmncrpakT

TpymoT ru ucTpa)kyBa (peHOMEHHTe Ha ajanTalyjaTa U
PUMEJKOT KaKO eJHU Of KJIYJHUTE ITPAaKTUKU ITPEKY KOU ce
ocTBapyBaaT KY/ITYPHUTE IIpecejion BO COBPEMEHUOT MeIu-
YMCKU U KYJITYPEeH KOHTEKCT.

[Toarajku on TeopeTckute nepcrnekTuBu Ha Xomu K. baba
(Homi K. Bhabha), ocobeHo o1 HeroBurte KOHIIEIITH 3a KYII-
TYpHa XUOPUAHOCT, TPYAOT pasrjiefyBa KaKo ajariTaluiTe
1 PUMEJKOBUTE TU IIPeOoOIMKyBaaT U3BOPHUTE TEKCTOBU U
'Yl HO3ULIMOHKUPAAT BO MHTEPKY/ITYPHU U TPAHCHALIMOHAIHA
paMKu, IIPUTOA KperpajKku IIPOCTOP 3a HOBU 3Haueka, HO U
KoHQmuKTU. OCHOBHATA ITpeMUca of Koja TPrHyBa 0BOj ITPO-
decop Ha XapBap[ o UHANUCKO MOTEKIIO (a e 6a3uuHa IIpeT-
II0CTaBKa 1 3a OBOj TPYI) e [ieKa Ky/ITypaTa e IIpeBojiiuBa (1
rpeHocC/1Ba)!

Boepno, mipeky nepcriektuBute Ha [lynmu Canpepc (Julie
Sanders), Koja ja HarmacyBa Ky/JITypHaTa U ecTeTcKaTa I10-
JIUTUKA Ha ajarTalyjata (ITocBojyBamke) 1/WIN aIlporipuja-
1jara (TpUCBOjyBambe), Ce aHaIM3Mpa KaKo OBUeE TPOIeCU
craHyBaaTr IutaTopMu 3a Ky/ATYpeH Nujajior, peBu3dja U
KPUTUYKO MPEUCTIUTYBake Ha JOMUHAHTHUTE KYJITYPHU U
UEeOJIOUIKY HAapaTUBU.

MexaHu3MUTe Ha ajlaliTalidja U PUMEjK ce aHau3upaatT
MIpeKy CTyauja Ha ciaydaj co ¢pokyc Ha TB-gpamata ,JIBaHa-
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ecet rHeBHU Masku“ (Twelve Angry Men) ox PerinnHang Poys,
Hej3UHUTe TeaTapCcKu 1 (PUIMCKU UUTaba BO Pa3/IMUHU KYII-
TYPH, BKIIVUUTE/IHO U IT0C/IegHaTa MaKeqoHCKa 13Benda Bo
peskuja Ha Cunuiia Edprumos (HoemBpu 2024, MHT).

TpymoT ce obuzyBa ma TMoKaxke AeKa pa3MyHuTE ajar-
TalMU He caMo IITO ce OIjIefjajio Ha Tiobain3upaHaTa Kysi-
Typa TYKY IpeTCcTaByBaaT M KJIyUdeH pecypc 3a pasbuparme
Ha COBPEMEHUTe KY/JITYPHU UHTEPAKIIUU U UHTEPKY/ITYPHU
pa3MeHH.

Knyunu 300poBu: puMejK, ajianrainuja, KyJITypHa MUTPa-
1¥ja, WHTEePKYITypajin3aM, XUOPHUHOCT, MUMUKPH]ja,
VHTEePTEKCTYaTHOCT.

Bo coBpeMeHMOT Ky/ITYpPeH ITej3asK, BO KOj IpaHULIUTE Mer'y KyJITypuTe, HalluuTe
U MeJIUyMUTE ce cé modIeKCMOU/THY, afariTalijaTa 1 pUMejKOT ce IojaByBaaT KaKko
0Cco6eHO 3HaYajHU IMTPAKTUKY HU3 KOU Ce apTUKY/INPaaT IMPoLleCuTe Ha KyJITypHA MU-
rpaiugja, IipeHoc 1 mpeobnuKyBame. HaMmecTo f1a ce TpeTupaaT Kako AepyuBaTyu WiIn
CeKYHapHU IIPOU3BOIM, OBHe (DOPMU ce pa3dbupaaT Kako CYLITUHCKU JeJT Ol UHTep-
KYJITYPHUOT MIMjaJior, KaKo MPOCTOPHU Kajie IITO KYJITYpUTe ce cpeKaBaar, ce CyOu-
paart, ce MellIaaT U ce peruHTepripeTrpaar. OBoj TPy r'u pasrjeyBa ajarralyjaTta u
PUMEJKOT KaKo TpaHCc(OopMaTUBHU MeXaHU3MU Ha KYJITYPEH IIPeBO]], KAaKO eCTETCKU
U TIOJIMTUYKY aKTH IITO HOCAT UMIUIMKAL[UM HE CaMO 32 YMETHUYKHUOT TEKCT TYKY 1 3a
TIOIINPOKUOT KY/ITYPEH U UJIe0JIOUIKNA KOHTEKCT BO KOj ce BMEeTHYBaar.

IIynu Canpgepc (Julie Sanders) Bo , Apmanranuja u nprucBojyBame” (Adaptation and
Appropriation, 2005) mpeLKr3HO I'1 pa3IuKyBa TEPMUHUTE ,afarnTaiidja“ (MocBojy-
Bame) U ,arnporpujauuja’ (mpucBojyBame), 00jacHYBajKu eKa MaKo 4ecTo ce KOpH-
CTaT HaU3MEeHUYHO, THe UMAaaT Pas3/JIMyHU HUjaHCU U UMIUIMKalUU. AJanTaiyjaTa e
YyecTo TOBpP3aHa Co OfIpe/ieHO HUBO Ha JIOjaJITHOCT KOH OPUTMHAJIOT, JOAeKa arpo-
rpujalyjaTa MoyKe Ja Ouje moco00gHO mpe3eMarhe WK IIPUCBOjyBaibe Ha eleMeH-
TH Of] OPUTMHAJIOT 338 HOBH 11€JTd, TIOHEKOTalll IYPU U CO KPUTUUKU WIM [OTKOITyBad-
KU HaMepH.

JIuupa XauoH (Linda Hutcheon) Bo ,Teopuja Ha amamranujata“ (A Theory of
Adaptation) ro moctaByBa TEpMUHOT aJlanTalidja He KaKo MMacUBHO ITpeHeCcyBabe Ha
COJIpKUHA Off efleH MeJINyM BO APYT, TYKY KaKo aKTMBEeH UMH Ha peuHTepIIpeTaiiyja,
[IpU LITO afanTaljyjaTta ce jaByBa UCTOBPEMEHO KaKo IPOJIYKT, KAaKO MPOLIeC U KaKo
akT Ha penlerninja (Hutcheon, 2013: 8). Taa ja oTcpia ugejara 3a ,,BEpHOCT” KOH OpU-
TMHAJIOT KaKo eJJMHCTBEeHAa MepKa 3a BpeJHyBawe, 1 UHCUCTHPA [leKa aJlalTalluuTe
Cce aBTOHOMHMU KYJITYPHU TPOM3BOAM IIITO BOCTIOCTaBYBaaT CONICTBEHU OJTHOCHU CO TTy-
6nuKara.

»DUejK1 300POT ajlanTaliyja ce KOPUCTU U 38 O3HAUYBame Ha MTPOJIYKT U 3a
TMpoliec Ha co3fiaBarke U pelleniiija, Toa yraTyBa Ha MoTpebaTa off TeopeTcKa
TIepCIieKTHBA IIITO UCTOBPEMeHO e u (hopMasiHa u ,uckyctBeHa". Co gpyru 300-
POBU, pa3/INYHUTE MeIMYMU U JKAHPOBU BO KOU Y O] KOU IPUKA3HUTE Ce TPaH-
CKOZIMpaaT BO MPOIIeCOT Ha ajjarraiyja He ce caMo (DOpMalHU eHTUTEeTH..."
(Hutcheon, 2013: ox mpearoBopoT Ha IPBOTO U3AaHUe!: Xvi)

Taa apanraljara ja Kiacuduipa Bo TP OCHOBHUM TUIIOBU — IIPEHECYBabe, KO-
MeHTap U aHaJIoTHja, CO pa3jinyeH OJHOC U OIMCKOCT KOH U3BOPHUOT TEKCT.

[IpeHecyBamweTo (transposition), mpBUOT TUN ajanTanuja cropen JIunma XauoH,
IIoOMBa JOTIONTHUTETHA KOMITIEKCHOCT KOora ce pasryie/lyBa HU3 Ipru3Ma Ha Ky/ITypHa
murpanuja. Hamecto elHOCTaBHO MeJIMYMCKO INpedopMaThpaibe, MpeHeCcyBabeTo
oBfle (DYHKIIMOHMPA KaKO UMH Ha TIPEMEeCTyBakhe Ha KY/ITypeH apTedakT of efHa

! Bo BropoTo usmanue ox 2013 r. e nmpeobjaBeH 1 ITPeroBOPOT O ITPBOTO U3/laHNe OTIIeUaTeHO
B0 2006 1.
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KY/ITYpPHA MaTpuila BO Ipyra. TakBuTe aganTaiyiy 4ecTo ce CTpeMaT KOH ,,BepHOCT",
HO Taa BEepPHOCT e Hen30e;KHO HapyllleHa TOKMY Mopaau KyJATYPHOTO U ja3UUHO Jie-
Komupaibe (rephrasing): pasanyeH jasuk, pa3iUnyHA €TUUKN U CEMUOTUYKU KOZIOBU,
pasfiMueH CUCTeM Ha BPeTHOCTH.

Bo BTOpaTta dopmMa - KOMeHTapoT (commentary) - aganraiyjaTa eKCIUIULIUTHO
BJIETYBa BO JIMjaJIor CO OPUTMHAJIOT, HO U CO KYJITYPHUOT KOHTEKCT Off KOj TOj ITPOU3-
seryBa. Hus uHTepKy/ITYpHa Ipr3Ma, oBaa (popMa cTaHyBa KPUTUUKU IIPOCTOP Kaze
IITO Ce TPEUCITUTYBaaT He CaMO eCTeTCKUTEe TYKY M eTHOrpad)CKUTe, UJIeOTOIIKU-
Te U UCTOPUCKUTE UMIUIMKALIMKA Ha U3BOPHUOT TEKCT. AJlanTalluiTe CO KOMeHTap
He CcaMo IIITO ce OCBPHYBaaT Ha OPUTMHAJIOT, TYKY BPILIAT U ITOIMTUUKU U KYJITYpeH
,IIPEeBOJT“, UecToIaTy U3JI0}KYBajKU KOJIOHWjaJIHUA, PacHU WU POMOBU XHUepapXuu
BrpajieH’ BO OPUTMHAJIOT.

TpetaTta ¢popMa - aHanorujaTa (analogue) — Hymu HajroreMa (JIEKCUOMTHOCT, HO U
HajroszieM IOTeHLujasI 3a KyJITYpHa peceMUoTH3aluja. AfantaluTe Co aHaIoruja He
ce MOBUKYBaaT IMPEKTHO Ha OPUTMHAJIOT TYKY Ipe3eMaat ofpefeH MOTHBU, TeMU
WM CTPYKTYPH U M PEMHTepIpeTHpaaT BO cOCeMa HOB KY/ITYPeH, UCTOPUCKU WJTH
JKaHPOBCKU KOHTEKCT. Bo paMKuTe Ha Ky/ITypHaTa MUrpaliija, OBUe ajanTalii MO-
JKaT /la ce pasbepaT KaKO TpaHCreHepalMCKU WIM TPaHCIOKa/IHM Pe30HaHI[MN Ha
elleH Ky/ITYpeH KoJI, Koj JoOrBa HOBO 3HaU€Hhe BO HOB KOHTEKCT.

Bo cure Tpu hopmum, amarnranjaTa MosKe /1a ce jaBU KaKo IpoIeC Ha UHTEPKYITY-
pPEeH MpeMUH, BO KOj He ce TpaHcdepupa caMo HapaTUBOT TYKY U 1IeJIM CUCTEMU Ha
3Hauema. OTTYKa, MPEeHeCyBambeTO CTaHyBa aKT Ha Ky/ITYpHa pelpe3eHTaluja, Ko-
MeHTapoT (bYHKIIMOHUPA KaKO KPUTUKA Ha XereMOHUjaTa Ha OPUTUHAJIOT, & aHaJIo-
rujaTa Kako co37jaBame Ha ajiTepHaTHMBHA KY/ITypHAa Memopwuja. BakBoTo rienuiire
ro 0C/I000/TyBa KOHIIENITOT Ha ajiartTaliyja o/l 3araJIHIOT KaHOH U ja 0TBOPA MOSKHO-
CTa a ce corviesia afiarrralnyjaTa Kako MOOWIeH, OJTUTUYKY U Ky/ITypeH unH. Hame-
cTo Aa ce (boKycHpa Ha IMpallameTo ,,JJajld ajiantalijaTa € BepHa Ha OPUTMHAIOT",
MHTEPKY/ITYPHATa aHaJIM3a MpallyBa: YUU KyJITYPHU BPEHOCTHU Ce 3aJIpKaHu, YU
ce TpaHcopmupanu, a unu ce n3bpunianu? I1ITo Hé Boy KOH eHO YIIITe MOCYIITe-
CTBEHO: MMa JT TIpUKa3HaTa CBoja PojiHa Ky/aTypa?

1. Kape e TaTKOBMHaTa Ha NpMKa3Hara?

BnujatenHnara 30upKa eceu co HacjioB ,,Haruja u Hapauuja“ (Nation and Narration),
ypeneHa of MICTAaKHATHUOT IIOCTKOJIOHUja/IeH TeopeTuuap Ha Kynrypara Xomu K. baba
(Homi K. Bhabha), o6jaBena op Pojriuii (Routledge) Bo 1990 roguna, ce obuayBa Ja
OZIrOBOPM TOKMY Ha OBa Ipalllaibe — KaKo HallyjaTa ro co3faBa CBOjOT HapaTUB, HO U
0o0OpaTHUOT IIPoLeC — KaKO HapallydjaTra co3jaBa CBoja Hallija. HaM ocobeHo Hé uHTe-
pecrpa oBa BTOPOTO.

[TpoliecoT Ha MHTEPKY/ATYpHA MUTpaliidja TOj TO HapeKyBa CO urpara Ha 300poBU
ySAucemrHanmja* (DissemiNation), ITO 3HaUM HIMpere (Ha Ky/ITypa), HO I'0 COOP:KU U
300pOT Halldja.

['TaBHUOT apryMeHT e JIeKa HaljjaTa e 3aMIC/IeHa 3aeJHILIA (TepMUH IT03ajMeH of,
BeHeuKT AHIIEpPCOH?, HO PEMHTEPIIPETUPaH), Koja ce co3/iaBa U Ce OP/KyBa IMPeKy
pacKkaskyBambe nmpuKasHu. OBue IIprUKa3Hy, 6e3 pas3/nKa Jaau Ce UICTOPUCKU, MUTCKH,
JIUTEepPATYPHU WM HAPOJIHU, CJTY’KAT 3a Jla ce CO3/Iajie YyBCTBO HAa KOXEePEHTHOCT, 3a-
eHIUYKO MOTEKJIO U CYAOUHA, IyPU 1 Mery JIyI'e KoM HUKOTalll HeMa Jja Ce CpeTHar.

Bropuort acriekt Koj baba u gpyrute KOHTpUOYTOpY I'O HariacyBaar e BpoJeHaTa
aMOMBaJIeHTHOCT BO HallMOHa/IHaTa Hapailuja. HallujaTa He e xoMoreHa TYKY € CO-
cTaBeHa OfI pa3/IMuyHU, YeCTONaTh KOHMINKTHU I71acoBU U upeHTuTeTr. OBaa aMOu-
BaJIGHTHOCT ce MaHMpecTrpa IMpeKy (paKTOT IIITO HALIMOHATHUTEe HapaTWBU MOpaaT
II0CTOjaHO Ja I'M ITOTUCHYBAaaT WX Ja I'M UCKJIydyBaar , Jpyrure” — MajllMHCTBATa,
IUCUIEHTUTEe, MUTPAHTUTE — CO LeJ1 1a ja ofips;KaT Uiy3ujaTa Ha YHUUITMPAH HalK-
OHaJIeH UEHTUTET.

XubpugHocTa u , TpeTroT rpoctop® (third space) ce TpeTnoT, MokebOU HajBaKeH
acrieKT Ha KoHLlenToT Ha Baba. Mlako He e 1jeHTpajiHa TeMa Ha CUTe eceu, YPeoHUUKO-
TO BOBE/IHO MOIJIaBje U HeroBUTe MPUAOHECH BO IIOCTKOJIOHUja/IHATA TeOpHja ce CUJT-
HO TIpUCyTHU. KOHLIENTOT Ha XMOPUIHOCT, BCYLIHOCT, C€ OHeCYBa Ha CO30aBambeTo
HOBHU KY/ITYPHU (POPMU U UIEHTUTETH KOU ITPOM3JIeryBaaT off CYIUPOT U MeIIabeTo
Ha pa3/IMuyHU KYITYPU (Ha ITpMMep, Ha KOJIOHM3aTOPOT U Ha KOJIOHU3UPaHUoT). , Tpe-
THUOT IIPOCTOP* € KOHILIEIT KOj IO OMUIIyBa MPOCTOPOT Ha XUOPUIHOCTA, Kafe IITO
ce (hopMupaaT HOBU, HePUKCHUPAHU UIEHTUTETU, a OMHAPHUTE ONO3ULIUH (HUe/Tue,
KOJIOHM3aTOP/KOIOHU3UPaH) ce [ecTabuIn3upaar.

AKo ce BpaTuMe Ha TIpalliakeTo of Mer'yHacJI0BOT, BepOjaTHO afjaliTupaHaTa Mmpu-
Ka3Ha Ma TIoBeKe of] eJlHa TaTKOBWHA: ITpaTaTKOBWHATA Kajie IIITO HacTaHasa (4ecto
ce CIIopy OKOJTY OBa), TATKOBMHATA KaJle IITO ce TIPePOo/IUIa WU Kajie IITO e TIOCBOoe-
Ha, HO M Mer'yIIpoCTOPOT IIITO camaTa ro co37jajia Kako HOBa ,Halvja/Hapaiuja‘. Crio-
pell ceBo OBa, BO CTUJIOT HA OCKAPOBCKUOT QUM Ha OocaHCKUOT peskucep Jlanuc Ta-
HOBUK OM OMJI0 HAjTOUHO Jla KajkeMe JieKa ITpUKa3HuTe ce paraaT Ha ,Hu4Mja 3eMja’.

2. Uma Av nacouu npukasHara?

Kora nyrero maryBaar, IIOTpebeH UM e JIOKYMEHT 3a uAeHTUUKaLja, OJHOCHO
MOTPeOHO € /ia o JIeTUTUMUPAAT COIICTBEHUOT UaeHTUTeT. HUIIITO mopasinyHo He
e HUTY co mpuKkasHuTe! YoBeKOBUOT UOEHTUTET € CJI0KeH KOMITO3UT Off HErOBUOT
naeHTUUKALMCKU reHOM (HacjieqHU CBOjCTBa) M HOMEHKJ/IaTypa Off COIICTBEHU U3-
6opu (cTeKHATH CBOjCcTBa). IIeHTUTEeTOT Ha ITPMKAa3HAaTa € VILITe [IOC/IOKEeH U, OTTYKA,
yliiTe roHenodaT/IuB.

2 beneguKT AHzepcoH (Benedict Anderson, 1936-2015) e aMepuKaHCKU TOJIUTUYKU HAYUHUK U
UCTOPUYAp, HAJjIIO3HAT IO CBOjaTa BMjaTesHa KHUTA ,3aMKC/IEHM 3ae[HUALIA | Pa3MUC/TyBamba
3a TOTEeK/JIOTO U INWpemeTo Ha HamuoHanusMmoT“, Ckomje: Kymrypa, 1998 ,Imagined
Communities: Reflections on the Origin and Spread of Nationalism*“ (1983). HeroBara pabota
“Ma rojieMo BJIMjaHue BP3 UCTPaKyBarbaTa Ha Hal[djaTa, HAI[MOHAJIM3MOT, KOJIOHUjaTUu3MOT U
MOCTKOJIOHUjaI3MOT, U YECTO Ce I[UTHUPa BO XYMaHUCTUKATA, KYJITYPHUTE CTYIUU, UCTOPUjaTa,
TOJINTUYKUTE HAYKU U JINTepaTypara.
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Bo crarujata ,Mopen Ha HapaTuBHa LupKyaauuja“ (A model of narrative
circulation) om aBTopkara BunMa Xenuned (Vilma Hénninen) o YHUBepP3UTETOT BO
Tamriepe, ob6jaBeHa Bo crimcaHueTo ,HapaTtuBHo uctpaskyBame (Narrative Inquiry),
Taa Ipejjiara Mojies1 Koj cyrepupa geKka CTPYKTYPUTe Ha HapaTUBHOTO 3HaueHhe NMa-
aT pa3INuyHU ,peKUMU“ Ha IIOCTOembe: ,packaskaH“ (told), ,BHaTpemieH“ (inner) u
SaposkuBean* (lived) Hapatus. ABTopKaTa r'u edHMHUpPa OBUE PEKUMU U T'U ITPETCTa-
ByBa HUBHUTE Mer'yceOHU oJHoCH BO GopMa Ha IIeMaTCKU MOZeT.

BHaTpellHMOT HapaTUB e IIPeTCTaBeH KaKo UCKYCTBEH PesKUM Ha HapaTuBHa ¢op-
Ma - MHIVBHUYaJIHA MHTepIIpeTaliija Ha Heuuj >KUBOT, IIPU LIITO MUHATUTE HAaCTaHU,
cerairHaTa CUTyalldja U UJIHUTE MEePCIIeKTUBH ce pa3dbupaaT KOPUCTEjKU KYJITYPHU
Iobpa Kako pecypc. OBoj BHaTpellleH HapaTUB JeTYMHO Ce eKCTepHa/IM3Upa MPeKy
pacKayKyBameTo MpuKasHu (storytelling) u ce Banuaupa/peBuaupa Bo TOj IIpoiiec.
OpHOCHO, pacueHeTo, TPUTe AUMEH3UY Ha UIIEHTUTETOT Ha eJHa ITPUKa3Ha Ou buie:

[TpoKrBeaHNOT HApaTUB: Cce OJJHECYBa Ha CEKOjIHEBHUTE aKTUBHOCTU U UCKYCTBa
Ha 1oeqinHelloT. Toa e OCHOBHATa, HEMHTEPITpeTUPaHa peasTHOCT Ha KUBOTOT KAaKO
IITO ce OABUBA. ABTOPOT HarjacyBa Jieka oBa He e ,UiCTa“ peajHOCT, TYKY € BeKe
CTPYKTYpUpaHa U JIoKMBeaHa MMPeKy HeKOU MPeTXO0JHU HapaTMBHU caKarba.

BHaTrpellleH HapaTHB: JIMUHOTO, CYOjEKTUBHO TOJIKYBarkbe Ha yKUBOTOT. Toa e Hauu-
HOT Ha KOj IMOeJUHelIOT T'M KOHCTPyMpa MMHATUTe HAacTaHM, ja pa3dbupa cerairHocTa
U T ITpeIBUIyBa UAHUTE IPOEKTU, KOPUCTEjKU KYJITYPHHU U JIMUHU HAapaTUBHU MoJe-
1. BHATPEIIHUOT HAapaTHUB e AUHaMUJYEeH U ITOCTOjaHo ce PeBUINPA.

PackaykaH HapaTHB: ce OHeCyBa Ha ITPUKA3HUTE LITO TTOeIUHITATE TU CIIOAeTyBaaT
CO ApyTUTe WU I'M KperpaaT 3a cebe BO eKCIUIMLIUTHA hopMa (Ha ImpuMep, KHUKeB-
HU, CLIEHCKU Win QuaMcku gena). OBre HapaTUBU ce 0OJIMKYBaHU Of COLIMjaTHU U
KY/ITYPHU KOHTEKCTH, KaKo M off ITyomKara. Tue ciyKaT 3a KOMYHUKaLIHja, TIOTBPIY-
Bame U peBU3Mja Ha BHATPEIIHUTe HapaTUBU.

MopenioT He e MUHeapeH, TYKY IUpKy/iapeH. [IpokrBeaHoOT HapaTUB Bivjae Ha BHAa-
TPEUTHUOT, BHATPEITHUOT HA PACKaKaHUOT, a8 PACKayKaHWOT, [TaK, T PeBUINPa U BHA-
TPEUTHUOT ¥ HAUMHOT Ha KOj Cce [O’KUBYBaaT UJIHUTE HACTAHU IITO Ke OUIaT TIPOsKU-
BeaHu. Kora npukasHaTa MUTpHpa, Taa co cebe CH ro MOHeCyBa 11eJTMOT KOMITO3UT Ha
ernurCcTeMOJIONIKYA UMTIUTMKaluu. [lotoa fen of HejsMHATa HapaTWBHATA TICUXOIOTHja
U coirornioryja ce meHyBa. Koj mien? Bo KonkaBa mepa? 3ointo? Co Koja MOTHUBalLuja?
Jlarmy mpuKas3HaTa MUTPaHT BO HOBaTa KY/ITypa Ke Oujie TpeTupaHa KaKo U JIyI'eTO MU-
rpaHTH (KaKo HYKHO 3710) WK KaKo JofjajieHa BPeHOCT (BayKHa MPUI00MBKA)?

3. HapaTuBHM MUrpauMcKi NOAUTUKH

CaHpiepc BO cIIOMeHaTara ,Ajamnraiyja W HpHCBojyBame“ (Adaptation and
Appropriation) aHa3Mpa KaKBU KY/JITYPHU U €CTETCKU ITOJINTUKU CTOjaT 3a]] UMITYII-
coT 3a afantupaie. OBa BKJTydyBa IIpalliarba 3a MOKTa, U/Ie0/IorhjaTa, ra3apHUTe CUJIN
1 JKestbaTa 3a MMOBTOPHO aHTaKUPahe CO WK ITPeUCIINTYBakhe Ha MUHATUTE [Ieia.

Taa gy1aboKo HaB/IeryBa BO KY/JITYPHUTE U €CTeTCKUTE MOIUTUKY KOU ja OBIKAT I10-
Tpebara 1 KejbaTa 3a ajlanTUpame Ha Jejla, OTKPUBAjKU ' CJIOYKEHUTe MOTHUBHU 3a/]
0BOj KpeaTtuBeH Ipoiiec. OBaa aHa/IM3a € KJIydHa 3a pa3duparme 30LITO OfpeneHu
TEKCTOBH Ce afjallThpaaT, KaKo THe Ceé MeHYBaaT BO IMPOLIECOT U KAKBU UMIUTUKALIAN
MMaaT OBUE ITPOMEHH.

HaBe,uyBa 4JeTHupu eJIeMEHTHU KOU Cce KJIYUYHU BO ITPOLeCOT Ha a,uaHTauM]'a:

1. MokTa (power), omHOCHO a. MoKTa Ha OPUTMHAIHMOT TEKCT — HEKOU Jejia ce
afarTupaaTr TOKMY 3aToa IITO UMaaT BeKe BOCIIOCTaBeHa ,,MoK"; 6. MOKTa Ha Toj IITO
ajanTyupa - apaManujara/guaMaijaTa iMa MOK [a I'o TOJIKyBa U Jia To IIpeodiu-
KyBa OPUTMHaJIHUOT TEKCT CIope]] CBOUTe BU3UM, BPeJHOCTU U 1iejid; B. MOKTa Ha
MeIUYMOT — CEKOj MeJIMYM MMa CBOU CITeLIM(pUUHN MOKHOCTU U OTpPaHUUyBaiba; T.
MoKTa Ha Ky/ITypHaTa XereMoHuja — ce MaHu(ecTrpa Kora efjHa Ky/ITypa ajanTtipa

ZleJio Off Ipyra Ky/aTypa.

2. Ugeonorujara (ideology)

AparnrauMnTe ce cieaHd BO UJIEOJIOIIKUTE KOHTEKCTH Ha HUBHOTO BpeMe. Tue oc-
BEH ILITO MOKE [ia ja ofpa3yBaaT IIpeoBJiaJlyBauyKkaTa HeoJIoruja, MoyKe 1 aKTUBHO
Ja ja mpeucnyTyBaaT WU Jia ja 3ajakHyBaaT. OHMe IITO afarThpaaT yecTo naTu He-
CBeCHO TU BrpajiyBaaT BO aJalTaliijaTa BpeJHOCTUTEe, HOPMUTE U yOengyBamaTa Ha
OINLITECTBOTO BO Koe >kuBeaT. Ha mpumep, ajanraiyja Ha KJlacMUHa IIpuKas3Ha of 19
BeK, HarpaBeHa Bo 21 BeK, MOyKe [1a Th mpedopMy/Tipa POJIOBUTE Y/IOTH 3a [Jia OJIro-
BapaaT Ha COBpeMeHUTe (peMUHUCTUUKU MePCIIeKTUBY, NaKO OPUTMHATHUOT TeKCT
MO>KeOU I' OTCJIMKYBaJI ITaTpUjapXaIHUTE HOPMHU Off CBOETO BpeEME.

3. ITazapuuTte cunu (market forces)

HakpaTKo, OBJle HajuecTo cTaHyBa 300D 3a JIOB Ha [OKa)KaH yCIIeX Ha OPUTMHAI-
HOTO fej10. AfaritaliyjaTa Ha IIOIyJlapeH poMaH, CTPUII, TeaTapcKa MpeTcTaBa Wik
unM o Apyra 3emja Hyau ,BrpajieHa, reHepuuka“ mybjarMKa U HamajaieH PU3UK BO
OJIHOC Ha €KOHOMCKHUOT 6eHeduUT. 3aToa Bo [eHelIHaTa KpeaTuBHa cdepa, ajarnTa-
LIMMTe YeCcTo ce IpaBaT Co LieJT Jla ce co3dajiaT WM Ja ce MpOoIIupaT OPeHI0OBU U
dpaHILII3Y.

4. JKenbara 3a ITOBTOPHO aHTayKUPake CO WIM IIPEUCIIUTYBake Ha MUHATUTE Jjejia
(Desire to Re-engage with or Re-examine Past Works)

OBa e MoBeKe eCcTeTCKU U KY/ITYPEeH MOTHUB, KOj O[IM ITOZA/IeKy Off YUCTUTE Ia3apHu
CUJIM: TPeTMaH KOH OPUTMHAIOT KaKo efeH B Ky/ITYPHO HaCIeICTBO. Amariraiija-
Ta MOJKe Jja Ouje HaurH Ja ce OIPsKU Toa KY/JITYPHO HACJ/IeNCTBO KMBO U PeJIeBaHTHO
3a HOBUTE TeHepallin.

4. lLito ce cAyuyBa Kora npMKa3sHarta Ke poobue a3ua?

JlopeHn Poy3BapH (Lauren Rosewarne) Bo ,,30IITO IIpaBUMe PUME]jK — MOJIMTUKATA,
eKoHOMMjaTa 1 eMoLuuTe Ha priMmckute u TB pumejkoBu (Why We Remake - The
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Politics, Economics and Emotions of Film and TV Remakes, 2020) ce obuayBa ga
OJITOBOPHY Ha €JHOCTABHOTO Mpalllakhe: 301ITO [TpaBuMe puMejKoBM? I'71aBHa Hej3uHa
Te3a e JieKa U IOKPaj KPUTUYKUOT ITpe3up KOH PUMEjKOBUTE, THE Ce CYIUTMHCKU 1
LIEHTPaJTHU 3a UCTOpHjaTa Ha GUIMOT U TeJIeBU3HjaTa.

Taa ucTpaskyBa 30IITO PUMEjKOBUTE TIOCTOjaT, KAKO Ce CcOo3/laBaaT M 30LITO ITPO-
Io/bKyBaart Aa OuiaT Mony/IapHu, HaB/IeryBajKu BO HUBHUTE ITOIMTUYKY, EKOHOMCKU
1 eMOIIMOHAJTHU IUMeH31u. Poy3BapH TBPIM JleKa pUMEejKOBHUTE He ce caMo KOTIUH,
TYKY BUJI Ha afarTaliii KOM UM OBO3MOKYBaaT Ha KpeaTOpUTe [1a MHKOPIIOpUpaaT
HOBU TEXHOJIOTHWM U A ajjpecrupaaT COBPeMeHU COLIMjaJIHU, KYJITYPHU U MOTUTAYKA
IPUKU IIPEKY 00jeKTUBOT Ha BeKe ITO3HATU ITPUKa3HU.

Pa3uKyBa pa3/inyHy BUIOBU Ha pUMejKOBH, KaKo LITO ce ,Haarpagou (upgrades),
,HOCTaJIrTMUHN oMayku“ (nostalgic homages) u ,momepuu pecraprtu“ (fashionable
reboots). ,Hagrpagbure ce puMejKOBU KOM Ce HallpaBeHU 3a [ia Ce UCKOPUCTAT HO-
BUTE TEXHOJIOIIKY MOYKHOCTH KOU He Oujie JOCTAITHU BO OPUIMHAIHUOT (UM WIN
TB-cepuja, HO CeKAKO MOKe [ja Ce alUIMLKpaaT U Ha CLIeHCKOM3BeIyBAauKUTe CIIEK-
Taku. ,Hocraarnunure oMaku“ ce co3maBaaT cO CHIHA eMOTHUBHA KOHEKIja KOH
OPUTrMHAIHUOT MaTepHjal kU Co Hamepa [ia ce ofdaze IMOUMT Ha HeropaTa ITOITy/Iap-
HOCT U KY/ITYPHO 3Hauere. Tre 4ecTo ce HacouyeHU KOH 000yKaBaTe/IuTe Ha OPUTU-
HaJIOT. ,MofepHUTe pecTapTU’ MPEeTCTaByBaaT PUMEJKOBU KOU UECTO Ce LIeJIOCHU
IIpeoCMUC/TyBaha Ha IpukasHu. LlesnTa e ma ce BmaxHe HOB JKMBOT BO 3aCTapeHu WU
IIOMAJIKy pejieBaHTHU MPUKAa3HU, [Ia ce afjpecrupaaT COBpeMeHU ITpallama U Ja ce
co3gaze HoBa Oasa Ha MyO/IuKa.

[TocTojaT MHOry pPUMejKOBM KOU MEHyBaaT POJIOBU Y/IOTM (}KeHCKa Bep3uja Ha
,Ghostbusters*”), w1 oHMe Kou APacTUUYHO I'0 aKypupaaT aMOMEeHTOT U TEMUTE 3a
Ia OupaaT moakTyesHU (Ha IIp., ,Batman Begins“ Kako pectrapT Ha ¢dpaHIIM3aTa 3a
,beTMeH", Koj IIpucTaIryBa co IIOCEPHO3eH U IopeaIMcTUUeH ToH). OBAe criaraaT u
pUMEjKOBU KOU ja MCTPayKyBaaT MCTaTa OCHOBHA Ujieja, HO CO coceMa HOB ITPUCTATII.

Bo TeaTapor, ucTo Taka, iMa MHOTY IIPpUMeEPU Ha BaKBU PUMEjKOBU. MHOT'Y COBpe-
MeHU TeaTapcKu MpoayKiuu Ha [lleKcrup MosKe f1a ce cMeTaarT 3a ,,MOJIepHU pecTap-
t1“ (fashionable reboots). Ha mpumMep, nponykLuuu Kou ja cMectyBaar ,,Pomeo u Jy-
nvja“ Bo MogepHo BpeMe (Bep3ujara Ha ba3s Jlypman o 1996 roguHa, nako puiM, e
MIpUMeD 3a TaKOB IIPUCTAII), CO COBpeMeHU KOCTUMH, ClieHorpaduja 1 My3uKa, 4eCcTo
CO TIoM3pa3eH aKlleHT Ha COoljaTHUTe Mpalllakha Wi HAaCUJICTBOTO, 3a Jla OfleKHAT
Kaj roMJiafaTta myonuka. Ha makemoHcKaTa He3aBLCHA TeaTapcKa ciieHa, Bo 2018
roauHa Bo TearapoT Ha HaBuratopot LIBeTko (KuHo KynTypa) npBIaT ;keHa akTepKa
(Cumona CriMpoBCKa) ro urpaille JIMKOT Ha XamJjeT BO MCTOMMEHaTa IIpeTcTaBa Ha
[lTexkcrup. PeskucepoT Ha ripeTcraBaTa Musionr AHAOHOBCKHU 10 TOj OBOJ, Ke U3jaBU:
,De3BpeMeHCKHOT XaMJyIieT ' MeHyBa cBouTe (hOopMHU 3a Jla ITOCTaByBa IIpalllaiba 3a
BpeMeTo IITo 6MIo 1 BpeMeTo 1ITo e cera. OBaa MOCTaHOBKA I'o TIPUKayKyBa TOJTH-
TUUKOTO OyZere Ha MIaJuOT YOBeK".

BaskHoO e [1a ce HartoMeHe [ieKa OBHe KaTeropuu He ce MeryceOHO UCcKayunBu. EmeH
PUMEjK MOsKe fa Oujie MICTOBpEeMEHO U ,Haarpaaoa” (mopaay TeXHOJIOUIKY HaITPe oK)
U ,MojlepeH pectapT* (mopaju MpoMeHa Ha TEMUTE).

5. Ctyauja Ha cayuaj: ,,12 rHeBHM MaXku*“

Bo 2021 roguta Bo Hbyjopk Bo usmanue Ha ,Empire State Editions*, HarpazgyBa-
Huot nyonuiuct @un Posenusajr (Phil Rosenzweig) ja objaBu kHurara ,PervHang
Poy3 u natyBameTo Ha gBaHaeceTTe nyTu Masku“ (Reginald Rose and the Journey of
12 Angry Men), co MHTpUraHTeH II0JHAC/IOB: ,HepacKaskaHaTa IIpUKa3Ha 3aj efgHa
oIl HajroeMuTe aMepukaHcKu apamu“. KHurata Ha ®un PoseH1Bajr mpeTcTaByBa
I/TabrHCKA U ceordaTHa CTyAUja 3a JKUBOTOT U JiesioTo Ha PerimHasny Poys, co 1o-
cebeH (pOKyC Ha HEroBOTO Hajlo3HATO mAeno - ,12 rHeBHU Maxku“ (12 Angry Men).
Po3zeH11Bajr uctpaskyBa Kako OBa KYJITHO [IeJI0 HACTaHaJIo, HErOBOTO BJIMjaHUE BP3
aMepUKaHCKaTa Ky/JITypa U IpaBHUOT CHUCTEM, U KaKko Poy3, Kako aBTop, ce 6opes co
CJIO;KEHUTE OMIITEeCTBEHU Y MOJIMTUYKY TTpalllakba Ha CBOeTo BpeMe. [T1TaBHaTa Te3a e
Ieka , 12 rHeBHU MayKu“ He e caMo Jipama 3a CYACKHU IIpollec, TYKY MOKHa ajieropuja
3a JeMOKpaTujaTa, TparaHcKara JIO/LKHOCT U 6opbaTa TPOTUB HeTOJIepaHIrjaTa,
KOja oCcTaHyBa U3HEHa/lyBauKu pejieBaHTHA U JeHec. Po3eH1IBajr aprymeHTHpa JeKa
YCITEXOT U TpajHaTa BPEJIHOCT Ha JIeJIOTO Ce JIO/KaT Ha HeroBaTa CIoCOOHOCT Jja Th
HUCTpa)KyBa YHUBEP3aJIHWTE TEMU Ha MpaB[aTa, pegpacyquTe U cujiaTa Ha pa3yMor,
CeTo Toa BO CIieluUIHUOT KOHTeKCT Ha CTyfeHaTa BOjHA U TIEPUOMIOT Ha MeKKap-
TU3MOT.

OpuruHanHo Taa Owila HamnuiraHa Kako men ox TB-mpama (1954) op ,,Crymuo 14
(Studio One) nomnymapHa aHToOTUCKa cepuja Bo '50-tute. Bo Toa Bpeme, TeneBu-
3yjaTa Ouia HOB U MOKEH MeIUyM, KOj OBO3MOKYBa/I MHTUMEH U IMPEKTEH KOHTAKT
co nyoJIMKaTa BO JJoMOBHUTe 1 Poy3 61y ybefeH geKka Toa e BUCTUHCKUOT KaHaJl 3a Jia
I' IIpeHece CBOUTE IMOPAKU CO MOIIMpoKaTa nyonuka. Maejara 3a ,,12 rHeBHU MayKu“
My poiia Ha PerirHarng Poy3 1o HeroBOTO JIMUHO UCKYCTBO KAKO MOPOTHUK BO CJTy4aj
Ha youcTBo of HeOpeskHOoCT. Toj 6ut dhacluHKUpaH of OHOCUTE 1 MHTEPAKLIUUTE BO
IMOPOTHUUYKATa coba, 0COOEHO Of MMPUTUCOKOT Ha MHO3WMHCTBOTO BP3 MOEOUHILIUTE.
Poy3 ro mmpemno3Ha’ ApamMaTUYHUOT MOTeHIIMjal Ha e[lHa TaKBa U30JIMpaHa cpeguHa,
Kajle 1IITO ce CyAupaaT pas3jIndHU JIMUHOCTH, ITpepacyqu U apryMeHTH.

Cermak, kKako TB-mpaMa (ce urpaia Bo >KHUBO Ipel KaMepy U My0JIMKa BO CTYIKO),
Taa UMajia CBOM JIMMUTHU — OrpaHUYeH Opoj Ha CLIeHH, Aujaior basupaH Ha JIejCTBO U
¢oKyc Ha KapaKTepu3alyja IIpeKy ropop. Y mokpaj oBue orpaHudyBatba, Poy3 ycie-
aJI Ja cosjajie U3BOHPeIHO TeH3UYHa U eMOTHMBHO HaOueHa IpukasHa. [Jobua mo-
3UTUBHU KPUTHUKU U BeJIHAIILI CTeKHAJIa peITyTaliija Ha MOKHO 1 ITPOBOKAaTHUBHO [eJIo.

Crieqiy ipeMUH BO TeaTap. Poy3 caMuOT ja ajjlanTipas 3a Teatapckara ciieHa. OBaa
ajlarTalyja My OBO3MOKIJIA a HAIlpaBU MaJIi U3MEHHU BO [UjaJIOroT U KapaKTepu-
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3alyjaTa, IIpWIarogyBajku ' Ha crelM(pUKUTe Ha TeaTapCKUOT U3pa3 U UHTepPaK-
1I1ja IOMeTr'y akTepuTe U Iy6IMKaTa Koja e TOMHaKBa off TeJIeBU3MCKATa.

YcriexoT Ha clieHaTa ja MOTBPAW/I YHUBEP3aTHOCTa U U3JIP;K/IMBOCTa Ha HAPATUBOT
Ha Poy3, MoKa)KyBajKu /ieka ITpUKa3HaTa He e 3aBUCHA TOJTKY Off MEUYMOT KOJIKY Off,
Hej3MHaTa CYIITUHCKA JIpaMaTUYHa CTPYKTYpa M aKTYeJIHUTe TeMU. A Toa ITOJI0IHA
Ke r'o MOTBpAAT U (DWIMCKUTE ajlarTallii.

5.1. ABaHaeceT rHeBHM AMepUKaHuM

ITo dbopma, ,,12 rHEBHM MaxKu“ e cyicKa apama. I1o 1ies, Ke Haluile KpUTU4apoT
Porzep E6epr, Toa e 3a6p3aH Kypc 3a OHUE WIEHOBU Ha YCTaBOT LITO My BeTyBaaT Ha
OOBUHETUOT ITPABUUHO CyJiehe U MPe3yMITija Ha HeBUHOCT. DUJIMOT MMa HeKaKkBa
CYpOBa €JIHOCTaBHOCT: OCBEH KPaTKUOT BOBEJ, U YIITe TIOKPATKUOT E€ITUIOT, LIeJINOT
ce oJIBMBa Bo Majia coba 3a mopoTa Bo HbyjopK, Ha , Haj’KellIKUOT JIeH BO rofrHaTa”,
noneka 12 maku lebaTupaar 3a cyJjoMHaTa Ha MJIa/i OOBUHET OCOMHHUYEH JieKa ro
yOuII CBOjOT TaTKo.

DuIMOT He HU MMOKa)KyBa HUILITO Of], CAMOTO CYielhe, OCBEH KPaTKOTO, PEUUCU PaM-
HOZIYIITHO oOpaKame Ha cyAujaTa 10 TmopoTara. HeroBuoT ToH yKasKyBa JieKa Mmpecy-
7aTa e BeKe fJoHeceHa. He cryliame HU 0OBUHUTEN HU OpaHUTET, a IOKa3uTe I'U JI0-
3HaBaMe caMo TOCpegHO, MPeKy paclpaBUunTe Mel'y nopoTHuiure. [loBeKkeTo cyncku
dumMoBY cMeTaaT JleKa Mopa Jia 3aBpliaT co jacHa rpecyaa. Ho ,,12 rHeBHM Masku“
HUKOTAalll He KayKyBa /ia/li 0OOBUHETUOT € BUHOBEH Wi HeBUH. DWIMOT e 3a Toa fanu
IopoTaTa MMa pa3yMeH COMHE K 3a HeroBara BMHa.

[TPUHIUTIOT Ha pa3yMeH COMHEK — BepYBambeTO JIeKa 0OBUHETHOT e HEBUH JIofieKa
He ce JIOKa)Ke CIIPOTHMBHOTO — € eJIeH O] HajIIPOCBeT/IEHUTe eJIeMeHTH Ha aMepu-
KaHCKUOT YCTaB, MaKo MHOTY AMepHKaHLIM UMaaT TEeIIKOTUU Ja ro rmpudarart. ,,OBa
e jaceH ciyuaj,“ orceuHo rounyBa ITopoTHuk 6poj 3 (JIu II. Kob) Kora moporaTa 3a
IpBIAaT ce cobrpa BO HUMBHaTa KiaycTpogobuuHa Maja mpoctopuja. Ilpu mpBoTO
rnacame, 10 of1 HeroBuTe Kojiery ce corjacyBaar, M caMo efieH ce CIIPOTUBCTaByBa —
ITopotHuUK 6poj 8 (XeHpu PoHAA).

Toa 6erire pB fgonromerpaskeH drM Ha CugHu JlymeT, MaKo uMallie rojieMo HUCKY-
CTBO BO TeleBU3UCKUTe Apamu. Kamepara ja Bogelire BerepaHoT bopuc Kaydmas, Koj
1 Bo npyru ¢punmosH (,On the Waterfront* [1954], ,Long Day’s Journey into Night“
[1962]) mokaskyBa BellTHHA BO 3rojieMyBaibeé Ha TeH3ujaTa BO [UjasIoIIKUTe CLIeHMU.
Bo akTepcKaTa ekurna numa caMo eHa BUCTUHCKA sBe3fia - DoHga — Ho ocTtaHaTute 11
aKTepu ce Mery Hajoobpurte Bo Hbyjopk Bo Toa BpeMe: Maptun Bancam, /Tu I1. Koo,
E. I'. Mapiuas, Ilek Knyrman, Ilek Bopaen, Ex bernu u Pobept Bebep. Tue mnyuiar,
ce TIOTaT, IIl[yjaT, ce pacTerHyBaar, ce IieTaaTt, 1 — ce jyTar. Bo camo 95 MuUHyTU
(moHeKoralll ce YMHU KaKo JIa € CHUMEH BO peajyiHO BpeMe), CUTe TIOPOTHULIU ce Jie-
dpuHMpaHU TpeKy HUBHUTE TMUHOCTU, KapaKTepu, IOTeKJI0, 3aHUMabha, IIpeapacynu

Y eMOLIMOHAJTHA HAaKJIOHEeTOCTU. [IoKasuTe ce gebaTupaar TOIKY AEeTasIHO, IITO UyB-
CTBYBaMe JIeKa 3HaeMe PeurcH UCTO KOJIKY U ITopoTaTa — 0cob6eHO 3a CTapHOT YOBEK
LITO TBPIU [ieKa I'o C/IVIIHAJ YOMCTBOTO U I'O BUIes 0OBUHETHOT KaKo Oera, 1 JkeHaTa
ITPeKy yuliaTa Koja BeJIM JeKa ro BUujesia HaCTaHOT HU3 MPO30PLIUTE Of ABMKEUKU
Bo3. ['0 regame opysKjeTo Ha YOMCTBOTO U 'Y CJIyLIaMe TTIOPOTHULIUTE KaKo AebaTu-
paar 3a arojioT Ha paHara. [ ieaMe Kako MoH 1A TO UMUTUPA BIIeUEHETO Ha UEKOPOT
Ha CTapHOT YOBEK, KPTBa Ha MO30UeH yaap, 3a Jia IPOBepHU Jaii HaBUCTUHA MOYKeJT
HaBpeMe Jla CTUTHE JI0 BpaTara U Jia r'o BUJIU YOUeIoT KaKo Oera.

EbepT ro criopegyBa (hUIMOT I10 CBOjaTa OCTPOYMHOCT U 110 HAUMHOT Ha KOj eHU
IIOKa31 ce coouyBaaT CO APYTU LITO UM IIPOTHUBpeYaT co (p1HAaJIeTO Ha HeKOj Tpuiep
opn Arata Kpuctu. Ho, GuiMoT He ce 3aHMMAaBa CO pelliaBambe Ha 3J10CTOPCTBOTO. Toj
ce 3aHMMaBa CO IIpaKaibe MJIaji YOBeK BO CMPT (BO Urpa e CMpPTHA Ka3Ha). AKTyejleH
€ BO KOHTEKCT Ha HeoJlaMHeIlTHU OTKPUTHja JleKa MHOTY TIpecyqy 3a CMPTHa Ka3Ha
ce 6a3upaHy Ha KOHTaMUHUPaHU [oKas3u. , TyKa 30opyBaMe 3a HeUdj JKUBOT, BeJlu
nukoT Ha DoHga. ,He MokeMme fa ojyrydrMe 3a IeT MUHYTU. A LIITO aKo rpemmmMe?”

OOBUHETHOT, KOra HaKpaTKo o T7ieflaMe, U3I7Iefia ,,eTHUUKKU, HO He TIpurara Ha KOH-
KpeTHa rpyra. Moke ga bunme WUranujanet, Typuun, Mapuen, EBpenH, Apar i MeK-
cuKaHell. Bo cobarta 3a mopoTta, HeKOU ITOPOTHULIM yIIaTyBaaT 3aBUeHN KOMEeHTapy 3a
»Tre nyre“. Ha Kpajot, ITopotHuk 6poj 10 (Ex Bernu) 3amouHyBa pacUCTUUKYA MOHOJIOT:
»,3HaeTe Kako TUe nyre naykar. Toa uM e Bo mpupopara. He 3Haar wto e BuctuHara. U
BepyBajTe, He M Tpeba HeKoja rojiemMa MpUYKMHA 3a J1a youjaTt HeKoro...” Jlojieka Impopor-
JKYBa, efieH T10 efieH MOPOTHUIINTE CTaHyBaaT off MacaTa v My BpraT rp6. [lypu u oHue
IIITO MUCTIAT JleKa OOBMHETHOT € BUHOBEH He MOMKAT JIa cellaT U /a To cayuiaat bermm

Kako 300pyBa co TakBu npeapacyau. ClieHaTa e efjHa off HAjMOKHUTE BO (hUJIMOT.

I'macameTo, Koe 3armouHyBa co pe3ynrtaT 11 —HacmpoTu— 1, mocTeIeHo ce MeHyBa.
Mako puMoT jacHO 3a3eMa cTpaHa Ha JIMKOT Ha DoHa, He ce IMIPUKayKaHU CUTE IIITO
r71acaar ,,BUHOBEH" BO HEraTUBHO CBETIIO.

BusyenHarta cTpaTeruja Ha (huaMoT ja objacHyBa JIymeT Bo KHurata ,,Co3maBaibe
dunmoBu” (Making Movies) - eqHO of1 HAjUHTETUTEeHTHUTE U HajuH(OPMaTUBHU Aejia
LITO HeKoralll ce HallMIllaH! 3a (puIMCcKaTa YMeTHOCT. Bo rytaHupameTo Ha (DHJIMOT,
TOj pacKasKyBa [IeKa My JIolljia Ujeja 3a ,IUIaH 3a 00jeKTUBU": 3a J1a ja HalTpaBU IIpo-
cTopHjaTa Ja usrjeja ceé ImomMasia Kako IITO HalTpeAyBa J1ejCTBUeTO, [IOCTeIIeHO KOpU-
cres 00jeKTHUBH co cé noroyieMa (poKycHa JOJI;KMHA, TaKa IITO IT03a/IMHUTE BU3YETHO
ce mpubNMMKyBaaT KOH JMKoBuTe. ,IIoKpaj Toa,“ muilyBa Toj, ,[IpBaTa TPeTUHA Of
dWIMOT ja CHUMAaB OJT Ha/], BUCOUMHA HA OUM, BTOpaTa TPETUHA BO HUBOTO Ha OUUTE,
a mocjieJHaTa TPeTHHa Of IOl HUBOTO Ha ouuTe. Ha Toj HauuH, KOH KpajoT, oYHa
Ila ce TI0jaByBa U TaBaHOT. He camo IIITO sujloBUTE ce 3aTBOpaa, TYKY U TaBaHOT Ce
cryurrane. YyBCTBOTO Ha 3rojieMeHa KaaycTpogobuja mpruaoHece MHOTY 3a TeH3Hja-
Ta BO IIOC/IeAHUOT Jen of puaMoT.“ Bo nmocneguuotT Kagap o hUIMOT, 3a0efieskyBa
TOj, KOPUCTEJI IIIMPOKOAarojieH 06jeKTUB ,,3a KOHEUHO [a HU OBO3MOKU Ja 3JUBHeMe.

82 83



DuAMoT AeHec (GYHKLUOHMPA KaKo MTPaKTUUeH YUeOHHUK 3a PeKUCepHr 3auHTepe-
CUpaHu 3a Toa Kako U300pOoT Ha 00jeKTUB Biijae Bp3 aTMocdepara.

5.2. ABaHaeceTt rHeBHu Pycu

dunmor ,,12“ (2007) Ha HukuTa MuxaakoB peTcTaByBa VHUKATEH IIPUMEp 3a MH-
TEepPKY/ITYPHa ajanTalyja Ha KaHOHCKO aMepHUKaHCKO Jesio. basupaH Bp3 Agpamara
Ha PeninHaing Poy3 u ¢dunmot Ha JIlyMmeT, oBaa pycKa Bep3uja ja 3aJip;KyBa OCHOBHA-
Ta ITOCTABEHOCT — MMOPOTHUYKA JUCKYCHja BO C/Iydaj Ha YOMCTBO — HO pajUKaHO TO
TpaHcopMUpa 3HAYEHETO Ha CYIACKUOT Ipollec MpeKy KYJITypHa peJioKaliyja, I1o-
JINTUUYKa peKoHduUrypaiyja 1 HapatuBHa pedopMaiija. OB0Oj TEKCT Ke I'i pasriie-
Ila TPUTe KJIYYHU acrleKTU: HAapaTUBHUTE U BU3YEJTHUTE TPOMEeHHU IITO MUXaTKOB TH
BOBe[lyBa BO ajialiTaliyjaTa, IIO3UTUBHUTE KPUTUUKHU PEaKLU, KaKO U KPUTUKUTE U
KOHTPOBEP3UUTE IITO (DUJIMOT T ITPeAU3BUKa BO Pa3/IMUHU KY/JITYPHU KOHTEKCTH.

Bo mpoiiecoT Ha apmanTalidja, MruxajakoB ITpaBU MOBeKeCJI0OjHU U3MEeHHU KOMU ja IIpe-
MeCTyBaaT IIpUKa3HaTa OJf aMepUKaHCKUOT jinbepajieH KOHTEeKCT BO MOCTCOBETCKA
Pycuja. Mako ro 3azip;KyBa 3aTBOPEHHMOT IIPOCTOP — BO OBOj C/Iy4aj YYM/IMIIHA CIIOP-
TCKa cajla — TOj TO IMPOIIMPYBa HapaTUBHUOT XOPU3OHT cO (hIelIOEKOBU, €THUUKU
HaITHaTOCTU U UEOJIONIKY MpeMucu. Bo opurnHasoT, Beke peKoBMe, 0OBUHETHOT €
MJIaJIO JIMIIe CO HejacHA eTHUYKAa MPUIAJHOCT; Kaj MUXajIkoB, TOa e ITIOCBOeH YyeueH-
CKU THUHEejIlep 0OBHUHET 3a YOMCTBO Ha CBOjOT TaTKO, Koj e PycuH. ITpeky diienibekoBu
ce TIPUKa)KyBa >KMBOTHATA IMPHMKa3Ha Ha 0OBUHETHOT, IIPH LITO Cce HarjacyBa HeroBa-
Ta HeBUHOCT, MOC/IVIIHOCT U UAeHTU(MUKALIja CO PYCKUTE BpegHOCTU. Bo 0Boj HOB
HapaTuB, ,APYTUOT* — YeueHelOT — He e 3aKaHa, TYKy CMMOOJI Ha TparuyHoCTa Ha
MOCTCOBETCKOTO OITIITECTBO, KOj MOJKe [la ce MHTerpupa MpeKy JbyooB, AUCLIMITIMHA
1 PYCKO ITOKPOBUTEJICTBO.

BusyenHarta cTpareruvja UCTO Taka e 3HadajHa. MUXasKoB ja HamylliTa cCTaTUYHATa
ecteTrKa Ha JIyMeT U ja 3amMeHyBa CO JIBUKEHE HAa Kamepara, TeaTpajiHa KOMIIO3U-
1Ija Ha MU3aHCIleHaTa U H1u3a CUMOOJIMYKY TeCcTOBU Bo urpara. Hamecro MuHuMa-
3aM, MPUCYTEH e MaKCcUMaM3aM: ofi Bpabel] IIITo BIeTyBa BO cajiaTa Kako CUMOOJT
Ha cyio607a, 0 YeCTH KPYITHU KaJIpyu U ipaMaTUdHa My3uKa. Kako 11rro 3abese;kyBa
camMuoT MuxaJIkoB Bo MHTePBjy 3a ,Pyckaja razera“ Bo 2008 roguHa, HaMmepaTa My
buna: ,He fla To puMejkHe JIyMeT, TYKY Jla ja ©3pa3u cocTojoaTa Ha pycKaTa ayiia‘.
Tyka apganTanujata NpeMUHyBa Ol IpaBHA JuUjieMa BO AYXOBHO-€THUUKA, Kafie IITO
TpaliamkeTo 3a BUHATA e TOBOJ 3a Jlebara 3a UIeHTUTETOT, OIIITeCTBeHaTa COJU-
IAapHOCT U MaTPUOTU3MOT. 3HauajHO e 1 Toa IITO JIUKOBUTE BO ,,12“ ce KapaKTepHO
MMOEeKCIUIUIIUTHY — THE CTAHyBaaT TUIIOBU IIITO T'Y pellpe3eHTHPaaT pa3IndyHuUTe CJI0-
€BU Ha PYCKOTO OMIITeCTBO, of mopaHelieH KI'b-areHT 110 jyneodobuueH TakcucT u
nubepasieH UHTeIeKTyasIell.

Mery No3UTUBHUTE KPUTHUKU, (DUJIMOT Oellle [o3/IpaBeH 3a CBojaTa aMOUI[MO3HOCT
u aktyenHocT. Puuapp ITporc (Richard Propes) Bo ,,HezaBucHuot kputudap” (The
Independent Critic) nuiryBa meka ,12“ e: ,,MOKeH u IpeKkpaceH (UM LITO UMa 3Ha-

yerhe, MaKo He TO JOCTUTHYBa KYJITHUOT CTaTyc Ha opuruHasaot* (Propes: 2008). Ho-
MuHanpjata 3a Ockap Bo KaTeropujara 3a Hajoobap cTpaHCKM (bUJIM ja HOTBPAyBa
HeroBaTa MeI'yHapoIHa pejleBaHTHOCT. [loBeke KpuTUYapu HMCTaKHyBaaT JeKa Mu-
XaJIKOB ycCIieaJl fla To 3aJIpKU IpaMaTyPIIKUOT HAMOH U TTOKPaj MPOIINPYBakeTo Ha
BpeMeTpaeweTo Ha 159 munyTu. Criopeq, HeKOU pelleH3un, TOKMY IIPeKy JOATroTpaj-
HUTE MOHOJIO3U 1 PETOPUYKU U3/IUBU, (DUIMOT CTaHYBa ITPOCTOP Kajle IITO Ce OJBU-
Ba CBOeBU/IHA KaTap3a — He caMo 3a JIMKOBUTE, TYKY U 3a IyO/IMKaTa.

AKTepcKkaTa ekuIla gobu 6pojHu mocanby, ocobeHo mopagu Toa LITO COCTABOT Ce
COCTOU O] UCKYCHU PYCKH ITTYMIIM, KOU Ha ClieHaTa ITPeTCTaByBaaT 1jejla COL[UOJIOIIKA
raHopama Ha coBpeMeHa Pycuja. Kako mrto HaBefyBa E6epT Bo cBojaTa perieH3uja,
,HeMma caba u3Benda“ U CeKoj JIMK r'o HOCU CBOjOT TOBap Ha mpeapacyau, TpayMu U
comuesku (Ebert, 2008). YrioTpebarta Ha HIMPOK MPOCTOP U AMHAMUYHA KaMepa, KaKo
1 parcoInyHuTe, 4eCTO eMOLIMOHAIHO HabueH MOHOJIO3U, Co3jaBaaT aMOUeHT Koj
MOTCEeTYBa Ha TeaTapcKa IPeTcTaBa, HO ja 3a7p;KyBa uIMcKaTa ecTeTrka. Hekou
KPUTUYApU IO CIiopeyja HAUMHOT Ha PeKUpame Co ,paguojipama‘ — TOKMY 3aToa
IITO T/IACOBUTE U [UjaIo3UTe MMaaT I[eHTpaIHO MeCTO BO IIpUKa3HaTta, 6e3 mpuroa
Ila ce 3aryou BU3yeJjiHaTa r'yCTHHA.

5.3. ABaHaecert rHeBHM MakeaoHUM

Bo ormrrecTBO BO Koe IMPaBOCY/ICTBOTO UMa camo 2% 1oBepOa Kaj rparaHure (1 e
ybeIMBO HajKpUTUKYBaHATa W HAjHUCKO IleHeTaTa Jip;KaBHA MHCTaHIIA), OfjIyKaTa
Ila ce paboTu MpeTcTaBa ,,[10 MOTUBU Ha JieJIoTo Ha Pertnnan Poy3“ e MCKITyduTeTHO
TOYHA, Xpabpa u onopTyHa. Bo HeflocTUr Ha JJOMAITHU TEKCTOBU KOM BUCTUHCKU Ke
ce daTaT BO KOCTeIl CO OBaa HEBpaJIF'MYHA TOUKA Ha HAIIETO >KUBeeke (TPaKTUUHO
LLpHuia“ Ha Kone Yatryrie e ipBaTa 1 IocjieHaTa BaKBa Hallla YCITeIIHA ITPUKa3Ha),
coceMa JIOTUUHO € [ia ce IocerHe no apamara Ha Poys.

ITpercraBara ,,12“ (COOPKUHCKU TO CIeOd aMepUKaHCKUOT OPMIMHAJI, HO HAC/IO0-
BOT e CKpaTeHaTa Bep3Uja KaKo BO pycKara ajaritalyja), Koja peskucepor CHUHUILIA
EBTHMOB ja HajaBu Kako ,peajr3aliyja Ha COIICTBEHUOT COH", MMallle IIpeMuepa Bo
MakenoHCKUOT HapozieH Teatap Ha 20 HoemBpu 2024 rouHa. YIOruTe ru TOJIKYBa-
aT: Fopm JoneBcky, I'opact 1IBeTkoBCcKU, ToHn MuxajnoBcku, Hukona PrucrtanoBcky,
braroj BecenunoB, Anekcanpap Mukuk, rop [lam6a3oB, Jopman CumoHoB, CeHKO
Benunos, Onusep MutkoBcku, Biago JoBanoBcku u Caiiko Kores. Koctumorpad e
Anexkcanpap Hommas, cueHorpad u gusajHep Ha cBeT/ioTo € MapTuH MaHeB, a My-
sukara e Ha [IMI" KoneKTus.

IIpeTcTaBaTa € HECOMHEHO HCK/IVUATE/IHO YCIIelllHa, ITyO/IMKaTa ja caka, riema-
JIAILITETO Ha rojieMara ClieHa e MperoaHo, OWIeTuTe ce IMpoJaZeHu Meceld OfHa-
npea. Kputuukure ocBpTU BO MeAuyMuTe 0ea MCTO TaKa MCKIYUUTETHO ITO3UTUB-
Hu. Mcto Taka, HeogamHa, Ha hectuBanor ,Bojoman YepHogpuncku® (2025) ja ocBou
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rJlaBHATa HArpajia 3a CeBKYITHO YMETHUYKO OCTBApYBamhe O]l TPOWIEHOTO CTPYYHO
JKUPU.

»,Jac BepyBaM [eKa ceKoja IMpeTcTaBa e elHO IaTyBame U HCTPaKyBaibe
HMCTOBPEMEHO KOH HEelO3HaTOTO ¥ Heo0jaCHUBOTO BO UYOBEUKOTO CYIITECTBO.
Bo 12 me 1rj1eHU akTepcKara opraHuka. 3a MeHe 12 e MCK/IYUUTETHO aKTePCKO
IOCTUTHYBamke Ha CEKOj akTep of eKUIlaTa... 3a MeHe U JI0 JeHec, He3aBUC-
HO O]l MOETO JOJITOTOJIUIITHO UCKYCTBO KaKOo pe;KUCcep BO pa3InyHU KyITYpHU
UEHTUTETH, YOBEYKOTO BO UOBEKOT IIPEKY UrpaTa TeaTap ¥ aKTePOT OCTaHyBa
HeobjacHMBO uyZI0“, 00pa3jIoKU BO Taa IIPUIKKa IIpeTceaTeakara Ha JKUPUTO
JIunuja AbarieBa.

Bo cmucia Ha TeopujaTa 3a afmantaiuja Ha Llynu CaHzepe, aHasM3aTa Ha TIpeTcTa-
BaTa HYJU MHOT'Y TTIOBeKe apryMeHTH, Taa ce Kiacuduirpa Kako ,afanramuja® (rmo-
CBOjyBame), MHOTY MIOMaJIKy KaKo ,arporpujaiuja“ (mprucBojyBame). Taa MoKa)KyBa
HCKJTYYMTETHO BUCOKO HMBO Ha JIOjaJITHOCT KOH OpUTMHAIOT. MlaKko He ce UCKIydyBaaT
eflHa Co [ipyra, arporipujaiijata dapa rmocao0b0/IHO TTpe3eMahe WiIn TTPHCBOjyBamke
Ha eJIeMeHTH O] OPUTMHAJIOT, HO KJIYUOT € BO TOa — OBUMe JApaMaTypIIKU eJieMeHTU
7la ce UICKOPHUCTAT 3a HOBU Iej1, OHEeKoralll YPU U CO KPUTUYKU HaMmepu. MoKTa
Ha OPUTUHATHUOT TEKCT (BO CJTy4ajoB BPBHO HAIMIIIAHO JIe/I0) U MOKTAa Ha ,,0HOj IIITO
ajanTupa“ (Bo CJIydajoB pesKUCEep CO UCKIIYUUTEIEH CEHC 3a MoTpebuTe Ha Imy0IuKa-
Ta, 3a MOMy/apHa Ky/ITypa U M0 MaJKy MaJulMO3HO U CO /103a Ha JeMUHYTUB KaKo
XUT-MepKeP) ce ABeTe MOKU Ha KOU UT'pa OBaa TeaTapcKa MTPOAyKIvja.

Bo KoHTeKcT, IaK, Ha TpUTe TUIIOBU ajiaritaiyja 3a Kou 30opyBa JImHga XadoH -
IIpeHecyBame, KOMEHTap 1 aHaJIorHja — MOJKe J1a ce KaKe JleKa KpeaTUBHUOT TUM Ha
yeJIo CO Pe;KUCEePOT U aBTOP Ha ajarnTalijaTa EBTUMOB ce o[Iyuni 3a IIpeHeCcyBambe,
OIHOCHO TpaHcIoHupame. Ce pa3bupa, He ITIOCTOU rpajialija BO BpeIHYBabeTO Ha
TpUTe TUIIA afallTalliui BO YMETHOCTA, CEKOj Ol HUB e JIETUTUMHA KHIKeBHA, Tea-
TapcKa WK (PUIMCKa ITOCTamKa, Koja ofiroBapa Ha LieJInTe 1 HaMepuTe Ha aBTOPUTE.

OcobeHo MHTepecHO 61 6O [a ce MPOHUKHE BO MOTHBallfdjaTa 30IITO OBOj PH-
MejK e HallpaBeH TOKMY cera 1 Ha BakoB HauuH. Ce pa36upa, ocTojaT 1 Hu3a o0jeK-
TUBHU OKOJIHOCTH, KaKO, Ha IpUMep, OyIleTCKa paMKa, IIPOIVKLUCKU MOKHOCTU U
CJIMYHO, HO CeKorall uMa 0a3uyHa OCHOBa BO HEKOj Of TPUTe MOTTULIM 3a Kou 300-
pyBa Poy3BapH - ,Haarpagb6a“ (upgrade), ,,HocTanrudeH omask"“ (nostalgic homage) u
L,MogepeH pectrapt” (fashionable reboots). Tyka Beke He ce cBefiyBa cé Ha OJIMCKOCTA,
JI0jaJTHOCTa CO OPUTHHAJIOT, TYKY Oapa IeKOHCTPYKLMja 1 ,,Meperhe” Ha CTeIIeHOT Ha
IIOCTMOZIEPHOCT BO ITOCTaIIKaTa Ha ITpeco3iaBabe. Bo npercraBara Ha EBTMOB 1Ma
IIpUMecH Ha ,Haarpazda“ u Ha ,MofepeH pecTapT’, HO JOMHUHAHTHHUOT BIIEYATOK
e JleKa IIpeoBJlajlyBa ,HOCTAJIFTMUHUOT oMaK" Ha TB-gpamarta Ha Poy3, HO Mokebu
yilITe ToBeKe 1 Ha (puiMoT Ha JIyMer.

Ianu ce ICKOPUCTEHHU CUTe IIOHYAEeH! Pecypcy Ha OpUruHaaHuoT TekeT? Jla! v Toa
Ha IIPUINUHO ,,0e30eneH" HaunH. OOUIpaHo € Ha CUT'YPHO — TEKCTOT HECOMHEHO pa-

060TH Ha Koja 6uJI0 clieHa BO CBeTOB Ja ro nmocTtaBuTte. Ilogenbara e HaripaBeHa, UCTO
TaKa, CO PU3MK CBefleH Ha MUHUMYM (BO KBaJIMTaTUBHA CMUCJIa, Ha HUBO Ha MPaKTU-
Ka ofjjTyKaTa [ia ce 3eMaT HeKOU Ofl HajaHra)KUpaHUTe aKTepu HOCU rojieMy PU3ULIN
Ila He MOJKeTe Jia TW YCOIJTIaCUTe 3a HOPMaJIHU, KOHTMHYMPaHU IMPO0OH) — KaCTUpaH e
KpPeMOT Ha MaKe[IOHCKOTO MalllKo riaymulite. Pe;kucepoT EBTHMOB yMeIIHO UM TO
OTBOPWI MIPOCTOPOT Ha CIIeHAaTa 3a Jia o UCTypaT CUOT CBOj TAJIeHT, [aBajKu UM ja
TOYHATa 1032 MOKHOCT 3a MMIIPOBHU3alivja, 0g0In3y M03HaBajK1 ' MOKHOCTUTE U
TaJIEHTUTE Ha CEKOj Ol HUB MOeIMHEYHO.

Op npyra cTpaHa, MMajKu ro npelBUJL IIMPOKUOT CIIeKTap Ha ,,afarTaiyjaTa Kako
KY/ITYpPHa MUIpaliyja“, 3a IITO TOBOPHMME BO OBOj TPYH, aKO ce 3arpaliaMe JIajy ce
WCKOPUCTEHU CUTe MOTEHIIWjaJTU IIITO T HYW OBOj ITPOIIec, OJIT0BOPOT € — alICOITyTHO
He! Bo Ky/ITypoJIolIKa CMHCIIa, IIpeTCcTaBaTa BO HUeIeH MOMEHT He CTaHyBa BUCTHUH-
CKM MakeJloHCKa. Taa He rpecTtaHyBa [ia ce cjydyBa Bo IbyjopK nypu HU Kora nma
HajjacHU acouujaluun co Hac, co CKollje, co MakeJoHCKaTa peajiHOCT. CiieiCTBEHO,
IIpeTcTaBara TEIIKO MOKe [ia ce pede JieKa e paboTeHa , 110 MOTHBHU Ha Poy3“, Taa e
peuricy TpaHCIIOHMpPaHa Ol KYjopIlKa CYOHUIIA BO MefleceTTUTe TOAUHY Ha MUHATHU-
OT BeK Ha ciieHaTa Bo geHemHuoT MHT. Bo Hekoja ciieiHa moctaHOBKa, OM MoyKesia
Ila ce ICKOPUCTU MOKHOCTA 3a HapaTUBHA MUTpaliija Koja 61 IMOHYAW/Ia U ITOIUTIY-
KU KOMeHTap, 01 ce KOHTeKCTyaIn3upasia noxpabpo Bo efiHa Aj1a00K0 KOpyMIIMpaHa
MaKeJOHCKa Cy[CKa cpeuHa, I1a Jypy IIOCTOU MPOCTOpP (HEMCKOPUCTEH) U 3a TpaBe-
CTUja Cco HEKOj Of] KOHKPETHUTe IMO3HATU MJIU HeTI03HATH C/Tydau Off Halllu'Te CYTHUIN
KOU CEKOjIHEeBHO ja CUTHAT JoBepbaTa BO LIEJIUOT CYACKU CUCTEM.
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JecnuHa AHre10BCKa

MUIPALUIATA CO
YOBEYKMU AUK BO
CRUETO RA TEAIARPOT HA

[RAPONAR [MAENA RIEVELR

UDK 792:314.15(049.3)

ArncrpakT

[IpegMeT Ha aHa/KM3a Ha OBOj TPV € KIYYHUOT MPUA0HEC
Ha MUIpaliyjaTa, Kako TeMaTCcKa IMpeoKyIlalyja, HO U Kako
cocTaBeH [efl o]l co3ZlaBameTo Ha IpercraBaTa ,CAJI'OH*
(2017), Bo peskuja Ha Kaponun I'mena HryeH, Kepka Ha BU-
eTHaMCKa MUTPaHTKa 1 Ha (bpaHLycKu berasier] of A/LKuUp,
ejHa O] BOJEUKUTE JIPAaMCKU TMCATENIKU U PERKUCEPKU BO
dpaHiycKHOT Teatap OeHec. llpmejku of cBojaTa IMdYHA
MpUKa3Ha, HO W O] CBEJOIITBATa Ha OPOjHM BUETHAMCKU
rcesieHUIIH, TipecTojyBajku Bo Xo I1Ilu MuH Bo roBeKe HaB-
patu, HryeH ja nuiiryBa u ja rmocraByBa Ha ciieHa ,,CAJ’OH“
KaKo KOJIeKTHBHA Kpealyja co (PPaHIYCKU 1 BUETHAMCKU
npodecuoHaIHU aKkTepu U amarepu. CraTujaTa ce OCBp-
HyBa Ha [OBErofguIlIHUOT IIpPolleC Ha co3JaBalheé Ha OBaa
ronrdoHa TeaTapcKa Kpealldja, Ha KPCTOIATOT Ha KYJITY-
puTe U Ha jasuluTe, Mery ®paHiiyja 1 BueTHaM, HacjioBe-
Ha criope, MUTCKUOT rpaji CajroH, Koj ieHecC IMOCTOM CaMo
BO CeKaBaibaTa KaKo CUMOOJ Ha 3aryoeHOTO, HO U CcIiopeq,
WCTOUMEHUOT BUETHAMCKU PECTOpaH BO [IBaHAECETTUOT
apoHaucMmaH Ha [lapus, Kaze mtTo HryeH cmecTyBa fden of
JejcTBUETO Ha muecaTa. TpymoT ro pasriegyBa MPUCTAIOT
Ha aBTOpKaTa Koja Bo co3maBameTo Ha ,,CAJ'OH* e mpepn-
BOZIeHa O]l MpallakeTo 3a TOA KOU Ce MPUKA3HUTE ILITO He
packasKyBaaT JeHeC U KOU ce JIyI'eTo 1ITO HeJlocTacyBaaT Ha
HalIllUTe TeaTapCKU clieHu. Taka, Taa n3bupa Ja ce oCBpHe
Ha KoJIOHWjaJTHaTa UCTOpHja IIITO T'Y TTOBP3yBa U ' pa3iesy-
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Ba dpaHiyja u BueTHaM MpeKy TUUHUTE CYIOMHU U UHTHUM-
HUTEe IIPUMKa3HU Ha MCeJIEHULIUuTe U ersnjiaHTuTe, Ha OHue
3abopaBeHUTe 1 HEBUIJIUBUTE, JaBajKu 1 Ha MUTpalldjaTa
YOBEUKM JIMK BO KOj I7IeflaunTe MOKAaT Jia ce Ipero3Haar. Bo
KOHTEKCT Ha I7T00aTHUTe MUTPAlIUCKU TeKOBH, [IpeTCTaBaTa
HU ja pacKasKyBa IIpuKa3HaTa 3a JIyI'eTo CO KOU ;KUBeeMe Jie-
Hec U, OTTYKa, Taa 300pyBa U 3a Hac. Ha TeaTapckara ciieHa
,CAJTOH" e ocBeT/iIeH KaKo I'paji KOj ce oHeCyBa Ha Hallla-
Ta KOJIEKTUBHA MEMOpPUja U UK€ eX0 OfleKHYBa BO CUTe Hac.

Knyunu 36opoBu: Kaponus I'mena HryeH, coBpemeH Te-
arap, ,,CAJI'OH“, murpaiiuu, nuiiryBarme Ha clieHa, KOJIeK-
THBHA MeMOopHja.

1. BOBEA:
1.1. MNMpeameT Ha NpOoyuyBa€ U LeAU

[TpemmeT Ha TIpoyUdyBare Ha OBOj TPY] e IMpeTCcTaByBalkheTo Ha MUTpaljijaTa co 4o-
BeuKHU /UK Bo npetcraBaTa ,,CAJTOH og Kaponun I'menra Hryed!, ppaniycka gpam-
CKa aBTOpPKa, TeaTapcKa 1 (pWIMCKa pesKucepKa, eJiHa ojf HajBredaTiuBuTe hUrypu
Ha eBPOIICKUOT TeaTap JeHec. [To mpemuepHaTa u3Benba Ha pecTUBaIOT ,AMOUBa-
nenc” (Ambivalence(s)) Bo Tearapot Komenu ge Banenc Bo 2017 r., ,,CAJTOH* e npu-
KajkaHa Ha 71. TeaTapcKu ¢ecTHBaj BO ABUILOH U MOTOA U3BeyBaHa, CO OrPOMeH
ycrieX, Bo TeaTpuTe Bo DpaHiivja U HU3 1iesuoT cBeT. [IpeTcTaBaTa ro cjieu naToT
Ha (moct)Murpaiujata nomery Cajron u ITapus, oxm 1956 mo 1996 r., nmpuKasKyBajKu
Ir'd HepacKayKaHUTe M MOTUCHATUTe ITPHMKa3HU Ha BueTHaMIMTe KoH, 110 BojHaTa BO
WMHpoKuHa, Mopajie J1a 3aMUHAT BO er3wi Bo DpaHliija, Kako U OHME Ha HUBHUTE I10-
TOMIIM, PEKOHCTPYUPAJKH T'O TaKa AeJIoT IITO HeJoCTAacyBa BO (ITOCT)KOJIOHHWjaTHATa
UcTopuja Ha ABeTe 3eMju. Bo TpyaoT Ke ce ocBpHeme Ha ,,CAJTTOH" mpeKy KoH1iell-
TOT Ha TeaTapoT Ha MUrpauujara. Murpanyjata u IoOMeCTYBalheTo Ke ' pasriieiaMme
KaKO KJIYUeH BJIOT Ha TeMaTa, KpeaTUBHUOT IIPoIleC U eCTeTUKaTa Ha IIPeTCTaBara,
HO 1 Ha eTHMKAaTa Ha TeaTapoT Ha HryeH 1 Ha Hej3MHaTa TeaTapcka ApY»KUHA ,,ATIPOK-
cumatuBHu JIyre“ (Les Hommes Approximatifs?).

IMoarajku ox mpuMepot Ha ,,CAJI'OH", oBaa cTyauja vMa 11ej1 fa ja pa3Bue pediiek-
cujaTa 3a Toa Kako TearapoT Ha HryeH npupoHecyBa 3a 36oraTyBambeTo Ha Hallla-
Ta Mepierniyja Ha CJI0’KeHUTe BJIOTOBH IIITO MUTpalldjaTa r'd uMa(ia) Bp3 >KUBOTHUTE
Ha JIyreTo, BUepa U JieHec. Taka, Ke aHa/lM3upaMe KaKo MUTrpaljicKaTa eCTeTUKa Ha
IpeTcTaBaTa JeyBa BpP3 OTBOPAmETO Ha HAIeTO MMAarnHapHO KOH MUTPAHTUTE U
KOH HUBHUTE KUBOTHU IIPUKA3HU, ITPET03HaBajKu o HUBHOTO MECTO BO 3aeJIHUYKa-
Ta ncropuja. Micto Taka, ke ce ocBpHeMe Ha BayKHATa eTUUKa IMMeH31ja Ha TeaTapoT
Ha Murpaijara orenotBopeH Bo ,,CAJI'OH*, Kako 1 yoBeuKaTa 1oCBeTeHOCT Ha 1ie-
jlaTa eKulla Ha MpeTcTaBara, Kajie IIITo cpefbaTa co JPYTUOT e KIIYYHa, a TIOMeCTY-
BamETO € Off CYIITUHCKO 3Hauere. OTTyKa Ke ja iCTaKHeMe CUylaTa Ha OIMIIITeCTBeHa-
Ta TpaHcdopMaliija Ha OBOj TeaTap, KOj /IejCTByBa KaKO BP3 YUECHUIIUTE, TaKa U BP3
r7ieflaurTe Ha TeaTapCKUOT MTPOEKT.

! Pogena Bo 1981 r. Bo IToacu, ®paHiyja, Kepka Ha BUeTHAMCKa MATPaHTKa 1 Ha T.H. , Pied-Noir“
(Dpaniy3ux on KonoHujaneH Amkup), Kaponuu I'mena HryeH e HoBa sBe3fia Ha (bpaHIyCKUOT
tearap. [Ipen na guruioMupa Ha mpecTkHaTta HaironanHa Tearapcka uikosa Bo Ctpasoyp, Taa
CTYAMpasIa COLMOJIOTHja ¥ €THOCIIeHOIorja. YMeTHUK copaboTHUK Ha Teatpute OpeoH — TeaTap
Ha EBpora, Illaybute Bo Bepnut, Haiionanuuot Teatap Ha Bpetama Bo Per, MC2 Bo I'peHo6 1
[MTukosno Tearpo Bo MusiaHo, Taa e UCTO Taka JupeKTopka Ha Harmonanauor tearap Bo Ctpa3oyp
op 1 cenremBpu 2023 r. Bo 2009 r., Taa ja ocHOBa TeaTapcKaTa ApYKUHA ,, ATIPOKCUMATUBHU
JIyre“ (Les Hommes Approximatifs). Bo copaboTka co ujieHOBUTe Ha IpYKUHATa, I'M CO37aBa
c/leJTHUBE TeaTapCKu MpeTcTtaBu: Se souvenir de Violetta (2011), Ses Mains (2012), Le bal d’Emma
(2012), Elle briile (2013), Le chagrin (2015), Mon grand amour (2016), SAIGON (2017), Fraternité,
Conte fantastique (2021), KINDHEITSARCHIVE (2022), Lacrima (2024), Valentina (2025).

2 iMeTo Ha TeaTapcKaTa Jpy)KrHa Ha HryeH e mpe3eMeHO oJf KHUTATA Ha JIalauCTUIKUOT
U HaJIpeaJIMCTUYKUOT mucartes u noet Tpuctad [lapa co HacnoB ,ANIpoKCMMaTUBEH YOBEK
(L’homme approximatif) usmagena Bo 1931 r.
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1.2 KontekcTtyanmsaumja ¥ TEOPEeTCKM OCKH

[IpercraBara ,,CAJTOH“ e co3mageHa Bo riobOajieH M HallIOHAJIEH KOHTEKCT BO
KOj MUTI'palijjaTa e HerlocpegHa U UTHa peasjiHocT. Bo EBporia, oTKako Murpaiijjara,
BO TEKOT Ha BToparta rnosioBuHa Ha 20 BeK JOCTUTHA HeBUeHO HMBO CO pacnajioT
Ha KOJIOHWjaTHUTEe MMIIEPUU U eKOHOMCKUOT PacT, ieHec 300pyBaMe 3a ,,eBPOICcKa
Oerasicka Kpu3a“, JogeKka UCTOBpPEeMEHO, KaKo IITo Toa ro aHaiausupa A. Ilapudu,
TpaHCHAIMOHAJIHUTE OBIKeHha CTaHaa BEKTOp Ha TpaHcpopMaliija U ,,KOCMOIIONIH-
Th3aluja” Ha eBpoIricKuTe omiurectsa (Sharifi, 2017: 321). A.P. IletepceH, ox gpyra
CcTpaHa, r'v fiepuHUpa COBpeMeHUTe, I7I00a I3 PpaHy eBPOTICKH OITIITECTBA KAKO M0-
CTMUTPALIMUCKU, PA3/IUNUHU Off MY/ITUKY/ITYPHUTE ,, UMUTPAHTCKU HAITUK " KAKo IITO Ce
CoenuHeTuTe AMepuKaHCKU JIpsKaBU, U BO KOU ,,IYPU U TIOTOMIIMTE HA MUTPaHTUTE
MOKaT Jla OuaaT mepuuIpaHy Kako 'pacusupat JIpyr, Kako oHMe KOU He ITpuIiara-
aT Ha 3aMuC/IeHaTa 3aeJHUIIA Ha HaiujaTta* (Petersen, 2021: 3). Kako ompas Ha mpa-
CTUYHOTO 3T0j/IEMYBakhe Ha OpPOjoT Ha MUTPaHTU U Oerasiy Ha IJlaHeTaTa BO KpU3a,
OBHe€ C€ [TOBEKe ' HacelyBaaT U CBETCKUTeE TeaTapCKU ClieHU. Taka, Kako oAroBop Ha
UTHUTE Mpedr3BULIM Ha HaIIIUTE OIIITECTBa, CBEIOIM CMe Ha ITojaBaTa Ha TeaTap Ha
(mocT)MmUrpaiijaTa, Co KOjIITO AeHeC ce 3aHMMaBaaT OpOjHU TeopeTUudapu U UCTpa-
>kyBaun (Cox, 2014; Cox, 2021; Sharifi, 2017; Petersen, 2021). CoBpeMeHUTe TEOPHUCKU
IIpUCTany ro aHaJIM3upaaTr TeaTapoT Ha MUTpallijaTa KaKo CYIITUHCKU ITPOCTOP 3a
IIPEUCIIUTYBalhe Ha (M)CTOPUUTE U HacjleICTBaTa Ha MUTpaLikjaTa, ¥ KOj MOJKe Jia MMa
Ba’KHO BJIMjaHMe BP3 MepleriujaTa, mpudaKkameTo U ITPU3HABakheTo Ha MUTPally-
CKMTe KY/ITYpHU U 3aemHullM. Ha oBa MosKe fla ce mofiazie ¥ TIOMMOT Ha ,MUTpaliiicka
ecTeTHKa“ 1ITO ro BoBegyBa Mueke bain (Bal, 2007, 2008). Hymejku anTepHaTiBa Ha
,MHUT'PAHTCKUOT TeaTap", 0BOj [IOUM ITpeJijlara paMKa 3a pa30uparme Ha eCTETCKUTE U
MMOJIMTUUKUTE AUMEH3UN Ha YMEeTHOCTa U Ky/ITypaTa co3/iajieHu of, JIMla UMUT'PaHTU
WIN, T1aK, O JIULA KOU ja MCTPasKyBaaT TeMaTa Ha MUrpaljaTa 0e3 caMuTe Ja uMaar
HMUTPaAHTCKO 1oTeK1o (Petersen, 2021: 7).

Bo Hamara cTtyguja Ke ImpucTanydMe KOH TeaTapcKUOT MpoeKT Ha HryeH, Koja u ca-
MaTa MMa MMUTPAHTCKO MOTEeKJI0, Off MepclieKTUBaTa Ha TeaTapoT Ha MUrpallvjaTa,
KaKo 1 Ha ,,IOCTMUI'PAHTCKUOT TeaTap“, TEpMHUH KOj e TIOBP3aH CO egHa TPaHCKY/ITYp-
Ha 4 XMOpHHA BU3Hja 3a OMIITEeCTBOTO TpaHchopMmupaHo ox murpaiujata (Urban,
2021). MicTroBpeMeHo, U IIpef cé, HallaTa CTyAMja OOOMMCKY Ke ce HaJoBp3yBa Ha
pasMucayBamwara 1mro HryeH ru pa3BuBa Bo cBojaTa KHura Cpues iteattuap (Thédtre
cardique), (Nguyen, 2023).

2. Murpaumjara ¥ Hej3MHOTO UMaruHapHo
BO CpueBHHaTa Ha HACTaHOKOT Ha ,,CAJIOH“

2.1. Huty npercraBa 3a KOAOHM3auujaTa HUTY aBToOOMOrpadmuja

W cToprCcKUOT KOHTEKCT Bp3 KOj ce ucmuillyBa mpuka3Hara Ha ,CAJ’OH" e oHoj Ha
(mocT)KonmoHujasHaTa ucropuja Ha MpaHiiuja u BuetHam. Taka, mpeTcraBara HE I10-
TCeTyBa Ha UCTOPUCKUOT JaTyM, 1 janyapu 1954 r., eHoT Ha GppaHIyCKUOT ITopa3 BO
BojHaTa Bo MHIOKMHA, IITO ja 03HauyBa nofejidaTa Ha BueTHaM Ha [Ba Jiefia U mpe-

IM3BUKYBa MacOBEeH erswI Ha HacejieHueTo. [IpeTcraBaTa, yre JiejcTBUe ce OJBUBa
romery Cajron u ITapus, ondaka nepuop og 40 ronunu, momery 1956 r. (romuHaTa Ha
MacOBHOTO 3aMuHyBambe Ha @paHiy3uTte oy CajroH, Kako U Ha BueTHaMm1iuTe 1moBp-
3aHM CO KOJIOHHWjastHUTe Bacty) 1 1996 r. (ropmHaTa Ha YKUHYBamkeToO Ha eMbapro-
TO Bp3 BuerHam op ctpaHa Ha bun KimHTOH, J03BO/IYBajKu UM Ha MCEJIEHUIIUTE J1a
ce BparaT BO 3eMjara). Meryroa, Kako LITO aBTOPKaTa Toa r'o II0CouyBa, JYPU U aKo
KOJIOHM3allJjaTa U Hej3MHMOT KOHTEKCT ja 3aceraat, Toa He e Temarta Ha ,,CAJ’OH*.
JloTo/THUTETHO, KOJIOHUjaJIHOTO Mpalllaie Koe OM ce TpeTUpasio Ha BAaKOB HAUUH U
BO OFHOC Ha Koe IIpeTcTaBaTa 61 Tpebasio Ja 3a3eMe cTaB, Ou cTaHasIo ,0e30I1acHa
TeMma (...) TIpeMHOTY e[THOCTaBHA U OIIITa BO UCTO BpeMe", cBe/lyBajku To BueTtHam
Ha CTaTyC Ha MopaHeIllHa KOJIOoHMja: ,Jac He cakaM I'OBOD 3a JIVI'eTO, TYKY ' caKaM
camuTe JIyI'e, HUBHUTE JIU1la, HUBHUTE I1ej3a)K, HUBHUTE Tejla, HUBHUTe ja3uliu. Tue
ce OHHe ILITO Me IpaBar ga nuinyBaMm“ (Nguyen, 2017 a:19).

2.1.1. NMpercraByBame Ha PpaHuuja U Ha CBETOT AeHeC

WNako u camaTa e Kepka Ha BuUeT Kuey’, HryeH uHcuUcTUpa Merytoa Jieka Hej3u-
HaTa HaMepa IIpU CO3/laBakeTo Ha OBaa ITpeTcTaBa, Koja I' IIPUKaKyBa MHTUMHU-
Te TIOCIIeIUIA O/ KOJIOHWjaJIM3MOT U er3ujioT, He O6wia /a ,ce rmpecMeTa co dpaH-
uuja“ (Nguyen, 2017 a: 19). OnuiryBajku ro martoT IITo ja gosen mo ,CAJTOHY, taa
objacHyBa JeKa OTKaKO ITOCTaBU/Ia HEKOJIKY KJIaCUUHU muecH, cdaTujia JeKa caMo
IleJT Off OIMIITEeCTBOTO € IMPEeTCTABEH BO JIEHEUIHUOT TeaTap U JleKa HEKOU ITPUKa3HU
U JIyre, KOU MMaaT pa3jduyHa KyJITypHa MCTOpHWja WIM KOM mpuriaraaT Ha ofpepe-
Ha coliyjajiHa KJjaca, ce OTCYTHU o PpaHIyCKUTe TeaTapcku cieHu (Nguyen, 2018 :
2). Cakajku Ja ro OCTBapy CBOjOT MPOEKT Ha TeaTap IITO K& OBO3MOKU 11aropoT Ha
CBETOT BO CBOjaTa pa3HOBUIHOCT Jla ojleKHe Ha ClieHaTa, Taa Ke ja OCHOBa TeaTtap-
cKaTta IpykuHa ,AnporcumartuBau JIyre“ (Les Hommes Approximatifs) Bo 2009 r.
3ae[IHO Ke CU o TI0CTaBaT IPallakbeTo 32 TOA KAaKBU MPUKA3HU HYAU TeaTapoT KaKo
OZI'OBOP HAa HAIIWOT CBET U HA HErOBUTE MPOTUBPEUHOCTHU: ,,JleHec moBeKe O Kora
611710, BepyBaMe [ieKa MMaMe OATOBOPHOCT, [Ia r'o 0C/I00oauMe HallleTo MMaruHapHO
3a [ja ro MpeTcTaBUMe CBETOT OHAKOB KAKOB IIITO HU Ce CJIy4yBa, BO HEroBara Mu-
cTepuja U HeroBarta peajHocT. Hallata Hajroslema 6orKka 61 Outa ja ocTaBUME 3af
Hac HaMYyLITEeHU TePUTOPUN, HEMMeHYBaHU TeMU, HEMIC/IeHO, MOJIK U [ia TIoJIurHeMe
suzoBu Mery Hac u gpyrure.” (Les Hommes approximatifs, 2018: 3). Bomenu op »keJ-
bara [a ru cyLUIHAT ITPUKa3HUTe Ha JeHelrHa DpaHidja, Koja Tpeba ga ce pacKasKe
cebecH HaJIBOP O] COTIICTBEHUTe I'paHuLM, HryeH 1 ujieHOBUTe Ha Apy;KMHAaTa Ke I'o
samuciar npoekror ,,CAJ'OHY, uyuja 11en1 e ,Ha clieHaTa [a ce cobepaT aKTepu IITO
JoaraaT oj JajledHd XOPU30HTH, 3a Jla I'o Cofe/iiMe MPOeKTOT 3a COo3/laBare Ha
3aenHMuKa nmpukasHa“ (Les Hommes approximatifs, 2018: 3).

MoTuBOT 3a co3maBaibeTo Ha ,,CAJTOH* 3a HryeH He e jkejtbaTa 3a HaBpaKaibe Ha
coTICTBeHaTa IpHKa3Ha, TYKy, HAallpOTUB, OHaa [ia ja packayke cJIoKeHaTa MCTopHja
Ha ®dpaHLMja geHec, cocTaBeHa O]l ITPUKa3HUTe Ha WiIjaJHULIUTe MUTPAHTHU LLITO KU-

5 Buert kuey (Viet Kieu), TepMuH 1ITO Ce offHecyBa Ha BUeTHAMCKaTa AUjacropa.
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BeaT BO Hea: ,JIyreTo yecTo MHUC/HAT AeKa OHA IITO Me TMOTTHUKHA [ia [0 HalullaM
,CAJ'OH" e ;kenbara ga ja packaykaM CcBojaTa IpHUKa3Ha, LITO BOOIIIITO HE e CJIy4aj.
CranyBa 360p fypu u 3a oopaTHOTO. [Inecara e oHaa 1ITO TpeAU3BUKA /la Ce CPeT-
HaM co Mmojara 6uorpaduja. OcBeH Toa, OBa He MU Ce CJTYIWIO CaMoO MeHe, TYKY UM
ce CIYYWJIO Ha wWijagHulu nyre. Toa He e MojaTa MpUKa3Ha, Toa e TIPpUKa3HaTa Ha
dpannyja!l“ (Nguyen, 2023: 39)

2.1.2. AemoHTHpake€ HA MMArMHapHoTo 3a BuetHam

HOpyr cuneH MoTuUB 3a HryeH, 111To ja mpenBoau Bo co3gaBameTo Ha ,,CAJI'OHY, Toa
e KejibaTa 3a [IeKOJIOHM3Mpalhe Ha MMaruHapHOTO 3a BueTHaM, Koe, BO JI€HEIHO
BpeMe, 11 ce UMHM CBe[leHO Ha [IBa IJIaBHU CTePeoTHUIIN: ITPBUOT, OHOj Ha BOjHATa CO
CoenuHetute AMepuKaHcKU [psKaBY, OHaKa Kako ILITO Oula IpeTcTaBeHa Bo ul-
MoBuTe Ha @. D. Komnosma wm M. YuMmuHO, a BTOPHUOT, OHOj Ha MOpHOrpadCcKOTO MMa-
rMHapHO ,,Bo cTuyoT Ha Yenbek (Houellebecq)“, (Nguyen, 2023: 42). Kora Taa ke yBUuau
JeKa BO Hej3sMHOTO COIICTBEHO MMaruHapHO HeMa HUIITO 3a BpcKaTa mery dpaHiiyja
1 BueTHaM U ieKa HaBeJleHUTe [Be K/IWIllea ro KOJIOHU3UpPpaaT U OHa Ha aKTepuTe BO
MMITPoBH3alunTe, HryeH Ke cu o rocTaBH ITpallamkeTo 3a Toa KaKo Jla ce pa3MOHTU-
pa oBa HacyIeiCTBO, a IMpeJ ce ITpalllalkheTo 3a Toa ,,KOU Ce MPUKA3HUTE IIITO HUKOoTalll
He T CJIyIllaMe [I0PajJii OBMe MMarvHapHU pediieKCH IITO TY YVHUILITYBaaT HalllUTe
npeTcTaBu 3a Helrata” (Nguyen, 2023: 44).

2.1.3. Eraunor M packa3sor’

3a HryeH Bo cpiieTo Ha HacTaHOKOT Ha ,CAJTOH" nesku ersusioT: oHOj Ha Hej3U-
HUTe POIUTEN, OHOj Ha WTjaJIHULIUTE JIyI'e KOU eMUrpupasie o KoJIOHUjaJTHUOT Tle-
PHOI, HO ¥ OHOj Ha MHOTYTEe MUTPaHTHU 1 Oerajiiy Kou JeHec goaraat Bo MdpaHiyja.
HapmoBpsyBajku ce Ha pedekcujata Ha E. Caup (Said, 2000), Hryen ja aHamusupa
CYIITUHCKaTa BpPCKa IMOMery ersujoT U packasoT, o0jacHyBajKu AeKa (puKiujaTa e
MCTO TaKa HAauMH JIa ce HaJIOMEeCTH OHa IITO € U3rybeHo co IMPOroHCTBOTO: ,Er3usior
3a MeHe e paramwe Ha IIpUKa3HaTa ofl yrpobaTa 3aToa IITO Toa € eJMHCTBEHATa MOK-
HOCT 3a OJIp;KyBarhe Ha BpCcKaTa Co MeCTOTO 1ITO HUKOTalll ToBeKe HeMa Jia To BUU-
Me. IIITo npomo/KyBa fla sKUBee TaMy Kajle IITo Beke He cym?“ (Nguyen, 2023: 19).
Ersusor, u bugyBameTo ,MerycBetoBu” (,between-worlds“), (Said, 2000), HacinemeHo
ol poIUTENTNTE, € BO CPIIETO Ha jKeyibaTa 3a co3/iaBabe Ha HryeH: Toa e 1jeHTpasiHaTa
TeMa U IBUKeuKaTa Cujia Ha Hej3SMHUOT TeaTap.

3. NomecTyBakheTo KaKko ABMKXeuKa CHUAA
BO cOo3AaBaweTo Ha ,,CAJFOH“

3.1. NomecTyBambeT0 KaKO KAYyY€H BAOT

PopeHa op skefibaTa fa ce IOIIOJIHY IIpasHUHATA IIpeAu3BrKaHa off ersuior, ,,CAJ-
I'OH“ e BojieHa 01 TOMECTYBAaWkETO BO TEKOT Ha 11€JIMOT TBOPEUKU MTPOLIEC, VIITE Off

4 TepMUHOT pacKa3s OBjle o KOPUCTUME KaKo MpeBojl Ha (PpaHI[YyCKUOT TEPMUH ,récit mITo ro
yrnorpebyBa HryeH, Bo cMucia Ha packasKyBarbe, Hapaluja, IpruKas3Ha.

IBerofuiHaTa ¢a3a Ha MCTPa)KyBaibe U pa3BHBame Ha mpoekToT. 3a Hryen ,mo-
MeCTYBambeTo’" Ha 1iejlaTa eKMUIIa e KJIYYHMOT BJIOT BO IPOLeCOT Ha co3/aBaibe Ha
»CAJI'OH": |Cekoraiil Me MpuB/JIeKyBa PU3UKOT, KAKO CBOEBHUIHA TrapaHIiiydja 3a OT-
TIOUHYBaEeTO CO paboTa, IIoMecTyBameTo Ha cute” (Nguyen, 2023: 121).

3.1.1. Umep3uja Bo Buethnam

Tparajku 1o MpuKasHUTE IITO He ce pacKaykaHU, U 0COOEHO TI0 JIYI'eTo IITO He ce
IIpeTcTaBeHU Ha paHiIycKuTe ciexu, 3a ,CAJTOH“ HryeH Ke omjyuu Aa usese
HaJIBOP Of TPaHULIUTE U Ja Oapaart nuiia aypu Bo Buetnam (Nguyen, 2017 a: 18). As-
TOpKaTa Ke HampaBU TPU MOJATOTBUTENIHU MaTyBawa BO rpaaoT Xo lllu MuHn 3a ma
cobepe TTpUKa3HU U /1a T'W ITPOHAjZie BUETHAMCKUTE aKTepH KOu Ke OWJIaT Jiest o Ipo-
ekToT. [loToa, lie/iaTa eKua Ke 3aMUHe Ha eqHOMeceuHu ITpobu Bo TpasioT. Bo oBaa
pUINKa TUe Ke TW CPeTHAT TpojljaTa MjIaJli BUeTHAMCKU aKTepH, KaKo U JIBajlara
npeBenyBauu (Darge, 2017). HryeH ucTakHyBa JeKa UMEP3UBHUTE MIPoOU Ke 1 0BO3-
MOKaT Ha I[ejlaTa Tpyra /ia U3rpajii Bpcka co BueTHam, 1ITO Ke Ouzie off CYIITHH-
CKO 3HaueHe 3a CO3/laBamkeTo Ha IpeTcTaBaTa: ,, Toa IITo akTepuTe Co Kou paboTam
cenyM ToAuHU Oea 063eMeHU O] eMOIIUU Off KY/ITypa MOWHAKBa Ojf HUBHATa Oelie
MHory ybaBo“ (Nguyen, 2017 b). Kako 11To cBejoun BUeTHAMCKUOT IIpeBeayBad Ha
eKUIIaTa, 0Baa KoJleKTUBHa noArotoBka Bo Xo [1lu MuH Ke ce mpecTopu BO IaTyBamwke
U 3a HUB, KaKO HAuUWH Jja Ce UCTPa)Ku rpajioT, KOj, Ha KPajoT Ha KpaulliTaTa, CaMUTe
THe He ro Io3HaBasie TONKy Jobpo (Darge, 2017).

3.1.2. EkunaTta Ha npercraBarta

[ToMecTyBameTO € UCTO TaKa BO CPLIETO Ha IMoTparaTa o u3BeyBauu 3a MPOeKTOoT,
BayKeH UeKOp BO eCTeTCKUOT U eTUUKUOT ITprcTarn Ha HryeH, Koja cu riocTaByBa 1iejl
Ia paboTu u co HermpodecroHaHU aKTepu: ,Kora moyHaB ga paboTam co akTepu
aMaTepu, ro HalpaBUB Toa Of] eflHa MPUYMHA: Ja BUJaM JIyI'e KO HUKOrall He ce
rojaByBaar Ha cileHaTa” (Nguyen, 2023: 52). Ekumata Ha ,,CAJI'OH* e cocTaBeHa of
yeTupu QPaHIyCKU aKTePH, eJHa BUET K1ey aKTepKa, HEKOJIKY BUeT Kuey Herrpode-
CMOHAJIHU aKTepu, U UeTUPU MJIaJd BUeTHAMCKH aKTepu IITO I'M 3ario3HaJjie Bo rpa-
mot Xo I1Iu MuH. Mery HeltpodeCcHOHa/THUTE BUET KHeY aKTepy BO IIPeTCTaBaTa, ure
IlejcTBHE Cce 0JIBMBA BO BUeTHAMCKU pecTtopal co Ha3uB ,,CAJ’OHY, ce Haora u Opau-
HaTa JiBojka AH u Xur Tpan Hruja, Kou ce nocenusie Bo dpaHiivja, HAU3MEHUUHO BO
1964 1 1968 r., u Kou, Mery Apyrure 6pojHU 3aHUMAama, YIIpaByBajie Co PecTopaH Co
Ha3uB ,3actaHyBame Bo Cajron” (Escale a Saigon), Bo dpanIiryckuotT rpaj JlaoH. 3a
BpeMe Ha IpobuTe, T-I'a AH Ke T JIOHece CBOUTe TeHIlepriba U TaBH, Ke ja rpeypenu
KyjHaTa Ha pecTOPaHOT Ha ClieHa, OfJIyJ4yBajK! Mia TIO/IrOTBYBA jajielha BO >KUBO 3a

5 [Tpu U360pOT HAa TEPMUHOT ,,ITOMECTYBabe" Ha MaKeIOHCKU ce 0OUIOBME fia ce HaJIoBp3emMe
Ha MHOTYOpOjHITE 3Hauera IITo BO (PPaHIyCKUOT ja3suK I'M MMa TeEPMUHOT ,déplacement” mito
ro Kopuctu HryeH: ToMecTyBatbe, IIPEMECTYBabe, [ABIKEHE, PAce/lyBambe, aTyBame. ..
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BpeMe Ha usBenbute Ha CAJI'OH, a, 3ropa Ha Toa, Ke ce MOKa)ke Kako HeBepojaTHa
aKTepKa uMja eHepruja e Hoceuka 3a mnpoekror (Darge, 2017). [Ipyra KiyyHa IIpuyu-
Ha 3o1rto Hryen ms6upa fa paboTu co amaTepu, KOM MO;Keb1 HUKOralll [IOpaHo He
BJIeTJie BO TeaTap, e Toa IIITO 3a HUB, KAKO U 3a Hea, TeaTapoT He e ouursiefgeH, HUTy
e ToJIeCHUOT HauMH, ¥ OCTaHyBa fa ce ocBou (Nguyen, 2023: 41).

3.1.3. Teatap Ha MMrpaumjarTa

»,CAJTOH" Hé coouyBa u co BajKHaTa eTMUKa AUMEH3Uja HA TeaTapoT Ha MUTpa-
vjata. Ha mpaiiameTo Janayd TeaTapoT MOKe Jla T'o MpoMeHu cBeToT, HryeH Ke of-
roBOpU AeKa Tpeba HajIIPBO Aa ce BUIAM [ajl OHA IITO ro IMpaBaT Ke I'M IIPOMEeHU
HUBHUTEe coIICTBeHM KuBOTHU (Nguyen, 2023: 63). Bo ciyyajoB, aHra)kMaHOT Ha eKU-
T1aTa BO ITPOEKTOT € TOJIKY I'0JIEM IIITO HEKOU OfT BUETHAMCKUTE aKTePHU WJIU ITPEBeIy-
Bauu Ousie IIPUHYIEHU Jla 3aMUHAT BO €3I U [a ja HaIVIITaT cBojaTa 3eMja (bapeM
MIpUBPEMEHO) 3a Jla ydeCcTBYBaaT, MCTO KaKo IITO U3BegyBaunTe aMaTepyu Mopajie pa-
IMKAaJIHO [a I'o IIpoMeHaT cBojoT npodecuoHasieH mnart. ,,CAJI’OH“ Taka Ke IOKpeHe
IIJTabOKU IMOMeCTYBakbha 1 Ke U3BPIIN BayKHUA ITPOMEHU BO }KUBOTUTE Ha JTYI'€TO KOU ce
BKJIVUEHU BO MTPOEKTOT. [Ipein3BuiinTe 1 OATOBOPHOCTUTE CO KOU Ke ce coouat Hry-
€H U YJIeHOBHUTE Ha ApY:KUHaTa ce rojieMu. HryeH ce HaBpaKa Ha cpefibaTa co Poau-
TeuTe Ha MJTaJIUTe BUeTHAMCKY aKTepu IIITO MopaJia Jia ja opraHusupa Bo BueTHam
3a Ja UM objacHU JeKa HUBHUTeE Jelja Ke Mopa Jia 3aMUHaT Off 3eMjaTa, HajMaJIKy Ha
NBe TOAIMHU, Ha JipyraTa cTpaHa O]l CBeTOT: ,,Bo HUBHUTe ouu ro BUJIOB TTOYETOKOT
Ha er3wIoT Ha HUBHUTe Jelia. (...) Bo Toj MOMeHT rouyBCcTBYBaB BpToriaBuiia... ‘IlIto
npaBaMm?’ MopaM jia bumaMm yoemeHa JgeKa IpaBaM HELITO BajKHO. 3aToa IITO Toa '
MeHyBa JKMBOTUTe Ha nyreto” (Nguyen, 2023: 61-62). Ilogapuikata 1 IIOMOIITa Ha
yUeCHUIIMTe BO MPOEKTOT € JiejT o/ MUCHjaTa U OFTOBOPHOCTA HAa ITPOIYKIIMCKUTE
eKUI1 Kou 0OpHYyBaaT 0coOeHO BHHMMAaHLe Ha OHa ILTO Ce C/IydyBa Ha YOBEUKO HUBO:
,HUBHaTa aHra)KMPaHOCT I'M HaJIMMHYBa pPaMKUTe Ha KjacHMYHaTa MpoAyKiuja |...)
TI0JIOBMHA Off paboTaTa Ha TeaTapcKaTa APY/KUHA e 0BOj e/ KOj ce ofiHecyBa Ha MojI-
npuikaTta. [ToMuHyBame Ha 1e/IU IEHOBU BO ITpedeKTypaTa, JoOUBame 03BOU 3a
MIpUBPEeMeHO U3JIeryBambe of 3aTBop uUTH. (Nguyen, 2023: 64).

3.2. InwyBame Ha CueHa U KONEKTUBHA Kpeauuja

[TomecTyBameTo (IeleHTpUpameTo) € UCTO TaKa ABMyKeUKaTa Cujia Ha TeaTapcKo-
TO TUIIyBamke Ha HryeH, Koe ce ocTBapyBa ITPEKY KOJIEKTUBHO TBOPEIITBO, CO BU-
CTUHCKU aKTepu KpeaTopH, MaKo aBTOpKaTa/peykKucepKaTa e oHaa IITO ja HOCU KO-
HeuyHaTa BU3Mja 3a LIeJIMOT IIPoeKT. HryeH, unja mpakTUKa Ha MUIIyBabhe e 1J1ab0Ko
HCIIpeIIeTeHa CO pesKujara, ro OTeJI0TBOPYBa COBPEMEHUOT KOHLIEIT Ha ,,[ICATeT
Ha cieHa". TepMuHOT ,mcaTes Ha ciieHa” (écrivain de plateau) ro BoBegyBa TeaTap-
cKUOT Teopetuyap b. Taken 3a ma ro omnuiile MpeuCHUTYBamkeTO Ha TPaIULIMOHAI-

HUTe MoAeI0U 1 Xuepapxuu roMery JpaMCKUOT TeKCT/ApaMaTyproT U mpeTcraBarta/
peKUCepOT BO COBPEMEHMOT TeaTap, KaKo U PacTeUKOTO 3Hauekhe Ha ClieHaTa BO
kpeatuBHuotT npoliec (Tackels 2005-2013; Tackels 2015). Bo cnyuajot Ha ,,CAJTOH“
MUIIYBakeTO Ha Iecara € pe3yITaT Ha KoJeKTUBHaTa paboTa Ha clieHaTa Ha JIyle
KOM HOCAT pas3/IMUHKU CTBapHOCTU BO cebe, a TOKMy cpefbaTa co/Ha OBHe JIyI'€ IO CO-
yyHYBa 6OraTCTBOTO Ha MpoeKToT. Kora 36opyBa 3a MpUHIIKIIATE Ha CBojaTa paboTa,
Hryen musnyBa fa ja uutupa gpasaTta Ha ApujaH MHyIIKUH (Arianne Mnouchkine),
yye mesio ocobeHo ro rmouutysa: ,,Cé moara ox mpyruot” (Nguyen, 2023: 54). A 3a ma
i 0beduHU pa3/IMUHKATE JIyl'e IITO I'M coOMpa Ha CleHaTa, BO LIEHTApOT Ha CBOUTE
npetctaBu Hryen ro craBa packasoT: ,,OHa IITO r'i 36/IKyBa JIYI'eTO OKOJTy MacaTa e
nmpukasHata“ (Nguyen, 2023: 54).

Ilypu oTKako Ke 3aBpiuu a3aTa Ha UMITPOBU3AI[UUTE CO aKTepUTe, BO Koja Taa e
MHOI'Y BHUMAaTe/IHa KOH pa3/IMuHUTe JIyI'e U HUBHUTe IPUKa3HU, HryeH ce roBneky-
Ba BO CBOjaTa KaHllejlapuja 3a Jla ro Haruille KOHeUHUOT TeKCT, 3aeJHUUKaTa Hapa-
1j1ja Ha MpeTcTaBaTa.

3.2.1. NoBekejasnuna n NOAMPOHNYHA NPUKa3HA

Bo mumryBameTo Ha cijeHa (,écriture de plateau“) Ha HryeH, cayiinameTo Ha pas-
HO3BYUHOCTA Ha ja3suIIUTe 3a3eMa LieHTpaJIHO MeCcTo. AKTepUTe KOU Joaraat oji pas-
JIMYHYU CPeMHU U KY/JITYPU, CO CBOjOT MajuMH ja3sMK M CO HAUMHOT Ha KOj ro 300py-
BaaT (PaHILYCKUOT ja3UK WIK He ro 300pyBaaT, ce OHMe of KOM aBTOpKaTa ' LIPIIU
nHOpMAaLMUTe 3a MUIITYBamkeTo Ha 30opoBure 3a ,,CAJTOH. McTakHyBajKu ja BasK-
HOCTa Ha ja3MKOT KaKo ,,HOCUTes/l Ha MeMopujaTa, UCTopujaTa u >KuBoTOoT”, HryeH
objacHyBa JleKa 3a Hea, KaKO MHUCATeJIKa, egHa Ol IJIaBHUTE LIeJIM € Jla OBO3MOKU
ja3sMKOT Ha CEKOj o] yYUeCHHULIUTE [a Ce uye Ha TeaTapcKaTa clieHa, 0e3 orje[ Ha Ha-
YMHOT Ha >KMBOT WK Ha moTekioTo (Nguyen, 2018: 2). Ha cuenara Ha ,,CAJTOH* He-
Kou 300pyBaaT BUETHAMCKU 1 PPaHIYCKU, APYTy caMo (PPaHIlyCKU WJIX CAMO BHET-
HaMcKU: ,, TyKa ojieKHyBa ITOBTOPHO IIpOHajAaeHaTa rmoiandgoHuja Ha cBeToT* (Saigon,
2017). JlaMm, pacKaykKyBauKaTa Ha IpHKa3HaTa IITO Ke Hé IoHece Ha MaTyBaibe, II0-
Bp3yBajku ja @paniiuja u BuetHaM, 360pyBa bpaHIyCKU ja3suK KOj € ,,Kpeonu3upaH’”
Ol BUETHAMCKHUOT aKILIeHT (HeKaKOB BHETHAMCKO(MPaHIIYCKU Ui (PpaHIyCKOBUET-
HaMCKH ja3UK), OBO3MOKYBAjKU JIa ce uye OJeKOT Ha XUOpUau3alijaTa Ha jasuLuTe
U Ha MPUKAa3HUTE Ha KPCTOIIATOT Ha KYJITYpUTe.

Bo ,,CAJTOH*“ HryeH ja mpobneMaTyu3upa U BojjaTa 3a MHTerpupame Ha (ppaHIfy-
CKMOT ja3uK I10 1[eHa Ha r'yOeheTo Ha MajuMHUOT ja3uK Ha MurpaHTuTe. Bo nmpetcra-
BaTa, MajkaTa Ha AHTOaH, MaKO BUeTHAMCKa er3uaHTKa, 300pyBa coBpIleH (hpaHITy-
CKH, IYPY U TTOCOBPIIIEH O OHOj Ha TOBOPHUK KOMY (DPAHIIYyCKUOT MY € MajurH jasuK,

® Bo NMHTBHCTUKATa TEPMUHOT Kpeosu3ayuja ce OJIHeCyBa Ha CO3/IaBambeTO HOB ja3WK KaKo
pe3y/TaTr Ha MHTepaKiiijaTa Ha JIBa UM ITOBeKe ja3suili, KOj e h3Mejie3eH Ha HUBO Ha BOKaOy/apoT
U Ha rpaMmaTukaTa. OBOj KOHLIEIIT ce KOPUCTU U BO IIOCTKOJIOHUja/IHATa TeopHja.
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1ITO 6U Tpebasio Ja 3HAUM JIeKa ce MHTerpupajsia Kako IITo Toa ro 6apa ppaHILyCKOTO
omtectBo. Ho, mpamameTo 1ITo ro moctaByBa HryeH oBpie e IITO 3Ha4W, BCYIII-
HOCT, UHTEIPUPamheTo U IIPeMUHYBakeTo Ofl efieH jasuK Ha Jpyr: ,Koja e 1ileHara 3a
eneH yoBek? IlITo 3HauM ja ce HaAMVIITH MajuMHUOT jasukK? (...) CuTe oBUe TroBOpU
3a MHTEerpaljata ce BayKHHU, OMIejKU e BayKHO JIYIeTo [1a MOKaT Ja KOMYHUIIMpaaT
enHu co npyru. Ho, He cMeeMe fa 3abopaBuMe JieKa 3aj] OBUE MOJTUTUYKY TOBOPU
MMa IIpUKa3HH, JIyle U [eKa ja3sUKOT e HalllaTa ajaTKa, HaIlKOT eIMHCTBeH HaulH
Ila bupmeMe BO CBETOT U Ja Aujasiorupame co apyrure” (Nguyen, 2018: 2). ABTopKara
(mocTMUrpaHTKa) ro JOBeyBa BO IIpalllaibe UCUe3HYBaheTo Ha MajuMHUOT ja3uK BO
€r3usIoT: ,,301ITO ja3suLIUTe Mopa Ja rucdesHar? (...) MopaBMe fa npudaTuMe r1ac Koj
He Oellle HaIll 3a Jla 'O OCTBapUMe IIPaBOTO Ja OupeMe TaMy Kajie IITO ce HaoraBMme*
(Nguyen, 2023: 16). Kako nmukot Ha AHToaH Bo ,,CAJI'OH“, Koj He ro 300pyBa Majuu-
HUOT ja3uK, 1 KaKo MHOTY [fiella Ha UMUrpaHTy Bo @paHiyja geHec, camata HryeH
He 300pyBa BUETHAMCKH, 3allITO MajKa 11 HUKoraiil He ja Hayuusa. OJIeKHYBambeTo Ha
BHMETHAMCKHUOT ja3sHMK Ha ClieHaTa, BO Taa CMHUCJIA, € ¥ YMH Ha OTIOP HACIPOTH IIPU-
CWJTHOTO OpUIllebe Ha MajuMHUOT ja3UK Ha MUTPAHTUTE.

4. CAJTOH, npocTOpOT KaKO HOCHTEA Ha MemMopujaTa
4.1. NMpocToporT, NojACBHA TOUKa Ha ukuujaTa

Kako 1ito Toa ro pasrsiefiaBMe rorope Bo TPYAOT, Ha MOUETOKOT Ha KpeaTUBHUOT
rpoliec BO TeaTapoT Ha HryeH ru vMa jyreTo U HUBHUTe IpuKa3HU. Ha oBa Tpeba
Ila ce mojazaT v ITOCTOJHUTE MecTa off CBETOT Kajle IIITO Taa OIU /ia UCTpaKyBa U Jia
ce HYpHe BO 1IeJIOCHA UMep3Uja CO CBojaTa eKurla (MMep3uja Bo Koja IyO/iIuKaTa Ha
MpeTcTaBaTa M camara IToAoI[Ha Ke Ouie HypHaTa, Kora Ke Ouje cTaBeHa CIIPOTU
MMHYVIIMO3HO ,,pealMCTUYHNIOT" cieHorpadcku mpocTop). IIpocTtopuTe, MecTata ce
T0jIoBHaTa TOuKa Ha pukLujata (Nguyen, 2023: 40). Bo TeatapoT Ha HryeH, MmecToTo
e OHa IIITO ,,[IpaBu Aa ce 300pyBa, u Aa ce ruiryBa“ (Nguyen, 2023: 11). OBa ocobeHo
Ba’KU BO C/Ty4ajoT Ha rpapoT CajroH, Koj IojioliHa Ou1 rperMeHyBaH Bo Xo I11lu MuH,
HocuTesl Ha (ppaHIlycKaTa X Ha CTpaHCKaTa UCTOPUja, M KOj Ke MMa KJTYYHO BJIMjaHue
BP3 MCTOMMEHATa IMpeTCTaBa, 03HauyBajKu IPeCBPTHHIIA BO I€JIOTO Ha aBTOpKara:
»Jocera Bo MojaTa paboTa, akTepuTe Oea THe IITO MU JaBaa Ha3HAKU 3a IIPUKa3HaTa.
Iomeka paboTeB Ha ITpeTcTaBaTa BO CTPAHCKUOT I'Paj], OTKPUB JieKa TOj UCTO MOKe
Ia MU Aafle Ha3Haku 3a ¢ukiujata® (Nguyen, 2017 a: 19). [IpuunHaTa 3apagu Koja
Hryen ke ro usbepe Xo IlIu MuH Kako I7laBHa MHCHOMpaliija 3a cBojaTa IIpeTcTaBa e
TOA ILITO I'PajioT € obesie;kKaH off er3uIoT U OTCyTHOCTa: ,,[IpernosiH co mpruKa3HU 3a 3a-
MMHYBambe, 3a er3ul, TOj e HaceJIeH COo CYIITeCTBa KoM HeJloCcTacyBaaT BO ceMejcTBaTa
11 TOKMY OBa OTCYCTBO ja co3maBa cdukuujaTa“ (Nguyen, 2017 a: 19). ITokpaj Toa, Haj-
rojIeMuoOT r'paji Bo BueTHaM e HeGape ABOEH I'paji, IIPOrOHYBaH O KOJIOHUjaTHOTO
MuHaTo: ,,Bo Xo Illu MuH roctojaHo BiageaT HoCTajrujara u 6oyikara, 0e3 CoMHeHue
3aToa IITO e paHeT rpajl, Koj iMa cBoe coIlcTBeHO ceHullte, CajroH. Ho, CajroH e mp-
TOB I'pajl, TPENoJH cOo MpuKa3sHu u mutoBu” (Nguyen, 2017 a: 19).

4.1.1. He 3a6opasaj ro Cajron!

TeaTapoTr Ha HryeH Ha 3a60paBOT My 'l CITPOTUBCTaBYBa MOKHOCTUTe Ha (pUK-
uujaTta (Nguyen, 2023: 10). HejsuHarta npeTtcTaBa Hé mpeHecyBa Bo Cajrox Bo 1956 T,
IIaTyM IITO I'M 03HAUyBa MaCOBHUTe 3aMUHYBama ofi rpasiot. OHa rro HryeH caka fia
ro MpeTCcTaBU Ha ClleHaTa CoO CBojaTa MpeTCcTaBa, Toa € BaKHOCTa Ha MeMopHjaTta 3a
O0BOj MUTCKU T'pajl 3a OHKeEe KOU MopaJie Jla r'o HaIyIITaT: ,,Ja 3aruiliaB oBaa peueHula
roBeKe TaTU MMCJIejKU Ha JIyreTo KoM Mopajie Ja ro Hamyimrat BuetHam Bo 1956 r.,
Bejiejku cu: ‘He 3abopaBaj ro Cajrox’. Ja 3amuiiiaB Bo MOMTE TETPATKU 3a Ja Ce BOBJIe-
yaM BO KojKaTa Ha JIyI'eTo IIITO ja MMaa BpeskaHo Bo cebe. MucyiaM JieKa mpo0ieMoT
Ha MeMopHUjaTa e MPUCYTEH BO TeMaTa Ha er3usioT. 3a CEKOj UCeJIeHUK, 3aUyBYBabheTo
Ha CITOMEHOT 3a 3eMjaTa IIITO ja ocTaBa 3a/] cebe e o] CYIITUHCKO 3Haueme" (Nguyen,
2018: 2). Bo nipetcTraBaTa, CajroH cTaHyBa MMeTO Ha paHaTa Ha BUETHAMCKUTE er3u-
nantu. Bo ucro Bpeme, CajroH e ¥ UMeTO Ha paHaTa Ha (MOCT)KOJIOHUjaTHAaTa UCTO-
puja Ha DpaHIyja.

4.1.2. Aa ce npMKaXkaT HenpeTCcTaBeHu MecTa

3a pga ja packaskaT IIpUKasHaTa 3a HUBHAaTa 3emja geHec, HryeH u ,Armpokcuma-
tuBHU JIyre“ (Les Hommes Approximatifs) ke ogat ma ru 6apaaT mpuKasHUTE Ha
JIVI'eTo 1ITO KuBeaT Bo BuetHam, ognasneuex 11.000 km ox dpaHiiyja, HO U HA OHME
LIITO JKUBeaT BO O/JIM3MHA A0 HUB, BO 13. MapuCKU apoHAMCMaH, rpajJicka 4YeTBPT Ha-
cejleHa CO BUETHAMCKU JoceneHUIU. Taka, KAKO 1 MHOTY BUETHAMCKU PeCTOPaHU
Bo dpaHiiyja’, Bo npeTcraBaTa, CajroH e UCTO TaKa UMETO Ha IMapUCKUOT pecTopaH
Kajle IIITO ce OfIBMBA Jiesl O] HacTaHuTe. MicToBpeMeHo, OHa IITO ja MOoTuBMpasio Hry-
eH 1a ja cosgagze ,,CAJTOH* Toa e skesbarta Jja T IIpPUKayke OBUE MIPOCTOPH IITO Ce
COCTaBeH J1ef1 ofl (PpaHIyCKUOT Tej3aKk meHec: ,,OHa IITO HAaBUCTHHA Me HaBefe Jia
ro HamuiaM OBa e Toa IITO efleH JIeH ce HajIoB BO BUETHAMCKHU pecTopaH (...) 1 cu
pekoB: ‘Hukoraiil He cyM I'd BUlejia OBUe MPOCTOPH Ha clieHa'. BegHan rocakas Jia
muinyBam“ (Nguyen, 2023:39). 3a Hea, IpUKa)KyBalbeTO Ha IIPOCTOPUTE IITO HE I'U
regamMe e BaykeH noinutudku rect (Nguyen, 2023: 117). ABTopKaTa MCTaKHYBa JIE€Ka,
MaKo YeCTo jajieMe BO BAKBUTEe PecTOpaHu, peTKO CMe CBeCHH 3a IaTellleCTBUETO Ha
JIULIETO IIITO HU T'M TOTBU BKYCHUTE jajiewa: ,sKkeHaTa Bo KyjHaTa € efjeH off JIMKOBUTE
BO MojaTa IpeTcTaBa. H1Koj He 3Hae HU3 IITO C€ MOMMHAJIa, HO HEj3UHUOT KUBOT
HU IpuIiara OUIejKU Toa e IUIoj Ha UCTOopUjaTa Ha HalllaTa 3eMja v Toa IPeTCTaByBa
rojieM jies1 ofj JIyFeTO CO KOU ;KuBeeMe fieHec, Toa 30opyBa 3a Hac” (Nguyen, 2018: 2).

7 Bo nporpamara 3a nipetcraBaTta HryeH nmocouyBa fieka Bo @paHiivja uMma 235 pectopaHu
umenyBaHu o CAJI'OH.
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Mapuja-AHToaHeTa 1 JIam Bo KyjHaTa Ha peCTOPaHOT

(SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez)

4.2. PecTOpaHoOT, NPOCTOP NOAH CO AyWIa U MeMopHja

Hryen usbupa fa ri mpuKaske pasIMdHUTe YOBEUKHU CYIIOMHU BO efleH eIMHCTBEeH
IIeKOp Ha clieHaTa, cBeoK Ha 40-roguiiHa (mocT)KonmoHujasiHa uctopuja. [IpercraBa-
Ta ce 0TBOPa CO Toa IITO Mpe]I I/ieflauuTe ce paclocTuiaa Hebape hbrIMCKa CLieHOrpa-
duja, mpecTaByBajku BUeTHaAMCKU pecTtopaH Bo Ilapus Bo 1996 r., unja yripaBUTeIKa,
Mapuja-AHTOoaHeTa (Koja ro HOCU MMeTO Ha Oabara Ha HryeH), e moceneHMUKa IITO
emurpupasia og BuetHam Bo 1956 r. Be3 MeHyBame Ha IEKOPOT, ITpeTcTaBaTa Heé HOCU
Ha MaTyBaibe 1 Hé BpaKa BO MMHATOTO, BO PECTOPAHOT IIITO OBaa o nMmajia Bo CajroH
Bo 1956 r., ripeq1 ma 3amMuHe Bo er3usi. Kako ofpa3s Ha rpagoT CajroH, pecTopaHoT, BO
IpeTcTaBaTa, CTaHyBa ITPOCTOP TOJTH CO Iylia U MeMopuja. Toa e MpoCcTOp-BpeMeTo
Kajle IIITO ce BKPCTyBaaT U cpeKaBaaT JIMKOBUTE Y HUBHUTE ABOJHULIM O MUHATOTO
U ceranrHocTa, Bo BuetHam 1 Bo ®paHiiyja, Ipes 1 110 er3usioT.

Teatapor Ha HryeH ja ucTpaskyBa (ITOCT)KoJIOHMjaJiHAaTa ucTopuja Ha dpaHinja
MPeKy KUBOTUTE U UCKYCTBaTa Ha JIyI'eTO, Ha UYBCTBUTEJIEH U KOHKPETeH HauuH.
ABTOpKara, Bo cBojaTa MpeTcTaBa, U30upa Ja ru cobepe CUTe OKOJIy MacaTa 3a Jia
I' BKycaT BUETHAMCKHUTe pelienTy Ha Mapuja-AHToaHeTa, 3auMHeT! Ha (ppaHIlyCcKu
HauyH. M1300pOT Ha KyjHATa, OBOj TPAAUIIMOHAJTHO KEHCKU ITPOCTOP, ITPOCTOP Ha ce-
KOjOHEeBHUOT KUBOT, HE € C/TyuaeH BO TeaTapoT Ha ((peMUHUCTUUKA) leKOTIOHU3al[1ja

EpnBapp u JIun Bo pecropanoT Cajrox Bo [lapus ro HanyirameTo Ha BueTHam

(SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez)

Ha HryeH, Koja UM [aBa Ioce0OHO MeCTO Ha >KEHCKUTe IIPUKa3HU U Koja, Bo , CAJ-
I'OH*, ro cnenu maToT Ha coj3uTe Ha Mapuja-AHToaHeTa, IIITO OBaa I' jiee ceKoja
Beuep 10 3aTBopameTo Ha pectopaHoT. Bo ,,CAJI’OH“ u xpaHaTa urpa LeHTpajiHa
ynora. OBa 11 0BO3MO;KyBa Ha HryeH fa ja mokaske, Ha ONMIUIMB HauMH Ha CIIeHAaTa,
BpCKaTa MoMery KyJlMHapcKaTa TpaJiuliija U ceKaBameTo. Kako 1ITo uctakHyBa Taa,
KYJIMHAPCKUTe TPaJUIIMU Ce IIPpeHecyBaaT of reHepalifja Ha reHepallyja 1 3aToa THe
ceKorailll ce TIOBP3aHU co ceKaBamweTo: , Taka, cekoe jajielbe Ha KpajoT r'd HaUHyBa
rojieMuTe IIpalliakba MOBP3aHU CO TeMaTa Ha ersuaoT. bpojHu KHUTY co pelienTu bea
mpeHeceHU off 6aba My Ha Majka MU. [IpeKky HUB, He ce pabOTH caMO 3a HEKaKBO
jamerse IITO ce obuayBaMe Jla o 3ayyBaMe, TYKY 3a HEILITO MHOTY IIOrojieMo: eIHa
1iesla 3eMja, TaKBa KakBa LITO Ousa mnpep ga ja Hanymrume“ (Nguyen, 2018: 2). Jlo-
TIOJTHUTEJTHO, BO ITPETCTaBaTa, PeLelITUTe Ha BUETHAMCKUTE JIOCEIEHULIN, U3MEHETH
ofl MUTpalljaTa, OTCeTa ja OTeJIOTBOPYBaaT CYIITHHCKaTa XUOpUM3alija Ha TpajIu-
LIUNTE Ha JIBETE 3eMju.

Pectopanot ,,CAJI'OH*, Bo cplieTo Ha MUTrpallMcKaTa eCTeTHKa Ha [TpeTcTaBaTa, e Ipo-
cTtopoT, moMer'y BuetHam u dpaHiiyja, Kaje IITO jajierbaTa U MPpUKa3HUTEe Ha UOBELLTBO-
TO Ce CIIofleJTyBaaT OKOJTy Toj/ieMa Maca, KaKo TeaTapoT Koj, 3a HryeH, e JeMoKpaTCKUOT
IMPOCTOP Kajie IITo MOJKeMe Jia ce codbepeme, cute 3aerHo (Nguyen, 2023: 10).
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5. CAJIOH, npercTtaBa KOja MM paBa
YOBEUYKM AMK Ha €r3vAoT U Ha MUrpaumjara

5.1 TeaTtap Ha emouum

Kaxko 1mrro Hryes Toa ro o6jacuysa, ,,CAJI'OH* Hema 11e71 fja 61fie TeEOPeTCKU ecej 3a
KOJIOHM3allyjaTa U er3wiIoT, TYKY Ja I'M UCIIUTa HUBHUTE IOCJIeIULIM BP3 JKUBOTUTE
Ha nyreto: ,,Bo ,,CAJI'OH*, jac moKaKyBaM IITO MOJIUTUKATA UM ITpaBU Ha JKUBOTUTE
Ha /1yreTo Bo BueTHam. (...) Ja pacKaykyBaM IIpUKa3HaTa 3a ;KUBOTOT Ha OBUE JIyIe
KOU ce 3apo0eHU BO KOJOHUjajIeH ITOJIUTUUKU cucTeM. (...) OTTyKa, palameTo 3a
COJI3UTE, 3a EMOLIMHITE, 32 OHA ILITO I'0 KajkyBaMe U 3a HAUMHOT Ha KOj I'o KasKyBaMe,
Ha KOj TpeliepumMme, e MHOTY IIpUCyTHO..." (Marie, 2024: 145). CripoTUBHO 01 TeaTap-
CcKaTa ecTeTHKa Ha OpexToBCKaTa AucTaHijalija, HryeH ro craBa IpallameTo Ha
eMOLIMUTe BO CaMOTO ITyJICMpauyKo cpile Ha cBojoT Teartap. ,,CAJTOH“ ru anraxkupa
eMOLIMUTe, OHKE Ha U3Be[yBaunTe, KaKo 1 OHUe Ha MyOJInKaTa, Tpafiejku ce mpuToa
KaKO BUCTUHCKa MeJiofipama.

5.1.1. Menoapama v Kapaoke

BnujaHneTo Ha BUeTHaMCKaTa KyJ/ITypa e jacHO MPero3HaT/IMBO BO eCTeTUKaTa Ha
,CAJI'OH", Koja KopuCTH 1 elleMeHTU Ha KapaoKe W Ha MeJjiofpamMa, CEeITPUCYTHU BO

Csapbara Ha EgBapy v JInH Bo ersuii

(SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez)

’KUBOTOT Ha BuetHamimTe. HarmacyBajku ro HOCTaITMUHUOT acrlekT, KapaoKeTo BO
pectopaHoT Ha Mapwuja-AHTOaHeTa, U JbyOOBHUTE TIeCHU, 00eJie;KaH Off er3WIOT U
pasfenbarTa, UCIeaHu O] pa3/INYHUTE JIMKOBY, 3a3€MaaT BajkHO MECTO BO ITPETCTa-
BaTa. Celak, oBaa OTBOPEHO MeJo/ipaMCKa TeH/leHIja Ha TpeTcTaBaTa He Tpeba Jia
ce U3Mellla CO CEHTUMEHTaTHOCT. bujiejku 0BOj ecTeTCKU N300p e U TIOJTUTUYKU, U TOj
CBeJIOUN 3a MaToT Ha BUETHAMCKUOT er3ofyc, rto HryeH ro HapeKkyBa ,,[TaTOT Ha COJI-
3uTe", Kako IITO 00jacHYBa BO €THO UHTEPB]Y: ,,3a BpeMe Ha MOUTe pa3HU IaTyBamba,
3aMuiliaB MHOTY KapaKTepPUCTUKY Ha OBaa 3eMja U Ha Hej3SUHUTE KUTeJU Co 1iel Ja
I'M MpUKaykaM ToToa. Ha nmpumep, ocobeHocTa Ha BUETHAMCKUOT Hapoj LITO jac ja
HapeKyBaM ‘TIaT Ha COJI3UTE’, a ILITO JIPYT'M ja HapeKyBaaT ‘MeioipaMcKa TeHleHLIuja .
(...) Majka mu oOosKaBailie Jla rtaue CO YaCOBHU JIofleKa cIIylialie My3uKa, a jac camaTa
“MaM ofipefieHa cJ1aboCT KOH CoOm3uTe. (...) 3aToa cu peKoB JleKa JIOKOIKY caKkam Jia
36opyBam 3a @paHiiyja HU3 UCTOpUjaTa Ha BueTHaM, He Tpeba fa ro 3abopaBaM OBOj
‘mat Ha consute’ (Nguyen, 2018: 2).

Mnapuot Xao niee Bo pectopaHoT Bo CajroH, BeuepTa Iipeji 3aMUHYBambeTO BO er3ul

(SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez)

3a pa3jurKa o] COHIOBUTe Ha BpeXToBUOT ercKu TeaTap, Kou (PYHKIIMOHUPaaT KaKo
edeKT Ha JuUcTaHLMjalyja, JbyOOBHUTE MeCHU, HaTOIeHu co consu, Bo ,CAJTOH* ce
TYKa 3a Jla Ipeau3BUKaaT eMOLMHU Kaj regaunTe. 3a HryeH, TOKMy 3aToa IITO Tea-
TapOT HaIpaBW/I eMOLIMUTE Jla ceé CMeTaaT 3a COMHUTEJIHU, TOj I'0 3aryOusI LieJIoTO
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CBOe MOJIUTUUKO 3Hauderse (Nguyen, 2023: 138). Bunejku, 3a Hea, Ja ce JOIIpe CPLETO
Ha NyO/jMKaTa e HajooOpuoT HAauMH [ia ce IpaBU aHrayKUpaH TeaTap: ,,EMoliujaTta e
TTOJIUTUYKA 3aToa IIITO He CMe ce OTKayKasle, 3aToa IIITO CMe TTOro/IeHH of APYTHOT U
CMe pasMpiaHu, ce pa3aBIbKyBaMe, u AejcrByBame” (Nguyen, 2023: 141).

JluH, T'OOWHMU ITIOOO0IIHA, ITee BO ITapUCKUOT peCcTopaH

(SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez)

5.1.2. Con3ute ce NOAUTHYKM

Hryen nsbupa ga 30opyBa 3a MurpalujaTta IpeKy >KUBOTHUTE MCKYCTBa, Ha 4yB-
CTBUTeJIEH U KOHKpeTeH HauurH, 3a JIYI'eTO Jla MOKaT Ja I'YM BUIAT paHUTe U Jla CU
r'Y [IPeTCTaBar, Jia ' IperpHaT Bo CBoeTo nMaruHapHo. Taka, pedeHuiiaTta Ha Jlam,
pacKasKyBauKaTa BO IIpeTcTaBaTa, co Koja ce 3aTBopa ,,CAJITOH" e cnegnaBa: ,,Baka
ce pacKayKyBaarT IpuKasHuTe Bo BueTHam... co MHOTY con3u”. 3a HryeH e BayKHO CoJI-
3UTe Ja OUAaT BUIJIMBU BO TeaTapoT, OUJIejKU He caMo ILITO THE Ce TTOIUTUUKU, TYKY
»,BeKe He MOKeMe Ja pasMHCIyBaMe 3a Hac Oe3 oHue 1To ravat (Nguyen, 2023:
138-139). Op CYIITUHCKO 3HaUeIhe € fia ce 3alpaliaMe KOU Ce JIYI'eTO IITO IlavyaT Bo
HAIIIeTO OITILITECTBO JeHeC U Koe € HaCWJICTBOTO IITO I'M MPeIN3BUKYyBa OBHE COJI3H.
HecnyuajHo co BEKOBU >KEHUTe O1JIe OHME Ha KOU UM Ce IIPUIIUIIYBajIe ,, KPOKOIUJI-
ckure con3u” (Nguyen, 2023: 138).

5.2. PexoHcTpyMpame Ha 3abopaBeHoOTO

[TpBrUUHMOT UMITY/IC BO co3faBameTo Ha ,,CAJI'OH* 3a HryeH e ga ru cienu Tparu-
Te Ha CON3UTe Ha Majka cu. Mako mpuKasHaTa Ha MpeTcTaBaTa MaCOBHO I'M AOIKMpa
riefaunTe, MaKko Taa ce ogHecyBa Ha ucTopujaTa Ha dpaHiidja, KAKO U Ha OHaa Ha
M100a/IM3UPAHUOT CBET Kajle IITO ce BKPCTYBaaT MUTpAlMUTeE, ITPojieaHruTe COJ3U
BO IIpeTcTaBaTa, mTo HryeH caka fia ru rnokaxe, ce IpeJi Cé OHMEe Ha BUETHAMCKU
MUTpaHTH: ,He cakam mouTe IpeTCTaBU Jla CTaHAT YHUBEP3aJIHU KaKo IIITO T'M pas-
6upame mexec. He cakam ,,CAJTOH“ ga cTaHe nmpuKkasHa 3a Koj u ga e. Toa e ucTo-
pujaTa Ha DpaHiiyja, HE 3acera cUTe HacC, CUTe UMaMe OJITOBOPHOCT 3a Hea. Ho oBue
COJI3U UM MpUIIaraaT Ha HeKOH JIMiia, a He Ha Ipyru. Y ako oBue coJi3u T'U JorupaaT
cpuara, /la T TpaHcopMUpamMe eMOLIUUTE 3a Jla TU MOIOJTHUME HallluTe KHUTH T10
ucropuja. bumejku oHa 1To Majka Mu ro 6apa mpeq cé, Toa e Ipu3HaBamkeTo Ha Hej-
suHaTa uctopuja“ (Nguyen, 2023: 115). OBa e UCTO Lie/ITa Ha Hej3UHUOT IIPOEKT, [ia ce
HazloMeCcTH 3a00paBoT, U CTPAJAaheTo U MPUA0HECOT Ha BUETHAMCKUTE MUTPAHTU BO
¢dpaHilycKaTa ucTopuja ga OugaT rperno3HaeH!.

5.5. lpowpyBamke Ha MMArMHapHOTO KOH APYruoT

TeaTaIJOT Ha HI‘YEH, OTBOPEH KOH pa3/IM4YHUTe CBETOBU U jElBI/ILIPI, 1 KOH cIienjun-
d)I/I‘-IHOTO IIyJICpakbe Ha CeKoe YOBEUKO 6I/ITI/Ie, TIOKa’KyBa JJeKa He MOopa a JIn4druMe

Crn. 6. Xao, rogyHu TIOZO01IHA, CTPaHell BO POJIHUOT Irpajl

(SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez)
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eIIHM Ha OPYTU 3a Ja OejrMe IIpUKa3Ha/UCTopuja, a co3majeMe 3aeJHUYKa Hapa-
uyja (Nguyen, 2023:11). CriogesnyBajKu ' CO HAC KUBOTHUTE NPUKa3HU HA eMUTPaH-
THUTe KOM T'O COUMHYBaaT (hpaHIIyCKOTO OIMILITECTBO JeHecC, BO BpeMe Kora ITofeMOT Ha
AHTUEMUTPAHTCKUTE U €KCTPEMHO JIECHUYAPCKUTE TIOJIMTUKU Ha I7I00aJTHO HUBO, TO
KOHTaMUHUPa 1 OCUpPOMaIllyBa HalllMOT OfHoC co apyrute, ,,CAJI'OH* 11 ro BpaKa 4o-
BEUKUOT JIMK Ha MUTpaliijaTa U MpUioHeCyBa 3a OTBOparkbe Ha HallleTo KOJIeKTUBHO
MMarvHapHO KOH JIPYTocCTa IITO Hé counHyBa. bupejku, 3a HryeH, maruHapHOTO €
ronuTuko. O6eqHYBajKU I'o CBETOT CO CUTE CBOU Pa3/IMKU U KOMITJIEKCHOCTU OKO-
JIy Macarta, BO CBojaTa eTHKa Ha TeaTap Ha MUIpallFjaTa 3aCHOBaHA Ha eMIlaTHjaTa,
rOCTOIIPUMCTBOTO U CyIIameTo Ha apyrute, ,,CAJ’OH“ ja ocTBapyBa yToImMcKaTa
MICHja ILITO CH ja 3a7aBa HryeH, a Toa e 0BO3MOKyBabeTO Ha IOBTOpPHATa cpenba Ha
Buetrnam 1 ®paHifyja, HO U Ha OHaa IIITO HU OBO3MOKYBa Jla pa3bepeMe JieKa Hallla-
Ta MPUKa3Ha/MCTOpUja Hé YeKa Ha JIPYro MecTo U ieKa cMe COo3JafieHy of paH! IITO
He ce camo Haiu (Les Hommes approximatifs, 2018: 3).

CajroH Taka cTaHyBa rpajioT UMe eXo OJleKHYBa BO CHTe Hac, JIofieKa UCTopHjaTa Ha
BUeTHAaMCKaTa [ujacriopa cTaHyBa U1 Haiia: ,,CajroH e rpaji Koj ke Be 6bapa Ha MECTOTO
Ha BaiuTe paHu (...) Toj um mpunara Ha cute“ (Hryen uutupana oz Darge, 2017).

Cpenbara Ha Mapuja-AnToaHeTa u Cecusn

(SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez)

6. SAKAYYOK: TEATAP HA NOMECTYBAIE

»CAJI'OH"“ KaKo ITpOeKT Ha TeaTapCKO M YOBEUKO OTBOPAamEe 3a3eMa BayKHO MEeCTO
BO COBPEMEHHUOT TeaTap U BO I7I00aIM3MPaHOTO OMINTECTBO IIPOTKAEHO CO MUTpa-
11U, TPUIOHECYBajKU 3a Moio0po pa3buparbe Ha MUCKYCTBATa Ha er3uioT U Ha MU-
rpUpameTo, KaKo U Ha (ITOCT)KOJIOHMja/THUTE TPayMH IITO ce ITpeHecyBaar ofi TeHepa-
1I1ja Ha reHepaluja.

3a HryeH TeaTapoT MMa OJITOBOPHOCT JIEKOJIOHMU3MpA 1 Ja I'o MPOIIMPH HAaIIEeTO
MMaryHapHO KaKo I7ieflaul, CO Toa IITO Ke I'i MOKayKe 1 OHUe KOU He Ousie Bo HallleTo
BHUTHO TT0JIe U CO TOa IITO Ke HU OTBOPH ,,cjienu arnmu” (Nguyen, 2023: 45). ,CAJTOH*
HM OBO3MO’KYBa Jla 3aMUC/IMMe I'PyIIa IITO He 61 MOyKeJle [ia ja 3aMUC/IIME, JTa OCTBa-
puMe cpenbu 1ITo He 6u ce ciyumie. CYIITUHCKOTO Ipaliaihe 3a HryeH fgeHec Beke
He e 30I1ITO, TYKY KaKo Ja ce mpaBu Tearap. [Ipaliame Ha Koe Taa ofroBapa Baka:
,PellBMe J1a paboTUMe CO JIyI'e KOM Cce MHOI'Y OfilajieueHU Of TeaTapCKUTE CLIEeHU.
HMcTo Taka, pelinBMe fia copaboTyBaMe CO JiyI'e Kou Ke Hé roMecTaT. Cute. bunejku
COLIMjaJIHO, KY/ITYPHO, IYXOBHO, reorpadCKu, CUTe JIyI'e KOM y4eCcTBYBaaT BO HaIlIUTe
Kpealluu Joaraat of Jiejl o7l CBETOT KOj HU e Tyr. HKoj He MosKellle HU Jla 3aMUCJTU
IleKa Ke ce cpeTHeMe. ETe Toa e HammoT mpoekt” (Nguyen, 2023: 42).

Koneuno, ,,CAJTOH* ja ogpa3syBa u >kenmbara Ha HryeH ga ru oOHOBU BPCKUTE CO
HapogHuoT Tearap (le théatre populaire), Koj, criopep Hea, He TIpeTCTaByBa eCTETHU-
Ka, TYKy Iporpama Ito 6apa BUCTUHCKO yOejlyBarbe U BpeMe. Toa e TeaTap Koj Be-
pyBa Bo cIriocoOHOCTa Ha JIyI'eTo, 10 MPUMEPOT Ha 1iejlaTa eKulla Ha IpeTcTaBarta, He
caMo Jia ce UIeHTU(UKYBaaT CO UCTUOT/UCTOTO, TYKY Jja Cce TTIOMeCTaT HaBUCTUHA
(Nguyen, 2023: 148).
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Caiiro JlumocKu

WICAMTRAUTAIA [RIA XRARPOTE
BbE3 KPB, A. BAPUKO/A.
AOBPEBA

UDK 792(049.3)

AncTpakT

OBOj TEKCT ITpeTCTaByBa TeaTapCKU JHEBHUK KOj I'0 [JOKY-
MEeHTHpa CO3/laBalbeTo Ha IpeTcTaBara ,, bes KpB“, 6a3upa-
Ha BP3 Jie/IoTo Ha AstecaHipo bapuko, Bo peskuja Ha JlujaHa
IobpeBa, Bo KOIIpOyKiiyja roMery HaljmoHaiHMOT TeaTap
yJopaau Xanu KoHncrantuhos-IIunot* (Bemec, Peny6iu-
ka CeBepHa Makegonuja) u JIpamcku Tearap ,,H. O. Maca-
mutuHoB* IlnoBaus (Penmy6mika Byrapuja).

OBOj IHEeBHUK, CTPYKTYPUPAH IPEKY Pa3BOjoT HAa HEKOJIKY
XUIOTe3U, BOJIU 10 3aK/IYUOK KOj eKCIUTMIUTHO ja apTUKY-
JIMpa Murpanujata rmoMmery nepgopMaTHUBHU >KaHPOBH/
KaTeropMu BO paMKM Ha I[eJIOKYITHaTa peaji3alidja Ha
rpeTcraBara ,,bes KpB“, TpeTipaHa Kako HTHOBaTUBEH Tea-
TapCKH eKCIIePUMEHT IIITO I'0 UCTPakyBa ITOTeHLIUjaJIoT 3a
TpaHcdopMalja Ha KOpUAaTa — TPaIULMOHAIHUOT CIIeK-
TaK/I Ha bopba Mer'y YoBeK U OMK — Bo TeaTapcKu skaHp. OBOj
MMMOHEPCKU IOoT¢AaT MpeTcTaByBa KaHpOBa MUrpaliFja Ha
dopma Ha gpaMcKa akiyja (TaypoMaxuja) BO CHMOOIHYEH,
nepopMaTUBEH M IMOETCKU TeaTapCKH jasuk. TpaHc-
KpUIIjaTa Ha KOpUjaTa ce OCTBapyBa IPeKy HaIyIITambe
Ha TpaJuI[MOHA/IHATA JpaMCKa CTPYKTYpa 1 BOBeAyBambhe
Ha (popmaTa Ha Kacugaitia - aparncka modaiHa Ioema,
CO3[1aBajKu XUOPHUIEeH TeaTapCKU U3pas: Kopua ucreaHa
KaKo Kacupa. [Ipeky Tpu KaydHu a3y — TpaHCKpHUIILHja
Ha IMPO3HMOT TEKCT BO JPaMCKH, neppopMaTUBHA apTH-
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Ky/lalidja Ha KoOpujaTa, i CTPYKTYpUpame Ha aKiujaTta
MIpeKy MOeTCKUOT IIPUHIIMII Ha KacuaaTa — ,,be3 KpB“ oT-
BOpa HOBHU XOPU3OHTHM 3a ;KaHpPOBa HMHTEPMEIUjaTHOCT/
JKaHpoBa Murpaiigja U TeaTapcKa mHoBaluja. OBaa CTy-
Ivja rv pa3paboTyBa CUTe YMETHHUUKH MPOIEeCUd U MOCTO-
BU [IPEeKy KoM ;KaHpoBaTa MHTpalifja ce oCcTBapyBa HU3
TpeTcTaBa IITo ja pefgeduHUpa OUTKaTa Mery ;KUBOTOT U
CMpPTTa KaKo YMH Ha JbYOOB, CO CHIHAa CMMOOJIMKa Ha II0-
MmupyBame rmomery Epoc u TaHaToc, 11ITo ofjeKHyBa HU3 Ka-
Tap3aTa, Kako Ha apeHaTa/clleHaTa, TaKa 1 Kaj IIyo/InKaTa,
Har/1acyBajKu ro MOTUTUYKMUOT KOHTEKCT Ha OBaa KOIIpo-
IyKLMja.

Knyuuu 36opoBu: Bes kps, [Iujana JIo6peBa, AmecaH-
Ipo bapuko, murpaiiyja Ha ;KaHpPOT, KOpUja, Kacuza.

Benenika HamecTO IMOYETOK:

1. OBaa cKulla 3a CTyMja, BCYIIHOCT e (hparMeHT O] TeaTpPOJIOIl-
KU JJHEBHUK Ha CO3JIaBalbeTO Ha IIPeTcTaBaTa bes KpB, IocBegodyeH BO
>kuBo. LlenTa Ha oBa HaOJbyIyBalbe Oellle J1a ce UCIIUTA, Aa Ce 3aruile 1
Ila ce aHaJIM3Mpa PeKUCepCcKUoT cucteM Ha JujaHa [JoOpeBa usBemeH
BO IIpeTcTaBara ,,be3 KpB“.

bes Kps., ID

be3 kps e TeaTapcka KoIlpoAyKuuja mery IIpamcku Teatap ,H. O. MacaauTuHoB"
[TnoBpus, P byrapuja 1 Haponen Teartap ,,Jopgad Xaiiu KoncrantuHos-1IuHoT, Be-
jiec, co rapTHepcTBo Ha KynrypHo-uHdopMaTuBHuoT LieHTap Ha P Byrapuja Bo P Ce-
BepHa MakenoHuja. OBaa NpoAyKiidja e IIMOHepPCKU MoTdat Mery TeaTpu Ha JBETe
Ip’KaBU U KaKO [ieJ1 Of] ABErOAUIIHIOT Mel'VHapoIeH MPoeKT ,,MaHudect*.

ITpeTcTaBaTta e ba3upaHa Ha HOBejleTaTa ,,be3 KpB“ of UTa/IMjaHCKUOT aBTOP AJle-
caHzipo bapuko, Bo nipeBoj Ha Tostja PazieBa. ABTOopcKaTa ajarnraiyja e Ha AjiekcaH-
nmap CekyroB, clieHCKaTa Bep3uja 1 peskujata Ha [ujaHa JloopeBa. TUMOT I'i BK/IV-
yyBa aBTOpUTeE: clieHorpad: Bamentun CBeto3apeB, Koctumorpadu: Page Bacuses
u Enena BaHrenoBcka, Mmy3uka: JaBop Kaparutiue u Camko KocToB (Koj HacTamyBa
U CO My3HKa BO >KUBO), Kopeorpad: Oyra [TaHro, mpeBoj Ha MaKeZOHCKU of AHa bBa-
TeBa, (poTorpacujara e Ha 'eopru BaueB u nu3ajH Ha rocTepoT of JaBop JUMUTPOB.
ITponyuentu ce Cy3ana XapryHujaH-BacuneBcka u Caio JJUMOCKU.

MeryHapogHaTa akTepcKaTa eKuIla ja YMHAT YMEeTHULM OfI IBeTe 3eMjlu/IBara Te-
arpu: Mapruta I'omeBa, Bacun 3adupues, Koncrautun Enenkos, Ilatpuiiuja ITaH-
neBa, Ucupop JoBaHocku, dunun XpucrtoBcku, Kpacumup Bacurnes, I'eopru Baues,
Ketu BopucoBcka, Cumeon AnekcueB, Enena KabacakanoBa, Karpun I'aueBa, 37at-
Ko IllapkoB, ®unun BacuneBcku u Enena JluMutpoBa.

Bup 3a cebecu

IeTepMuHUpaHa KaKo >KaHpP caMUOT 3a cebe, 3a oBaa ClieHCKa (opma HajeqHO-
CTaBHO € JIa ce KajKe JleKa e XMOPpUJT HacTaHaT BO KOJIM3ujaTa Mel'y HOpMaTUBUTE Ha
IpaMCKHOT TeaTap (TeaTapoT Ha TEKCTOT), KOpUJaTa KaKo aBTOHOMEH M3BeJlyBauKu
JKaHp M KacujaTa — yuja Ipupojia U MOoTeKIIo TpyItaraaT Ha aparickara roesuja. Xu-
OpHU/IOT Ce 3a0KPYV/KYBa IPEeKy MOCTojaHa MUTPallija Mer'y OBHe TPHU JKaHPOBU BO
€IMHCTBOTO Ha CI[eHCKaTa U3Bef0a, apTUKY/IMPajKU ce KaKo sui generis.

Kopupara e clieHCKO 1ejcTBO 071 ocoOeH BUJl: HAaTIIpeBap Mer'y YoBeK U OUWK, CO
CMPTOHOCEH TIpefi3Hak. Kako u cekoj HaTpeBap, Taka W TeBpoMaxujaTa uMa CBOj
cucTeM, KaHOH Of TpaBujia, yIiaTcTBa, ipaMaTypruja criopell Koja ce ciaydyBa. Ha
LITO, BCYIIHOCT, TIOUMBAa TeaTapor.
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Bo TpamguioHanHa cMmuciia, OMKobopcKaTta apamaTypruja nogpasoupa garaneH
IMjajior Mery MaTaZiop U JiBa OMKa, Bo TpU BapHujaliuu. M Kako 1ITo BoobuyaeHo OuBa
BO apaMckuTe (abyiu, 0Boj 0OCHOBeH KOH(JIMKT Ce CIydyBa BO 3ajjajieHa OKOJTHOCT:
BO KAHOHOT Ha KOpUaTa, KaJie IIITO CeKOj MaTaZiop UMa IIeCcT COpabOTHULIM/COjy3HU-
LI 1 apeHa Koja ja 3a0Kpy;KyBa IIPOCTOPHATA OKOJTHOCT.

Cekoj MaTafiop MMa LIECT MPUCIYKHULIM, COjy3HULIM, BO bopbaTa co OMKOT: ABa
nukajgopu (picadoros) - Kou Boo61uaeHo ce Ha KObU, TPojlia Topeasopu (toreadors)
1 eJleH ITOMOIIHUK 3a MeuoBU (mozo de espadas) . OBaa Tpujama, mpegBoaeHa o Ma-
TaZIOPOT, MMa 1iel Jla OCTBapu ocobeH (KpBaB, daTasieH!) TUII Jujaior Co efieH OUK,
KOj BoOOMUaeHOo He e roctap of 4 roguHu 1 He mojieceH of 470 kunorpamu. OBOj
Iyjajior Mery TopeasiopoT U OMKOT 30BpUBa/Ky/IMUHIPA BO JIpaMCKa CUTyalyja/Mur
CO XaMJIETOBCKa rama: fa ce Ouje uiu He, Jla ce youe uiu He. KopumaTta 1 TeaTapoT
MMaaT YHUKaTeH 3aeJITHUYKY UMEHUTET: OTICTAHOKOT — KaKo eceHIlIMja Ha ipaMcKaTa
cUTyallija Off eJHaTa CTpaHa ¥ KaKo 1ejT Ha KopuAaTa of Apyrara.

OBaa TpaHCKpUIILIMja Ha KOpUJATa BO TeaTapcKa IpeTcTaBa moapa3oupa sKaH-
POBCKa JleTepMHUHalMja ofi ocoOeH BUfI, peajn3rpaHa Bo IIpeTcraBaTa ,be3 KpB“ -
MMIOHePCKY MMOTdAaT Ha TPaHCKPUIILMja Ha efeH Tull drama ([ejcTBo, akLuja, eKCIUIO-
3ujal) Bo Ipyr.

dopmasiHaTa peanr3alidja Ha OBaa TPAHCKPUIILFja o HaIylITa KaHOHOT Ha [pa-
MaTa (HacTaHaTa of IIpo3eH OUCKypc!), apTUKyIupajku ro Bo (popMara Ha KacumgaTa
- per definitionem - aparicka nodanHa ctuxorBopba. OBaa ocobeHa cuHTe3a ja Je-
TepMHHMpa IpeTcTaBaTa ,be3 KpB“ Kako Kopuaa! ucreaHa BoO Kacuga?, XuOpun
o1 ocobeH Buf, BUJ 3a cebecu, caM BO JIUraTa.

IIpetcraBara ,be3 KpB*, mpuKakyBajKu ocobeHa IMpUKa3Ha 3a 0€CKPBHOTO MTOMMU-
pyBambe Mery }KUBOTOT 1 CMPTTa BO (hopMaTa Ha JbyOOBHUOT UMH, OJIEKHYBa BO €CEH-
LFjaTa Ha CTPaCTBeHMOT YMH (gujasior!) mMery OMKOT K MaTaJopoT: obeTe ce oOMuUC-
JyBaaT cebecu Bo mobejiaTa Ha JKUBOTOT HaJ| CMPTTa, cpenbda mery Epoc u TaHaToc,
cpemba Koja OfIeKHYBa Off KaTap3aTa Ha IyO/iMKaTa BO apeHaTa M BO TeaTapCKUOT
CaJIoH.

! Bopba co 6ukoBHM, Ha mimaHcku: corrida de toros, e crekrtaki momnynaped Bo IlmanHuja,
[Mopryranuja u Bo JIaTHCKa AMEpPUKA, BO KOj MaTa/IOpPUTE CBEUEHO I'M ITPe/IN3BUKYBaaT, a 06MYHO
u v youBaat 6uKoBHTe BO apeHa. ClieKTakiu co OMKOBU 6ujie BoobuuaeHu Bo AHTHUKU Kpurt,
Tecanuja u Pum. Bo MogepHata epa, pUMcKuUTe ampuTteaTpu 61ie 060HOBYBaHH! ¥ YKpacyBaHU 3a
KOPHUCTeHhe KaKo apeHu 3a bopba co bukoBu. (u3Bop: EHIuKIoNIenuja BpuraHuka)

2 Kacupga (qasidah) e moeTtcka ¢opma pasBueHa BO mpeduciaMcka Apabuja u mpojo/KeHa
HU3 LleJjlaTa MCJIaMCKa KHIKeBHa ucTtopuja cé 1o geHec. Taa mpeTcraByBa nodaiHa, elernyia
WK caTUpUYHA MecHa Koja ce cpekaBa BO aparickaTa, IlepcrucKaTa U BO MHOT'Y CPOJIHU a3WCKU
KHIWKeBHOCTU. KiacuuHaTta Kacuzja e cjiokeHO cTpykTypupaHa ofa on 60 mo 100 ctuxa, co
eJUHCTBEHa prMa LITO Ce OAP’KyBa HU3 LlejlaTa MecHa; UcTaTa puMa ce rojaByBa U Ha KpajoT Ha
MPBUOT TOJYCTUX OJ] MPBUOT CTUX. Peuricu cekoj meTap e mpudaT/inuB 3a KacujaTa, OCBeH pajas
(rajaz), OujiejKu HErOBUTE CTUXOBU Ce CaMo TIOJIOBUHA Off IOJKUHATA Ha OHUE BO JIPYTUTE METPU.
(u3Bop: EHIIUKIONIeAuja BpuTaHuKa)

% [TEVITENTHY

CNOPED HCTOHMENHOT POMAR HA ANECAHAPD EAPHAD

ABTOPCHA ANANTAUKIA ANERCAHOAP CERYNOB
CUEHCHR BEPIAIA W PEMHIA NHAHA NOGPEBA

[TocTep 3a mpeTcraBata, oto A. Tomricon

YXaup 3a cebecu: op npo3a npeKy ApamMma BO KOPHAA AO Kacuaa

Pecemantniuzauujaitia e yMeTHUUKaA OIlepal[ioHaIn3alja Bo Koja IPeKy CIIoKe-
HU TIOCTalKKU CUCTEMOT Of 3HALlM (CeMaHTUKaTa) Ha efleH CUCTEM Ce apTUKY/IMpa BO
Ipyr crucTeM Oe3 [1a ja Hapylly aBTeHTUYHOCTa Ha CeMAaHTUUKUTE BPeIHOCTU KOU ja
YMHAT 0COOEHOCTa Ha CUCTEMOT BO Koj ab origine my nipumnara ([JJumocku, 2019: 9). Bo
npercraBara ,be3 KpB“, oBaa peceMaHTHU3aLja Ce OCTBAPYyBa MPEKY TPH IIOCIIENO0-
BaTeJIHU MOCTAIIKY KOM JUHAMHUYHO Ce ITIOBTOpPYBaaT HU3 1iejiaTa u3Beaba: pece-
MaHTH3allija Ha [IPO3HUOT JUCKYPC BO APaMCKU TEKCT, apTUKYJ/IaLiija Ha JPaMCKUOT
TEeKCT BO KOpHaTa KakKo M3BeJyBauyKa YMETHOCT M apTUKy/Ialldja Ha KOpuiaTa BO
hopmaTa Ha Kacugara.
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OA npo3a BO Apama

TpaHcKpurijaTa Ha MPO3HUOT TEKCT (HOBesla, HOBeJIeTa BO OBOj CJIyuaj) e orepa-
1[OHa/IM3aliijaTa ITPY Koja HOPMATUBOT Ha TTPO3HUOT AUCKYPC Ce TPAaHCKPUOUPa BO
IIPAMCKU TEKCT, OGHOCHO TTAaCUBHUOT (JIUTepapeH) TEeKCT HaMeHEeT 3a UMTame CTaHyBa
IlejcTBeH TeKCT HaMeHeT 3a U3Befi0a, ApaMcKu HopmaTuB. OBaa TpaHCKpUIIIFja Ha
1Ipo3aTa BO JIpaMa Ce OCTBapyBa ITPeKy Co3aBakbe JPaMCKU CUTYAlIUU KOU Ce U3Be-
IleHu off po3Hata abysia, OMHOCHO reHepupare JpaMcKa HAITHAaTOCT OfT Hapaljuja-
Ta Ha HoBestaTa. OcTBapeHa MpeKy co3/iaBame aTMOChepH, 3BYUHU CITUKHU, [TUjajTOTH-
3uparbe, MoIOTH3Mpabe U MOHOJIO3H, CTPYKTYpaTa Ha PaMCKUOT TEKCT ja ITPOIIH-
pyBa nmpo3Hata ¢abysia oj1 Koja ITpou3ieryBa 1 BO MpeTcTaBaTa co3/iaBa aBTeHTUYeH
CLIEHCKU TEKCT Kajie LITO HOBeJIaTa € caMo I10j/I0BHa TOUKa, Hieja, paMKa BO Koja ce
pa3BMBa [IPaMCKOTO [iejcTBO. ABTEHTUUHHUOT CIIEHCKU TEeKCT Ha MpeTcraBarta ,be3
KpPB“ TO KOPUCTH ITPO3HUOT HAPATUB KaKo IOJIUTOH, Be3KOaTHUIIA BO KOja ce apTUKY-
JIMpaaT CTelleHUTe Ha JipaMcKaTa HalTHAaTOCT ¥ OMBaaT 3a0KPYKeHU BO 11eJIOBUTOCTa
Ha gpamMmcKkaTa ¢abyna, cuMmy/ialyja Ha rpo3Harta ¢abysa. JJpamckara cabyna, Koja
3a CBOe MPUOEKUIIITE ja UMa HOBeJlaTa, MPeTCTaByBa MPOUIMPEHO TTPUKaKyBabe Ha
COCTaBOT Ha COOUTHja KOU [iejCTBYBaaT, 3a/lajieH o7 aBTOPOT Ha HOBejlaTa U TPaHC-
KpuOUpaH BO [1ejCTBEH TEKCT!

Oa Apanma BO KOpuAA

Hwujanoror Mery TopeasjopoT U OMKOT, apTUKY/IUPaH BO AWjasior Mery COCTaBOT Ha
cobuTHja Ha mpeTcTaBara ,,be3 KpB“, 0TBOpa MPOCTOP 3a TOIKYBamke Ha OTICTAHOKOT.
TeaTapoT ce apTUKy/IMpa Kako KOpUJa MPeKy CJIO}KEH CUCTEM Off, [TOCTAllK! UHj LieH-
Tap e OMCTAaHOKOT: OTICTAHOKOT KakKO OCHOBEH KBa/IMTaTUB Ha ApamMcKaTa cuTyalluja
OJ1 e7THA CTPaHa U OTICTAHOKOT KaKO Pe3y/ITaT BO OJIHOCOT Mer'y TOpeaiopoT 1 OUKOT.
Ha oBoj HauuH, ipaMcKaTa cuTyaliija mpecjiikaHa Bo KOpUjara ce unuTa Kako aBToO-
HOMEH Y aBTEHTHUEH THUIT JIjajiorT BO KOj HAITHATOCTA Ha KOHMIMKTOT UMa IiesT Ja
npequ3BUKa KaTap3a. Katap3ara Bo KopujaTa Kako TeaTapCKu »KaHp, CO CUOT KOM-
TJIeKCeH CUCTEM Off OHOCH U apTUKY/Ialldja Ha THe OJHOCH, UMa CBOj ja3uk. Ocobe-
HOCTa Ha OBOj ja3UK ja JlaBa IMapajurmara Ha IpeTcTaBaTa ,be3 kKpB“. Tokmy oBaa
TPaAHCKpPUITIUja Ha KOHMJTUKTOT ja para OpUrMHagIHOCTa Ha JKAaHPOT: KOpUAaTa KaKo
TeaTapcka dopma/;kaHp. OfyinyeH mpuMep 3a OBa ce JIOIUPa U BO TEKCTOT Ha U3-
BezibaTa KOj aBTOPCKU e (rmpe/mo)muiian oy crpaHa Ha CeKysioB Bp3 OPUTHMHAJIOT Ha
bapuko:

»IIEJAYOT: [lamu 1 rocriofa, u3ryouB IBaeceT IOJIMHU O] MOjOT JKMBOT BO 3a/TyIeH
obuyz ma cranam Topeagop. ConyBaB na bumaMm objeueH Bo traje de luces, obreka op
CBeT/IMHA: HAMeTKa, KPaTKo CaKo, efieK, TeCHU IaHTaJIoHM [0 KoJjieHa Off CBUJIa U
caTeH, YKpaceH! CO MOHUCTA U u3Be3eHu Bo 371aTo. CakaB Ja O1jaM eflacThdeH KaKo
jaryna. Bp3 kako monibha. CMPTOHOCEH KaKo 3MUja. 3aBOIIUB, HO HeBUH. HeBuH, HO
ortaceH. OmnaceH, HO C/IaBEH.

3Ham mto muciauTe! Jleka MojaTa Lies1 Oujie arniay3uTe, BOOAVIIeBYBamheTo, OBaLu-
WTe, IIIyMa of, e MaMUBUYNba... HAIIITO of1 HaBeZileHOTO He Oellle BajKHO 3a MEHe.
BpemeHcKkara ciaBa Ha JKMBHUTe He Me MHTepecupaiie. Me ITpuB/IeKyBallle BeUHaTa
ciaBa Ha mpTBUTe. CakaB Jla yMpaM cpejle apeHara. /la Me U3HecaTt cBedeHo, CO I10-
yectu 1 pandapu. CMpTTa ceKoralill e IoybaBa of rpe;kuByBameTo. Co Taa ofjyKa
M13JIeroB Ha MojaTa MmpBa Kopuja.“

Oa KOpMAA BO Kacuaa

Cy6numMupajku ja Teopujata Ha Apam Tanu6’, Kacupgara (eTUMOJL: HaMepa) e po-
IleHa BO JeBeTTUOT BeK Ha AparicKuoT I1o/yocTpoB, KaKo BUJ cTapoaparcKa rmecHa
BO ye[iHaueH MeTap, BO 00eM O]f [leTHaeceT 0 OCyMIeceT CTUXoBU. Hej3suHuoT Ka-
pakTep e nodajieH, OOHOCHO ofpedeH Kako oga. Kacugarta ce cocTou of Tpu [esia.
Bo mnipBuoT mes1, HapeyeH HacKb — BO TOHOT Ha TaKaJleHKaTa IOeTOT I1ee 3a ceKa-
BaIbETO, KO ja TeMaTu3upa pasmesbara Mery aBajia. BTopuoT fes, HapedeH paxu
e IIPOJIoJKeHNe Ha CeKaBambeTo, a II0eTOT I'o Tee [JojieKa jaBa Ha KaMuia HU3 MyCTU-
HaTa, MUHYBajK1 HU3 pa3/IMUHU OITACHOCTH U UCKYILeHuja. TpeTUOT U Ioc/eeH Aelt
(Mmydaxapa) e KpajoT Ha ceKaBambeTO U IIOeTOT I'o Iiee Bo (cebe)modaieH TOH.

Bo nipercraBara ,,be3 KpB“, KacugaTa ce peasi3upa Kako n3Bef0eH sKaHp, Hoarajku
o OujasioroT 3ajiafieH BO KopuraTa KaKko u3BefyBauka ¢opMa. Bo oBaa cMuciia, CUH-
TyIapuTeTOT Ha KacujaTta 3aJaJeH ofl eJHUOT Iejad BO OpUrhHajHaTa (popMa, CTaHy-
Ba IUTYPaJIMTET BO CLIEHCKOTO [€jCTBO, peajit3rupaH BO BUJOBU U CTEIEHU Ha JpaMcKa
HAITHATOCT, COUMHETH BO JIPAaMCKUTe CUTYalluU KOU ja obequHyBaat padynaTa.

(dabynara Ha KOpUaTa, KaKo U OHaa Ha KacUjara, ' [IOUNTYBaaT OCHOBHUTE eJle-
MEHTU: MMaaT eKCIo3uiyja (IpBUOT Aed Ha Kacujara, HacuO, KOj COOMIBEeTCTBYBa
Ha BOBeJyBameTo Bo nmepdopMaTHBHATa KMHECTETHKA Ha KOpUAATa), 3aIUieT (Coo-
yyBamaTa Mel'y TopeamopoT U OMKOT BO KOpUaTa U IMOUETOKOT Ha ITaTelleCTBUeTO
Ha I1ejadyoT HU3 MYCTUHATA), KY/IMUHALIYja (BUCOKMOT CTeleH Ha HaITHATOCT BO UCKY-
[IEHUEeTO Ha I1ejayoT Koe COOJIBeTCTBYBA CO BUCOKUOT CTEIeH Ha HAITHATOCT BO COO-
uyBamkeTO Mer'y TopeaZiopoT 1 OMKOT), IepuiieTrja (IpecBpTHaTa TOYKa BO OJHOCOT
MeI'y TopeaJjopoT U OMKOT BO Kopejalyja Co MCKYIIEHUeTO Ha IaTelleCTBUeTO Ha
rejadyoT Ha Kacuzjara) 1 paciuiet (modaiHara ecHa off KacumaTa Koj COOIBeTCTBYBa
CO pa3sBpCKaTa Ha OOHOCOT Mery TopeaJopoT U OMKOT, KOHeUHAaTa O[JIVKa 3a JKUBOT
WIN CMPT).

Ha oBoj HauMH KopuaTa ce apTUKy/IMpa Bo (popMaTa Ha Kacujara Bo IIpeTcTaBaTa
,be3 KpB“, morMMaHa KaKo JipaMa pojieHa o] ITp03a, 3a0KPY>KyBajKu ja aBTeHTUUYHATa
XUOPUIHOCT Ha TYKYIITO POAEHUOT TeaTapCKU JKaHpP.

3 Talib, Adam, Qasida poetry, a word unto itself, Durham university, 2019.
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3a pomanot Ha ArecaHapo Bapuko, Hakyco

Op KpBaBa oaMaszga 1o 6ecKpBHO IIOMUPYBaibe, HOBejaTa ,, be3 KpB“ o1 coBpeMe-
HMOT UTaJIMjaHCKU IucaTesn AjecaHapo bapuKo pacKasKyBa ITOTpecHa IMpUKa3Ha 3a
TpaHcdopMalidjaTa Ha oMpa3saTa Bo JbyO0OB, BO HEMIMeHYBaHa 3eMja U BO Heo/ipeieHO
BpeMe.

»,DBe3 KpB“ 3alouHyBa CO IIOKaHTeH YMH Ha HACWJICTBO - YOMCTBO Ha MayK U HEro-
BoTO ceMmejcTBo. CaMo KepKaTa HuHa mpeskuByBa, Oj1aromapeHie Ha U3BOHPEOHUOT
YIH Ha MUJIOCT Ha eJleH ojI Haltarauute. HuHa Ma camMo 4eTUpU rOIUHU.

Hekonky penienuu rogonHa HuHa ro 10BY nocaeIHUOT o YOUjLIUTe Ha HEj3UHOTO
CeMejcTBO, YOBEKOT KOj OMJT Hej3UMHUOT cracuTten. HuBHaTa cpemba Hocu Aj1aboKa
MpeolieHKa Ha HUBHUTE KMBOTU U Ha OHA IIITO Ce CJIVUMIIO BO Taa KOOHA HOK, TIOBEKe
O7I TIOJIOBUHA BEK ITPETXOIHO.

HeBepojaTHo BusyesHa 1 He3abopaBHO Ta)KHa, ,,be3 KpB“ e mporoHyBauka KHUTa
3a IITeTaTa U KOITHEKOT, CeKaBalheTo 1 IPOCTYBakEeTO. 3a Toa LITO 3Hauu a ce ouze
YOBeK, Ha HajOCHOBHOTO HUBO.

TekcToT Ha usBeAbGaTa: apanTauMjata Ha POMaHOT U CLEHCKHMOT TEeKCT

ABTOpCKara ajarnraiija Ha poMaHoOT ,be3 KpB“ moppa3dupa MHTEPBEHILIMU O]f
nBa Bupa. IIpBaTa ce olHeCyBa Ha CEeKBEHIIMOHUPAame Ha POMAHOT BO CLIEHU KOU

Bacwun 3adupueB kako Crapuot Tuto u Maprura IomieBa kako Huna

XPOHOJIOIIKY ja ciepaT dabyara 3a7ajieHa Bo HoBejlata. BropaTa ce omHecyBa Ha
MOHTHPakhe aBTOPCKU CIIEHU U COOUTHja BO TTOCTOEUKHUOT CLIEHOCIIET, OJTHOCHO ITPO-
HIMPYBabe, pacBeT/IyBamhe Ha aTOIMMUHUTE/TYCTUTE MeCTa BO TEKCTOT IIPEKY OPUTH-
HaJIHaTa ONTHKAa Ha IpaMaTyprot. Bo oBaa cMmucria, habynara Ha bapuko ce mpe(nmo)
MUIIYBa BO aBTEHTUYHOCTA Ha JKaHPOT — KOpUaTa KaKo TeaTapcKa IIPeTcTaBa UCIe-
aHa BO Kacuja.

Cnepnejku ja popmynara Ha Kacujara, JpaMaTyproT BoBe/lyBa HapaTop/Iejad Koj ja
packasKyBa/Tiee MpUKasHaTa IIpe3eHTHUpaHa o bapuko. MyHKIMjaTa Ha OBOj aBTOP-
CKU XapaKTep (YMeTHMUYKa MHBEHIIMja Ha ApaMaTypror) e IBojHa BO HajMasia paka:
o[ egHa CTpaHa, OBOj JIMK ja pacKaKyBa IIpMKa3HaTa, a of ApyraTa — akKTUBHO yde-
CTBYBa BO Hea IMOBP3YBajKu T (hparMeHTUTe off BpeMEIIPOCTOPOT BO KOj ce CiTyuyBa
IIpUKa3HaTa, 3aeIHO CO CBOjaTa BepHa APY/KUHA — efleH My3uuap (Koj ja u3BemyBa
My3HMKaTa BO ;KMBO) M €[IHa TaHYapKa. TOKMy co oMol Ha popMysiaTa Ha Kacujia-
Ta, AnekcaHmap CeKyJIOB ja rpajii aBToOpcKara ajianTaliija BMETHYBajKu ,lieCcHa Off
TPU TlecHU" Koja To BOAM IJIeJauyoT HU3 CTPYKTypaTa Ha IpeTcTaBaTa, OJJHOCHO Ha
TpaHCKpHOMpa Mpo3HaTa c/iMKa Ha BapuKko Bo colcTBeHa ITOeTCKa Hapallyja, YIITe
0[] CaMMOT ITOUETOK — MacaKpoT Ha papMara e TpaHCKpUOHpaH/MUT'PHpPa BO ITOETCKU

IIVICKYPC:

,IIEJAYOT: 3aMuiciieTe cu monuma co 'pik. JKHeaHu monuma co 'p;k. Ha KpajoT ofg
nietoTo. MHoOTY e kemiko. Y Bo cpefluHaTa Ha Nonukara — effHa Kyka. MlsropeHa Kyka.
CTpuu Kako LIpH HOKT. Ha mparot 11 ctou efiHo fieTe. Toa feTe MITOTYKY I'o BUJIENIO
CBOjOT aHreJI uyBap Kako CH 3aMUHyBa. MHOTY My ce caka Ha JeTeTo [ia U3BUKa: ,,AH-
remny... Aureny...“ Ho, He 3a Jla To BpaTu aHresnoT Ha3aj, He, JeTETO 3Hae Aeka Toa
e HEeBO3MOKHO, TYKY 3a /la My ce 3absaromapu 1mro 6um co Hero. Jla My ja mogapu
cBojaTa OecKkpajHa Tara Kako gap. /la u3BuKa o HeroBara CeHKa IIITO MCUe3HYBa BO
mrymara. CaMo eJIHO U3BUKyBame!

AHresy... Kajie i1 ofjieta?
AHresy, Bo ;KuTaTa I yMpe?
[TornemHu HeE CO ITpa3HUTE OUY,
BeTH HU CBET/IU Uyaa,

JIeKa He cMe 3aJIyIHO MUHaJjie
KaKO CEeHKHU II0JI IIpa3HU Hebeca.”

Kacupgara koja ja niee Ilejauotr Bo mpeTcraBarta ,be3 KpB“ ja cinenu cTpyKkrypara
Hacjie[leHa off cTapoaparicKaTa JIUTepaTypa: Bo IIPBUOT el (Hacub, BoBeHa mecHa
apTUKy/IMpaHa Ha cileHa) [TejauoT ja BoBeqyBa nmy0iMKaTa BO IIpUKa3HaTa, eqHOBpe-
MeHO OTKPHBAajKU Ir'o ¥ COIICTBEHUOT UIEHTUTET Ha MopaHelieH (becMpTeH) MaTazop.
M TokMy Ha oBaa JIMHWja Ce OTBOPa KOMIIJIEKCHOCTA Ha >KaHpPOT: [ejauoT, ropaHe-
1IeH Maragop, Bo bapot ,Crapara apeHa“ ja mpe3eHTHpa IpuKasHaTa Ha HuHa u
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Turo, mpukasHata Ha Jloma Cost u [Tefgpo KaHtoc, mpuKasHaTta 3a ojiMa3[jata Koja ce
TpaHchopMUpa BO JbYyOOBEH UMH.

Bropuor men on Kacugara (CLIeHCKY apTUKY/TUPaHUOT paxuj) ro cjiefii KaHOHOT:
iejayoT IaTyBa HU3 IIpeIU3BULIMTE Ha JIMKOBUTE, HU3 HUBHATa Cya0uHa (moira), co-
r7iacHo co ¢abysaTa HacsiefieHa of bapuKo — BO Hej3MHaTa ApaMaTypIIKU MPOILU-
peHa Bep3uja — eJleMeHTH Ha KyJIMUHaIdjaTa Ha IPaMCKOTO IejcTBo. TpeTuoT men
O]l KacujiaTa, OHOj LLITO Ce OJlHeCyBa Ha IepurieTrjaTa U pacIyIeTOT, ja 3a0KPYKyBa
1IeJIOBUTOCTA Ha popmMaTa 1 ja IOTBPIyBa Te3aTa u3BeieHa Ha IIOYeTOKOT Of] TEKCTOT
- U3BezIbaTa CTaHyBa ITpo3a TPaHCKPUOMpaHa BO JpaMa, apTUKy/IMpaHa BO KOPHU/A,
BO KaHOHOT Ha Kacupjara!

VHTepBeHIIMNTE HA IpaMaTyproT Mo OJHOC Ha TeKOT Ha HapaiujaTa ce OpojHH: oc-
BeH BOBeflyBameTo Ha [lejauoT Kako aBTOPCKU JIMK, BOBEJIEHNU Ce cepuja CUTYalluud U
JIMKOBU KOM ja pacBeT/IyBaaT/mpoiurpyBaar abynara Ha bapuko. OBa MpoImpyBambe
€ O]l TOJTKAaB OTICET IITO O] OPUIMHAJIOT BO CUMY/IAKPYMOT OCTaBEHO e CaMO U7iejHO-
TO PaMHMUILITE ¥ OCHOBHUTE KapaKTepu Kou ro rpafiaT KoH(MIUKTOT. Bo oBaa cmucria,
aBTOpCKaTa afjanraijydja Ha ApaMaTyproT BO 1IeJIOCT CTaHyBa OPUTUHAJIEH IPaMCKU
TEKCT KOj [ToUMBa caMo Ha ejieMeHTH ofi haby/iaTa MpeTcTaBeHa BO HOBeJIATa, IIITO Ce
TIOTKPEIyBa 1 CO BOBEYBaheTO (HOBU) JIMKOBU BO MPUKA3HATA, KAKO M CO HUBHOTO
Mer'yceOHO arvpame: 6e3uMeHr COOUTHja CO pa3IMuHU (PYHKIUM, CeKaBarba, WITy3UH,
Ha/IpeasiHy CUTYalluu, OHUPUCTUYHU KOHCTPYKIIMN U PEMUHUCIIEHTHU TTACaKU.

[TocTaBeHa Ha BAKOB HAUWH, [paMaTyprujara Ha MpeTcTaBaTa UCI[PTYBa aBTeHTUY-
Ha TpaeKTopHja Koja ja 3ajMyBa reorpadujata Ha HoBejlaTa 1 ja TpaHCKpPUOUpPa BO KO-
puziaTa u Kako ¥ ITPOCTOP U KaKO TTPUHITUII, a ja u3pa3yBa KaKo (polrupeHa) Kacuia.

3aap;KyBajKu TO COCTABOT Ha coOUTHjaTa Off KHUTaTa Ha BapuKo 1 MHULIjaTHUOT
ogHOC Mery Kapakrepure (ceMmejctBoTo Ha Manyen Poka - HuHa u cuHOT, youjiu-
Te — Caymunac, En I'vpe u Turo, rpodot TopenaBu, monyMpTBUTE BO OO/MHUIIATA HA
Poka, nygure Bo nymHuiiata Ha JJorba Coil UTH.), TEKCTOT Ha U3Be0aTa ja CylCTUTYU-
pa HapaligjaTa (TPO3HUOT I1ej3asK, eJIeMeHTUTe Ha IUjaJIoroT BO IIP03aTa) CO aKTUBEH
TEeKCT KOj ja ciiegu chabysaTa of U3BOPHUKOT U €JHOBPEMEHO I' PacBeT/IyBa Hej3u-
HUTe TeMHN/aTOIMNYHN/TYCTH, CKprieHr MecTa. OBaa IocTarika, BCyLIHOCT, ja IIOTBP-
OyBa ,,0TIIOpPHOCTA" Ha APUCTOTEIOBUOT MOJIe/T HAa TeaTapoT, OJITHOCHO — ja YTBP/yBa
HeroBaTa TOUYHOCT BO IOMMAameTO Ha M3Befbara KaKo LeI0 U 3a0KPY/KEeHO [1ejCTBO
(Apucroresn, 1979: 26)

Pe)XxucepckKkure nocrankm

[MocTapaMcKkuTe TeaTapcku hopmu’ Bo cebe obequHyBaaT CIIEKTPU O] TEXHUKU U
TEXHOJIOTMU CO KOU TEPMUHOT TEKCT Ce IIPOLIMPYBa OJf HEroBOTO MPUMAPHO (JIMHT-

4 CeBKYITHMOT BOKaOy/ap Ha ITOCTAPaMCKUTE TeaTapcKu (DOPMU UCLIPIIEH € Of CTYAujaTa Ha
JlemaH.

BHCTUYKO) 3HAUEHe BO KOMIUTIEKCHOCTA Ha TEPMUHOT TEKCT KaKo ocobeHa CIleHCKa
ceMaHTuHKa. Toa e, BCYLITHOCT, U €JJHa Off reHePaTHUTE OJIJTUKU Ha MOCT/IPAMCKUTE Te-
aTapcku (hopMu: THe KOKeTHPAAT CO }KaHPOBUTE CO 1161 /la ce U3HajaT cebecu KaKko
aBTEeHTUYHOCT. XUOPUIHOCTA € HUBHA IJIaBHA OUTMKA — KAaKO TTPUHIIUIT HA KPIIeHhe
Ha KaHOHOT Ha [ipamaTa Bo HeroBara yCBOeHa, CTaHJjap/iHa, KlacuuyHa cMuciia. KoH-
CTPYMPAEeTO Ha TEKCTOT (BO HaBefleHaTa, MPOLIMpPeHa CMUCTIA) BO MOCTIPAMCKUTe
TeaTapcKu (popMu M3MCKYBa HU3a MTOCTANKU KO Ce CUHTeTU3MPaaT BO PeKUCepCKa-
Ta MAPTUTYPA, IITO BO OBOj C/Ty4aj ce pedh/ieKTUPa BO aBTEHTUYHOCTA Ha YKAHPOT BO
KOj U3BefibaTa e apTUKy/IMpaHa: KopuaaTa Kako TeaTapCcKu yKaHp. BHMMaHUETO To
MPUBJIEKYBA [TaBHUOT TUIT TEKCT Ha U3BeI0aTa: MU3aHCIleHaTa U HerOBUTe 0COOEHO-
CTH, U3[JBOEHYU BO: MU3aHCIleHAaTa Ha KOPU/iaTa KaKo TeaTapCKH JKaHpP, MOHTa)KaTa
Ha KapaKTepuTe BO BPEMETO IMPOCTOPOT U JIejCTBOTO Ha KOPUJIaTa, TeHepHpame-
TO 3BYUHM C/IMKU Ha KOpHU/iaTa N3BejeHa KaKo Kacupa, mepdopMaTUBHATa KUHE-
CTeTHKa Ha KOPU/IaTa KaKO TeaTapCKU JKaHpP U CO3/1aBalkheTO MUKPOMU3AHCIIEHN
BO aKTepcKaTa u3Befi6oa. Bo oBaa cMmuciia, JlemaH noreHiupa: Bo nmoctapaMmckuTe
TeaTapCcKu (hOPMU TEKCTOT ILITO ce (M Kora ce) ITOCTaByBa Ha clieHa ce cdaKa caMo
KaKo VIIITe eJleH paMHOITpaBeH COCTaBEeH e/l Ha eflHa reCTUUKa, My3UJdKa 1 BU3YeJI-
Ha 1IeJTMHA. Ja30T Mer'y JUCKYPCOT Ha TEKCTOT U AUCKYPCOT HA TeaTapoT MOJKe Jja ce
OTBOPH C€ 10 OTBOPEHO U3JIO}KYBakbe Ha [AMCKperaHiiaTa, Iypu U MpecTaHyBaibe Ha
HuBHHOT ofgHoc (Lehmann: 58).

JoMuHaHTHA peKUCepCcKa IIOCTalKa € TpaHCKpUIuujaTa epdgopMaTuBHATA
KMHECTeTHKa Ha KopujaTa BO JpaMCKO/CIIEHCKO JIejCTBO U HCTaTa ce OCTBapyBa
IIpeKy HeKOJIKY MexaHn3MU. IIpBUOT ce ofgHecyBa Ha IpeHoC Ha nepgopMaHTHBHATA
KMHECTEeTHKa CO KOja ce KapaKTepu3upa KopuaaTa U Koja IIpoU3JieryBa ofi OJTHOCOT
(mujanorot, KOHMIUKTOT) Mer'y OMKOT U MaTaZIopoT BO CLIEHCKO JejcTtBo. OcobeHocTa
Ha [IejCTBEHMOT CHCTeM Ha KOpHjaTa CTaHyBa [IMjajior Mery JIMiia IITO [ejCTByBaaT
BO IpeTcTaBara/ moctapaMcKaTa dopma ,bes KpB*, ciiemejKu r'u CUTe efieMeHTH KOU
ja OBO3MOKyBaaT HaITHATOCTa Koja KYJIMUHUPA BO OICTaHOKOT, KOj, I1aK, ja OBO3MO-
JKyBa, per definitionem, mpamckara cutyaiuja! Bo oBaa cmuciia, peskucepcKara Ino-
cTarka Ha TPaHCKPUIILIMja Ha eJieH JKaHp BO JIPYT ce JeTepPMUHUPA KAKO YMETHUUKU
TIpoIIeC BO KOj eJIeMEeHTUTEe Ha CCTEMOT Ha KOpHjlaTa CTaHyBaaT CUCTEM Ha CLieHCKa-
Ta U3Bemba U 0O6paTHO, Co HITO ce hopMUpa UCKITYUUTETHO aBTeHTUUEH CUCTEM Off
acoljaliiu Koj pe3oHupa Mery obere hopMu.

PeskucepcKaTa rmocTarika 3a oriepaliioHa/in3aiija co CIleHCKOTO/ IpaMCKOTO/ Tea-
TapCKOTO BpeMe e U3BefieHa IPEKY rpajiekhe IMKOBU Off CTpaHa Ha Pa3/IMJHHU (110 BO3-
pact) aktepu. Taka, mukoT Ha HuHa ro urpaat Tpu akrtepku: Huna, meBojueto, [Joma
Con, skenata ([Tarpuruja IlyaneBa) u HunHa, Bo3pacHaTa skeHa (Mapruta I'orieBa).
JIukoT Ha TuTo ro urpaat JBajlia akTepy — MJIaguoT 1 ctapuoT Tuto. Ha oBoj HauuH
PEeRUCEePCKUOT PaKOIIMC TU ITIOBP3yBa TPUTE BpeMUiba — IBe MUHATHU (TpeIMUHATO U
MMHATO) M CeralllHO BO LIeJIOBUTOCTa Ha u3BedoaTa. Tpure BpeMuba HU3 IIpeTcTaBara
ce UCIpervieTyBaaT MeryceOHO, CO IITO ITPETCTaBaTa I'o HaITyllITa KOHIIENTOT 3a JIMHe-
apHOCTa Ha BPEMETO 1 CTaHyBa OTKJIOH O XPOHOJIOUIKHOT TEK Ha BPEMETO.
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[TepdopmMaTrBHATa KUHECTETHKA MMa 1IeJI Jja co3/ae CUCTEeM Off ABIKeha Koj pe-
30HMpa CO KOpUaaTa IpeKy KopeorpadCKu pellleHHja IITo BO cebe Kogupaar eje-
MEHTH O]l HIMAaHCKUTE TaHI[MA, KaKo O/IMCKU 1o o0pa3 co KopujaTa, mpuIlarajku Ha
ucra reorpacduja. Ha oBoj HaunH, MHU3aHCIIeHaTa BO nU3BegbaTa ce TUIIU3UPa IIpe-
KY KopeorpadCKuTe pelieH’ja Kou ro 00/IMKyBaaT, BO KOJIM31ja CO MUKPOMU3aH-
clleHaTa Koja ja KapaKTepusupa u3Benodara.

Kopeorpadckute peileHrja nmaat (pyHKIMja M Ha CIIOJHULIM Mel'y CLIEHHUTe U Ha
aKIIeHTH BO caMuTe clieHU. Bo oBaa cMuciia, a Bo Kopesaiiyja co Kopujara, repdop-
MaTHBHATa KMHECTeTHKa Ha u3Bembara co3faBa oOpasu (CeMaHTUUKHU LeJIMHN) KOU
ro 3a0Kpy/KyBaaT eCTeTUUKOTO PaMHMUILTE Ha XUOPUOHUOT KaHp — KopuAaTa KaKo
TeaTapckKa/cleHcKa popMma.

MuKpoMM3aHClieHaTa’, BO KOJIM3Wja CO MM3aHCIleHaTa Koja e TpaHCKPUIIIYja Ha
IpaMaTa Bo KOPHIa, ja co3/aBa ceBKYITHATa ClleHCKa JIuHaMuKa. MUKpoMu3aHCcie-
HaTa, TeHepaJIHO KapaKTepHUCTUUeH 3a (pUIMCKUOT Kajap, MHCUCTUpPA Ha TUII CTa-
TUYHOCT BO KOja ce eMaHupa eMmoiiija. Ha oBoj HauuH ce moOuBa Lie/IMOT 3aluc Ha
IejcTBEHUTEe aMIUIUTYAW KOU I'o YMHAT PUTAMOT Ha IIpeTcTaBaTa, OJHOCHO IUHAMU-
KaTa Ha CI[eHCKOTO /IejCTBO.

Bo mpercraBara ,,be3 KpB“, aKkTepcKaTa Urpa ja UCTpasKyBa MY/JITHIUMEH3HO-
HaJIHOCTa Ha ujeHTUTeTuTe. JINMKOBUTE HEe Cce CTAaTUYHU, TYKY I'M HOCAT pas3/InuyHUu
cocTojOM U rM eMaHHpaaT, Kou pedieKTupaar TpaHcGOpPMalM U TPOMEH/IMBU
acouujaumu. JIukot Ha TuUTO, KOj ce urpa of ABa akKTepu — MJjIaj U CTap, MCTO TaKa
I'Yl U3pa3yBa KOHTMHYWPAHUTE IIPOMEHH HA UAEHTUTETOT BO Pa3/IMUYHU UCTOPHUCKU
nepuoau, 6e3 ma ce BOAU 10 JIMHeapeH HauMH Ha pacKa)KyBaibe.

AKTepcKaTa urpa oBfle 6apa of akTepuTe He caMO Jla MTpaaT eMOI[UU TYKY U
Jla BjIe3aT BO CJIOEBUTHUTE 3HaUeHa KOU IMPOU3JIeTyBaaT Of Pa3/InyHU BPeMUba U
OKOTHOCTH. VICTO Taka, urpameTo Ha JIBe Bep3UU Ha UCT JINK BO UCTOTO CIIEHCKO [iej-
CTBO Oapa uMcTa KOHTPOJIMPAHOCT U ce0eCBEeCHOCT Ha aKTepOT, KAKO U CII0CO0-
HOCT 3a reHepaliija Ha KOHTPaCTHH TICUXOJIONIKH OJITOBOPM.

Aujanor, KOHPAUKT

Bo ,be3 kKpB*“, AujamoroT Mery akrepure He e caMO pa3roBOp, TYKY € MpedncTeH
BO (PU3UUKU 1 €MOIIMOHAJIHY B KEeHha, KOU CO3/iaBaaT BU3Ye/THU U 3BYUHH CJIH-
KH IIITO ja KOMIUIUI[APaaT TPaJuLIMOHaTHaTa ITPETCTaBa 3a 300pOT KaKO OCHOBEH Me-
IMYM 3a KOMYHUKallija. MHOTY OfI injajIo3uUTe ce IPeTBOPEH! BO TEJIECHU aKTUBHO-
CTH, TIPU IITO aKTEPUTE KOPUCTAT (PpM3UYKU KOHTAKT M HHTEH3MBHA eMOIIMOHA/THA
BKJIVYEHOCT 3a [la TO MCTPayKaT KOH(MIMKTOT Ha TeMUTe Ha JKUBOT U CMPT, CTpa-
Jare U MOMUpYBakbe.

5 MlaKo e [IOMMHAHTHO KapaKTepuCTUyHa 3a (hUIMCKUOT Kajjap, MUKPOMU3aHCIleHaTa BO
npetcraBaTa uMa (GyHKIIMja Ha [ofie/TyBaibe Ha HUjaHCUTe Ha IMKOBUTE, CEKOj OJ1 HUB BO
cBOjaTa OHTOJIOTHja.

PeskrcepCKUOT KOHLIEIIT Ha aKTepcKaTa Wrpa BO MpeTcTaBaTa € TeMeJIHO Bp3aH
3a MHTEpIpeTalfjaTa Ha TEKCTOT U KOHTEKCTOT BO ITOCTIPAMCKHUOT TeaTapCcKu
MIpoCTOpP. AKTEpUTE MOpa JIa ce MOTIIpaT Ha pu3nUKaTa KUHEeCTeTUKA, eMOTHUBHATa
eBOoJIyIIFja U MYITHIMMEH3UMOHATHOCTAa Ha JIMKOBUTE, a HUBHATA UT'pa He ce CBe-
IIyBa caMO HA MHTYUTUBEH aKT TYKY U Ha IIOCTOjaHO MCTPa’KyBaibe Ha MPOCTOPOT
Ha UJIEHTUTETOT, BpeMeTo U nmpukasHaTa. OBa co3/laBa YHUKATeH TeaTapCKu U3-
pa3 Koj 'M u3pa3yBa He caMo [PaMCKUTe HAalTHATOCTU TYKY U (prI0COCKUTE OUMEH-
31U Ha ITpeTCcTaBara.

AyaAHOBH3YEeAHOTO 06AMKyBalhe Ha u3Bepbarta

AymoBu3yesTHaTa ceMaHTHKa T'o cJieiu KOJIOT Ha mpo3aTa: Ipe3eHTHpa 3acebHa
JIOTMKAa HaZBOP O IPOCTOPHU 1 BpeMEeHCKU OAPeIHULIY U € efleH Ol MapKepuTe Ha
XUOPUOHUOT JKaHP.

[TpocTOpOT e oCcMUC/IEH KaKo KOpU/ia Criope] apXuTeKTypaTa Ha KoprjiaTa, Bo uuja
BHATPEIIHOCT € CMeCTeH ITO/IMBa/IeHTeH IIPOCTOp: Kopuzaa, Oap, apeHa, MHTUMHAa
coba. Co MpoCTOPOT IOMUHUPA MACUBEH, 371aTeH OMK BO UMj CTOMaK e u3jabeHa
IyanKa — acoiijanuja co CULMINjaHCKUOT OUK (6uKoT Ha Maapic) KaKo aBTeHTU-
yeH MexaHU3aM 3a Mauderme. OBOj 371aTeH OMK Koj e Bo (DOKYCOT Ha clieHaTa, Kako U
CaMUOT CLIEHCKHU ITPOCTOP, € IoIMBaJIeHTeH: of 603KeCcTBO, MIPeKy yTpoda, N0 UHTU-
MeH//by0OBeH ITPOCTOP BO KOj ce ciTydyyBa O€CKPBHOTO ITOMUPYBAbE.

Koncrantun EnenkoB Kako ITeauor
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Bo Baka geTepMUHUPAHUOT CLIEHCKU IIPOCTOP, CMeCTeHa e KocTuMmorpaduja Koja
Ha MCT HAauWH Pe30HUpa CO KOpHIaTa, KOPUCTEjKU elIleMeHTHA Y KOCTUMU Off IIIIaH-
CKOTO TofHebje — of cTaHIapAeH MaTagopCcKu KocTuM (traje de luces) mo kocTuMu
KOM acouypaar CO IIMaHCKUTe TPaguLIMOHAIHU OOJIUIN, KAKO 1 COBPEMEeHU KOCTU-
MU U (pparMeHTH of UCTOPUCKKU KOCTUMU KOM ce BO (pyHKIIMja Ha cerapalpjaTta Ha
TPUTE TeaTapCKU BpeMuiba BO eIMHCTBOTO Ha U3Begbara.

My3uukaTa ApamMaTypruja modyrBa Ha KacujaTa, BO Hej3sMHa aBTOPCKHU MpoIIMpeHa
dopma. IMeHo, My3udKaTa ApaMaTypruja uMa HajMasIKy ABOjHa (pyHKIIMja: IO Mof-
paskaBa J1ejcTBOTO U Kpeupa atmocdepu. Bo mpBaTa cMuciia, TpoAeTHUOT KaHOH Ha
KacHujaTa ce peajiM3upa BO TPU IVIaBHU COHTOBH BO IIpeTCcTaBaTa (Hacub, paxu, My-
xadapa), a Bo BropaTa CMUICJIa — 3ByUYHOTO 00JIMKyBabe nMa GyHKIIMja Ha ayJuo3HaK
KOj e 1 OITICeH U akileiepaTuBeH. CeBKyITHaTa COHOPHOCT Ha u3BembaTa, n3BeeHa
of MPUPOJIHY 3BYIIA POAEHH BO IIPOIIeCcOT Ha CO3/laBalkheTo Ha IpeTcTaBaTa, BO To-
JIeM JIeJ1 ce M3BelyBa BO ;KUBO, IIITO IIOBTOPHO CO37laBa acollyjalifja Co HAYMHOT Ha
KOj ce U3BeJlyBa Kacujara.

Bo mpoliecoT Ha Kpeupame Ha IpeTcTaBaTa, copaboTKaTa Mery KOMITIO3UTOPOT U
PEKUCEPOT € O] UCKITYYUTETHO 3Hauehe He caMo 3aToa ILITO My3HKaTa ce U3BeyBa
BO >KMBO, TYKY 3aTOa IIITO KCTaTa e KJIydHa BO I'PajielheTo Ha MU3aHCIieHaTa, TUII To-
PUBO KO€ ja BOJIU pesKUCepCcKaTa BU3Mja BO Hej3sMHATa LeJIMHA.

BeCKPBHOTO NOMMPYBahe KaKO NOAUTUUYKM YHH

[ToTeks0TO Ha TeaTapoT BO MHCTUTYILIMOHAIHA CMHC/IA e TIOJIMTUUKKU UMH, CJIydeH
BO AHTnuKa ATnHa, 6arogapenue Ha [Tepuke. Of Toj Mur, 11a HaBaMy, HEBO3MOK-
HO e Ja ce 300pyBa 3a TeaTapoT HAJBOP OJf Heropara MoJIMTUUYKa ambnemMaliyja. Bo
oBaa CMHCJIa, IIpeTcTaBaTa ,be3 KpB“ ce MCcUMTyBa KaKO MOJIMTUYKY YMH Ha IIOMUPY-
Baibe Mery JIBe CIIPOTUBCTABEHU CTPaHH, IBa (ppoHTa Ha BOjHATa, /IBa II0JIapUTETH,
IBe KpPajHOCTU.

Aujana Aob6peBa, SUI GENERIS

[TpercraBara ,,be3 KpB“ ja ucTpaskyBa u ja perHTepIipeTHpa JpaMaTyprujata Ha
KopHjiaTa, OJJTHOCHO OMKOOOpCKaTa JApaMaTypruja, Koja He camo IITO ce TIOUrpyBa
COo TpajuIMoHaTHUTe (hopMM Ha Hapalldja TYKy U TW pacdpria TpaHUIlUTe Ha Kila-
CUYHHTE TeaTpalHU cTpaTeruu. THWe CTpaTernuu ce MPeToueHd BO eIHO YHUKATHO
HCKYCTBO, KOe ja KoMOMHUpa (pr3nuyKaTa MHTEH3UBHOCT Ha KOopuzaTa co mepdopma-
THBHaTa KHUHECTeTUKa, U3TrpajieHa MpeKy TejlecHa u3Beioa 1 eMOIMOHaIeH KOH-
dmukT. OBOj CrieKTaky/iapeH IpUCTaIl ro TpaHcgopMupa KopujaTta BO TeaTapcKa
dopma Koja reHeprpa He caMO BU3YeJTHU U ayJIMOBU3YEJIHU CJIMKU, TYKY U Jy1a00KU
umocodcku 1 KysITYpPOJIONIKY 3HaUEeHa.

Bo oBaa KoHTeKcTyaiHa TpaHchopMaliyja, pe;KUCepPCKUOT KOHIIETIT Ha akTepcKaTa
urpa, KOMOMHUpPaH CO MHOBAIIMUTE BO IPOCTOPHATA U BO KocTUMorpadcKaTa KOH-

durypanuja, popmupa xubpuaHa nsBeoa Koja ja HaJ]MUHYBA K/IaCUUHATA JpaMcKa
cTpyKTypa. M3BefbaTa He camo IIITO ja UCTpakyBa bopbaTa Mery >KUBOTOT U CMPTTa,
TYKY I'O TIPEUCIIUTYBa U 3HAUEHETO Ha UJIEHTUTETOT, BPEMETO M TeJIOTO BO ITOCT-
Ipamckara ectetuka. OBaa ApamMaTypruja, MpeKky CBojaTa eCTeTCKa M KOHIEITY-
aJITHa KOMIUIEKCHOCT, HU T TIPeTCTaByBa JIMKOBUTE KAaKO MHOTY TMOBEKe O] eI[HO-
CTaBHU HApaTUBHU (PUTYPU; THE CTaHyBaaT IUIAT(OPMH 32 MYITHIUMEH3UOHATHO
HUCTpaKyBame Ha Pa3/IMYHU BPEMEHCKU U eMOIIMOHAJTHU CJTIOEBU.

M momeka 6ukoOOpcKaTa IApaMaTypruja IpeTcTaByBa sKapHuIlITe Ha XpabpocT, KOH-
¢uKT U1 cTpamaibe, [Iujata JfoopeBa, KaKo aBTOP U PESKUCED, ja ToBeayBa oBaa KOH-
nernryaiaHa ysuja go ceoeto SUI GENERIS cyiirrectByBame. He camo 111To ro rmome-
CTYyBa TeaTapoT BO HOBU, €KCIIEPMMEHTAJIHU ITPaBLIM, TYKY 1 UCTOBPEMEHO T'O UyBa,
HO 1 ro MoauduLMpa, AyXOT Ha KjlacuJHaTa JipaMa 1 Kopujara. ,,bes KpB“ e ripumep
Ha 13Befba Koja MpeTcTaByBa HOBa (pasa BO MOCTApaMcKaTa TeaTapcka cgopma,
Kajie IIITO TeJIECHOTO M3pa3yBaihe, My31KaTa 1 BU3YeJTHUTe eJIEeMeHTHU Ce YCOTIaCeHn
BO €JHO HOBO, HHTEIPUPAHO TeaTapCKO HCKYCTBO, KO€ ja JIoTepa JI0 eKCTPeMU UH-
TeprpeTalijaTa Ha TpaguiinoHaTHUTe (DOPMHU Ha CIleHa.

[TojaBara Ha ujana foOpeBa e CBETU/IHUK BO COBpeMeHaTa eBPOIICKA PerKuja,
KOja He caMoO IIITO I'M MCTPa’KyBa KJIAaCUUHUTE apXeTUIIU, TYKY U I' TpaHcdopMupa
HUBHUTE CEMaHTUUKU CJI0OEBU, AO/IaBajKM UM HOBU IuMeH3uu. JJoOpeBa, Kako pe-
JKHCepKa, MMa YHUKATeH HaulH Ha KOj I'Ml ITOBP3yBa MUTOBUTE U apPXETUIIUTE CO CO-
BpeMeHara ImpobjieMaTHKa (ro KOHTEeKCTYa/IM3upa MUTCKUOT BPEMEITPOCTOP U MUT-
CcKaTa MMC/Ia BO KOHTEKCTOT Ha KOj anyaupa usBembaral), IITo To mpaBu HEj3SMHOTO
TeaTapcko MU3pa3yBame MCTOBPEMEHO allCTPAKTHO M KOHKPETHO. APXEeTUIIUTE IIITO
' KOPUCTU BO HEj3MHUTE MPETCTaBU — O MUTOJIOMIKUTE (PUTYPU OO IUTepapHUTE
jyHaIIy - Urpaart KJIyyHa yJiora Bo OOJIMKYBamkeTO Ha Hej3UHUTE MOeTUKU U TeaTapCKU
dopmu. CienMpUIHUOT HAUKMH Ha KOj T IIPeTCTaByBa OBUE apXeTUIIX BO Hej3SUHUTE
MIpeTCTaBy CO37JaBa MOKHA U MHOTYCJIOjHA JIpaMCKa PeaITHOCT, Koja ce IBUKU of
IIPUBATHUTE, UHTUMHU Pa3MUC/IyBaibha 10 YHUBEP3a/IHUTE TEMU.

*hk

OCHOBHMOT KBa/IMTaTUBEH e€JIeMEHT BO ipaMcKaTa cuTyaliidja Bo ,,be3 KpB“ e KOH-
LIEIITOT Ha OIICTAaHOKOT, KOj ce (hopMUpa KaKo K/IydeH JBUTraTesl Ha HapalyjaTa 1 Ha
IpaMcKaTa CTPYKTypa. Bo KOHTEeKCT Ha KOpHjlaTa, OTICTAaHOKOT He e caMo (hu3ndKa
robefa, TYKYy € U eMOLIMOHa/IHO 1 MOPa/IHO UCIIMTYBalhe Ha JTMKOBUTE, Ha HUBHATa
U3MIP>KJIMBOCT M HA HUBHATA CITOCOOHOCT J1a ce cooYaT CO HEeM30e;KHOCTa — OHOj KOj
eJIHAalll Te CIIaCHJI, MOKe JIa Te cITacH 3aceKorati!
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ATICTpaKT:

UDK 793.32:314.15 VcTopucku morjieqHaTo MUTrpalijjaTa e IIpoMeH/IuB 6paH
KOj CceKoralll HaoraJl HOBU TEKOBU HU3 Pa3/IMUHU T/Ia U I10-
BpimHu. Opf AeHellleH acleKT, eBPOIICKUTe TPaJloBU U
METPOIIONIM CTaHyBaaT ce IOBeKe U ITOBeKe MEIIOBUTHU I10
cBojaTta cTpyKTrypa. OBaa Ky/JITYpHa U eTHUUKA Pa3HOIMKOCT
Heun30eKHO ce pecdiekTHpa U Bp3 IIOJETO HAa YMETHOCTA.
KynrypHata uHK/Iy3Wja e JOAroTpaeH Ipoliec, HO OBOj maT
HeMa [Ja I'l pasryefyBaMe HeraTUBHUTE acIIeKTH U ITPOIy-
CTH BO Hej3MHAaTa IIpoeKlivja, TYKY Cce OHa IIITO e Jocera 3a-
JIOKEeHO, YBUAEHO U IpucareHo. MurpaiyjaTta rnomaeka, HO
CUTYPHO 3allOYHYBa a ' MeHyBa TaHLIOBUTE U Kopeorpad-
CKHUTEe MOJeJIM, a CO Toa ¥ YMeTHUUYKaTa (TaHlloBaTa) eyKa-
yja. MobumHocTa nomara Bo JUPEKTHOTO JIeryCTUpPaihe Ha
YMETHUUKUTe J0o0pa, BO MPOLIeCOT Ha CIIOfe/TyBaihe U BKp-
CTyBaibe 3Haewa 1 UcKycTBa. [IoHymyBayoT U fierycTaTopu-
Te CTaHyBaaT ce MoBeKe Xpabpu U KeaHU 3a JoOIKYBabhe
Ha CBeTOT JI0 clieHaTa. bpuTtaHcKaTa TaHI[OBa ClieHa e eTHa
o7 HajuUHKJIy3UBHUTE TAHIIOBU CLIEHW, CO YMETHUIIM KaKO
Axpam Kan, Cumu Jlap6u Illepkayu, Illobana Ilejacumr,
Xodpenr [ekTep, JacMuH BapguMoH 1 MHOTY OPYTU UMUIba
Y KOPEHM ce MOBP3aHU CO pa3jIMuHU MojiHebja, a Toa e
BOOWIMBO U IPEKY HUBHATa KpeaTUBHA AejHoCT. [Imacupaar
HOBU (hOPMU U TIePCHEKTUBY, KaKO TaHIIOBO, TaKa U eJlyKa-
TUBHO. HUBHUTE KpeaTUBHU ITPUHLIAIIM HU T'O JOO/IKyBaaT
CBETOT, He CPeTHYBaaT CO Pa3/IMYHOCTUTE U CIIMYHOCTUTE
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KOU 'l IocegyBaMe, VHU(PULINPaHU IIPEeKy UMCcTaTa TaHIIOBa
M3pa3HOCT. Ja 30oraryBaaT MajieraTa Ha TaHIIOBU (hOPMH,
CMOjyBajKM ja TpaaulujaTa co coBpeMmeHuerto. HymaT co-
BpPeMeHH TaHIIOBU KOHIIENTH, HO He ro 3abopaBaaTr HeH-
TUTETOT. VIIEHTUTET KOj € BajKeH 3a MHIAVBUAYaIN3apabe 1
Hagorpamaba. OBa e rpuMep Koj Mo;Ke Aa Oujie UCKOPHUCTEeH
3a pa3sBUBalbe WHK/IY3UBHU CTPATerMyd U IePCIIEKTHUBU BO
YMETHUUKHUOT eyKaTHBEH Tpollec. A MOOMJTHOCTa e VIITe
e[IHa MepCIleKTUBa Koja ' MpaBU OBHUE acCIeKTH MOAOCTarl-
HU, CO TeHJIeHIIMja 3a HUBHO IIMPEHhe U pa3BUBambeE.

Knyunu 360poBH: TaHLl, MUrpanyja, MOOM/IHOCT, HMH-
KJIy3Hja, KyJITypa

Bosepa

Bpckara nmoMery MHTEpPAUCUUIUIMHAPHUTE TIOJIMKba HA TAHL[OBUTE CTY[UU U MU-
rpaiyjata Kako Teopuja U MeTOJ 3a pa3dupame Ha WHIUBUAYATHOTO U MACOBHO-
TO YOBEKOBO [IBUKEHE, Ce MOBeKe Ce 3aCUJIyBa, LITO HYJU OCHOBA 3a aHAJIUTUUKU
HUCTPasKyBaka U TTpoydyBatba Ha HUBHUTE MapameTpH, pediekcuu u KoHeKiuu. Oy
acrneKT Ha MUTpalyjaTa U Hej3SUHUTe MHOTYOPOjHU MPUUMHU — TEPUTOjaTHU BOjHH,
a3uI, peJIrucKa WK MoJIMTUYKAa OKYIIallja, IoBeKe IiaTeHa paboTHa cuia, Taa ce
TI0OBEKe Ce BKOPEHYBa BO €r3UCTEHLJMOHAJIHUTe CTPYKTYPH, IIpaBejKu NPOMEHU BO
CUTe Hej3UHU CJI0EBHU, a TT0 CeKaKO 1 BO YMETHOCTA, BO CJTy4ajoT TaHLIOT. BaskHO e fa
ce pasryiefia U Jla ce HalTpaBU KOHLIeNTyau3aliyja Ha puio3odckara 1 pakTUIHaTa
cTpaHa o] OBUe Be cchepy Ha M3ydyBambe U /ia ce Coryiefla Ha Koj HauMH MUTpalfyjaTta
ro oOJTMKyBa TaHIIOT U HeroBaTa pelelTUBHOCT.

Ho Bo TaHI0T, MUrpanjaTa He e peHOMEH KOj IITO Ce MOBP3yBa CO MOJIEPHOTO
BpeMe. ITopaay MHOTYOPOjHY MTPUUMHU YMETHULIUTE OTCEKOoraill 61e HOMaICKU Uin
naTyBauyKu JIyre.

MurpaumjaTta BO KAACHKaTa U NOYETHUTE MOAEPHH TAaHUOBU dopmu

EniHO o pBUTe MUTPALICKU TaHLIOBU IBUKEIha Cce I7iefja BO pabOTHUOT ITpolieC Ha
eJleH O]l Haj3HauajHUTe U MIPBU TaHLIOBU TeopeTudapu U Kopeorpadu - ;KaH Kopsk
Hogep [Jean Georges Noverre].! Bo rorpara 1o HoOBA U3pa3HOCTH, ITyO/IMKa, TaHUYe-
pU, IIPOCTOPU 1 HOBU MCKYCTBa, TOj IIaTyBa HU3 peuucu lieja EBporia, Kpeupajku
ja cBojaTa TeOPHCKO-UCTPayKyBauKa JejHocT. 'eHepaliyja mofoliHa, 6ajepuHuTe of
poOMaHTUUYHUOT repuod Mapuja Tassonu [Marie Taglioni], @auu Ecitep [Fanny Elsler]
u ®anu Yepuro [Fanny Cerrito] nBrskesie oHaMy Kajie aryiay3oT of ITyOjIMKaTa 1iu
duHaHCHUTE ' Bofesie.

KpajoT Ha 19-tu u paHuTe noueronure Ha 20-TOT BEK KOU ja UCTpaKyBaaT HOBaTa
IBIKedKa ¢hopMa, 3allouHyBaaT Ja ro TpeTupaar , TyroTo“ Bo TaHLIOT. HaBpaKambe-
TO KOH IpuKaTa ecTeTuKa ce 3aberesKyBa HU3 genara Ha Vcupopa dankad [Isidora
Duncan], a CTO TaKa ¥ HU3 XepPOU3MPAHOTO BO3BUIIIEHO Malllko Tesio Ha Tex [lloyH
[Ted Shawn]. Jogeka mak, Pyt Cen Jenu [Ruth Saint Denis] ro yuecTByBa MCTOUHUOT
WHAWCKU TaHIl IIPUKa)KyBajKu OYKBAJIHO, He TOJIKY KOHILIENTYa/IHO, eCTETCKO IIpec-
JIMKyBame. Tue Mpeky u3pasHU U eCTeTCKU Ha3HaKu 300pyBaaT 3a ,TYIOTO“ U I'o
IoOMMKyBaaT [0 aMepUKaHCKaTa Myo/uKa, IpaBejKy ro MOI0CTarHo, MoOIUCKO U
npudatiubo. JIoj @ynep [Loie Fuller] mak, Bo morpara 1o 3apaboTyBauka, Kako U
IlaHkaH, og AMepuKa YMETHHUKU ce Ijlacupasia Bo EBpomna co cBouTe aTpaKTUBHU
MmynTuMendjaHu nepgopmadcu. Co HOBUTETHTE IITO I'M BHECYBa Ha cIieHaTa KaKo
cBeT/1a Bo 0oja u pechiekcuja, Taa cTaHyBa MHCIIMpaliyja 3a PYrd YMEeTHULIM U Kpea-
TUBHU PaOOTHULIM KAKO apXUTEKTU, IU3ajHEPU U CJI.

! Jean Georges Noverre (1727 - 1810)

126 127



360pyBajku 01 ICTOPUCKUOT II0I7Ie]] Ha TaHI[OT o1 20-THOT BeK, ce BOOuyBa BpCKa-
Ta roMery gemorpadjata 1 KopeorpadujaTa, Kako 1 UMIIAKTOT Ha UMUATpaliijaTa Bp3
TOYeTOLINTE Ha CO3/aBambeTo Ha MomepuoT TaHl Bo CAJI. 3a Toa cBefodaT Kopeorpa-
dute Xo3e JIumow [Jose Limon], Pymong ®on Jlaban [Rudolf von Laban], Xama Xomm
[Hanya Holm)], , ITopi1 banmanims [George Balanchine].

[Tokpaj TaHuepoT u Kopeorpad Xo3e JIMMOH ycrieBaMe Jia ja BUAMME HI3 TAHLIOT MEK-
CHUKAaHCKaTa Tpajiuiivja, Koja CTaHyBa HeroBa TeMaTCKa OJIJIMKa BO KopeorpadwujaTa.
HeroBuTe fieria 300pyBaar 3a pacaTa, eTHUTETOT 1 Ou-HaloHaHocTa. [lenaTa ,Danzas
Mexicanas“om 1939 roguxa u ,,La Malinche“ ox 1949 roauHa, ce perpe3eHTd Ha OBOj
HeroB TeMaTCKu cerMeHT. Bo ,Danzas Mexicanas®, Wil OpuruHalHOTO IPBUYHO M€
»Murals of Mexico“, Toj IIpuKasKyBa cepuja of IIeT cojia H13 KOU ja OMUIITyBa MEKCUKaH-
cKaTaucTopuja, 3eMjaTa uayreto. [I[pukaskyBa clieHU off IIITTaHCKaTa KOJIOHU3al11ja 1 OT-
TOPOT HA MEKCUKAHCKUOT HAapo[, OJTHOCHO ' WIYCTPUPa JIeCTPYKIIMjaTa, UCKYITyBabe-
TO, TPMyM(OT 1 04ajOT IPUCYTHU BO LIeINOT Itepriof. [TofoliHa, Bo CBOjOT MeMOAp BeJIH:
,CypoBaTa, XepojcKa 1 BO CTO BpeMe ybaBa IIpUKa3Ha of MojaTa pogHa 3eMja, JOJIro
BpeMe 3a MeHe IIpeTcTaByBallle equHCTBeHa daciuHarmja.” (Jmon, 2001, crp. 90-91)

YMeTHHUUKO 1 TBOPEUKO 3acujyBaibe Ha JIMMOH KaKo Kopeorpad, MpeTcTaByBa U
aHTU-MeKCHUKaHCKOTO nBMKewe Bo CAJl Bo IepuofioT Ha ,rojiemaTa Jenpecuja“,
ogHOCHO BO 30-TuTe romuHu Ha 20-Tu Bek. I'ojieM Opoj Ha MEKCUKAHCKU JKUTEJIH,
Ouste MPUHYIAEHM [1a ja HaIylTatT AMepUKa Mopaju pacUCTUUYKOTO BepyBaimbe JieKa
'l KOPUCTAT PECYpPCUTe 1 pabOTHUTE MO3ULIUY Ha OeIuTe aMepuKaHiy, adpeKTUpaHu
op eKoHOMcKaTa perrpecuja. Of1 JeHellleH aclleKT, efleH BeK MOAoIIHa, [TOBTOPHO ce
CeTHYBaMe CO eXOTO Ha BaKBaTa aHTH-eMUTPAHTCKa W PACUCTUUYKa MOJIUTHKaA. KoH-
TPaJMKTOPHOCTA Ce BOOUYyBa BO UCTOBPEMEHOTO POMaHTU3MPake 1 BOCXUTYBambe Ha
MeKCHKaHCKaTa YMETHOCT Koja Jloara of ogpeieHl YMEeTHUIIY, a MacaTa Ha OOMYHU
syre OWIa TpUCWIEHA Ja HaIyIUTH, [OCOUYYBajKu I'M HUBHUTE Tejla 3a ,TYI'u" Wiu
Lapyru“. Bo oBoj nepuop JIMMOH ocTaHyBa efieH Off IMKOBUTEe BO 06JIacTa Ha yMeT-
HOCTa KOj ycIieasl fla ce 3aIp;KuM Ha aMepUKaHCKOTO TJI0, MMajKu ITPOCTOp Aa Mpe-
3eHTHpa O6emu 1 o60eHr PUTYPHU Ha CLieHaTa, IIPeKY IITO BCYLUIHOCT Ce MpecIuKyBa
cebecu Kako ,MmemniaH“ (,oyo0oeH") usBegyBau u Kopeorpad, UAeHTUTET 3a 4ue
npudakame JOCTUTHYBa TOKMY BO OBOj IIepUo, OTBPajKU IIOHATAMOLIHY MOYKHOCTH
3a ugeHT@UKyBame co uctuot. Bo genoro ,La Malinche“, Toj 36opyBa 3a MOKHa-
Ta hurypa oz MeKCrKaHcKaTa uctopuja u murtosioruja Dona Marina Malintzin, koja
Ousa moBeKecsiojHa TMYHOCT. Taa Outa OMIMHrBajIHA JIMYHOCT KOja IIperopapasia u
IIpeBelyBasia IoMarajKu My Ha MEKCUKaHCKHOT Hapo[, HO NICOBPEMEHO U JbyOOBHU-
11a Ha ITMTAaHCKUOT BojcKoBofel] XepHaH KopTres. OcBeH UCTOPUCKU MTPUKa3, ce CMeTa
IIeKa JIeJIOTO IIOBTOPHO I'0 IIPUKayKyBa HETOBUOT CJIOEBUT UIIEHTUTET.

JlabaH, HajlIO3HATUOT TAHIIOB TEOPETHYAp, € II03HAT 110 CBOjOT HOMAJICKU KUBOT
KOj ITpeTCTaByBaJl HerOB HAUMH Ha IMOBP3yBamke CO MPUPOIaTa, a8 BOETHO U UCTPaKY-
Balbe Ha JIBIDKEHEeTO HU3 Hea. MUHYBa HU3 eBPOIICKUTe 3eMju — @paHiiyja, ABCTpHja,

l'epmanuja, Utanuja, llIBejiiapuja, Aurnuja. Hackaze octaBa Tpara of CBOUTe aHaIu-
TUUKM IIPUOJT KOH ABWKEHETO, KOj MMa MHOTI'YOPOjHU CJIeq0eHULIN.

Xama XoJIM T1aK, ycIeBa Jla ro IpeHece repMaHCKUOT TaHI[OB eKCITPeCUOHU3aM U
HeroBaTa KOHIIeIITYaTHOCT, Ha T/10 Ha AMepuKa. Hejsunure yaema o Mepu Burmat,
HauJlyBaaT Ha MOTEIIKOTHUU BO MpUdaKkamaTa BO CTaHAAPIU3UPAHUOT ITPEECTETU3H-
paH aMepuKaHCKU cBeT. [IpuKa)KyBameTo Ha JKeHCKOTO TeJI0 He caMO KaKo O0jeKT
Ha aJMupaliyja e Impolec Koj ce uHTe3uBupa Bo 20-TUOT BeK, Oerajku ol pOMaHTH-
3UpamkeTo Ha UCTOTO BO 19-THOT, HO U ITpeceKyBajKu ja TeHAeHIIMjaTa HajlosKeHa of
XosnuByjicKaTa IIpojiyKliyja 3a ,,eCTeTCKUTe BpeqHOCTH .

ITopir BanaHiuH, Koj ce cmeTa 3a ,,TaTKOTO Ha aMepUKaHCKUOT OajeT", eMurpupa
on CoBeTcKaTa YHUja, HU3 3amnagHa EBpora, cTUrHyBajKu U 3a7p:;KyBajku ce Bo CAJL.
He camo 1rTo ro yBe3yBa 0aneToT BO AMepHrKa, TYKY ja OCHOBa M effHa Off HajIio3Ha-
TUTe CBeTCKU OaneTcku Kommanuu ,Hbyjopk Cutu Bamer”. YcrieBa ga ru moHece 6a-
JIeTUTe O]f cBojaTa KomrlaHuja Bo Pycuja, Ho 1 bomiioj u KupoB TeatpuTe Bo Hbyjopk
Bo rtepuonoT nomery 1960-70 rogutu. Co cBojaTa paboTa cTaHyBa 3HauaeH Ky/ITypeH
ambacamop.

MurpaumjaTa Kako Aen oA COBPEMEHHOT TaHL,

PekoHdurypaiyjara off MICTOPUCKUTE MUTPALIMCKU JBUKEha rpagy HOBU IIPUOIU
U KOHLIENITU U BO CTPYKTYpaTa Ha COBpeMeHUOT TaHI] 1 CoOBpeMeHaTa Kopeorpaduja.
Mery onue Kopeorpacgu Kou ce BOpojyBaaT Bo oBaa pamka ce Bwmjam dopcajt
[William Forsythe], Camnia Basmig [Sasha Waltz], Akpam Kaun [Akram Khan], Xodei
[IexTep [Hofesh Shechter], Illobana Ilejacunr [Shobana Jeyasingh], Jacmun Bapau-
MoH [Jasmine Vardimon], Cupmu JTapou Ilepkayu [Sidi Larbi Sherkaoui] u gpyru.

Bunujam ®opcajT, cBojaTa MUTrpallicKka TpaH3ullFja ja mpaBu Off AMepuKa KOH
crapyuoT KOHTHeHT. Toj om AMepuKa fmoara Bo EBporia, Hajmosnro jgoLupajki ce BO
®pankdypt, I'epmanuja. OHa IITO aMEPUKAHCKOTO OIIIITECTBO BeKe BO 20-THOT BeK
r'o IpaBH, OJJHOCHO HET'YBamheTo Ha HOBUTE (DOPMU U TEHJIEHIIMja Ha IIPEeKPIIyBabhe
Ha KPYyTUTe KJIACUYHM CTErH, TOj 'O MOCTUTHYBA IIPEKy CBojaTa YIITe MOWHBEHTUB-
Ha 1 COBpeMeHa M3Pa3HOCT U 0OajIeTCKU ja3uK. 3a Hero KOHIIeIITOT Ha ,MUrpaiija”
He TIpeTCTaByBa caMoO OYKBAJTHO YOBEKOBO MPUIIBUKYBamke, TYKY MeTadopa 3a JBU-
JKemeTo U TpaHcgopMaliyjaTa Ha UeuTe, Tejara, na Jypyu U aHAaTOMCKUTE CTPYK-
TYpPU BO TaHLIOB KOHTeKCT. HeroBure fesna yecTo BKJIydyBaaT JeKOHCTPYKIHja U pe-
KOHCTPYKIIMja Ha 6ajeTCKUOT BOKaOy/map, co3flaBajKu AUHAMUYHU TTPOMEHM U pe-
opraHu3alyja Ha BeKke 3ajiojkeHuTe hopMu. 3a cebe Besu JieKa e TpeIn3BUKYBauKu
Ila KOMOMHMpa ,II03HATU" eJIeMeHTH Ha ,Hello3HaTH" HaunHu. Murpaiujata Bo oBaa
CMHCJIa TO AOBeJyBa U JI0 HErOBUOT MHTePAUCLMIUIMHAPEH IIPUCTAIl BO KOj 4ecTo
ITpaBU COPabOTKU CO IPYTU AUCLIMIUIMHYA Y IPUKA)KyBake Ha TAHIIOT MPeKy UCTpa-
>KyBara HU3 APYTrH Mojiukba. Murpaiijata 3a Hero e u ABuKekhe HU3 CLIEHCKUOT ITPOo-
CTOP, KOe caMo TI0 cebe MoKe 1a Oujie MPOMEHJIMBO U TPAaH3UTUBHO.
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Camra Basil e egHa of Hajlo3HATHUTE repMaHCKU TaHUYepH, Kopeorpadu U peKu-
cepu Ha TaHLI0BU oriepu. Bo 1993 roguHa Taa ja co3pgaBa cBojaTa KoMmIiaHuja ,,Cailia
Basi u roctu”. VMiMeTo moTeKHyBa Off Toa JieKa Taa He pabOTu caMa, TYKy BO MHTe-
pakiidja co Apyru. YiiTe ofi MoUyeTOLIUTe Taa cakasa /a co3flajie CTPYKTypa Koja Ke e
TIOCTOjaHO ABWyKeuKa. KoMmItaHujaTa mpeTcTaByBa MpesKa Ha TaHYepPU Off Pa3/IMdHU
HALIMOHA/IHOCTU, PEJIMTMU 1 CJIMYHO, KOU ce coOupaar 3aegHO BO OJIpelleHO BpeMme
CO 1IeJ1 Ja peaiM3upaar 3aeJHUYKY IpoeKT. ViHuimTrujaTuBara Ha Baril e ga coemgu-
HM pa3jIddyHU JIyre of ccepara, 6e3 a r'i 0OBp3yBa Ha OCTOjaHO IIPUCYCTBO, TYKY
HaIIpOTHUB, CEKOj Jla ja uMa cjoboaTa ga ce ucpakyna cebecu u cBeToT. IToBeKe of
150 yMeTHUIIU Ooff, pa3/IMUHU 00JIaCTU 1 Of pa3/IMUHU 3€Mju, HacTaIllyBaaT BO BAKBUTE
IIPOEKTH 3a KOMIIaHHujaTa co Impeky 30 mpoxykuuu. Y mokpaj pa3mnJyHOCTHUTE, OBUE
VMETHHIIY ja UMaaT 3aeJHUYKAaTa 11eJI 3a Co3/laBamke YMEeTHOCT. BakoB 3HauaeH Ipo-
eKT e uHCcTajauujaTa ,, Insideout” mpomoBupana Bo I'pail, ABctpuja Bo 2003 roauHa.

Kopeorpacduure Ha Akpam KaH, ncTo Taka ABWKAT HU3 HapaTBUTE 3a JIOMOT U
UJIeHTUTETOT. MI3pa3HOTO Mpec/IMKyBambe, Off eJlHa CTPaHa r'o [IPaBU ITPeKy KOMOWHa-
1jaTa Ha KaTak? co COBPeMeH TaHIl, a off Jipyra CTpaHa U HapaTUBHO.

360pyBajku 3a UYBCTBOTO Ha IIPUMATHOCT U IIPOHAOIalbeTo Ha CBOjOT UIEHTUTET,
TOj BeJIu:

»JOMHHUPa BO MojaTa pabora. Ce IITO CYyM HalpaBWJI Ce OJHECYBa Ha UIEHTUTE-
ToT. HesaBucHO fanu Ha MAeHTUTETOT Ha MOMYe WIN MasK. VIu ITak uieHTUTeToT Ha
060eH yoBek, wiu EBpenH nwimn MyciaumaH. Ce ofHecyBa Ha I10JIOT, pofioT. Kopucram
oapeneHu TeMU 3a pedieKkcrja, TeMU KOU ce Oryiefasio Koe Ke I'M ofibue U Ke 3arpa-
114 3a IIPaBeLIOT: IIPaBeLIOT IITO I'o MMaM 3aBHCHO KOH KOj aroj1 Ha CBOjoT UIEHTUTET
CYM 3aMHTepecupaH, HeaBUCHO [aJIi e Toa pacaTa, WiIN I1aK ApsKaBaTa, WiIN CeKCy-
anHocTa, iy rpanunuTe. Ho HajMHory ce ogHecysa Ha XENOS.“ (Khan, 2018: p. 64).

,Xenos“ e 300p Koj MOTEKHYBA Of TPUKUOT ja3suK U 3HAUU ,,CTpaHel]/TyruHel”. Bo-
e[IHO e 1 UMe Ha Jejo Ha KaH. Mi300poT Ha 0BOj HAcjIoB He e cilydaeH, OujiejKku ca-
MMOT TOj CMeTa [IeKa € O]l OIPOMHO 3Hauelhe 3a HeroBaTa paboTa, HO U CO rojiemMa
Ba)KHOCT 32 MOMEHTaJTHATa MOIMTUYKa KJIMMa.

,Ce ofmHecyBa Ha Toa Aa Oufell TYIUHeLl: TYI'MHel] BO CBOETO COIICTBEHO TejIo, BO
CBOJjOT JJOM, Ha UTPAJIMIITETO, TYI'MHeL] IIOMel'y CBOUTe IIpUjaTe M BO CBojaTa COII-
CTBEHa 3eMja, BO CBETOT BO KOj LITO ci. Muc/iaM ieKa CUTe CMe TYIFUHI[ MOMEHTaJTHO.
(Bohm-Duchen, 2018)

CBojaTa npuItagHOCT TOj ja Oapa roMery Ase 3emju, baHrmagel oy Kaje 1ITo IToTe-
KyBa 1 AHriyvja (JIoHZOH) Kajie 1ITo e JIOLMpaH U u3pacHaT. YyBCTBOTO Ha ITIOMECTY-
Balbe U IIeHTPUpame I'o II0BP3yBa U CO IIEHTPHPAeTO Ha CBOETO TeJI0, OCKaTa Koja
HeMO’KeMe [1a ja 3aryorMe U TejI0TO KaKo eJMHCTBEH JIOM Ha KOj My ITpHUIlaraMe.

Ipyr Kopeorpad Koj ycrieBa Jla TO U3rpafii U Mpe3eHTHpa CBOETO YMETHUYKO BU-
noyBambe Bo JIoHzoH, e Xoder Illektep. Pomen Bo M3paes, Toj uMa fjaboKa BpcKa co

2 KnacnyHa MHAKCKA TaHI[OBa hopma

MurpaiujaTa U Hej3sMHUOT UMITAaKT BO TaHIoBaTa cepa. ToKMy ropau Toa, Heropa-
Ta komnaHuja Hofesh Shechter Dance Company ru npecjinkyBa I7I00aJIHUTe TEKOBU
IIPeKy CBojaTa MeLIBUTa CTPYKTYpa U MHTepPHALIMOHAIHU copaboTku. HeroBute mena
yecTo 300pyBaaT 3a TEMUTE KaKO KOH(IUKTU (JIMUHU U COLIja/THU) U YOBEKOBUTE HC-
KYCTBa, 1LIpIiejK1 MHCIMpalivja ofi CBojaTa [10o3aJiuHa 1 pa3InJHUTe BIrjaHUja co KOu
ce nma 3006ueHo. OCBeH CO IMPUBJIEKYBAKETO Ha TaHUEPH O] Pa3/IMUHU TOUKHU BO
CBETOT, KaKO I100a/IM3aLi1CKO ABKEhe, TOj o YHU(UILIMPA TJIOTO 1 IIPeKY IyO/rKa-
Ta KOja ja MpUBJIeKyBa, Iy0JIMKa Koja IaTyBa 3a Jia ' II0OCeTU HErOBUTe U3BeI0u, IITO
360pyBa 3a MOOMJTHOCTA U OJIECHETUOT IOCTall 40 MeIUYMUTE U YMETHOCTA.

Yurte efiHa u3paesicka KopeorpadkKa, cralioHrpaHa Bo JIoHIoOH — JacmuH Bapau-
MOH, e I03HaTa II0 CBojaTa ITpeJu3BUKyBauKa, CJIoeBrTa paboTa Koja Ae/IMKaTHO OIl-
daka couLMjasHi U TTONMUTUYKKU TeMu. Hu3 cBouTe mena 360pyBa 3a Oe3IOMHOCTA,
csiobopara, ma Oypyu U CYICKUOT cucTeM. Hej3suHara KomamnHuja paboTu co MHTED-
HaLKOHAIHA TaHUYepU U MOKpaj Toa IUTO APYT OMIITECTBEHO-TIOIUTUUKI (DeHOMEH,
IpaBU MOTEUIKOTUU BO 0BOj TeK. ,Post-Brexit“ kKjiuMara Ha IoJIyOCTPOBOT I'O OTeX-
HyBa [0arameTo Ha CTPaHCKUTEe TaHJepH, HO U ITOKpaj IIpegu3BUIITe BapauMoH ce
obuyBa Ja U3rpagu CBeCHOCT Kaj Iy0/IMKara, Ja eaylypa 1 Ja HapaBy IIpOMeHa.
HejsunuoT TaTKo, Bofesn TeaTap Bo V3paesn u co3maBart fiefia Kou Ousie pesKupaHu U
MUIIYBAaHU Of U3PaesIlN 1 TTajIeCTUHIIA.

Vardimon, J. (u.m.) ,llenemie nma co3maBa MOCTOBM IIPEKY VMETHOCTA.. U
Ia ja TOKa)ke I/legHaTa TOuKa of pgpyrara crtpaHa“. [urtephHet]. People of
Theatre.  Jocramuo  Ha:  https://www.peopleoftheatre.com/interviews/an-
interview-with-choreographer-jasmin-vardimon [[Ipucrtameno: 2 jyau 2025].
Co cBoeto geno , ALiCE", nipB naT u3BefieHo Ha cileHa Bo 2022 roguHa, Taa gUpek-
THO ITOCOUYBa Ha MUIpaliyjara. ,A/IMC e UMUTPaHTKa. Taa yeKopu IO pasInyHa
3eMja. He ru 3Hae mpaBuiaTa, HUTY IaK MpaBWIHUKOT. Ce mpainyBa 3a HUB. U ce
yyBCcTBYBa HefobpenojmeHa. [MurtepHet|. People of Theatre. [loctanto Ha: https://
www.peopleoftheatre.com/interviews/an-interview-with-choreographer-jasmin-
vardimon [[TpucTtamneHo: 2 jyau 2025].

3a MelIoBUTUTE KYJITYPHU KOHEKIIMU BO CEKOjIIHEBHUOT BpUTaHCKU }KUBOT, 300PY-
Ba 1 Kopeorpadkara [llobana Ilejacunr. Taa ucTpa)kyBa MyJITUKY/ITYPHU ITpaliiamba
IMOBP3aHU CO JIMYHUOT UJIeHTUTET, OMHOCUTE U MOKTA Ha KyJITYPHOTO HAac/Ie[CTBO.
Hej3uHMOT TaHII0B CTUJ € 6a3upaH Bp3 OCHOBUTE Ha MHJIMCKA TpagullnoHaiHa hop-
Ma Ha TaHIyBate — bapaTtaHaTujaH. Hej3sMHOTO TBOPEINTBO ce cMeTa JleKa Iocefy-
Ba KOCMOTIOJTUTCKA AUjacriopHa eTCeTUKa Koja MUHYBA HU3 UCTOPUCKUTE UHIVCKU
6a3u, oONMMKyBaHa HM3 Hej3MHAaTa JMYHA MaTpuila Ha Kpeainuja. Yecto 300pyBa 3a
CBOjOT MaTyBauKy, MUTPATOPCKU UJEHTUTET, KOj € MOOWIeH, TIPOMEHJTUB U CO MYJI-
TUBOKajieH KoHllenT. Co Toa, YKasKyBa 3a KYJITYPHUOT UAEHTUTET U OOraTcBO, KOU
IleHeC ce MelllaBUHA O] TIOBeKe NCTOPUY, KYITYPH U ja3Ullv U rPajiaT eJlHa HoBa XU-
O6pugHa Kopeorpadckara cdepa.
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Benrucko-mapokaHCcKUOT Kopeorpacd Cumu Jlap6u Illepkayu mebuTtupa Ha eB-
POTICKUTE CIIEHU BO MTOUETOKOT Ha MUIeHUYMOT. HeroBure fiefia ce cMeTaar 3a Ky/ITHU
BO reHepailjaTa Ha YMETHULIM KOU ce pa3BUBaaT moMery (TaHi) KyaTypute. Toj any-
Ipa Ha TTIOBEKeCJIOJHUOT UIIEHTUTET U TO IMPobieMaTn3upa IMoMMOT J1a Ouien ,,BTopa
reHepaiiyja eMmurpanT®. Pa3BuBa CIIeHCKU BoKaOy/ap Koj KOPHUCTU XeTeporiocuja’ u
TYI'M ja3ULIM 3a [TOBEKe MHKJIy3H1ja. Pa3IMuHUTE ja3ri KOU Ce Mpe3eHTUPaHUu BO HEro-
BUTe fiejia, He ce npeBefeHu. OBa MoKe Ja Ouie MpUKayKaHo ITPeKy TOBOP WU My3HKa.
Ce obupmyBa fa pediekTrpa JIMKOBU Off IIYOJIMKATa CO UAEHTUTETCKA KOMIIEIKCHOCT,
O HOCHO JIyI'e KOU JIyTaaT IIOMeI'y IToBeKe Ky/ITYPHU I1o3aauHu. ,Babel 7.16“ e nemno un-
CIIMpHPaHo ofl bMbujcKaTa MprKa3Ha 3a Ky/iaTa Ha babes1, Koja e AUpeKTHO IToBp3aHa
CO ja3MKOT, KOMYHUKaIIdjaTa v JUCIIEP3UPABETO Ha JIYI'€TO HU3 Pa3/IMYHU TEPUTOPUM.
ySutra“ e gpyro HeroBo /ieJi0, Koe BK/TydyBa IIaoJIMH MOHACH, T UCTPa)KyBa TEMUTE Ha
M30J1alyja 1 0caMeHOCT BO Tyl'a 3eMja, pe30HUPajKu ' CO COBpeMEeHUTe MpobieMu Ha
Oeraniure U emurpanrture. , Tempus Fugit” e meno ¢poKycupaHo Ha Murpariyjata Ha
IITULIA 1 JTyT'e, TIOBP3YBajKU I' CO BPEMETO, TpaBUTaLIMjaTa 1 [IUK/INYHATa TPUPOIa Ha
IBUKeme. HeroBaTta Kopeorpaduja e akT Ha ColujajTHO KOMEHTHpabe, Koe KOPUCTU
TeJIO U IBIKEhE 32 NCTPaKyBalhe Ha KOMIUIEKCHOCTa Ha MUTpalrjaTa, UAeHTUTETOT
1 KyJITypHAaTa MHTepaKI{ja BO I7I00a/IM3uPaHUOT CBeT.

BanjaHue Ha murpaumjara BO TaHUOT

[IpeKy cuTe oBue IpuMepH, I'M CcOIieflyBaMe BiMjaHUjaTa Ha MUTpalvjaTa U MO-
OMTHOCTa BP3 TAHLIOT, UCTOPUCKU 11 COBPEMEHO, HaracyBajKu ro HUBHUOT eeKT
BP3 MOeAMHEUHU TaHYapH, 3aeJHULIM 1 ITI00AJIHUOT TaHIIOB eKocucTteM. Bo pgeHerr-
HMOT I7I00a/IN31paH CBET, MOJIETO Ha TaHIIOT IIPeTCTaByBa IMHAMUUEH ITPOCTOP Kazle
MOOMJTHOCTa He 3HauM caMmo reorpadCKo JBUKEHe, TYKY U KYJITYpHA pa3MeHa, eKo-
HOMCKa MOKHOCT 1 YMeTHUUKa nHoBaLuja. CyonuMupaHo, MoKeMe ia KaykeMe JeKa
MUrpaijaTa ¥ MOOMJIHOCTa UM OBO3MOKYBAaT Ha Kopeorpadure fa ce 3aro3HaaT
CO pas/INUHU KYITYPHU TPaJULIMU, €CTETUKU U TeXHUKU. Toa BOAu 10 XMOPUIHU TaH-
1I0BY (DOPMU KO KOMOWHUPaaT KJIaCUYHU, TPaIUIIMOHATHU U COBPEMEHU CTUJIOBH (
TIp. KOMOMHMpPamheTo Ha MHAMCKUOT OapaTaHaThjaH CoO COBpeMeH TaHI] Of] CTpaHa Ha
IITo6ana IlejacuHr uy CIIojyBameTo Ha KaTaK CO COBPeMEH TaHIIOB U3pas3 Kaj Kope-
orpacot Akpam Kah ). lcToBpeMeHo, HI TaBa MOKHOCT Jla UyeMe U BUMME II0BeKe
3a Ky/ITypara, TpajuiyjaTa 1 UICOTpUjaTa Ha ofipesieH Hapo ( Xo3e JIMMOH CcO TeMuTe
o[ MeKCHMKaHCKaTa Tpaguiyja ). Ce mpaBu MpeHOC Ha ofpeeH TeHIeHIIUY, TIPaBLx
WIM CTWJIOBU KOM Ce HEeIO3HaTU BO JlajieHa cpefrHa (Xama X0/IM CO eKCITPeCcUHOUC-
TUUYKUOT TaHIIOB CTUJI BO AMepuKa). Murpaiujata uecTo e IIpAYMHa 3a CO3/iaBaibe
HOBMU 3aeJHULIY U Mpesku. TaHuepuTe KoM ce cesiaT BO APYTH 3eMju cCTaHyBaaT aMm0Oa-
caZlopy Ha CBojaTa Ky/ITypa, ' IIPeHecyBaaT TPaJuLIMUTe, PUTYa/IUTe U [IBIKEHa-
Ta BO HOBU KOHTEKCTHU. [IpeKy HUBHOTO MPHUCYCTBO, MyO/IMKAaTa MMa MOKHOCT JIa ce

5 [locToemwe HA ABe nin oBeKe n3pas3eHu riieIHU TOUYKU BO OaJieH TEKCT NI YMETHUUYKO [eJio

CpeTHe CO pa3/JIMyHU KYJITYPHU U3pa3u KOU MHaKy 01 UM Ousie HemocTamnHu. Ha Toj
HauuH, TAHIIOT CTAHYBa CPEJICTBO 3a rpajielbe MOCTOBU MEI'y HApOAUTE U 3a PYIIEeHe
Ha KyJITYypHUTe bapuepu.

Bo coBpeMeHUOT KOHTEKCT, MOOMITHOCTA Ha TaHUepuTe 1 Kopeorpadure e mmabo-
KO TTOBP3aHa CO MOKHOCTA 3a pa3MeHa U copaborka. decTuBanure, pe3uyeHINUTE
1 MeIr'VHapoOHUTE ITPOEKTH OBO3MOKYBaaT TaHUEpHUTe Ja IaTyBaaT, Ja ydaT HOBU
TeXHUKU U Ja co3fiaBaaTr XuOpumHU opMu Ha m3pasyBame. Ha Toj HauuH, TaHIIOT
CTaHyBa CpeICTBO 3a MHTEPKY/ITYPEH Aujajior u pa3bupame. OBue cpegdbu ce U3BOp
Ha WHCIIMpaIyja U MOTTUKHYBAaaT KPeaTUBHU ITPOIIECU KOU PETKO OU ce cyyunsie Bo
M30/IMpaHa cpeguHa. MHOI'Y TaHLIOBU MpeTCTaBU 1 Kopeorpaduu co3gameHu U Io-
TeKHaTH Off OBHe Ccpefior HOCAT MOKHHM ITOPaKU 3a 3aeIHUIITBO, CJIO00Aa U MOUUTY-
Bame Ha pa3mmuHocTa. CBeTOT cTaHyBa eJIHO OTBOPEHO IT0JIE 32 UCTPayKyBama, [IPaK-
TUYHHU U TEOPETCKHU, CO TojIeMa JOCTAITHOCT /10 MH(pOpPMAaIIiH, leCHa TPAH3UTHOCT U
eIHOCTaBHU HAaUMHU 3a [ierycTalija Ha YMeTHOCTA.

Bo pgururtanHaTa epa, MOOMITHOCTa JTOOMBa M HOBO 3Haueme. JleHec, TaHUepuUTe
MOKaT Jla copaboTyBaaT OHJIAjH, ia yJaT U Jla Crojie/TyBaaT MpeKy 11aTdhopMu Kou
I'M HaJIMUHYBaaT reorpadCcKuTe orpaHudyBamba. MHOryOpojHU hecTuBaIu, pe3uieH-
MM, KoHepeHIMY BeKe KOMOMHMPaaT (pU3UIKO U JUTUTAITHO ITPUCYCTBO, OBO3MO-
’KYBajKU VIIITe TIOTO/IeMa JOCTAITHOCT U UHTEPKY/ITYpHA pa3MeHa. OBa ja mpaBU yMeT-
HOCTa MOJIOCTarHa, JIeMOKPaTCKa 1 TTOOTBOPEHA KOH CBETOT.

Bo coBpeMeHHOT riio6anu3upaH CBeT, TEMUTE 3a TaHLIOT, MUTpalijaTa U MOOUJI-
HOCTa Cce HepaCKUHJIMBO IIOBP3aHU U IIpPeTCTaByBaaT KJIIVUHM TOUKHU 3a pa30uparmbe
Ha Ky/JITypHaTa AUHAMWKa, MHAWBUIYaTHUOT U KOJIEKTUBHUOT UIEHTUTET U TPaHC-
HaLIMOHa/THUTE ITPOLIECH IIITO I' OOJIMKYBaaT YMETHOCTA U OMHINTeCTBOTO. TaHIIOT He
e caMo YMeTHMUKa (hopMa, TYKY U CPeICTBO 3a KOMYHUKAall1ja, MHTerpaiiija 1 agar-
Talllja Ha MUTPAHTCKUTE 3aeJHULIA BO HOBU KY/ITYPHU KOHTEKCTH.

TanH1oT yecTo PYHKIMOHMPA KAaKO IIPOCTOP Kafie TeJI0TO CTAaHyBa MeOUuyM 3a 13-
pasyBaibe Ha KCKyCTBaTa [IOBP3aHU CO IIPeCceyBambeTo, 3arydbaTa 1 ITIOBTOPHOTO rpa-
Ieme U co3aBaibe Ha MpuiagHocTa. MoOMIHOCTa Ha JIYI'€TO Hen30e;KHO HOCU U MO-
OMIHOCT Ha [IBUyKelbaTa, CTUIOBUTE U Kopeorpad)CKUTe MPAKTUKU, LITO Pe3y/ITupa
co xubpugHu (hopMI KOU CBejouaT 3a Ky/ITypHa pasMmeHa 1 TpaHcdopmaiivja. ITpeky
MUTrpalyjaTa, TpaJULMOHAIHUTE TaHLIM Ce IIPUIarofyBaaT Ha HOBH OIIIITECTBA, I10-
HeKorail gobuBaaT HOBU 3Hauelba WIM CTAHyBaaT MOCT IIOMery crapara U HoBaTa
TATKOBUHA.

3aKAYUOK

CeTo oBa YKa’KyBa JleKa TaHIIOT MMa JIBOjHA y/IoTa BO MUT'palifjaTa: off elHa CTpaHa
e HauuH 3a 3auyByBame Ha KY/JITYPHOTO HAC/Ie[CTBO U KOJIEKTMBHATa MeMOpHja, a
Of Ipyra cTpaHa MpeTCTaByBa CPe/ICTBO 3a MHOBAlWja U MHTEPKY/ITYpasieH JIujasior.
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TaHIOBUTE MTPAKTUKU YECTO Ce KOPUCTAT 3a OfP;KyBame Ha KyJITYPHUOT UAEHTUTET
BO JIMjacriopara 1 3a IMpeHecyBaibe Ha TPaJULIMUTe Ha HOBUTE reHepaliu, Kou IPeKy
TaHIIOT ja OOHOBYBaaT BpCKaTa CO MECTOTO Ha ITOTEKJIO.

Op coluosioniKa MmepcreKkTUBa, TaHIIOT MOsKe /la ce caTu U KaKo ajlaTKa 3a Co-
uMjasHa uHTerpauuja. Ha mpuMep, Bo ypOaHU cpeiuHU, MYITUKY/ITYPHUTE TAaHIIOBU
CILIeHM TIpUJIOHECYBaaT 3a Mer'yceOHO 3ario3HaBarhe Ha Pas3/IMUHU €THUYKU TPYITH,
HaMaJlyBakhe Ha TpepacyquTe U rpajielhe HOBU 3aeJJHUUKU MTPOCTOPU Ha KpeaTuB-
HocT. [Ipeky paboTwiHUIM, hecTUBaIU U epopMaHCH, MUTPAHTCKUTE YMETHUIU
He caMo HITO 'y aUPMUpPaaT CBOUTE KYJITYPHU BPEJIHOCTH, TYKY U aKTUBHO YUECTBY-
BaaT BO Kpenpare Ha COBpeMeHaTa Ky/JITypHa ClleHa Ha 3eMjaTa JJOMaKuH.

OBaa muHaMuKa ce pedieKTUpa U BO TaHIIoOBaTa efyKallyja, Koja cé TMoBeKke I'u
BKJTYU4yBa TEMUTE 32 UHTEPKY/ITYpa/in3aM, TejilecHa MOOWTHOCT U MUTPAI[UCKU UJIeH-
TATETU BO HACTaBHUTE TporpaMu. JleHelrHUTe OOpPa30BHU MHCTUTYIIUU 3a TaHII
CTaHYBaaT MeCTa Kajle IITO CTYAeHTUTe MMAaaT MOKHOCT [la UCTPayKyBaaT pas3/inuHu
KY/ITYPHU TEXHUKH, Jla Y4aT Oji MUTPMPaHU YMETHUIU U [la pa3BUBaaT CeH3MOUIU-
TeT 3a pasfnuuHocTta. TaHIjoBaTa eJlyKaiiyja, Co Toa, He ce orpaHudyBa CaMo Ha TeX-
HUYKa 0OyKa, TYKy CTaHyBa ruiaTgopMa 3a KPUTUUKO TTPOMUC/TYBakhe Ha Ipallamba
KaKo KY/JITYpHA MTPUTIAJIHOCT, IpudaKarbe Ha pa3/IMyHOCTa U €TUYKO MTPETCTaByBambe
Ha ,apyruot“.OB0j MpUCTaN co3/laBa reHepaliuy Ha TaHYapu U Kopeorpadu Kou ce
CBECHU 3a OIMIITeCTBEHNOT KOHTEKCT BO KOj TBOpAT 1 KOU CO CBojaTa paboTa Ipuio-
HecyBaarT 3a U3rpajida Ha MMOUHKITY3UBHU 3aeJHULIN.

Bo 3akmy4oK, MoKe Jja ce TIOTBPAIU JleKa TaHIIOT, MUTpalyjaTa U MOOMITHOCTA ce
TOBP3aHU TIPEKY CIIOKEeHW MPeKU Ha 3Hadera U MTPAKTUKU KOW MOCTOjaHo ce pas-
BuBaar. Tue ro pedieKTpaaT COBPEMEHUOT CBET BO KOj KY/ITYpPUTE He ce CTaTUYHH,
TYKY OIIYUIHU 1 TIOCTOjaHO BO ABUIKerbe. [Ipero3HaBameTo Ha BpeTHOCTa Ha TAHI[OT
KaKo KUB [IOKa3 3a MUTPAlMCKUTE CTOPUU M MOOWIIHOCTA Ha JIYI'eTO IpeTCTaByBa
BayKeH UeKOop KOH MOTTUKHYBamke Ha MHTEPKY/ITYPHATa CBECT U MOUUTYBakbe Ha pas-
JIMYHOCTa. 3aToa, TaHLIOT Tpeba Ja ce pasryiefyBa He caMO KaKO YMETHUYKA JIHC-
LUTUTUHA, TYKY U KaKO BUTAJIEH COIUjasieH U eflyKaTuBeH (heHOMEeH IIITO HU IToMara
o706 o 1ia ro pazbepemMe CBETOT IIITO I'O CIIO/IE/TyBaMe.
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[FOR TRIE ELEVENUR ISSUE
©F ARS ACADEMICA

- In an era of sweeping social and political transforma-
tions—marked by wars and daily upheavals, of shifting
worldviews—from a human-centered perspective to one
increasingly shaped by artificial intelligence—it comes
as no surprise that migration has emerged as a central
theme not only within social discourse but also across
humanistic and artistic contexts. Changes in lifestyle,
approaches to art, and even in the very notion of author-
ship—whether driven by secure or by forced motives—in-
evitably lead us to explore migration within the perfor-
mative arts and the education surrounding them.

Accordingly, the central theme of the eleventh is-
sue of our peer-reviewed journal Ars Academica, guid-
ed by an international editorial board, is dedicated
to migration. To shape this issue, we have chosen
to offer two thematic blocks that broadly encom-
pass both migration in the performing arts and mi-
gration in education: Migrations of Knowledge:
Artistic Education, Mobility, and Exchange, and
Migrations and Creation: Artistic Production at the
Crossroads.

Migration has always been a driving force in the ex-
change of knowledge and artistic practice. Within the
context of global migratory flows, artistic education
plays a pivotal role in adapting to, preserving, or trans-
forming cultural expressions and codes. Migration, as
a phenomenon, is deeply embedded in the performing
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arts—as a theme and as a fundamental element in the pro-
cesses of artistic production. In this issue, we explore how
migration shapes creative processes, production models,
and the ways in which the performing arts reflect—or ac-
tively participate in—cultural exchange.

As an editorial team, we are proud to present eight con-
tributions that skillfully, rigorously, and theoretically elab-
orate various aspects of migration in the performative arts.

We open the issue with a detailed study of institution-
al theatre production models—specifically opera—by Evica
Taseska—Karanfilovska, titled From Repertoire to Relevance:
Institutional Theatre in the Context of Migration. We con-
sider it vital to investigate established production models,
as the world continues to change and migration becomes
increasingly inevitable.

This is followed by Ilija Ciriviri’s paper Contemporary
Practices in Film Production, which not only raises key
questions but also offers practical solutions to some of the
central challenges in contemporary film production.

In the same spirit, Milcho Uzunov offers a theoretical
elaboration titled Technological Migrations in Production
Processes, clearly illustrating how technological shifts af-
fect the structures of creative production.

When addressing migration through the lens of new and
emerging artistic works, theory must offer fresh readings
and interpretations, accessible to the expert public. In this
regard, we highlight the contribution by Biljana Tanurovs-
ka-Kjulavkovski: Unschooling the Center: Epistemo-migra-
tions in the Performing Arts, which introduces a new theo-
retical neologism, marking a significant epistemic shift in
how research processes are conceived.

A similarly rich and applicable perspective is offered in
Sasho Kokalanov’s paper Remakes and Adaptations as Cul-
tural Migration and Interculturalism, which not only the-
orizes the processes of remake and adaptation but also
centers on the case study of the drama/performance/film
Twelve Angry Men.

Despina Angelovska presents a compelling case study
with Migration with a Human Face at the Heart of the The-
atre of Karolyja Gyela Nguyen, while Sasho Dimoski offers a
theatre diary dedicated to a specific production in his work
Migration of Genre: Without Blood, A. Baricco/D. Dobreva.

The issue concludes with a synthesis of new approaches
to dance and education by Elizabet Kolevska, titled Migra-
tion and Mobility: A Pathway to New Dance and Education-
al Practices. Through these contributions, Ars Academica
presents a relevant and diverse range of theoretical per-
spectives dedicated to migration in contemporary artistic
and educational practices.

We would also like to emphasize that this issue is bilin-
gual—published in both Macedonian and English—in line
with the broader aim of erasing (at least in this context)
linguistic boundaries, making the work accessible to the
global scholarly community.

Our sincere thanks go to the Deans of the Faculty of Dra-
matic Arts-Skopije, Assoc. Prof. Besfort Idrizi, M.A., and the
Faculty of Music Arts-Skopje, Full Prof. Darija Andovska,
M.A,, for their dedication and support in upholding the tra-
dition of our journal and ensuring its availability. We are
also grateful to Ss. Cyril and Methodius University in Sko-
pje for their financial support.

With this issue, we welcome Hristina Cvetanoska-Stan-
kovska, M.A., as our new Deputy Editor-in-Chief, who is to
continue to guide the journal in accordance with the high
standards set by our international editorial board.

Our gratitude extends to all the authors and collabora-
tors who recognize and support the vision of a contempo-
rary, relevant scholarly journal in the field of performing
arts. We hope you enjoy reading this issue and that it in-
spires you to continue exploring the depths of performa-
tive expression.

Full Prof. Ana Stojanoska, Ph.D.,
Editor-in-Chief

138 139



Evica Taseska-Karanfilova

[FlIRO

HORR

REPERTOIRE

3

L,

SVANGIES
INSTTMUTORNAL rrlEATTER

I[Nl THE CONTEXT OF
MIGRATION

UDK792:005.21]:314.15

Abstract:

In the context of intensified global migration and grow-
ing cultural heterogeneity, the topic of global migration
is increasingly becoming a central focus of contemporary
cultural production, particularly within the European
context. This paper forms part of a much broader ongoing
doctoral research project and offers a qualitative cross-sec-
tional analysis approach to how the theme of migration
is addressed within the context of production practices
of two institutional theaters: the Maxim Gorki Theater in
Berlin, Germany, and the Roval Opera House La Monnaie/
De Munt in Belgium. Particular attention is given to the
production model of contextual programming as a strategy
for enhancing the social relevance of the repertoire policy.
Through a comparative case study and an analysis of the
local context of the Republic of North Macedonia, the pa-
per explores the potential of institutional transformation
through thematic openness and cultural engagement.

Key words: Institutional theater, repertoire policy,
migration, contextual programming, cultural relevance,
thematic analysis, case study.
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In an era of intensified global migration’, as highlighted in reports by the United
Nations High Commissioner for Refugees (UNHCR) and the International Organ-
ization for Migration (IOM) the theme of migration is no longer marginal—it has
become a central focus of contemporary cultural production, particularly within
the European context. However, while some institutional theaters recognize this
reality and respond with awareness and engagement, others remain within the
zone of comfort and silence. Repertoire policy—traditionally regarded as a matter of
aesthetic choice and artistic taste—is increasingly becoming a reflection (or silence)
of the broader social narrative.

The phenomenon of migration, viewed through the lens of institutional theater
and its mission, is to be examined comparatively through analyzing two European
practices: the production of Ali by the Royal Opera House La Monnaie/De Munt
in Brussels, Belgium and the repertoire of the Maxim Gorki Theater in Berlin,
Germany. The analysis is to demonstrate how the performing arts are becoming
a space for social dialogue, critique, and inclusion. This opens a discussion for the
production model of contextualization %as a possible alternative to the traditional
approach, which relies on the aesthetic canon, artistic intuition, and inherited con-
ventions. In parallel, the discussion extends to the phenomenon from a so-called
local perspective, by analyzing the situation in the context of the Republic of North
Macedonia, where a lack of programmatic contextualization of this or similar kind
can be observed. Instead of opening up to socially relevant themes—such as inter-
culturalism, ethnic integration, or even local aspects of marginalization—theater
institutions often remain normative and mimetic isomorphic models.

In such an environment, and in the absence of programmatic contextualization,
there is a lack of content that seeks to address the real challenges of a multicultural
society. When discussing repertoire policy, it is often forgotten that the goal is not
merely to perform with a critical stance, but to highlight the potential of the rep-
ertoire as a strategic instrument for opening up topics, creating public discourse,
transforming institutional thinking, and developing audiences. In this context, the

! The term «intensified global migration» refers to the growing number of international
migrations in recent decades, driven by a variety of factors: armed conflicts (Syria since 2011,
Ukraine since 2022, Gaza since 2024),

economic inequalities (Sub-Saharan Africa, the Balkans, Latin America),and institutional
collapse in states with weak governance systems (Somalia, Libya, Venezuela). Among the causes,
climate change is also increasingly recognized as a current and urgent factor. According to the
UNHCR and IOM, the number of forcibly displaced people worldwide exceeded 110 million in
2023, marking an all-time historical high.

2 A model that aims to embed theater within a specific social, political, and historical context.
Instead of creating a repertoire based on the canon, tradition, or the personal taste of the
artistic director, the institution reads the context and curates accordingly. This model takes
into account the needs of the community, opens up current issues and conflicts, creates
dramaturgical consistency throughout the season, and encourages participation and
responsibility.

following question arises: Is the institutional theater in the Republic of North Mac-
edonia ready to be not only the voice of aesthetic choice, but also the voice of the
time which it lives in?

Institutional Theater

In his writings on cultural policy and arts management, Dragan Klaic (Knaux,
2020) defines institutional theater as a stable and professionally organized estab-
lishment with a public mission, continuous production, and a structured organiza-
tional framework. This model is characterized by long-term artistic and organiza-
tional stability, a repertoire-based approach to programming, a hierarchical man-
agement structure, and financial dependence on public funds. Unlike more flexible
independent troupes, institutional theater has employed artistic and administra-
tive staff, production predictability, and a mission to ensure cultural accessibility.
However, this model is often prone to inertia and resistance to new cultural trends.
The potential of institutional theater often remains underused due to the phenom-
enon of institutional rigidity, which refers to the condition in which an organiza-
tion does not change even when there is a clear need for adaptation because change
would mean deviating from the accepted model or “standard”. Such rigidity, as
explained by Paul DiMaggio and Walter W. Powell in their influential study The Iron
Cage Revisited: Institutional Isomorphism and Collective Rationality in Organizational
Fields (DiMaggio, Powell, 1983), stems from the process of isomorphism (from Greek:
Isos - equal, morphe - form), a tendency for institutions to become increasingly sim-
ilar to one another, not due to functionality but as a form of protection under con-
ditions of uncertainty created by social, political, or cultural pressure. In a cultural
context, it emerges especially in situations where institutions lack reliable data on
what constitutes “best practice”. Under such conditions, they do not develop pro-
grams based on an analysis of their own context but rather imitate (from Latin,
mimesis) the programmatic, aesthetic, and organizational practices of other—most
often Western—institutions that are perceived as “successful”. This mimetic iso-
morphism creates superficial similarity but not substantive relevance. As a result,
the cultural programming of such institutions becomes a replication rather than
a reflection of artistic reality, and the potential for innovation and social dialogue
is lost. Especially in smaller or transitional contexts such as the Republic of North
Macedonia, institutions face a lack of resources, political influence, and week stra-
tegic vision, making imitation a means of maintaining legitimacy and status within
the cultural hierarchy. In this way, the pursuit of isomorphism creates an illusion
of stability but undermines the theater’s ability to respond to real challenges and to
serve as a voice of the time in which it operates.

Theater as a performative medium and cultural institution has the potential to
serve as a bridge between differences—a space for dialogue, critique, and eman-
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cipation. According to the above-mentioned authors, institutions often do not
transform from within but instead adapt through the process of isomorphism—a
tendency to resemble one another in order to preserve their legitimacy within an
unstable social context. This is especially true for institutions in post-socialist or
transitional societies, where cultural conservatism is often the result of a fear of
“wrong” interpretations of the present.

Repertoire Policy

Repertoire policy represents a strategic approach taken by a cultural institution
in the selection, planning, and realization of performances within a single theat-
er season. It is not merely an artistic choice; it is an expression of values, vision,
responsibility, and the institution’s position within society. Firstly, the aesthetic
orientation is emphasized—whether the selection leans toward classical or contem-
porary texts and the dominant form, such as drama, physical theater, musical, or
documentary approaches. Secondly, the ideological and social stance of the institu-
tion is crucial: does it program and present critical and socially engaged works, or
does it avoid sensitive topics such as migration, identity, or gender issues? Thirdly,
the question of audience engagement arises: Whom does the institution aim to
attract? Does it direct its programming toward a broad audience, specific commu-
nities, or a public traditionally perceived as “elite”—a term that in contemporary
cultural criticism is subject to ongoing re-evaluation? The fourth aspect concerns
production strategy, where allocation of resources and the balance between large
and small-scale productions play an important role. Ultimately, these choices
shape the institution’s identity: whether the theater position itself as progressive,
conservative, experimental, family-oriented, or youth- focused. All of these factors
turn repertoire policy into a reflection of the values and the role the institution
seeks to assume within society. If we return to the earlier notion that institutions
often remain trapped in normative and mimetic isomorphic models, then the reper-
toire under such a model is a safe but not meaningful, familiar but not contextual,
formally successful yet culturally neutral.

Strategic Instrument

In contemporary cultural institutions—particularly within institutional theater—
repertoire policy must be aligned with the marketing strategy, with the collabora-
tion between the artistic and marketing leadership playing a key role. A well-curat-
ed program is not merely an aesthetic art but a strategic instrument for engaging
audiences and fulfilling the institution’s public mission.

According to Joanne Scheff Bernstein, artistic professionals must not be separat-
ed from the marketing processes—their active involvement is a crucial for effec-

tive communication with the public (Bernstein, 2014). Even when operating under
financial constraints, institutional theater has the responsibility to explore new
values and create content that responds to the diverse and changing interests of
its audience. Therefore, repertoire selection must be dynamic, balancing tradition
and innovation by offering both classical and contemporary works with relevant
themes. Such an approach creates the conditions for retaining existing visitors, at-
tracting new audiences. and strengthening institutional visibility. The focus shifts
from the institution to an audience (oriented model), where art and audiences are
connected in a meaningful and engaging way. Especially in an era dominated by
digital platforms and increased competition, institutional theaters must offer a
unique live experience that cannot be replicated online—through interactive events,
innovative technology, and stage approaches that support the emotional and sen-
sory dimensions of art. In this way, theater remains a relevant medium in the digi-
tal age—a counter-medium?.

Production Model - Contextual Programming

In an era of increasing cultural complexity, the production model of contextu-
al programming is gaining greater significance. Unlike the traditional approach,
which often follows the canonical repertoire or established cultural habits, this
model aims to embed theater within a specific social, political, and historical con-
text. Instead of creating a repertoire based on canon, tradition, or the artistic di-
rector’s personal taste, the institution reads the context and programs accordingly.
This model takes into account the needs of the community, addresses current is-
sues and conflicts, creates dramaturgical consistency throughout the season, and
encourages participation and responsibility.

The term “contextualization” does not have a formal academic definition like
“canon”, but it stems from cultural policies and audience development practices
that have emerged since the 1990s and from theories of cultural management and
programming practices originating from the independent scene.

For example, Joanne Scheff Bernstein, who advocates for repertoire creation
based on audience analysis and current context as a strategic method of title se-
lection, argues in her book Standing Room Only: Marketing Insights for Engaging
Performing Arts Audiences that programming should not be a matter of habit, but
a form of engagement (Bernstein, 2014). Similarly, Francois Colbert and other au-
thors emphasize that production choices must be grounded in the institution’s val-

3 Counter-medium is understood as a space or form (e.g., opera) that does not compete with digital
speed or contemporary digital media. It offers resistance—not by producing content without
meaning, but by creating an experience that is lasting; not by encouraging consumption, but
by inviting reflection, care, and well-being.

(See: Evica Taseska Karanfilova, seminar paper «Opera as a Counter-Medium: Repositioning
in an Era of Cultural Well-being,» Faculty of Dramatic Arts - Skopje, 2025 [unpublished
manuscript]).
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ues and mission. They introduce the term “programming coherence” as an element
of strategic management and institutional positioning (Colbert, 2012:156). The term
is also addressed by Dragan Klaic, who critiques the “mechanical” approach to rep-
ertoire policy. He calls for contextualization as an analytical method that takes into
account the cultural, historical, and political environment (Kimauk, 2020). For Klaic,
the repertoire is more than a collection of performances—it is a public statement of
the institution’s identity, vision, and values.

From this perspective, programming performances that respond to current chal-
lenges and narratives also implies the inclusion of themes such as migration. To
better understand this production model, a flow diagram (Flow Model, Diagram 1)
is to be used, in which each step logically follows from the previous one: from con-
text, through theme and form, to audience and cultural impact. It is to be shown
that this flow is not linear but iterative—each phase can influence the others. For
instance, audience reaction may lead to a new choice of themes, or a shift in con-
text (economic crisis, refugee crisis, political upheaval) may impose a new produc-
tion orientation.

Context
social realities, cultural heterogenity, local challanges

Topic
relevant themes: migration, identity, and belonging

Format
(form and aesthetic)
classical, multumedia, documentary

Audience
(audience and engagement)
target groups, incclussion, accessibility

Impact
(results)
visibility, dialogue, transformation, education

Diagram 1: Visualization of Contextual Programming - Flow Model

Comparative Model

(Institutional Theaters: La Monnaie/De Munt in Brussels, Belgium and
Maxim Gorki Theater in Berlin, Germany)

In the heart of Berlin, the Maxim Gorki Theater (www.gorki.de) functions as a
laboratory for contemporary drama, but also as a vocal public space for political,
cultural, and identity-related debates. What distinguishes this theater is not only its
thematic boldness, but also its continuous openness in programming toward mar-
ginalized perspectives. Instead of reproducing the cultural canon, Gorki Theater
creates an alternative repertoire, built upon contemporary narratives that reflect
the multicultural composition of German society. In its productions, migration is
not the exception but the rule—not as a trend, but as a fundamental reality of ur-
ban everyday life. The theater consciously incorporates the stories of former Yugo-
slavs, Turks, Kurds, Arabs, Roma, and Germans—not only at the level of content,
but also within the production team. The aesthetic of Gorki Theater is direct, at
times rough, often documentary, but always politically sharp and socially relevant.

Here, the repertoire does not serve to affirm aesthetic standards, but to pose ques-
tions: Who has the right to belong? Who tells history? What does citizenship mean? It
is a place where fixed identities are deconstructed, and alternative visions of commu-
nity are offered. As such, Gorki Theater stands as an example of an institution that
consistently employs the strategies of agitation and conciliation—artistic approaches
further explored by Petersen and Nielsen in their analysis (Petersen, 2021:13).

Such programmatic boldness also stems from the institutional framework of this
theater—publicly funded, vet with strong autonomy in artistic curatorship. This
balance between state support and creative freedom enables the artistic team to
treat the stage as a political space, not merely a space for representation.

In the production of the opera Ali, the national opera in Brussels—La Monnaie/
De Munt (www.lamonnaiedemunt.be)-demonstrates that even the most traditional
form of performing art can become a medium for pressing social issues. This insti-
tution uses its artistic and symbolic power to raise questions that concern both its
audience and the broader political community. Ali is more than a work of art—it is a
cultural response to a social reality. The opera follows the story of a young migrant
trying to survive on the margins of Europe, carrying both trauma and hope. The nar-
rative is supported by a contemporary musical aesthetic, multimedia stage design,
and a directorial approach that does not hesitate to open the stage to the unusual
“hero” of our time. With this, La Monnaie breaks from the tradition of historically
decorative operas and insists on political and emotional immediacy. It is important
to emphasize that Ali is not an exception in the repertoire logic of this institution. It
is part of a broader tendency by the institution to engage with themes such as dis-
placement, climate crisis, and digital isolation—all through production approaches
that combine classical form with new media and contemporary dramaturgy.
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These productions are not created to please, but to resonate—and to provoke con-
versation. La Monnaie/De Munt positions itself here as an institution aware of its
role within the cultural hierarchy of Europe, but instead of using that position for
self-affirmation, it turns it into a platform for “the others”—migrants, youth, the
marginalized. In doing so, opera is not an anachronistic art form, but a profoundly
contemporary space of political imagination and cultural solidarity. What the exam-
ples of Gorki Theater and La Monnaie/De Munt demonstrate is that institutional art
does not have to be a hostage to tradition—it can become a driver of social awareness.
When repertoire policy is contextualized and courageous, it has the power to estab-
lish a stage for dialogue, confrontation, and collective imagination. Themes such as
migration, identity, belonging, and interculturalism are not only matters for politics
and the media—they are essential to art that seeks to remain relevant.

The European migration context after 2015 has been

marked by a growing number of refugees and ongoing

Context political debates around integration, identity, and borders.
(social reality) Belgium, as a multicultural society with a history of ethnic
tension and political polarization, reflects these challenges

in a particularly acute way.

Migration, loss, trauma, hope, and the struggle for
Topic belonging.

(dessicion on relevant topic) The performance follows the story of a young migrant
facing the challenges of life on the margins of Europe.

An opera featuring contemporary music, multimedia
Format stage design (projections, digital effects), and a symbolic
(form and aesthetic) and emotional approach to stage narration.

A departure from historically decorative aesthetics.

Traditional opera audiences + a new generation of
viewers.

Inclusion of youth, migrant, and marginalized
communities through audience engagement programs

Audience
(audience and engagement)

and post-performance discussions.

Increased awareness of migrant experiences, opening
space for empathy and cultural dialogue, and expanding
the notion of who belongs on the operatic stage.

The institution strengthens its role as a political and
cultural actor.

Impact
(expected outcome)

Diagram 2: Contextual Programming through a Case Study - The Opera Ali

This overview shows that the theme of migration is not a random repertoire
choice, but rather a reflection of production vision and institutional awareness.
The opera Ali serves as an example of what it means to stage a work with purpose—
of a theater that knows why it is presenting something. It is important to note that
contextual programming does not mean that every performance must “expose”
social pain or function as a political manifesto. Still, performance is a “restored
behavior”—a situation in which the audience enters with various intentions: from
entertainment and diversion to catharsis or dialogue, as Richard Schechner re-
minds us (Schechner, 2023). What matters most is the intention behind the choice
of the work—so that it is not a mechanical or routine selection, but a conscious
integration into a broader dramaturgical structure. Dragan Klaic emphasizes that
the repertoire should not function as a “buffet” of aesthetic tastes, but as a strategi-
cally articulated offer, based on resources, values, and vision (Knauk, 2020:105). In
this way, institutional theater can offer comedy and experimentation, classics and
new forms—as long as they are connected to the context, and not driven by inertia.

Local Contextualization

In the Macedonian case, the stage is “absent” not only of the theme of migration,
but of many topics relevant to contemporary citizens. This is precisely why what
is needed is not only thematic innovation, but also institutional courage. Program
policy must step out of the frame of administrative routine and become a cultural
intervention. Otherwise, institutional theater is to remain a museum of its own
complacency. In contrast, in institutions such as Gorki Theater in Berlin, the rep-
ertoire becomes a stage for discursive struggle. Through themes of migration, rac-
ism, identity, and history, these theaters demonstrate how art can be a political
act—not in the sense of propaganda, but in the sense of engagement: to give voice,
to perform absence, to pose questions. Similarly, La Monnaie/De Munt, with the
opera Ali, places migrant trauma and hope at the center of operatic action—not as
an exotic motif, but as a deeply human and European drama.

At the same time, the analysis indicates that in North Macedonia, these themes are
still rarely addressed on the institutional theater stage; not because they are irrel-
evant, but because of the lack of strategic awareness and creative courage to open
them up. Most often, such content emerges through co-productions, where one of
the producers is an independent organization. Instead of a programmatic rigidity
based on mimetic isomorphism, what is needed is a shift toward contextual program-
ming that recognizes the multicultural reality of Macedonian society. Therefore, the
goal is not to copy European models thematically, but to understand and adapt them
critically—in accordance with local challenges. Institutional theater should not be a
“neutral” platform, but a conscious actor that speaks through its repertoire, espe-
cially where society remains silent. In the local context, this means that institutional
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theaters tend to program “safe” works: European dramatic classics, mythical trag-
edies, and comedies of character, which offer artistic value but lack cultural dia-
logue. The repertoire curls around expectations, rather than realities. The idea that
institutional theater is a representation of social awareness is now being questioned.
Instead of acting as a catalyst for cultural dialogue, it often becomes the “guardian”
of an artistic canon that repeats its value through inertia rather than meaning. This
phenomenon is particularly evident in contexts where political instability, historical
narratives, and ethnic tensions make every topic sensitive—as is the case in the Re-
public of North Macedonia. Within the context of North Macedonia, cultural institu-
tions face challenges such as inefficiency, lack of accountability, and weak audience
orientation. Marketing is mostly perceived as simple promotion, and the audience is
treated as taken for granted, rather than a partner.

The first step toward programmatic “opening” by cultural institutions in North
Macedonia is interdisciplinary collaboration among artists, sociologists, historians,
and activists—where topics do not come “from above,” but emerge from real con-
texts. Theater must return to the center of social dialogue—not as an illustration
of values, but as an active agent in their transformation. The key figure in shaping
production policies is the artistic director. If this role is understood not merely as
an administrator of the creative process, but as a mediator between art and socie-
ty, then contextual programming becomes possible. The examples of Gorki Theat-
er and La Monnaie/De Munt demonstrate how artistic leadership that acts with
cultural responsibility and innovation can guide the institution toward a socially
relevant repertoire.

Conclusion

Through a detailed analysis of the production model of contextual programming
and its application within institutional theater, this paper highlights the need for
a repertoire policy grounded not in inertia, but in strategic awareness and cultural
responsibility. In a context of cultural heterogeneity and global migration—phenom-
ena that are no longer marginal but a documented reality—institutional theaters
are acquiring a new role: to become spaces of social reflection, dialogue, and inclu-
sion. The examples of the Gorki Theater and La Monnaie demonstrate that an en-
gaged repertoire, designed based on a specific context, can transform theater from
a cultural institution into a social agent. Contextual programming, in this sense,
is not an artistic compromise but an institutional capacity—the ability to read the
times, to communicate with the community, and to design a repertoire that carries
meaning for both audiences and society. The repertoire becomes a strategic instru-
ment—a tool for raising relevant questions, building public discourse, and fostering
cultural connectivity. However, this requires institutional courage and leadership
that transcends the logic of isomorphism and the reproduction of canonical taste.

In the context of North Macedonia, such reform should not be understood as an
imitation of European models, but as a creative adaptation that responds to local
challenges. Institutional theater can and must abandon its position of “self-suffi-
ciency” and become a cultural space that speaks where society remains silent. In
that process, the shift of focus from institution to audience is to be key—where
programming is not designed simply to fill a season, but to connect with the life of
the community. Only then can institutional theater once again become a voice of
the time in which it lives—alive, relevant, and necessary.
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Abstract:

The film industry, as an integral part of culture, oper-
ates within economic frameworks similar to other enter-
tainment sectors. To maintain competitiveness, film pro-
ducers must adopt strategic economic principles, focusing
on cost optimization and differentiation. The digital age,
marked by globalization and technological advancements,
has transformed film production and distribution, making
content more accessible while increasing market diversity.

Modern film production practices emphasize two key
strategies: cost leadership and differentiation. Cost reduc-
tion is often achieved through outsourcing, clustering,
and leveraging digital distribution channels. Conversely,
differentiation relies on unique creative value, often real-
ized through innovative techniques like virtual production
(VP)—a methodology integrating real-time computer-gener-
ated imagery (CGI), gaming engines, and augmented reality
to streamline workflows.

Virtual production revolutionizes traditional filmmaking
by merging physical and digital environments, allowing
real-time visualization, reducing post-production uncer-
tainties, and enhancing creative collaboration. Techniques
such as previs, techvis, performance capture, and in-cam-
era VFX enable filmmakers to achieve high-quality results
efficiently, even on limited budgets. Case studies, includ-
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ing Macedonian productions like Honeyland and Lena and
Vladimir, demonstrate how regional filmmakers success-
fully employ these strategies to reach global audiences.

Keywords: Film production, digital production, cost
optimatization, globalitization, real-time rendering

Introduction

It is undeniable that film, along with all its forms, is an integral part of culture.
Because of this, the film industry is equated with any other industry that offers
entertainment, or satisfies similar consumer needs. Following the universal princi-
ples of building competitive advantage—regardless of whether they are corporate,
or cultural, artistic and entertainment in nature—production companies are part
of the mechanism that determines their place in the economic system. Producers
must understand certain economic principles when considering how best to main-
tain their own organization in the business world. If “economy” implies a model for
the way in which people use the financial resources at their disposal, then it is not
enough for producers to “choose” an enviable competitive position only in relation
to other production companies; more importantly, they need to “take” their place
in the ever-increasing diversity offered by the creative industries.

The vast aviability and choice of content, the metamorphosis of media and film
forms, are increasingly available with “just one click.” Long-term cultural trends
affect the economic stability of production houses as well. The globalization of in-
formation technologies and the internationalization of cyberspace impose the need
for the concept of creativity to be re-examined and placed at the center of global so-
cio-economic and political mechanisms. This establishes the need for an approach
to creative challenges in the film industry that stems from policies governing the
processes of production, distribution, and exploitation of the final expression.

Production Strategies

In the sphere of the free movement of labor, capital, and information, Levitt’s
prediction remains both relevant and timely, in which he claims that today the
world is shaped by two vectors: technology and globalization (The Globalization of
Marketing, Theodore Levitt 1983:202). In this domain, a very strong—almost caus-
al—connection is also revealed between the development of the global market and
technological development. We are witnessing a stable vet radical change of film as
a medium. The platforms through which it is presented to the audience—driven by
technological development and globalization—are experiencing tectonic changes.
The Internet has played the most significant role in this shift. There is increasing
discussion about film forms, not formats, because format implies uniformity and
strict adherence to standards—something that is increasingly incompatible with
the current development of cinema.

Due to the nature of film production, the market in which the film appears is a
consumer market. In the language of the market economy, “consumer market” and
“consumer goods” refer to the placement of consumer products that satisfy individ-
ual’s needs. This market is both heterogeneous and impulsive.
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From this perspective, and in terms of competitiveness, producers devote consid-
erable attention to cost analysis. Consequently, modern practices in film produc-
tion are based on the optimization of production processes. The purpose of such
optimization is to position the organization so that it can perform effectively in the
economic segment using its (creative) capacities. If sustainable competitive advan-
tage is the most important prerequisite for achieving long-term above-average per-
formance of a production, then two types of competitive advantage become crucial:
low-cost strategies and differentiation. The optimization of production processes—
under pressure from the economic demands and production capacities—influences
the strategic orientation of the organization. Whether a production opts for a cost
leadership strategy, a differentiation strategy, or a focus strategy depends on mul-
tiple factors that, in the interest of space, are not discussed in this paper.

A typical strategy for productions that appear in small markets, such as the re-
gional market, is a cost leadership. However, modern distribution channels, tech-
nological development, and the diversification of film content enable the works of
small productions to reach the world market. This progress in the overall under-
standing of film also implies increased adaptability on the part of producers and
authors. In order to achieve success, they are reoriented towards a focus strategy,
but with a pronounced aesthetic, that, through adequate positioning, brings re-
sults. In essence, the aesthetic dimension is subject to a differentiation strategy in
order to achieve specific results within specific economic segments.

Typical examples of auteur films that have achieved success outside the region—
that is, beyond their economic segment, are DJ Ahmet by Georgi Unkovski, The Se-
cret Ingredient by Gjorche Stavrevski, Honeyland by Tamara Kotevska and Ljubomor
Stefanov, and Lena and Vladimir by Igor Aleksov. All of these are Macedonian pro-
ductions or co-productions with countries mainly from the region.

The universality of management and the necessity of a strategic approach are
also confirmed through examples of a commercial nature. The production com-
pany DMF created an advertising video for the brewery Peja, which, in addition to
achieving regional success (primarily in the market where the beer itself is sold—
Kosovo and Albania), also gained popularity beyond the traditional scope of the
beer market. A characteristic feature of this project is that the producers employed
an extremely differentiated strategy in terms of video aesthetics. The production
approach was fully cinematic and the entire production phase was executed ac-
cordingly. Cinematic aesthetics was evident in the choice of locations, photogra-
phy, editing, and the use of CGI. On the other hand, the client’s limited budget im-
posed a financial framework that, in proportion to the production quality, required
a low-cost strategy.

In this sense, it can be concluded that a focused strategy was used—one that devi-
ates from the conventional model in which an organization using two (or more) dif-

ferent strategies for different projects. Simply put, here the situation and circum-
stances require, conditionally speaking, two different strategic approaches in two
paradoxical (and typical for film and film forms) processes—a strategy of low costs
in management (production/shooting), and a strategy of differentiation in produc-
tion (film/aesthetic dimension). Success in viewership and reaching the target audi-
ence (Target audience reach) is the result exclusively of a strategic approach.

This issue when analyzed exclusively from a management perspective inevitably
implies cost analysis—regardless of whether it is domestic/local producers or global
giants (Hollywood majors).

In other words, the starting point for cost analysis is the definition of the pro-
duction company’s value chain and the attribution of operating costs and funds
to value-creating activities. The need to allocate funds to value-creating activities
speaks to the fact that the quantity and efficiency of the funds needed for a particu-
lar activity are important for its realization. Producers take all of this into account
when financially planning each project - for each phase of it, in detail.

The purpose of cost analysis, when breaking down the generic value chain into
individual activities, should reflect three principles that are not mutually exclusive,
namely:

—the size and growth of costs per individual activity;
—the impacts on costs of the individual activities themselves;
— the differences in the performance of activities by competitors.

When analyzing costs, it is necessary to distinguish activities that account for a
larger percentage of resources. In general, activities that are large consumers are
easy to predict, but it is often a mistake to neglect those activities that change the
structure of expenses over time. For example, when producing a film, producers
initially do not focus entirely on all segments of computer image processing (CGI),
but over time that activity becomes a serious link in the value chain.

Activities must be separated even if their cost drivers are different. When dis-
aggregating the value chain, certain activities will most likely indicate significant
differences in cost behavior. Value-creating activities can then be grouped and dis-
aggregated depending on whether the analysis reveals differences or similarities
in cost behavior. It is common to first analyze the entire value chain, and then
investigate individual value-creating activities in detail if they are found to be sig-
nificant.

A final check on the separation of activities is the behavior of competitors. Signif-
icant activities should be considered separately, especially if competitors perform
them in different ways. For example, HBO and Netflix have completely different ap-
proaches to distribution when premiering their exclusive series - HBO has a classic
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approach, with a new episode released every week, while Netflix usually releases
all episodes at once.

In addition to analyzing the value chain, it is also necessary to gain insight into
the so-called “cost drivers.” According to Porter Konkurentska prednost - ostvaran-
je i ocuvanje vrhunskih poslovnih rezultata (Porter 2007:86), there are several main
cost drivers that determine the cost behavior of value-creating activities. They are:
economies of scale, interrelationships, integration, time, special business policies,
the ratio of fixed to variable costs, etc. (In the interest of space, they are not ex-
plained in detail here.) What is important, however, is that cost drivers are struc-
tural causes of the costs of an activity, which production can more or less control.
They often interact and thus determine the cost behavior of certain activities, and
their relative influence varies greatly depending on the value-creating activity. Ac-
cordingly, individual cost drivers, such as, notably, integration, are never the sole
determinant of the cost situation of production. By identifying the cost drivers for
each value-creating activity, an organization gains detailed insight into the sources
of its relative cost situation, as well as insights into how it can change it.

The trends of contemporary film production also diverge in two directions: cost
minimization or differentiation. As highlighted in the previous chapter, one of the
most popular measures by which producers reduce their costs is outsourcing. This
can be manifested through film services, through the clustering of productions,
through the engagement of certain (non)author positions or sectors, etc. In addi-
tion to this, modern channels of distribution and dispersion of content also play a
significant role.

In addition to the multitude of production models for reducing costs to ensure
competitive advantage, models that affect differentiation are being developed in
parallel. In this context, optimization means how to achieve high value, extremely
unique for the audience, which will primarily multiply efficiency. When discussing
economies of scale, it is not a matter of discussion whether something will cost
a lot of money, so efficiency gains significance exclusively from the aspect of re-
peatability in use. The more works are produced with a certain technology that in
itself represents high value for the audience—the more the volume of production
increases. Finally, the goal in such a context is to provide a “pipeline” that means
continuity, and thus maintaining an enviable competitive advantage. The same
“pipeline” is crucial for large, expensive productions, as well as for small ones, no
matter how local they may seem. However, continuity is a basic prerequisite for
an enviable competitive position. It seems that art in all its forms is destined to
repeat itself. The digitalization and development of the entertainment industry, es-
pecially gaming, mimics the natural evolutionary course of art; a spiral repetition
of themes expressed through a new worldview supported by the development of
civilization. One of the most significant practices in contemporary film production
is the so-called “virtual production” (VP—from rear projection to LED panels.

Virtual Production - A Modern Methodology of Film Differentiation

Virtual production is a broad term that refers to the spectrum of computer-aided
methods for the production and visualization of film production. According to the
team at Weta Digital, one of the most important definitions of virtual production
is “the physical and digital worlds converge in digital production.” The Moving Pic-
ture Company (MPC) adds to this definition: “VR combines virtual and augmented
reality with CGI gaming technologies (game engine technologies) to allow produc-
tion teams to see how scenes develop and how they are composed on the set itself.”
Zach Alexander, the founder of Lux Machina, concludes that the practical benefit
of VR is the previsualization technology, stating that every hour of pre-production
is equal to two hours of production. According to producer Kevin Bailey, the benefit
lies in software development. He sees VR through the prism of two parallel process-
es (in a programming sense). VP overcomes the barriers of physical production and
visual effects so that they can take place simultaneously rather than sequentially.

Filmmaking is a pursuit that is constantly evolving in artistic and technologi-
cal terms. If one compares the early silent films and Shawn Levy’s Free Guy, the
progression is immediately apparent. Although vastly different in terms of subject
matter and craft, both extremes share a common goal of entertaining audiences
with a good story. When it comes to VR and the benefits it offers to the film indus-
try, it is only natural that virtual production is the next step in the ongoing evolu-
tion. Most blockbusters and TV series currently being shot use some form of virtual
production. This can include the so-called “previs,” “techvis,” or “postvis”’—terms
that are to be explained below. The potential of VR extends far beyond these forms.

Traditional film production faces certain challenges that are surmountable with
virtual production. Many films today—certainly all modern blockbusters—are highly
complex productions with many moving parts in a compressed shooting schedule.
The processes are typically linear, reminiscent of a conveyor belt: pre-production,
production, and post-production. The repetitive nature of the processes is fraught
with unpredictability and often costly, while development efforts often push each
other aside, with incompatible resources.

Repeatability itself implies the act of refining processes through successive at-
tempts in order to achieve continuous success. However, the traditional approach
and the repeatability of processes fail to find an initial point, instead of focusing on
a previously jointly agreed vision (for the project by the entire creative team). The
problem with traditional production is that too much time passes before it reacts
appropriately to feedback. Such is the example with the film Lena and Vladimir: in
the production phase, certain elements that are crucial for post-production, i.e.,
CGI, were not foreseen. This oversight literally cost money that the producers pro-
vided outside the initial budget, with a non-negligible overall delay in the realiza-
tion of the film. Virtual production cancels out in real time such potential omis-
sions or misunderstandings.
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This process of prolonged feedback for producers implies great uncertainty. The
director of photography can hardly predict the reflections of the projected image
when he only has a green screen in front of him. Dario Sekulovski faced such a
problem when filming the advertising video Kujtesa Kubo. Namely, the action takes
place in two connected spaces—a hangar and a spaceship. Of course, the ship was
created entirely in CGI except for certain platforms. The director of photography
and the director envisioned a visual atmosphere that was later to be recreated by
a CGI artist. In this way, following the principles of traditional production in the
preparation phase, the ship was designed, but until the recorded material entered
the digital processing phase, the final shape could not be (pre-)seen. In this context,
feedback on the project is impossible with the estimated budget, because a possible
error due to misunderstanding means re-recording the entire material. VP in real
time connects the digital and real worlds.

When it comes to post-production, traditional production can also involve some
uncertainty because the editor has to work with shots/scenes that are missing
since they are still in (computer) production. If shots or scenes that were previ-
ously shot in front of a green screen are replaced with material that the camera
actually transmits to a screen, or to LED panels, then the editor has significantly
more material to work with. In this way, it is possible to edit entire sequences that
contain a considerable volume of visual effects and subject them to computer pro-
cessing—with the usual approach of editing scenes without effects. The editor can
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edit during filming, so that the crew can immediately record a “pick-up” or make
adjustments during filming, instead of discovering problems long after filming has
closed. By doing so, unnecessary shooting days are significantly reduced. The result
is much greater continuity in filming, fluidity, and control over scenes with effects
(as well as over the entire shoot).

Creating pre-visualizations through a real-time engine opens up additional bene-
fits. Sequences can be quickly modified and improved, and the working version can
be of high quality. As a result, a common creative vision for the project is shared
and established much earlier. The set looks as close to the given specifications as
possible, corresponding to the vision of the authors; stuntmen and special effects
can be prepared in advance and shot more safely. The integration of visual effects
can be achieved in the most efficient and visually dynamic way.

Physics in a real-time engine plays a key role in the process. Of course, a tradi-
tional pre-visualization can be created with 3D animation, but if the scene has re-
al-world physics, that animation must be pre-programmed and cannot be changed
on the fly during filming—as it can with a real-time engine. The pre-visualization
and special effects technical team can collaborate directly, simultaneously making
the appropriate corrections.

All of these processes contribute to efficiency and higher quality material—with
the end result being a more streamlined and tighter shooting schedule. Virtual pro-
duction technology, combined with a real-time engine, enables series, live-action
productions, low-budget, and high-budget films to achieve high-quality (comput-
er-generated) images in the ultimate spectrum. A real-time engine has the potential
to eliminate many of the budgeting, shooting schedule, and preparation time bot-
tlenecks that limit smaller productions from developing blockbuster-quality CGI.

Types of Virtual Production

There are several different types of virtual production, all of which share the
common denominator of a real-time engine such as Unreal. They all include visu-
alization, performance capture, hybrid virtual production, and in-camera virtual
production.
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Visualization Performance/motion capture

Hybrid green screen LED Screen

Visualization

Visualization is the most popular method of virtual production and the closest to
filmmakers. It can be defined as a prototype of images created to convey the crea-
tive intent of a shot or sequence. Visualization can take the form of the so-called
“pitchvis,” “ virtual scout,” “techvis,” “stuntvis,” and “postvis.”

” ” ”

previs,

Pitchvis allows projects in development to get the green light from the studio
or to interest potential investors. It can contain specific scenes or a teaser/trailer
from the project in order to show the idea and aesthetics of the creative team.
Pitchvis comes from the English word “pitch,” which in Macedonian terminology
is accepted as “pitching”—hence Pitchvis is a coinage of pitching and visualization.

Previs is the most widespread variant of visualization. It can include music, sound
effects, dialogue in order to approximate the final look. The advantage of previs is
that it allows filmmakers to experiment with different options for set design, light-
ing, camera placement and movement, stage direction, and editing without incur-
ring the additional costs of a real production.

Virtual scouting is a fully digital version of the locations or film set that the crew
can interact with. Interaction can take place in an HMD (head-mounted display) or
simply on a computer screen. The VR version of virtual scouting can also include
movable props and virtual cameras whose lenses allow for the planning of mise-
en-scéne, defining objects (construction) on a set, and/or filming entire sequences
without building a single scenographic element—as is the case with the second sea-
son of Disney’s The Mandalorian series.

Techvis is a combination of virtual elements with real (filming) techniques for
the framing process as well as for combining already filmed material with virtual
elements.

Stunt is a methodology specially developed for stunt scenes. Stunt includes the
so-called “blocking,” choreography, stunt mise-en-scéne, set design, concepts of
props and weapons, etc.

Post-production involves the addition of recorded material with temporary visual
effects or the creation of new CGI shots that are to be inserted. The simplest meth-
od is the so-called set extension.

Motion capture, is the process of recording the movements of objects or actors in
order to use the recorded data for the animation of digital models. In practice, the
actors are not recorded, but only reference points from their bodies that are later
implemented on the digital character. The technique can be used to record the en-
tire person, or only certain parts, such as the face, for example. Also, this process
can be implemented in the action of the actor with a real object, and then only the
actor can be replaced with the digital character.
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Hybrid Virtual Production

Hybrid virtual production involves camera movement that crosses green screen
compositing and computer-generated imagery. This is usually a live preview so that
the director of photography has a clear perspective of the final look and can create
lighting and photography accordingly. Of course, the final look of the footage is to
be further processed.

Virtual Production “In Camera”

The use of a real-time engine output signal that enters an LED screen/wall in com-
bination with camera tracking that “records” the final appearance of the shot in the
camera represents the highest achievement in virtual production. The benefits of a
live image that is projected behind the actors are enormous. To a certain extent, it
represents the culmination of all previous developments in the field of virtual pro-
duction. Compared to green screen cinematography, there is no uncertainty for the
cast or crew. Everyone has a clear view of the shot that is currently being shot. The
camera operator is free to frame adequately to the action—typical of live shooting, of
real existing objects, action, and mise-en-scéne with actors. The actors are addition-
ally relieved of having to follow markers according to which they should build their
performance because they also clearly see their immediate environment. The overall
reflection from the screens further enriches the artistic expression because it is a
realistic representation of the real world—however imaginary it may be in the film
expression. Furthermore, the real reflection of LED screens does not transmit color
like a green screen, which creates additional problems.

The concept of projecting a “real world” behind the actors is not new; it has ap-
peared in the form of rear projection since the early 1930s. The disadvantages of
rear projection are simple—a fixed perspective that needs to be carefully planned
so as not to reveal a visual discontinuity between the perspective of the projected
footage and that recorded in real time.

The quantum leap in using a real-time engine to create an image on an LED wall
is that, unlike rear projection, the background follows the perspective of the cam-
era. This creates a perfectly synchronized parallax with the camera. The result is
an image that is so convincing that it is difficult to determine where the action
recorded live ends and where it switches to the LED screen.

Finally, producers benefit from real-time rendering in many measurable ways. Re-
al-time engines provide images with such high clarity that it is very realistic to pre-
visualize the entire film during the preparations to the point that the material can
be used on a test audience. This approach increases efficiency in the pre-production
phase and allows monitoring of the entire production process with a precision equal
to post-production monitoring in traditional production. The savings are invaluable.

The advantages of a real-time engine include, in addition to the high image clari-
ty, increased flexibility in terms of exploitation of the entire system. Since the scene
is recorded in real time, corrections to the camera angle, for example, or in the
mise-en-scéne are much simpler than rendering the recorded material and then
re-recording it. This results in much greater flexibility in the production. Time is
money, and virtual production with its real-time nature saves both—time and mon-
ey. It increases the capacity for conceptualization, so the script is finalized in ad-
vance and adapted to real needs and expectations without making compromises
during filming or in post, much less reshooting certain segments.

LED screens, when shooting complex scenes with visual effects, contrary to the
outdated concept of green screen, also provide distinct benefits. By creating an
entire scene on an LED screen, visible to both the camera and the actors on set,
the crew is completely free from the so-called “green screen fatigue.” This occurs
when the cast and crew are tired of looking at the two-dimensional, monotonous
green screen after entire days of shooting. Instead, the LED screen means a clear
visual context for the entire film crew, which engages them no more than a regular
live set.

The inseparable relationship between technical and technological development
and the global market has a profound impact on film as a medium. The mecha-
nisms of this development and globalization dictate the evolution of film distribu-
tion platforms. Increasingly, emphasis is placed on film forms rather than formats,
as the latter implies uniformity and strict adherence to standards—an outdated no-
tion in contemporary cinema.

Given the consumer-driven nature of the film market, contemporary film pro-
duction practices prioritize the optimization of production processes. This opti-
mization, influenced by economic factors and production capabilities, shapes the
strategic direction of the organization.

The aesthetic dimension is the subject of a differentiation strategy to achieve
specific results in certain economic segments. Effective positioning yields results
through modern distribution channels, technological advances, and film diversifi-
cation, enabling smaller productions to access the global market.

The modern methodology of film production is encapsulated in virtual produc-
tion. This term encompasses a wide range of film production and visualization
techniques, which constitute a reflexive response to advances in film technology
and technique.
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Abstract:

UDK 7.01:004.8/.9 One of the many interesting but complex topics in the
production of artworks is that of migration. Migrations in
the domain of culture create a space for cultural interac-
tion, where the artists and authors from different spaces
have the opportunity to exchange their ideas and experi-
ences, resulting in new art forms that unite different styles
and traditions. However, migration as a phenomenon is
not present in art solely within the creative field; it also en-
compasses production processes in the technological do-
main. Migration in technology has been very active in the
last decade, especially with the rapid technological devel-
opment that is constantly changing the production stand-
ards. New technologies impose not only new standards, but
also require the complete replacement or migration of cer-
tain technologies within production.

With participation and involvement of artists, directors,
actors and other participants from different regions who
are part of these projects, new technological achievements
are presented. They often possess significantly greater ca-
pabilities than the technology used in the past, with their
migration actually becoming part of the development pro-
cess of the cultural institution. Among the new technol-
ogies is artificial intelligence (AI), which, in a very short
period of time, has demonstrated an incredible ability for
developing its artistic abilities.
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We can conclude that technological migration has an
acceleration in the direction of the production in the
performing arts and audiovisual works. It will continual-
ly change and improve production processes, including
emerging technological breakthroughs. However, it is still
important to consider its potential negative effects, such
as digital inequality, loss of traditional skills, and ethical
challenges. In order to achieve the maximum benefits and
minimize risks, it is necessary to apply strategic manage-
ment and specific approaches to new technologies, which
are to support the sustainable interaction of technologies—
primarily in everyday life, and then in other fields, especial-
ly in art.

Key words: Audiovisual arts, projects, technological
achievements, artificial intelligence (Al)

Migrations

Migration as a topic for the creation and production of artworks is very interest-
ing and complex. Various aspects can be covered in this topic, including cultural
exchange, identity, and the social differences that exist within societies. Migra-
tions in the domain of culture create a space for cultural interaction, where art-
ists and authors from different places have the opportunity to exchange ideas and
experiences. Such exchanges offer a broader view of artworks, allowing them to be
analyzed from a whole new angle. These interactions frequently result in new art
forms that unite different styles and traditions, thereby enriching the innovations
in art production and works.

However, migration as a phenomenon is not limited to the creative dimension of
art. Production and production processes are also affected by migration within the
technological field. Migration in technology has been very active in the past decade,
especially with the rapid technological developments which are continually redefin-
ing standards in production of performing arts and audiovisual works. New technol-
ogies impose not only new standards, but also require complete replacement or mi-
gration of certain technologies within production. This technological phenomenon,
unlike the artistic one, results in the enrichment of creativity of authors and opens
possibility for experimentation in the field of art. Nevertheless, technological migra-
tion is not always accompanied by a positive effect in its implementation, which,
unfortunately, in many cases can result in significant challenges. While it undoubt-
edly brings benefits in many areas and advances the production processes, its imple-
mentation can involve a period of considerable difficulty. Technological migration
in the production of performing arts and audiovisual works is an ongoing inevitable
and progressive process. Today, progress in the film, theater, and entertainment in-
dustries is almost unimaginable without the integration of new technologies that
provide higher-quality and more entertaining content and works of art.

Technological Migrations in Production:
Productions That Are Remembered

Throughout the history of production processes, technological migrations have
constantly altered standards, and we can no longer define production activities
in which procedures remain consistently same. These changes in procedures and
standards have, in certain cases, occurred over longer timeframes, with the chang-
es not being intense. However, a large part of the technological migrations in this
field occurred rapidly and left their mark on the era in which artworks were creat-
ed. As a brief analysis and reminder of the technological migrations, we will indi-
cate several notable examples in the fields of audiovisual and performing arts.

One of the most striking migrations that had a very short implementation time-

frame is the technologies for the transmission and archiving of audiovisual works.
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From gramophone records to cloud platforms, the migration of media that car-
ry audiovisual content have rapidly changed the standard. In 1982, the companies
Sony and Philips introduced the Compact Disc (CD) and marked the beginning of
digital carriers (media) for audiovisual works. The then brand-new medium, the
CD, offered high-quality audio content and a capacity of 74 minutes (Geekzone.
co.nz, 2007). A few years later, the technological migration from analog to digital
media as carriers of audiovisual works was implemented with incredible speed.
Flash memory was the next stage of migration which further reduced the dimen-
sions of the medium and increased the capacity, while avoiding the mechanical
framework for accessing data, using semiconductor memory elements. Only a few
years later, the development of the global Internet network initiated the most re-
cent migration of media for the transmitting and archiving audiovisual works, of-
fering almost unlimited capacity and selective quality depending on reproduction
requirements. However, the resilience and security of the global Internet network
and cloud-based media is still a subject of development and refinement, hindering
the continuous migration process (Ashbourn, 2021:116-117).

In addition to the media for transport and archiving audiovisual works, the tran-
sition from film-based cameras to digital ones represented another major tech-
nological migration in the world of production. This migration was accompanied
by intense debate and questioning regarding quality. The large amount of data in
digital image format presented a real challenge for its management. The only solu-
tion that enabled transport, processing, and recording (management) of this large
amount of data was the application of lossy compression, which affected the image
quality (Poynton, 2012:147-149). However, despite the long-term migration process,
today, film strip technology is no- longer used in film production, and the major
cinematic achievements are completely digitized. Today’s digital camera has be-
come the standard for the production of audiovisual works and offers an incredi-
ble number of new possibilities developed and enhanced daily. The migration pro-

Usage media for audiovisual content over the years

cess for digital cameras differed from the migration in post-production, applied to
non-linear editing. Computer units with non-linear editing required digitization of
film strips, which gave rise to the idea of completely replacing this process by using
digital film cameras directly. Digital data access technologies motivated and initiat-
ed migrations in several technological fields, but were most present in the technol-
ogies in the production processes of audiovisual works. Technological migrations
were particularly prominent in the production of the performing arts. Here we will
mention the technological migration of the lighting fixtures in the theaters and
scenes where these works are produced. This migration completely changed the
standards and rules in lighting design. The new LED (Light Emitting Diode) technol-
ogy had so many advantages over the classic stage lighting technology, which was
based on so-called warm lamps (Halo Lamp Technology), that it caused a complete
change in lighting installations throughout theaters and scenes. The biggest advan-
tage of this technology is its efficiency, meaning that when converting electrical
energy into light, the wavelength of light obtained is in the visible spectrum. Unlike
other lighting technologies, in addition to the visible spectrum, a large part of the
electrical energy is consumed in the ultraviolet and infrared spectrum of the light
waves, manifesting a large amount of heat dissipation (Fitt, 2002:76-77). With ten
times greater durability and more than fifty times lower electricity consumption,
this technological migration was inevitable. The advantages offered by the new
technology accelerated this migration, and LED lighting technology began to be
applied in everyday life as the basis for ambient lighting.

In addition to the aforementioned technological migrations, we are also witness-
ing many others that are constantly present in the production processes of the per-
forming arts and audiovisual works. The development of technology always strives
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to refine and improve the production processes, thereby initiating technological
migrations.

Analysis of Technological Migration

Technological migrations are a complex and dynamic process shaped by various
factors, including economic, social, and cultural activity. They can be analyzed
from several aspects: the reason for their initiation, the ways in which they are
realized, and the effects that result from their presence.

In the domain of their initiation, we can identify several factors that are the ba-
sis for their beginning. One of them is the migration of highly qualified personnel,
which includes the movement of engineers, programmers, scientists and other
technical experts from one region, country or continent to another. This phenom-
enon results in the spread and development of knowledge in different regions and
opens up opportunities for the development of new technological innovations.
The exchange of experiences and results acquired during research encourages
processes that are part of the technological migrations. In addition to individual
migrations of the highly qualified personnel, companies—through their expansion
or their relocation from one region to another can also be a reason for initiating
technological migrations. Today, companies often relocate to areas with a more fa-
vorable business climate, access to a skilled workforce, and lower production costs.
The ways in which technological migrations are implemented can vary and depend
on multiple factors. Most often, social circumstances and the level of education in
the respective environments have a significant influence. A large number of devel-
oping countries offer special conditions for foreign companies and highly qualified
personnel in order to ensure conditions for technological development. In addition
to these benefits, it is necessary to provide an opportunity for the application of
innovations and their standardization in production and education.

An important factor in the implementation is also the attitude of users towards
the innovations introduced, or the technological culture of the society. Through
the help of the implementation of novelties in production and manufacturing, in-
formation about their quality, advantages and disadvantages is obtained—informa-
tion which is then used to upgrade technologies.

The education system can also be a method of implementation, giving the pop-
ulation the opportunity to respond to the emerging technological challenges, and
allowing their impressions and experiences to be used in further scientific projects.

Technological migration has positive effects, stimulating innovation and com-
petitiveness. The increased competitiveness, in turn, opens up new markets and
facilitates the sharing of skills and knowledge across regions. An important marker
is economic development, significant in the technological migrations, as new tech-

nologies initiate the emergence of new companies and an increase in the number of
job positions in the production sectors. Depending on social circumstances in the
regions, these migrations occur with different intensity and timeframe. Howev-
er, despite the positive effects, technological migrations also have negative conse-
quences, such as shortcomings in licensing conventions, which can lead to the use
of certain technologies and the emergence of so-called technological dependence
that might result in the reduction or complete replacement of job positions with
the implementation of new technologies, especially in the IT sector. Technological
migrations that rely on external expertise can also initiate cultural confusion, i.e.,
the interaction of different cultures may lead to conflicts and disagreements in
work environments.

In the domain of culture and production of the performing arts and audiovis-
ual works, technological migration begins with exchange and work on a variety of
projects. Through the participation and involvement of artists, directors, actors,
and other professionals from different regions in such projects, new technological
achievements and their benefits are introduced. In this way, interest in their use
and implementation in the production processes is encouraged.

New technologies often possess significantly greater capabilities than those pre-
viously used, and their migration actually becomes part of the development process
of the cultural institution. Technological migration also represents a challenge in
relation to the artworks themselves. Namely, a large part of the repertoire of cultur-
al institutions, produced with outdated technologies, must undergo modification
in its production to align with the new technologies already implemented in the in-
stitutions. This process sometimes requires a completely new production, avoiding
the adaptations that do not always bring a positive outcome, especially in the field
of performing arts. In audiovisual works, technological migrations can occasional-
ly cause imbalances in production processes. Projects, especially film productions
which have the longest production timelines, take place within timeframes where
technological migration cannot be implemented. However, an interesting example
of technological migration leading to disruption and changes in production tech-
nology is the 2012 film “The Hobbit”, directed by Peter Jackson. Despite the fact
that the standard for shooting in digital high resolution with increased frames has
not yet been fully developed, the director of photography of this highly successful
film decided to shoot with 48 frames per second (fps)—double the standard cinema
format of 24 fps. This decision not only slowed down the production, but also con-
tributed to numerous negative reviews of the film (Lafored, 2012).

Technological migrations bring many challenges and opportunities for improving
and perfecting manufacturing and production processes, and it is therefore impor-
tant to find ways to minimize the negative implications.
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Perspective of Technological Migration in Production Processes

The production processes of performing arts and audiovisual works are based on
a pre-defined plan for the realization of the project. The pre-production phase, as
a primary and important factor in production, aims to define and optimize these
very processes. According to the guidelines adopted in this phase, the technologies
be used during the production of the artworks are determined.

Because the pre-production process encompasses multiple activities, its time-
frame varies depending on the complexity of the project. During this period, vari-
ous experts from multiple production fields are often involved including those from
other regions, countries or continents—who, with their experience and knowledge,
can offer completely new approaches to the production framework in certain seg-
ments of the project. With the rapid globalization that is increasingly dynamic
today,especially in the socio-cultural sphere this phenomenon is becoming more
common, and, consequently, novelties and new technologies are increasingly ac-
cessible in almost all parts of the world. As a result, technological migration is
accelerating within the production of performing arts and audiovisual works. Its
future, taking into account the rapid development of microprocessors, as a funda-
mental element in computing unit heralds revolutionary changes that can already
be felt. These changes have an effect on the way in which art is created, distribut-
ed and experienced. Technological migrations in production are slowly but surely
beginning to impose a new and fundamentally different approach to the creation
and production of audiovisual content. It is about the application of artificial intel-
ligence (Al), which, as a new technology, attempts to optimize production especially
in post-production processes, where financial and time frame of projects are of
critical importance. Following current trends and the rapid progress of this brand-
new technology, it already offers artists the ability to compose musical segments,
generate images, and even produce video recordings all of which can bring great
benefits in the post-production process. Although the application of artificial intel-
ligence in the field of audiovisual production came later compared to its impact in
other scientific fields, it had a very unsuccessful and inglorious start. Its beginnings
occurred when Al gained access to powerful graphic workstations intended for VR
(Virtual Reality). The results that were initially presented were widely regarded as
disastrous, and many experts immediately dismissed Al as a technology unsuited
for application in the field of audiovisual art. The example that was analyzed is the
famous 2023 Al-generated clip of Will Smith, in which Al was prompted with a text
instructing it to generate a video of the famous actor eating spaghetti. The result-
ing clip (https://www.youtube.com/watch?v=XQr4Xklgzw8), which was completely
disproportionate in every way, actually showed the initial capacity of this new tech-
nology. However, just two years later, in 2025, the same text prompt resulted in a

new clip (https://www.youtube.com/watch?v=bXKkZh2UEEA) that made it nearly
impossible to tell whether Will Smith was actually filmed or generated by Al. This

clip caused considerable concern in production circles, and was received with a
variety of opinions and emotions. What Al achieved in just two years of artistic
development has raised many ethical questions. Even though Artificial Intelligence
has had great success in other field particularly in the economical and industrial
processes—few anticipated that its artistic potential would evolve in such a short
period of time. This clip demonstrated that Al has an incredible speed in develop-
ing its learning not only in the industrial and economic fields, but that it has also
achieved incredible sophistication in the creative artistic domain. Newly generated
video clips that based on text prompts in which nature or everyday objects were
requested, now achieve a hyperreality which is very difficult to distinguish between
what exists and what has been artificially created.

In addition to Al technology, the development of the global internet network also
offers new opportunities and forms of expression for artists. In the future, techno-
logical migration may slowly but surely lead the migration to a digital-creative level
in the artistic fields. With the help of various so-called online platforms, artists
from different regions and parts of the world will be able to create and participate
in artworks without ever leaving their cities and work environments. They will en-
able collaboration on various projects, between artists in different disciplines and
from different regions. This phenomenon is already evident in other areas, with
promising e results. Although art differs significantly from all other fields, online
platforms are expected to introduce new art forms in which their application will
provide greater efficiency and opportunity for expression for the authors.

Online platforms can also offer many other opportunities in the function of art.
Interactive online applications, for example, allow for interaction with the audience
when it comes to certain works of art. Through such platforms, artists have the

Comparison between Al generate content in 2023 and 2025
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opportunity to perceive audience reactions and obtain information about gather
feedback about their works. If in the past, summing up these impressions required
special events, locations, and logistics, today’s online applications offer immediate
access and are available 24/7 within a specific timeframe. As a result, artworks can
now reach a global audience and global distribution through the help of the global
Internet network.

The prospect of technological migration in the performing arts and audiovisual
works will continue to transform their production processes. Technological pro-
gress, in turn, will introduce innovative and efficient methods that will not only ac-
celerate the production processes, but will also enhance greater creative aesthetics
in the creation of artworks, while, simultaneously, opening up opportunities for
experimentation and the creation of new art forms.

Conclusion

Technological migrations are a significant phenomenon not only in artistic fields,
but also in contemporary society in general, with far-reaching implications for var-
ious aspects of everyday life. These migrations include the replacement of technol-
ogies, the transfer of human resources and knowledge from one environment to
another, thereby contributing to economic development and encouraging innova-
tion. Moreover, technological migrations plays a key role in globalization, enabling
the exchange of ideas and cultures from different parts of the world. In the domain
of the production of the performing arts and audiovisual production, technological
migration begins with exchange and work on a variety of projects. Through the
participation of artists, directors, actors, and other professionals from different re-
gions, new technological achievements are introduced. These advancements offer
a wide range of new opportunities, while emphasizing the need for artists to adapt
and embrace innovation.

The different cultures and different social environments are a key factor in the
emergence of migrations, and the different technological level in different regions
is a factor that enables implementation and development of new technologies. The
acceptance of new technologies and their interaction in art is crucial for the de-
velopment of new art forms. Technological migrations in production is slowly but
surely beginning to impose a new and completely different approach to the crea-
tion and production of audiovisual content. The emergence of artificial intelligence
(AI) may serve as a catalyst for many new micro-technological migrations in the
production of artworks. Within a very short period of time, Al has demonstrated
an incredible ability for developing creative capabilities, leaving a distinct mark on
artistic aesthetics. The prospect of technological migration in the performing arts
and audiovisual sectors will continue to introduce innovative and efficient meth-
ods that will not only accelerate production processes, but will also offer greater

creative aesthetics in the creation of artworks, while simultaneously opening up
opportunities for experimentation and the creation of new art forms.

We may conclude that technological migration is rapidly accelerating within the
domain of performing arts and audiovisual production. It will constantly change
and improve the production processes, including the new technological break-
throughs. However, it is still important to consider its potential negative effects
such as digital inequality, loss of traditional skills, and ethical challenges. In order
to achieve the maximum benefits and minimize risks, it is necessary to apply stra-
tegic management and specific approaches to new technologies, which will support
the sustainable interaction of technologies first in everyday lifes and then in other
field most notably in the arts.
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Abstract

This article explores migrations not merely as physical
displacements, but as epistemological processes—epistem-
omigrations—through which knowledge, embodied practic-
es, affects, and different forms of artistic and pedagogical
interventions move, transform, and become articulated.
Drawing on interviews with three Macedonian authors—
choreographers and performers—Viktorija Ilioska, Alek-
sandra Petrushevska, and Aleksandar Georgiev - the article
creates a conceptual space to analyze the embodied, sub-
jective, and relational knowledge that transpires through
migratory displacements. Moreover, grounded in qualita-
tive analysis and reflections on contextualized practices, it
further examines and articulates the role of organizational
platforms such as Lokomotiva, Tiiit.inc, and Skopje Pride
Weekend as transformative spaces of epistemomigrations
that emerge through mobility, i.e., transplacements. The
neologism epistemomigrations is introduced to touch upon
the transnational and subaltern knowledge that is created
and circulates through bodies, informal (educational) net-
works, and self-organized platforms, operating outside the
institutional mechnisms of valorization.

Deschooling (Ilich, 1971), transindividuation (Rogoff,
Stiegler, Vujanovi¢, and Cveji¢), and pluriversality (Escobar,
2018) are foregrounded as pedagogical, co-educational, and
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co-creational approaches and concepts, through which
this paper rethinks the entrenched Western-institutional
models of learning and knowledge production, while also
highlighting examples of subaltern knowledge develop-
ment. At a time of global precarity, neonationalism, and
cultural marginalization by dominant (oligarchic) narra-
tives, the practices presented here not only resist hegemo-
ny, but forge new horizons for critical pedagogy, embodied
perception, creation, and futuring (Fry in Escobar, 2018).
Migration, or epistemomigration in this context, emerges as
a process of political, poetic, and affective reorganization
of knowledge, the performative body, and cultural infra-
structure, and it should be recognized as a foundation for
reimagining cultural policies and formal curricula in the
country.

Introduction

I was poring over what the focus of this paper should be, and the theme of mi-
grations at a time of radicalized global mobility, armed conflicts involving mass
displacement and relocation, climate devastation, economic inequalities, and ex-
tractivism of natural resources and goods—a time that Donna Haraway calls the
Capitalocene (Haraway, 2015), an era in which we witness growing hybridity and
fluidity of societies (Bauman, 2000), where not only capital, but also bodies, knowl-
edge, and sensibilities are in migration.

I decided to reflect on migration in relation to epistemological practice, which is
not merely a geographical displacement of bodies, but also transversality, sharing
of resources, exchange of knowledge, cultural matrices, and forms of living. I there-
fore look at migration through the lens of transplacements and displacements that
are “sediments of experiences that continue to rearrange my inner architecture,”
as Viktorija Ilioska, a choreographer and performer from Macedonia, states.

Today, more than ever, migration affects not only specific groups, but it affects
all of us (Latour, 2018 in Zuvela and Vidovi¢, 2021:109), and these processes are far
from neutral—they directly shape the production of knowledge and the develop-
ment of artistic practices. Western centers, despite their self-reflection and calls
for decolonization, remain (epistemologically) privileged, while in the semi-periph-
eries of Western Europe, new knowledge is increasingly generated in the cracks—at
the edges of academic disciplines, within the terrain of independent scenes and
contemporary artistic practices, and on the stages of political resistance/resilience.

Universities (not just in the semi-peripheries, but everywhere) are losing their au-
tonomy in the face of the knowledge market, while contemporary artistic practices
sprout and take form as maps of resistance—affective, embodied, interdisciplinary,
and often defiantly nonfunctional in relation to the projected canon where they are
expected to be inscribed as part of the established disciplines.

In this context, the performative/performing body becomes a mobile archive and
an emanating site of epistemological fluidity. The bodies of artists in the perform-
ing arts are not objects that carry and transmit diverse aesthetics, but they are
active sources that also act as nodes of critical pedagogy—spaces where knowledge is
not simply delivered, but co-created, generated as co-intentional education, as Freire
points out describing the joint creation of knowledge, dialogue, and empathy be-
tween teacher and student (Freire, 1970:76-77). These are processes in which stu-
dents, i.e., participants, are subjects of joint creation and learning, i.e., a process
of transindividuation (Vujanovi¢ and Cveji¢, 2023; Stiegler and Rogoff, 2024)—where
knowledge, like art, is generated through transmission, together, and as a medium
to articulate the common.

As Aleksandra Petrushevska, one of the artists I interviewed for this paper, notes:

Reflecting on my artistic practice, I realized that it is not simply ‘mine,” but rather
a collection of numerous dance styles and practices I have studied over the years—
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some for an extended period, others for a brief time. These styles, of course, were
transmitted by certain individuals—each with their own approaches and percep-
tions—which means they cannot be regarded as entirely objective or deprived of
personal perspectives and interpretations. (Petrushevska, 2025)

This perspective resonates with Illich’s (1971) ideas, about the need for practices
of deschooling—a process of liberation from institutionalized knowledge and open-
ing up of spaces that foster autonomous, embodied, and situated knowledge (Har-
away, 1991) and learning. Movement, or temporary migration (Zuvela and Vidovi¢,
2021:110), i.e., what I here refer to as transplacements of arts and culture actors
across diverse territories and contexts, have a unique trait of “fostering artistic rec-
ognition and visibility, new audiences, intercultural exchange, and so on,”” (Zuvela
and Vidovic¢, 2021:110). As Ilioska states in the interview: “I carry knowledge the way
some carry illegal goods—smuggled in fragments, unpolished, but necessary. I think
I do manage to transfer it, or perhaps leak it, in both directions.”(Ilioska, 2025)

I understand such “leakages,” or circulations, which we will later examine through
Stiegler’s (2010) lens, as epistemomigrations—migrations of knowledge, thoughts,
sensations, and embodied affects across borders, contexts, and hierarchies, i.e., dis-
placements and transplacements across circulations and transformations of knowl-
edge via bodies, practices, and the cultural trajectories of subjects moving across
diverse geo-political, cultural, and (non-)institutional contexts.

I relate this neologism to two positions I have already prefigured: displacement
and transplacement.

Displacement refers to a longer-term relocation/dislocation of the body and the
subject’s status—migration prompted by education, professional development, or
existential necessity. Transplacement, on the other hand, denotes a temporary re-
location/dislocation—mobility due to (lack or inadequacy of context) work, need for
(artistic, theoretical, etc.) exchange, or short-term professional engagements. Both
modalities trigger a resetting of subjectivity—as a form of resistance or rupture with
the hegemonic regimes of subject production, i.e. re-coding of embodied and epis-
temological orientation.

They are an expression of what Tony Fry (in Escobar, 2018) calls futuring—a resil-
ient mode of thought oriented towards possible futures, breaking away from the
technocratic maintenance of the past. Fry’s concept of futuring (Fry in Escobar,
2018: 117-118) is a call to return time and the future to the hands of communities—
an act of resistance to the logic of defuturing of modernity, which forecloses possi-
bilities and alternatives.

Pluriversing through Displacements and Transplacements

Institutional modernism in the academic sphere, precisely through its rational-
ized hierarchy, engenders the defuturing of epistemological processes, which, in

turn, are defiantly refuturing within the informal, situated (Haraway, 1991), and de-
schooled (Illich, 1970) education and exchange of experiences. Futuring emerges as
a constellation of diverse, situated, and interconnected worldings, whereby Fry’s
concept of sustainment becomes crucial: a shift from “sustainability” as techno-
cratic management towards a radical preconfiguration of the conditions for life. As
Escobar (2018: 4) explains, this entails transition from the hegemony of modernity’s
one-world ontology towards a pluriverse of socio-natural configurations. Migration
processes make possible precisely such pluriversings—openings to a multiplicity of
ontological perspectives that generate new socio-cultural, artistic, and epistemo-
logical configurations.

These pluriversings manifest in the bodies of migration processes, which are not
merely carriers of biographies, but bodies of new narratives—rich with discursive
rethinking, tenderness, affects, and ethical tensions, i.e., evolving archives of sit-
uated knowledge. Through their embodied affect, they transport paradigms and
practices which, although not institutionally validated (except in rare cases—re-
ferring here to Macedonia), are fundamentally important to what bell hooks calls
a “pedagogy of hope”—a pedagogy that is unafraid of affect, of mistake, of learning
through curiosity and relations (hooks, 2003).

However, such processes require organology—a concept developed by Bernard
Stiegler—through which he explains how, within a given space, the relations among
interdependent “organs” co-constitute subjectivity and collective knowledge
(Stiegler and Rogoff, 2024). He points out that the connection between individuals,
which leads to transformation (transindividuation), is possible only if they share
common technical skills—such as reading and writing in ancient Greece—that are
prerequisites for shared knowledge and culture. The organological condition refers
to the relations among the psychological, technical, and social “organs” of a soci-
ety. Without access to these conditions, Stiegler argues, it is impossible to enter
the circulations of transindividuation or to become a subject within the cultural or
political space.

In this context, art education—especially in the field of performing arts (in Mace-
donia and beyond)—cannot be conceived as a one-way process of transmission solely
through formal education and processes. On the contrary, it is an ongoing process
of circulations (short- and long-term, according to Stiegler) of knowledge across gen-
erations, the body, voice, touch, and relations. Such processes require spaces that
need to be provided, nurtured, and opened (residencies, laboratories, workshops,
seminars, conferences, and so forth). At a time when the institutions where knowl-
edge is generated—the family, academia, and cultural institutions (Stiegler and Ro-
goff, 2024)—are in crisis, cracks emerge in certain contexts where, through epistem-
omigrations, an alternative cartography opens up that rearticulates the questions:
Where is knowledge generated, who holds the legitimacy to formulate, institute,
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and transmit it, and how? Is this knowledge subaltern (Spivak, 1988), and if so, how
is it created and transferred through migration processes?

Within this framework, I interviewed three Macedonian artists—choreogra-
phers and performers—Aleksandra Petrushevska, Viktorija Ilioska, and Aleksandar
Georgiev—posing a series of questions: How do your migratory “displacements” and
“transplacements” across different spaces and contexts influence your creative work?;
How do these movements—the exchanges through languages, bodies, gestures, and cul-
tural codes—affect your artistic practice as forms of epistemological transformation?;
Do you have the opportunity to transmit this knowledge back to your home country, as
well as to the contexts where you have been displaced?; How might these experiences
and insights impact the Macedonian educational system?; What is currently lacking in
the field of contemporary dance? and What would you like to transmit?

Their responses, which I analyze later in this paper, open an important discussion
on how knowledge is generated, which cracks it circulates through, and how subal-
tern knowledge is articulated and transmitted within these processes. The concept
of subaltern knowledge, developed by Gayatri Chakravorty Spivak, problematizes
the position of marginalized groups who are rarely, if ever, heard within dominant
discourses. In her essay “Can the Subaltern Speak?”, Spivak poses the question of
whether it is possible to speak from a position of systemic marginalization and
epistemic exclusion (Spivak, 1988). Spivak warns that when intellectuals speak “on
behalf of” the subaltern, it often leads to the reproduction of epistemic violence—
symbolic suppression and retailoring of the experiences of marginalized groups
according to the logic of the dominant knowledge system. In the context of artistic
practice—particularly in the performing arts—such epistemic violence manifests
through institutional and cultural filtering of embodied and discursive practices
that emerge from the margins, i.e., from the non-institutionalized or non-official
spaces.

These practices frequently go unnoticed or remain excluded, and their emer-
gence is not the outcome of systemic processes regulated by the organs that Stiegler
identifies—the family, academia, or cultural institutions—but rather hinges on the
personal will of an individual in a decision-making or institutional role (Stiegler
and Rogoff, 2024). Yet, the arts—particularly contemporary dance, as well as theat-
er—operate in our context as spaces of subaltern knowledge: knowledge rooted in
embodied experience, in shared and affective memories, in unwritten codes and
microhistories that resist assimilation into official or—increasingly—bureaucrati-
cally engineered and market-oriented knowledge narratives.

In this context, I would point to the SHAKIN’ Project (https://shakinproject.eu/
), developed by several academies and programs that seek to build a framework
for including knowledge emerging at the margins and shaped through migrations,
exchanges, and transmissions. The project opens a critical platform for rethinking

the very notion of knowledge from the perspective of those marginalized or exclud-
ed from academic and cultural centres (SHAKIN’ Project, 2021). In doing so, this
initiative works towards pluriversing knowledge, i.e., opening it up to a multiplicity
of socio-cultural perspectives (Escobar, 2018).

Within the Subaltern Knowledge in Cultural Practices module, the project reaf-
firms the need to dismantle hierarchies of valorized knowledge through decolonial,
affective, feminist, and critical pedagogies. According to its principles, subaltern
knowledge is not only a form of resistance, but also an act of care, learning, and re-
imagining the relations between body, voice, space, and history. In this framework,
knowledge is not perceived as neutral or universal, but as relational, situated, and
potentially transformative.

Spivak (1988) warns us that even when we seek to transmit knowledge, we must
remain aware of the danger of “speaking for others”—the risk that through rep-
resentation we may exclude precisely what we intend to illuminate. Therefore, as
Spivak insists, conditions must be created for subaltern knowledge to speak with
its own logic, its own gesture, its own performativity, and its own language.

This position is shared by Aleksandar Georgiev, who states that he does not trans-
mit knowledge, but shares practices—what he learns through the process, not as a
finished product, but as an open, ongoing, and relational construction (Georgiev,
2025).

Here, subaltern knowledge emerges not merely as an object of analysis, but as
a living praxis, an everyday act of cultural and political becoming and practice.
This act embodies resistance born from bodies in motion, displaced, transplaced,
migrating through contexts and policies. Embedded within their very code is the
process of futuring—a critical care for possible futures, rooted firmly in the present
moment, carried forth by those invisible to institutions, vet essential to social and
cultural transformation.

Subaltern Knowledge and Liminal Transitions

In her responses, Aleksandra Petrushevska opens a distinctive embodied and
epistemological perspective. She articulates migratory displacement that not only
resets her authorial stance, but dismantles the myth of authorship by framing
choreography as an intersubjective, collective, and ongoing act. In her reflection,
she evokes an “exchange through the body”—encompassing styles, relations, care,
knowledge, and experience. Her practice is not a closed process, but an open chan-
nel through which bodies, aesthetics, concepts, and relations circulate. Through
the lens of distance and shifting contexts, Petrushevska gains awareness of the
constraints within the Macedonian artistic landscape—vertical hierarchies, ballet
paradigms of authorship, the absence of production infrastructure, institutional
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neglect, and limited media visibility. However, her responsive engagement persists
vibrantly—through digital platforms, self-organized collectives, and a specific “im-
print of movement” that she transmits across diverse educational contexts (Petru-
shevska, 2025). She draws a clear distinction between individual authorship and
collective embodied practice, positioning her art not as possession but as a chan-
nel, embracing her hybrid approach, and highlighting the need for open systems of
education and production. Here, she affirms that subaltern knowledge circulates
through informal networks, embodied ethics, affective relations, and postnational
modes of communication—rather than official channels of institutional transmis-
sion (Spivak, 1988).

Conversely, Aleksandar Georgiev reflects on artistic becoming through nomadic
localizations. His practice unfolds through constant transplacements—political, cul-
tural, aesthetic, and affective—and displacements across geographies and statuses:
“here a citizen, there a student, elsewhere an emigrant, encompassing a myriad of
hybrid positions.” (Georgiev, 2025)

Georgiev notes that these shifting social positions (such as the migrant status)
influence the perception of his body and work, leading to hyperreflexia and modes
of denationalizing knowledge. Notably, he insists that he cannot precisely articu-
late the impact of these transplacements, as their effects ripple through multiple
overlapping layers, underscoring the nonlinearity of migratory experience. Georgiev
sees movement not as alienation, but a productive position for artistic and political
rethinking (Georgiev, 2025).

Ilioska frames her response poetically, in a language that resonates with the frag-
mentariness and embodied affect of the migratory experience. She does not believe
in fixed geographies—neither of the body nor of thought—describing displacement
as a dynamic of gestures, codes, and power relations. For her, movement is an epis-
temological act that rearranges her inner architecture. Ilioska employs terms such
as “subversively adaptive,””choreography of cracks,” and “movement that escapes
form,” articulating migration as both a crisis and a space for resistance and creation.
Her reflection is deeply situated in her own embodied affect and in the time-space
of dislocation, where knowledge emerges not at the center but in asymmetry, in the
rupture, in what fails to align. “It’s not about arriving somewhere,” she argues, “but
staying in movement, always slightly out of sync, which is where I believe knowl-
edge is generated,” (Ilioska, 2025).

The experiences of Viktorija Ilioska, Aleksandra Petrushevska, and Aleksandar
Georgiev lay bare the complexity of knowledge transmission, revealing the impact
of migration processes, and showing that such transmission is neither a linear nor
a univocal process, but a precarious, context-bound practice of care, translation,
and positioning. Ilioska describes knowledge transmission as smuggled goods—"in
fragments, unpolished, but necessary”—not circulating through formal institu-

”

tions, but “sometimes it takes the form of a gesture in a workshop,” “sometimes a

whispered ‘yes, you're not alone,’” insisting on process over product (Ilioska, 2025).

For Georgiev, the very notion of transmitting knowledge is itself problematic—"1
neither believe that I am transmitting, nor that I should transmit knowledge,” he
declares, underscoring the individual and sensorial filtering of experiences that
““hold no universal value.” In this sense, sharing becomes equally an act of expos-

ing “nonknowledge”: “if it must be called ‘sharing knowledge,” then it must, inevi-
tably, be also understood as sharing nonknowledge,” (Georgiev, 2025).

Petrushevska, on the other hand, points to an institutional vacuum in Macedo-
nia, noting that “there is no institution or a responsible body that systematically
records which artists study or work abroad,” making the transmission of knowl-
edge into the country a matter of personal initiative. Yet, she is actively engaged
in informal collectives in Berlin, practicing what she calls “transnational artistic
dialogues” and forging relations that “blur the clear boundaries between the roles
of dancer—choreographer, dancer—dramaturg, and dancer—friend,” (Petrushevska,
2025). In all three cases, the transmission of knowledge does not unfold as a uni-
form transfer of information, but as a situated and often invisible practice, one that
simultaneously carries resistance, care, and critique towards standardised forms of
education and institutional recognition.

These responses reaffirm the central thesis of this paper: migration and mobility
are not simply displacements and/or transplacements of bodies, but creative, po-
litical, and cognitive re/transplacements, circulations that reshape the organology
underpinning art education and practice (Stiegler and Rogoff, 2024). Such process-
es generate subaltern knowledge—relational, ruptural, and politically sensitive—
which is not only essential to contemporary artistic and pedagogical paradigms,
but acts as a process of futuring—understood as a critical projection of possible (new)
worlds (Fry in Escobar, 2018: 117-118).

In the Macedonian context, migration—as the central thesis of this paper argues—
is primarily a consequence of structural institutional formality or absence of wider
social flows and needs. The lack of active reflection on the needs of the scene, the
production infrastructure, and systemic support results in a chronic outflow of ar-
tistic potential and knowledge (brain drain). However, this outflow is not linear, but
diasporic and layered. Many artists—such as Petrushevska, Ilioska, and Georgiev—
remain in-between or betwixt, inhabiting liminal cultural spaces where knowledge,
experiences, and affects circulate, transmitted back and forth between “here” to
“there,” disrupting the binary distinctions of center and (semi)periphery.

These contrasts—between institutional deficits, lack of cultural policies support-
ing ongoing learning, research, and knowledge creation, and the informal pro-
ductive power—highlight an urgent need for reflection. What is needed is critical
models of deschooling (Illich, 1971) and a pedagogy of hope (hooks, 2003), not based
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on transmission, but on affective, embodied, and relational co-creation and circu-
lation of knowledge, i.e., transindividual processes. Georgiev, Petrushevska, and Ili-
oska, each in their own way, embody precisely this fluid, post-national, and post-au-
thorial pedagogy.

It is important to highlight that these artists also act as active agencies within the
independent (non-institutional) scene—through self-organized formats, informal
educational processes, and international collaborations. However, as they them-
selves note, they rarely receive institutional support. This underscores the vital
role of organizations acting as independent platforms—such as Lokomotiva, Tiiit.
ink, Skopje Pride Weekend, and others. These organizations not only support the
production of knowledge and learning but reimagine the very educational land-
scape as a space of resistance, care, emancipation, and common futuring. Despite
their efforts, it remains uncertain how these organizations can sustain such pro-
cesses independently, especially in the absence of cultural policies and instruments
that support long-term learning, research, and study in art and culture, where new
knowledge is generated.!

Programs by Lokomotiva—such as the Nomad Dance Academy, Critical Practice
(Made in Yu), Curating in Context, and Kultrening—articulate the need for flexible,
interdisciplinary, and politically informed pedagogical practices. Similarly, initia-
tives by Tiiit.ink (Platform, School of Dramaturgy), along with the educational con-
tent within Skopje Pride Weekend, open up new epistemological terrains. These
are not traditional educational models or processes, but springboards into fresh
perspectives where organology is reformed, and knowledge is not generated but
shared and recontextualized.

Therefore, such migration pathways and practices of knowledge generating need
to be recognized as a vital asset for the future development of artistic practice and
education in Macedonia. They represent not merely as displacements, or depar-
tures, or a “return of the author home,” but the creation of intersectional mod-
els of learning and knowledge production that challenge the center, open fields of
(semi)peripheral power, and position the body—mobile, affective, and archived—as a
bearer of transnational, subaltern, and political knowledge.

What Kind of Transplacements Do We Need?

At the same time, the transplacements enabled through the platforms mentioned
also impact the processes discussed earlier. However, the hypermobility of artists,

1 The new criteria for the annual call for funding cultural projects of national interest in
2025 exclude support for workshops, laboratories, residencies, symposiums, conferences,
and other formats of knowledge production in culture and art that offal outside formal
educational modules and programs, despite the fact that such formats are a common
practice in the development of art and culture.

producers, and curators in the field of contemporary performing arts faces growing
critique—not only due to environmental concerns but also due to the fact that such
mobility directly feeds into the capitalist circulation of art.

In response, an increasing number of voices call for approaches emphasizing slow
mobility or extended stay, rather than brief, surface-level artistic engagements at
a single location. Here, I turn to two collaborators—curators who, from different
perspectives, critically reflect on what I refer to here as transplacements and dis-
placements.

Marta Keil, curator and dramaturge, observes that mobility deepens precarity, as
artists, curators, and other cultural workers are forced to adapt to market logics—
for instance, by creating easily adaptable formats with few performers and mini-
mal technical requirements (Keil 2022).Such conditions leave no room for conti-
nuity, research, and development of practices, instead focusing artistic practice
on the result and the market impact of the final product. Rather than fostering
local conditions for long-term growth, artists from Europe’s “blind spots” or (semi)
peripheries are forced to adapt to formats shaped by residencies, co-productions,
and festival networks.

In such a model, mobility and flexibility become essential skills— accompanied by
a constant readiness to move from one place to another and shift rapidly between
tasks. Keil further observes that weaving relational networks (with curators, fes-
tivals, institutions, and funding bodies)—becomespart of the everyday precarious
survival strategy (Keil, 2022), as thus it increases access to spaces for development.

Curator Katalin Erdédi (Erdédi 2016), originally from Hungary and having lived
and worked in Vienna (now once again based in Budapest), reflects on the migrato-
ry experiences that have shaped her curatorial and political stance. Upon moving
to Vienna, she joined the self-organized group Precarity Office, which brings to-
gether people from Europe’s peripheries around issues of labor and migration. In a
series of events dedicated to mobility and migration, the group unpacks the rheto-
ric that cloaks these terms in public discourse and EU policy. Erdédi highlights pre-
carity as a common thread weaving together diverse migratory experiences, sug-
gesting that migration policies do more than regulate—they mirror our collective
political imagination. In this context, citizenship becomes a flexible and negotiable
category rather than a fixed status (Erdédi, 2016), related to the concept of the no-
madic subject (Braidotti, 1994 in Erdédi) which emerges from feminist philosophies,
post-colonial philosophies, anti-racist philosophies, critical theory, social theory,
and then develops into an analytical tool to look at three classes of problems (Brai-
dotti, 2010). The nomadic subject is also invoked by Georgiev in the interview—i.e.,
a subject who moves through legal, political, and epistemic boundaries without
being anchored to the identity categories of nation, race, or religion. Braidotti en-
visions Europe as a postnational space built on mobility, contingency, and relational
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belonging and she speaks of based a model based on “flexible citizenship,” a right to
citizenship on an international level (Braidotti, 2010). This is particularly relevantat
at a time of rising nationalism and state racism, even though it remains a rather
utopian model lacking political will for a radical (European) rethink, as Erdédi also
mentions in her text.

Educational Trajectories and Institutional Cracks

Within the globalized, neoliberal cultural market, transnational and migratory
processes increasingly shape the transmission of knowledge, which often becomes
trapped within national and supranational frameworks such as economic markets,
visa regimes, and mobility policies. These structures create asymmetries of access,
determining who is entitled to produce, institute, and transmit knowledge—and
under what conditions (Spivak, 1988; SHAKIN’ Project, 2021), i.e., they define who
has the right to develop(ment).

This makes it all the more important to invest in creating local conditions and
programs for long-term development, i.e., to develop cultural policies that support
and stimulate these processes, since they directly and indirectly affect all other
programs and activities in the field of culture and arts, as well as the democratiza-
tion of this field, i.e., the enabling of development, creation, and the generation of
new knowledge and practices.

In the absence of such instruments and policies, artists, curators, and other cul-
tural workers at the center of this discussion—those moving between marginalized
and dominant spaces—claim their right to articulate their own practices and to
re-examine the relationship between territories, institutions, and knowledge pro-
duction. This includes the displaced—often stateless and caught in precarious legal
circumstances—who must repeatedly renew visas and residence permits, such as
Ilioska, Petrushevska, and Georgiev; as well as those in independent scenes, who
struggle under precarious conditions to sustain their (artistic) voice and space, yet
nonetheless recreate, on a daily basis, the conditions for the development and pro-
duction of knowledge. It also encompasses those who transplace, compelled by a
lack of educational or professional opportunities, migrating to secure the episte-
mological and creative nourishment unavailable in their local contexts, with the
aim of re-creating it within their own environments, i.e., transferring the knowl-
edge they gain in both directions, from there to here and back (Petrushevska, 2025;
Georgiev, 2025; Ilioska, 2025).

Thus, this is not a privileged position simply because these individuals are able
to work in a space other than the one where they lack (sufficient) conditions for
development. On the contrary, all are engaged in a constant struggle against struc-
tural violence—whether it be work, student, or tourist visa regimes (both old and

new—that shapes mobility itself. It is a struggle for presence, voice, and recognition
in contexts that select subjects based not on their “usefulness” or “acceptability” to
the market, a “political vision,” or “normative institutional belonging,” rather than
their epistemological value (Kilomba, 2010, in Erdodi, 2016; Keil, 2022). Within this
framework, I stress again that migration is not merely a geographical movement,
but also a political displacement—an embodied and cognitive relation that affects
the artistic practice and the educational system.

These displacements and transplacements are forms of epistemomigrations that
contribute to the production of subaltern knowledge (Spivak, 1988; SHAKIN’ Pro-
ject, 2021), yet at the same time generate fatigue, exhaustion, and invisibility. In-
stead of artists and curators having stable conditions for development at the local
level, they are compelled to constantly circulate across scenes and networks in or-
der to secure the conditions for professional survival, as well as professional “nour-
ishment” (content, questions relevant to particular scenes)—both for themselves
and for their collaborators (Keil, 2022). This shifts their time and attention away
from processes of research and contextual care toward market-oriented adaptabil-
ity and short-term output-driven functionality (i.e., works produced with fewer per-
formers, adapted to the market and shaped by the economic constraints).

These conditions continually prompt me to ask: Who holds the right to stabili-
ty—to conditions that allow for futuring, i.e., for grounding futures in art and culture
through the development of aesthetics, relations, and knowledge? How can we build
models of decentralized, situated (Haraway, 1991), and relational education that recog-
nize these forms of migratory cognition, sensibility, embodiment, perception, and oth-
erness as epistemologically valuable? How do we come to understand that supporting
development is essential—for it is precisely there that futuring unfolds?

Platforms for Epistemomigrations:
Lokomotiva, Tiiit.inc, Skopje Pride Weekend

As I have already noted, in our country we continue to face systemic conditions
that make it nearly impossible to sustain long-term, continuous development in
the arts and culture—particularly when it comes to support through research pro-
grams, collaborations between artists and other professionals, and educational
models grounded in long-term learning. There is also a notable institutional ab-
sence of support for contemporary currents in culture, the performing arts, and
critical cultural practices within education. Interdisciplinary educational pro-
grams in performance studies, dramaturgy (in the broader sense), curating, cultur-
al management, and cultural policy remain nonexistent; only sporadic individual
courses are available rather than full, coherent programs.

In response, several organizations in Macedonia have taken on the role of active
platforms, creating educational, curatorial, and production models that support
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the migration of knowledge—through the bodies, voices, and experiences of art-
ists, activists, theorists, and curators working in the field of performance and the
performing arts. Lokomotiva, Tiiit.inc, and Skopje Pride Weekend, through their
schools, discursive programs within festivals, and other initiatives, operate as vital
platforms for epistemomigrations: transformative and developmental spaces where
knowledge circulates across borders, rehearses and rethinks performative prac-
tices, and fosters relations of care and community through which such practices
emerge and evolve.

Lokomotiva fosters alternative models of cultural education and exchange
through programs such as Critical Practice (Made in Yu)}-which originates from
collaboration with Station Service for contemporary dance, Belgrade, within the
Nomad Dance Academy network and other European networks such as APAP—and
Curating in Context (Lokomotiva, 2024). Critical Practice (Made in Yu) is an educa-
tional and research program that encourages critical reflection on contemporary
performing arts, focusing on the post-Yugoslav region while relating to internation-
al contexts. It bridges theory, artistic practice, and cultural policy as inseparable
components of the artistic field. The program aims to develop new generations of
authors and critics (five cycles of a year and a half each have been completed) who
develop tools for critical analysis and public engagement—within festival programs,
development of discussions, artist talks, advocacy for cultural needs and policies, and
many more), through collective learning, exchange, and self-reflection. The topics
range from art and politics/policies, to debates on artistic practices, to issues of la-
bor and mobility, with a strong emphasis on shared ethics and political dimension
of work.

On the other hand, Curating in Context is a program focused on subaltern curat-
ing, which incorporates knowledge emerging from the margins—particularlyfrom
activist practices and perspectives that place the body, ecology, care, democracy,
freedom, hope, and other relevant topics at the center, establishing new relations
between artistic practices and social transformations.

Another program worth mentioning in this context is Kultrening, which also en-
ables the exchange of somatic knowledge, i.e., performative, embodied, and kin-
esthetic practices, whereby emerging choreographers, many of whom are in a
constant process of displacement and transplacement, have the opportunity to cir-
culate their knowledge and experience both within the professional community
and among the wider public. The program emerged from a desire to broaden the
scope of choreography and the knowledge of diversity in choreographic and perfor-
mance practices among the public and professionals. Kultraining also gives young
choreographers the opportunity to share their knowledge with formal educational
programs, such as the Department of Contemporary Dance at Ilija Nikolovski-Luj
National Music and Ballet High School, and the dance program at Goce Delchev

University Shtip, that are open for collaboration and enable this rare opportunity
for exchange, co-learning, and enhancement of formal curricula.

Through these programs, Lokomotiva creates conditions for epistemomigrations,
where learning and production of knowledgeare intrinsically linked to contex-
tualization, i.e., socio-political positioning, relations, and practices of solidarity,
grounded in intersectional and postnational perspectives (in the sense articulated
by Braidotti) as its vision.

Tiiit.inc, through it seducational program Small School for Feminist Dramaturgi-
cal Pondering — RFF 3.0, opens up the space of theater and performance as a field for
critical reflection on feminist narratives, historical injustices, and emerging forms
of institutional care (Tiiit.inc, 2023). The school combines theory and practice,
and includes workshops with local and regional artists and researchers who work
on documentary theater, institutional critique, somatic practices, performative
archiving, and political imagination. Thus, Tiiit.inc creates a platform of knowl-
edge circulationfrom subaltern, often invisible or marginalized positions, opening
channels for affective, embodied, and intersectional learning. It works to unsettle
the established canons in the performing arts and the framed structures of knowl-
edge—disciplinary or traditionally defined—by expanding dramaturgy as a field of
multiple dramaturgies or dramaturgical languages, put in the plural in order to em-
phasize the plurality and broader understanding of the dramaturgical framework,
beyond its fixed academic and conventional position. These languages also support
women, queer, and non-binary authors in theater and the performing arts.

Precisely through processes of inclusion and relational learning, through circu-
lation and exchange—i.e., deschooling in the sense of critical pedagogy—this school
constitutes an important form of epistemomigration, where knowledge is not mere-
ly inherited or formatted through institutions; rather, it is collectively produced
within communities of resilience and care, through interdependence, where tran-
sindividuality as a principle of creating art (and knowledge) becomes an epistemo-
logical practice, which is the case with all of these platforms.

Similarly, Skopje Pride Weekend, a festival encompassing artistic, theoretical,
and activist programming, has for several years been organizing symposia or/and
lectures and publishing collections of theoretical texts on queer education, critical
theory, and feminist analysis. Topics range from queer historiography, performativi-
ty, and transfeminism, to artistic responses to state-imposed heteronormativity, le-
gal inequalities, and the precarious conditions of life and labor (Skopje Pride Week-
end, 2023). The festival constitutes a process of instituting subaltern knowledge
and practices that forge a transformative, or—indeed—emancipatory framework,
expanding knowledge rooted in the experiences of marginalized bodies.

The festival’s program encourages reflection through queer epistemological frame-
works as practices of re-examination, archiving, and futuring, rethinking academi-
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cally grounded modernist narratives of art while also offering an analysis of social
reality.

All three platforms demonstrate a deschooled and post-institutional model of learn-
ing and knowledge within the field of performance practices, where migration is
not merely a physical displacement, but an epistemological practice that moves and
reshapes the boundaries of what is considered valid or normative knowledge that
(should) is to be transmitted. Their activities reveal the potential of epistemomi-
grations to create hybrid, plural, and interdisciplinary cultural spaces grounded
in inclusive, accessible, and solidarity-based communities, as well as in critical,
engaged, and reflective practices that act in resistance tothe conventional, to in-
stitutional modernism, binary divisions, normative frameworks, neo-nationalist
discourses, and the various forms of structural violence arising from cultural and
social marginalization.

Conclusion: Towards Epistemomigratory Imaginations of Futuring

The migratory experiences of artists Viktorija Ilioska, Aleksandar Georgiev, and
Aleksandra Petrushevska speak not only to the shaping of their artistic language,
but also offer a critical reflection on the educational system (both formal and infor-
mal) in Macedonia. They highlight the need for ongoing learning and for generating
knowledge (through research-based and collective processes) as necessities arising
from the scene. Their reflections reveal a strong need to unsettle hierarchies, chal-
lenge normed pedagogies and conventional curricula, and call for epistemological
liberation rooted in co-learning, sharing internal architectures, and exchange.

Aleksandar Georgiev gives a critical reflection on the centralization of the local
education system, pointing out that “the Macedonian education system—particu-
larly in the field of contemporary dance—is extremely closed and has few resources
for stable collaboration with other programs, scenes, aesthetics, political positions,
or ethical models of work” (Georgiev, 2025). In his view, the most influential peda-
gogical models are precisely those that involve “around thirty different professors,
each with their own political stance, aesthetic approach, ethical framework, and
developmental logic.” He insists on creating educational processes that do not pro-
duce “artists who ‘know the way,”” but “bodies prepared for real, living, and com-
plex relations with the public, with the stage, with history, and with the future.”

Viktorija Ilioska, on her part, raises the question of (non-)permission—both institu-
tional and personal—for radically different educational approaches:

What'’s missing is not content. It’s permission. Even the self-permission—to un-
learn, to improvise, to resist canons, to enter the studio without a plan, to fail and
still be considered worthy of the space” (Ilioska, 2025).

Her vision is grounded in processuality, in embracing “failure,” and in “research
work [...] not as a preliminary stage, but as a practice in itself.” She calls for an

embodied pedagogy in which “the body becomes a thinker, a protester, a host [...] a
leaky container of memory and resistance.”

AleksandraPetrushevska further highlights the lack of infrastructure, systemic
support, and institutional recognition for the knowledge and experiences that mi-
grate with the body:

No one in the field of dance and choreography recognizes it as significant [...]
everything depends on the initiative and will of the individual-even though
dance, by its very nature, is a collective practice” (Petrushevska, 2025).

Her pedagogical approach is somatic and process-oriented—at the intersection of
the performative and the somatic, without strictly separating the two—and conveys
an aesthetic that arises from sensitivity, shared tempo, and embodied rhythm:

I work without music to develop a shared rhythm among participants, based on
feeling and temporality rather than an external metric.

These reflections are deeply rooted in experiences of migration not only as a ge-
ographic, but also as an epistemological process—one that creates a “reciprocity be-
tween the body and the environment,” which, according to Ilioska, can resemble
“composting” rather than “importing” (Ilioska, 2025). In the context of transindi-
viduation (Vujanovi¢ and Cveji¢, 2023; Stiegler and Rogoff, 2024), these educational
practices are understood as circulations of knowledge across affective, cultural, and
technical organologies (Stiegler and Rogoff, 2024), redirecting focus from authorship
to co-creation, from discipline to an intersectional approach, and from the final prod-
uct to the value of the “not there yet,” as Ilioska puts it—i.e., the process of research
and co-creation.

Ultimately, this collective critical perspective, shaped by personal migration ex-
periences and by embodied, somatic, cognitive, and poetic reflection, strengthens
the argument that migration can function as a political, pedagogical, and aesthet-
ic practice that challenges the status quo of dominant, conventional educational
models—not through formal transfer of knowledge, but through its rethinking and
re-organologization within a local context.

The significance of migration and mobility lies not only in their role as physi-
cal processes of movement, but also as complex epistemomigrations—spillovers of
knowledge, affect, circulations, and political positions inscribed into artistic prac-
tice. Transplacements—short-term, relational, and often sparked by residencies and
festival engagements—and displacements—longer-term processes of resettlement,
adaptation, and (aspired) institutional grounding—are shaped not only by geopoliti-
cal realities, but also actively shape the very architecture of knowledge and cultur-
al production.

In this light, subaltern knowledge—born of marginalised, fluid, and unsettled posi-
tions—manifests as a relational, emancipatory, and transformative force of resistance
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and resilience. Rather than reproducing itself through institutional hierarchies, it
circulates through bodies, affects, processes of care, and self-organised networks.
As the practices of the artists and the platforms that sustain them demonstrate,
subaltern knowledge is resilient, always situated (Haraway, 1991), and inherently ne-
gotiable - —i.e., not the outcome of a one-dimensional transfer or transmission, but
of mutual recognition and collective transformation.

Thus, these platforms—Lokomotiva, Tiiit.inc, and Skopje Pride Weekend—func-
tion not merely as alternatives to absence or mere substitutes, but as acts of creat-
ing new environments—epistemological spaces of possibility, where new forms of
critical inquiry, pedagogy, reflection, and practice are articulated. Their programs
enable not only exchange, but political articulation of invisible voices, intentions,
and experiences that would otherwise remain at the margins. They reflect a vision
of culture and art not as mechanisms for reproducing national or market agendas,
but as a practice of futuring—production of future collective worlds grounded in
interdependence and radical imagination.

These migratory and relational processes, presented here through direct exam-
ples that are by no means exhaustive—as there are others on the scene still awaiting
documentation, analysis, and archival inclusion—should be recognized as agents
in generating new knowledge, discourses, and paradigms. They should serve as a
foundation for revising, developing, and designing new curricula and cultural pol-
icies (instruments that support long-term learning, research, and development),
i.e., introducing perspectives that challenge the status quo. They bear witness to
the needs for the scene’s development, opening pathways for the futurings in the
artistic field of the performing arts in our context.

Translated from Macedonian by Nevenka Nikolikj and
Biljana Tanurovska-Kjulavkovski
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Abstract:

This paper explores the phenomena of adaptation and
remake as key practices through which cultural displace-
ments are realized in the contemporary media and cultur-
al context.

Drawing on the theoretical perspectives of Homi K.
Bhabha, particularly his concepts of cultural hybridity,
the paper examines how adaptations and remakes reshape
original texts and position them within intercultural and
transnational frameworks, thus creating space for new
meanings—but also for conflicts. The core premise of this
Harvard professor of Indian origin (and the foundational
assumption of this paper) is that culture is translatable
(and transferable).

Furthermore, through the lens of Julie Sanders, who em-
phasizes the cultural and aesthetic politics of adaptation
(as adoption) and/or appropriation, the paper analyzes how
these processes become platforms for cultural dialogue,
revision, and critical re-examination of dominant cultural
and ideological narratives

The mechanisms of adaptation and remake are analyzed
through a case study focusing on Reginald Rose’s TV drama
Twelve Angry Men, its theatrical and cinematic interpre-
tations across various cultures, including the most recent
Macedonian production directed by Sinisha Eftimov (No-
vember 2024, Macedonian National Theater).
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The paper seeks to demonstrate that different adapta-
tions not only reflect globalized culture but also serve as
a key resource for understanding contemporary cultural
interactions and intercultural exchanges.

Keywords: Remake, adaptation, cultural migration,
interculturalism, hybridity, mimicry, intertextuality.

In the contemporary cultural landscape, where the boundaries between cul-
tures, nations, and media are increasingly fluid, adaptation and remake emerge as
particularly significant practices through which processes of cultural migration,
transmission, and transformation are articulated. Rather than being treated as
derivatives or secondary products, these forms are understood as essential com-
ponents of intercultural dialogue—spaces where cultures meet, clash, blend, and
are reinterpreted. This paper examines adaptation and remake as transformative
mechanisms of cultural translation, as aesthetic and political acts that carry impli-
cations not only for the artistic text but also for the broader cultural and ideological
context into which they are embedded.

Julie Sanders, in Adaptation and Appropriation (2005), clearly distinguishes be-
tween the terms “adaptation” and “appropriation,” explaining that although they
are often used interchangeably, they carry different nuances and implications. Ad-
aptation is frequently associated with a certain degree of fidelity to the original,
while appropriation may involve a freer adoption or takeover of elements from the
original for new purposes—sometimes even with critical or subversive intent.

Linda Hutcheon, in A Theory of Adaptation, defines the term adaptation not as
a passive transfer of content from one medium to another, but as an active act of
reinterpretation, in which adaptation appears simultaneously as a product, a pro-
cess, and an act of reception (Hutcheon, 2013: 8). She rejects the idea of “fidelity” to
the original as the sole criterion for evaluation and insists that adaptations are au-
tonomous cultural products that establish their own relationships with audiences.

Because we use the word adaptation to referto both a product and a process of
creation and reception, this suggeststo me the need for a theoretical perspective
that is at once formaland “experiential.” In other words, the different media and
genres that stories are transcoded to and from in the adapting process are not just
formal entities!... (Hutcheon, 2013:Preface to the first edition:xvi)

She classifies adaptation into three basic types—transposition, commentary, and
analogy—each with a different relationship and proximity to the source text.

Transposition, the first type of adaptation according to Linda Hutcheon, acquires
additional complexity when viewed through the lens of cultural migration. Rather
than being a simple media reformatting, transposition here functions as an act
of relocating a cultural artifact from one cultural matrix into another. Such ad-
aptations often strive for “fidelity,” but that fidelity is inevitably disrupted due to
processes of cultural and linguistic decoding (rephrasing): a different language, dif-
ferent ethical and semiotic codes, a different value system.

In the second form—commentary—the adaptation explicitly enters into dialogue
with the original text, but also with the cultural context from which that text

!In the second edition from 2013, the preface from the first edition, published in 2006, is also
reprinted.
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emerged. Through an intercultural lens, this form becomes a critical space in which
not only aesthetic, but also ethnographic, ideological, and historical implications
of the source text are reexamined. Commentary adaptations not only respond to
the original but also perform a political and cultural “translation,” often exposing
colonial, racial, or gender hierarchies embedded in the original.

The third form—analogy—offers the greatest flexibility, but also the greatest
potential for cultural re-semiotization. Analogue adaptations do not directly ref-
erence the original but instead adopt certain motifs, themes, or structures and
reinterpret them within an entirely new cultural, historical, or generic context.
Within the framework of cultural migration, these adaptations can be understood
as transgenerational or translocal resonances of a cultural code that acquires new
meaning in a new context.

In all three forms, adaptation can emerge as a process of intercultural passage,
in which not only the narrative is transferred but also entire systems of meaning.
Consequently, transposition becomes an act of cultural representation, commen-
tary functions as a critique of the hegemony of the original, and analogy as the cre-
ation of an alternative cultural memory. This perspective liberates the concept of
adaptation from the Western canon and opens the possibility of seeing adaptation
as a mobile, political, and cultural act. Instead of focusing on the question “Is the
adaptation faithful to the original?”, intercultural analysis asks: Whose cultural
values are retained, whose are transformed, and whose are erased? This inevitably
leads us to an even more essential question: Does a story have a native culture?

1. Where Is the Homeland of the Story?

The influential collection of essays Nation and Narration, edited by the prominent
postcolonial cultural theorist Homi K. Bhabha and published by Routledge in 1990,
attempts to answer precisely this question—how the nation creates its narrative,
but also the reverse—how narration creates its own nation. It is this latter process
that interests us most.

Bhabha refers to the process of intercultural migration with a wordplay: Dissem-
iNation, a term that implies dissemination (of culture), but also contains the word
nation.

The central argument is that the nation is an imagined community (a term bor-
rowed from Benedict Anderson?, but reinterpreted), created and sustained through
the storytelling. These stories—whether historical, mythical, literary, or folkloric—

2 Benedict Anderson (1936-2015) was an American political scientist and historian, best
known for his influential book Imagined Communities: Reflections on the Origin and Spread of
Nationalism (1983). His work has had a major impact on the study of nations, nationalism,
colonialism, and postcolonialism, and is frequently cited across the humanities, cultural
studies, history, political science, and literary studies.

serve to generate a sense of coherence, shared origin, and collective destiny, even
among people who will never meet.

A second point emphasized by Bhabha and other contributors is the inherent am-
bivalence within national narration. The nation is not homogeneous but composed
of diverse and often conflicting voices and identities. This ambivalence is manifest-
ed in the fact that national narratives must continually suppress or exclude “oth-
ers”—minorities, dissidents, migrants—in order to maintain the illusion of a unified
national identity.

Hybridity and the “Third Space” are the third, and perhaps most important, as-
pect of Bhabha'’s concept. Although not the central theme of all the essays, the edi-
torial introductory chapter and his contributions to postcolonial theory are strong-
ly present. The concept of hybridity refers to the creation of new cultural forms and
identities that emerge from the clash and intermingling of different cultures (for
example, between colonizer and colonized). The “Third Space” is a concept that de-
scribes the space of hybridity—where new, unfixed identities are formed, and binary
oppositions (us/them, colonizer/colonized) are destabilized.

Returning to the question in the subheading, it seems likely that the adapted
story has more than one homeland: a “pre-homeland” where it originated (often
contested), a homeland where it was reborn or adopted, and the in-between space it
has created on its own as a new “nation/narration.” In this sense, echoing the spirit
of the Oscar-winning film by Bosnian director Danis Tanovi¢, the most accurate
statement might be that stories are born on “no man’s land.”

2. Does the Story Have a Passport?

When people travel, they need a form of identification—a document that legiti-
mizes their identity. Stories are no different! Human identity is a complex compos-
ite of inherited traits (the identification genome) and a nomenclature of personal
choices (acquired traits). The identity of a story is even more complex—and thus
even more elusive.

In the article “A Model of Narrative Circulation” by Vilma Hanninen from the
University of Tampere, published in the journal Narrative Inquiry, the author pro-
poses a model suggesting that the structures of narrative meaning exist in different
“modes”: the told, the inner, and the lived narrative. She defines these modes and
illustrates their interrelations in the form of a schematic model.

The inner narrative is presented as an experiential mode of narrative form—an in-
dividual interpretation of one’s life, in which past events, the current situation, and
future perspectives are understood using cultural resources. This inner narrative is
partially externalized through storytelling and is validated or revised in that process.
In other words, broken down, the three dimensions of a story’s identity would be:
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- Lived narrative: Refers to the everyday activities and experiences of an individ-
ual. It is the basic, uninterpreted reality of life as it unfolds. The author empha-
sizes that this is not a “pure” reality, but one already structured and experienced
through prior narrative understandings.

- Inner narrative: Is the personal, subjective interpretation of life. It is the way an
individual constructs past events, understands the present, and envisions future
projects, using both cultural and personal narrative models. The inner narrative is
dynamic and constantly revised.

- Told narrative: Refers to the stories individuals share with others or create for
themselves in explicit form (e.g., literary, theatrical, or cinematic works). These
narratives are shaped by social and cultural contexts, as well as by the audience.
They serve to communicate, affirm, and revise inner narratives.

The model is not linear but circular. The lived narrative influences the inner nar-
rative, the inner narrative shapes the told narrative, and the told narrative, in turn,
revises both the inner narrative and the way future lived events are experienced.
When a story migrates, it carries with it an entire composite of epistemological im-
plications: knowledge, meaning, and subjectivity. However, part of its narrative psy-
chology and sociology changes in the process. Which part? To what extent? Why?
With what motivation? Will the migrant story, in the new culture, be treated like
migrant people—as a necessary evil—or as an added value, a meaningful contribution?

3. Narrative Migration Policies

In the aforementioned Adaptation and Appropriation, Julie Sanders analyzes the
cultural and aesthetic policies that underpin the impulse to adapt. This includes
questions of power, ideology, market forces, and the desire to re-engage with or
reassess past works.

She delves deeply into the cultural and aesthetic politics that drive the need and
desire to adapt works, revealing the complex motivations behind this creative pro-
cess. This analysis is crucial for understanding why certain texts are adapted, how
they change in the process, and what implications those changes carry.

She identifies four elements that are key in the process of adaptation:
1. PowerPower, which includes:

a. The power of the original text — some works are adapted precisely because
they already possess established “power.”

b. The power of the adapter — the playwright or filmmaker holds the power to
interpret and reshape the original text according to their own vision, values,
and objectives.

c. The power of the medium — each medium has its own specific possibilities and
limitations.

d. The power of cultural hegemony — manifested when one culture adapts a
work from another culture.

2. Ideology

Adaptations are embedded in the ideological contexts of their time. Beyond
reflecting the dominant ideology, they can also actively question or reinforce it.
Adapters often unconsciously embed into their adaptations the values, norms, and
beliefs of the society in which they live. For instance, an adaptation of a 19th-cen-
tury classic made in the 21st century may reframe gender roles to align with con-
temporary feminist perspectives, even if the original text reflected the patriarchal
norms of its time.

3. Market Forces

In short, this often involves the pursuit of the proven success of the original work.
Adapting a popular novel, comic, play, or foreign film offers a built-in, genre-based
audience and reduces economic risk. Therefore, in today’s creative industries, ad-
aptations are frequently produced with the goal of creating or expanding brands
and franchises.

4. Desire to Re-engage with or Re-examine Past Works

This is a more aesthetic and cultural motivation, going beyond pure market forc-
es: treating the original as a form of cultural heritage. Adaptation can serve as a
way to keep that heritage alive and relevant for new generations.

4. What Happens When a Story Is Granted Asylum?

Lauren Rosewarne, in Why We Remake: The Politics, Economics and Emotions of
Film and TV Remakes (2020), attempts to answer a seemingly simple question: Why
do we make remakes? Her main thesis is that, despite the critical disdain often di-
rected at remakes, they are, in fact, essential and central to the history of film and
television.

She explores why remakes exist, how they are created, and why they continue
to be popular—delving into their political, economic, and emotional dimensions.
Rosewarne argues that remakes are not merely copies, but a form of adaptation
that allows creators to incorporate new technologies and to address contemporary
social, cultural, and political concerns through the lens of already familiar stories.

” o«

She distinguishes between different types of remakes, such as “upgrades,” “nos-
talgic homages,” and “fashionable reboots.” “Upgrades” are remakes created to
take advantage of new technological possibilities that were unavailable at the time
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of the original film or TV series—but they can certainly be applied to live perfor-
mance spectacles as well. “Nostalgic homages” are made with a strong emotional
connection to the original material and aim to pay tribute to its popularity and
cultural significance. These remakes are often targeted at fans of the original.”-
Fashionable reboots” represent remakes that are often complete reimaginings of
a story. They are created to “modernize” the narrative from within—its characters
and themes—making them relevant to today’s audience and sociocultural context.
The goal is to breathe new life into outdated or less relevant stories, to address
contemporary issues, and to create a new audience base.

There are many remakes that shift gender roles—such as the female-led version of
Ghostbusters—or drastically update the setting and themes to reflect contemporary
concerns (Batman Begins, for instance, rebooted the Batman franchise with a more
serious and realistic tone). These also include remakes that explore the same core
idea but with an entirely new approach.

In theater, there are numerous examples of such remakes. Many contemporary
productions of Shakespeare can be considered “fashionable reboots.” For example,
versions of Romeo and Juliet set in modern times—like Baz Luhrmann’s 1996 film
(though cinematic)—use contemporary costumes, scenography, and music, often
placing a stronger emphasis on social issues or violence to resonate with younger
audiences. In the Macedonian independent theater scene, in 2018, at the Theater of
Navigator Cvetko (Kino Kultura), a female actor (Simona Spirovska) played the role
of Hamlet for the first time in Shakespeare’s Hamlet. The director, Milosh Ando-
novski, commented: “The timeless Hamlet constantly changes its form to ask ques-
tions about the time that was and the time that is now. This production portrays
the political awakening of a young person”.

It’s important to note that these categories are not mutually exclusive. A single
remake can be both an upgrade (due to technological advancements) and a modern
reboot (due to thematic changes).

5. Case Study: Twelve Angry Men

In 2021, award-winning author and public intellectual Phil Rosenzweig published
the book Reginald Rose and the Journey of 12 Angry Men, released by Empire State
Editions in New York. With the compelling subtitle “The Untold Story Behind One
of America’s Greatest Dramas,” the book offers a deep and comprehensive study of
Reginald Rose’s life and work, with a particular focus on his most famous piece—
Twelve Angry Men. Rosenzweig explores how this iconic work came into being, its
impact on American culture and the legal system, and how Rose grappled as a
writer with the complex social and political issues of his time. The central thesis of
the book is that Twelve Angry Men is not merely a courtroom drama, but a powerful

allegory of democracy, civic duty, and the struggle against intolerance—one that re-
mains surprisingly relevant today. Rosenzweig argues that the work’s success and
enduring value lie in its ability to explore universal themes of justice, prejudice, and
the power of reason, while being deeply rooted in the specific context of the Cold
War and the McCarthyism.

Originally written as a teleplay in 1954 for Studio One, a popular anthology series
of the 1950s, Twelve Angry Men emerged in a moment when television was a new
and powerful medium—allowing intimate and direct engagement with audiences in
their homes. Rose believed that television was the ideal platform to communicate
his message to a broader public. The idea for the play came from Rose’s personal
experience of serving on a jury in a manslaughter case. He was fascinated by the
dynamics and interactions within the jury room, particularly the pressure exerted
by the majority on the individual. Rose recognized the dramatic potential of such
an enclosed space, where personalities, biases, and arguments collide.

However, as a live television drama (performed in real time, in front of cameras
and a studio audience), the original version had its limitations: a restricted number
of scenes, action driven primarily by dialogue, and a focus on character development
through speech. Despite these constraints, Rose managed to craft a remarkably
tense and emotionally charged story. The teleplay received critical acclaim and was
watched by many, quickly earning a reputation as a powerful and provocative work.

A transition to the theater followed. Rose himself adapted the piece for the stage.
This adaptation allowed him to make slight changes to the dialogue and character-
ization, adjusting them to the specificities of theatrical expression and the actor-
audience interaction, which differs from that of television.

The success on stage confirmed the universality and durability of Rose’s narra-
tive, demonstrating that the story depends less on the medium and more on its
essential dramatic structure and timely themes. This would later be reaffirmed by
the film adaptations.

5.1. Twelve Angry Americans

In form, Twelve Angry Men is a courtroom drama. In purpose, as critic Roger Ebert
once wrote, it is “a crash course in those passages of the Constitution that promise a
defendant a fair trial and the presumption of innocence.” The film has a kind of stark
simplicity: aside from a brief prologue and an even shorter epilogue, the entire story
takes place in a small New York jury room on “the hottest day of the year,” as twelve
men debate the fate of a young defendant accused of killing his father.

The film shows us nothing of the actual trial, except for the judge’s brief and
almost indifferent instructions to the jury. His tone suggests that the verdict has
already been decided. We hear neither the prosecution nor the defense, and the ev-
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idence is revealed only indirectly—through the arguments among the jurors them-
selves. Most courtroom dramas feel obligated to end with a clear verdict, but Twelve
Angry Men deliberately avoids confirming whether the defendant is guilty or inno-
cent. The film is concerned with whether the jury has reasonable doubt regarding
the defendant’s guilt.

The principle of reasonable doubt—the belief that a defendant is innocent un-
til proven guilty—is one of the most enlightened aspects of the U.S. Constitution,
though many Americans struggle to fully embrace it. “This is an open-and-shut
case,” declares Juror No. 3 (Lee J. Cobb) bluntly, as the jury first convenes in their
claustrophobic room. At the initial vote, ten of his peers agree—only one dissents:
Juror No. 8 (Henry Fonda).

This was Sidney Lumet’s first feature film, although he had extensive experience
in television drama. The camera was handled by veteran cinematographer Boris
Kaufman, who also demonstrated his skill in heightening tension during dialogue
scenes in other films (On the Waterfront [1954], Long Day’s Journey into Night [1962]).
The cast features only one true star—Henry Fonda—but the other eleven actors were
among the best working in New York at the time: Martin Balsam, Lee J. Cobb, E. G.
Marshall, Jack Klugman, Jack Warden, Ed Begley, and Robert Webber. They smoke,
sweat, curse, stretch, pace—and get angry. In just 95 minutes (at times, it feels as
if it were filmed in real time), all twelve jurors are fully defined through their per-
sonalities, backgrounds, occupations, prejudices, and emotional inclinations. The
evidence is examined in such detail that we feel we know almost as much as the
jurors themselves—especially regarding the elderly man who claims to have heard
the murder and seen the defendant fleeing, and the woman across the street who
says she witnessed the event through the windows of a passing train. We see the
murder weapon—a switchblade—and we hear the jurors debate the angle of the stab
wound. We watch as Fonda imitates the old man’s limp— a result of a stroke—to
test whether he could realistically have reached the door in time to see the suspect
running away.

Ebert compares the film’s precision and the way pieces of evidence contradict
one another to the climax of an Agatha Christie thriller. However, the film is not
about solving a crime—it’s about the possibility of sending a young man to his death
(capital punishment is a potential outcome). It remains relevant in light of recent
revelations that many capital punishment verdicts have been based on tainted or
unreliable evidence. “We’re talking about somebody’s life here,” Fonda’s character
says. “We can’t decide in five minutes. Suppose we're wrong?”

The defendant, when briefly shown, appears “ethnic,” though he is not associ-
ated with any specific group. He could be Italian, Turkish, Indian, Jewish, Arab, or
Mexican. He has dark circles under his eyes— he appears exhausted and afraid. In
the jury room, some jurors make veiled remarks about “those people.” Eventually,

Juror No. 10 (Ed Begley) launches into a racist monologue: “You know how those
people lie. It’s in their nature. They don’t know what truth is. And believe me, they
don’t need any big reason to kill someone...” As he continues, the other jurors si-
lently rise from the table and turn their backs on him. Even those who still believe
the defendant is guilty cannot sit and listen to Begley’s character speak with such
prejudice. The scene is one of the most powerful in the film.

The vote, which begins at 11-to-1, gradually shifts. Although the film clearly aligns
with Fonda’s character, it doesn’t portray all those voting “guilty” in a negative light.

The film’s visual strategy is explained by Lumet in Making Movies—one of the most
intelligent and informative books ever written about the art of filmmaking. In pre-
paring the film, he recalls devising a “lens plan”: to make the room feel smaller as
the story progressed, he gradually used lenses with longer focal lengths, so that the
backgrounds visually closed in on the characters. He writes:

In addition, I shot the first third of the movie above eye level, the second
third at eye level, and the last third from below eye level. That way, by the end,
the ceiling started to appear. Not only were the walls closing in, but the ceiling
was lowering. The sense of claustrophobia greatly contributed to the tension in
the final act.

In the final shot of the film, he notes, he used a wide-angle lens “to finally let us
breathe.”

Today, the film functions as a practical textbook for directors interested in how
lens choice shapes atmosphere.

5.2. Twelve Angry Russians

The film 12 (2007) by Nikita Mikhalkov represents a unique example of an inter-
cultural adaptation of a canonical American work. Based on Reginald Rose’s drama
and Lumet’s film, this Russian version retains the core premise—a jury delibera-
tion in a murder case—but radically transforms the meaning of the judicial process
through cultural relocation, political reconfiguration and narrative reformulation.
This text examines three key aspects: the narrative and visual changes introduced
by Mikhalkov in the adaptation, the positive critical responses, and the criticisms
and controversies the film provoked across different cultural contexts.

In the process of adaptation, Mikhalkov introduces multilayered changes that
relocate the story from an American liberal context to post-Soviet Russia. While
he retains the enclosed setting—in this case, a school gymnasium—he expands the
narrative horizon through flashbacks, ethnic tensions, and ideological premises.
In the original, as previously noted, the defendant is a young man of ambiguous
ethnic background; in Mikhalkov’s version, he is a Chechen teenager accused of
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murdering his adoptive Russian father. Through flashbacks, the defendant’s life
story is revealed, emphasizing his innocence, obedience, and identification with
Russian values. In this new narrative, the “Other”—the Chechen—is not portrayed
as a threat but as a symbol of the tragedy of post-Soviet society, one who can be
integrated through love, discipline, and Russian patronage.

The visual strategy is also significant. Mikhalkov abandons Lumet’s static aes-
thetic and replaces it with dynamic camera movement, theatrical mise-en-scéne
composition, and a series of symbolic gestures in the performances. Instead of min-
imalism, there is maximalism: from a sparrow flying into the gym as a symbol of
freedom, to frequent close-ups and dramatic music. As Mikhalkov himself noted in
an interview for Rossiyskaya Gazeta (Poccuiickas za3etua) in 2008, his intention was
“not to remake Lumet, but to express the state of the Russian soul.” Here, the ad-
aptation shifts from a legal dilemma to a spiritual-ethical one, where the question
of guilt becomes a pretext for a broader debate on identity, social solidarity, and
patriotism. Notably, the characters in 12 are more explicitly defined—they become
types that represent various strata of Russian society, from a former KGB agent to
a Judeophobic taxi driver and a liberal intellectual.

Among the positive reviews, the film was praised for its ambition and contem-
porary relevance. Richard Propes, writing for The Independent Critic, stated that 12
is “a powerful and beautiful film that matters, even if it doesn’t achieve the iconic
status of the original” (Propes, 2008). Its nomination for the Academy Award for
Best Foreign Language Film confirms its international relevance. Several critics
noted that Mikhalkov managed to maintain dramatic tension despite extending the
runtime to 159 minutes. According to some reviews, it is precisely through the pro-
longed monologues and rhetorical outpourings that the film becomes a space for a
kind of catharsis—not only for the characters, but also for the audience.

The cast received widespread praise, particularly because it consisted of sea-
soned Russian actors who collectively presented a sociological panorama of con-
temporary Russia. As Ebert noted in his review, “there isn’t a weak performance,”
and each character carries his own burden of prejudice, trauma, and doubt (Ebert,
2008). The use of a wide space and dynamic camera, along with rhapsodic and often
emotionally charged monologues, creates an atmosphere reminiscent of a theatri-
cal performance while still maintaining a cinematic aesthetic. Some critics com-
pared the direction to a “radio drama”—precisely because voices and dialogue take
center stage in the narrative, without sacrificing visual richness.

5.3. Twelve Angry Macedonians

In a society where the judiciary enjoys only 2% public trust—making it by far the
most criticized and least respected state institution—the decision to stage a pro-

duction “inspired by the work of Reginald Rose” is both timely, courageous, and
highly opportune. In the absence of domestic plays that truly confront this deeply
sensitive nerve of our collective reality (Black Seeds by Kole Chashule being arguably
the first and last successful Macedonian drama to do so), it is entirely logical to turn
to Rose’s play.

The play 12 (which closely follows the American original in content, though its
title adopts the shortened version used in the Russian adaptation), was described by
director Sinisha Eftimov as “the realization of a personal dream” and premiered at
the Macedonian National Theater on November 20, 2024. The cast includes: Gjorgji
Jolevski, Gorast Cvetkovski, Toni Mihajlovski, Nikola Ristanovski, Blagoj Veselinov,
Aleksandar Mikikj, Igor Djambazov, Jordan Simonov, Senko Velinov, Oliver Mitk-
ovski, Vlado Jovanovski, and Sashko Kocev. The costume design is by Aleksandar
Noshpal, the set and lighting design by Martin Manev, and the music is composed
by PMG Kolektiv.

The production is undoubtedly a remarkable success—audiences love it, the main
stage auditorium is packed, and tickets are sold out months in advance. Critical
reviews in the media have also been overwhelmingly positive. Recently, at the 2025
edition of the Vojdan Chernodrinski Macedonian Theater Festival — Prilep, the play
was awarded the Grand Prize for Overall Artistic Achievement by the three-mem-
ber professional jury. Jury president Lilija Abadjieva explained on the occasion:

I believe that every production is both a journey and an exploration—into the
unknown and the unexplainable within the human being. In 12, the acting
work reveals an inner truth of survival, psychological integrity, and I am
captivated by the actors’ organic presence. For me, 12 represents an exception-
al achievement by each member of the cast. The way actors become inspired and
excited to transport us into different worlds continues to be a great mystery to me.
The acting work in 12 speaks to me about  theatrical existence here and now—
but this is not just a phrase. Each of these endlessly talented, vet vastly
different, actors draws us into their own world through their unique skills,
and what is equally striking is the partnership among them, without any struggle
for dominance.

In terms of Julie Sanders’ theory of adaptation, the analysis of the production of-
fers far more arguments for classifying it as an adaptation and far fewer for viewing
it as an appropriation. The production demonstrates an exceptionally high level of
fidelity to the original. While the two are not mutually exclusive, appropriation
involves a freer borrowing or recontextualization of elements from the source, typ-
ically for new purposes—and sometimes with critical intent. The key distinction lies
there. The power of the original text (in this case, a masterfully written work) and
the power of the “adapter” (in this case, a director with an exceptional sensitivity
to audience needs, to popular culture, and—somewhat mischievously, even with a
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hint of diminutive irony—as a “hit-maker”) are the two driving forces behind this
theatrical production.

In the context of the three types of adaptation outlined by Linda Hutcheon—
transposition, commentary, and analogy—it can be said that the creative team, led
by director and adapter Sinisha Eftimov, opted for transposition. Of course, there
is no hierarchy of artistic value among these three types of adaptation; each repre-
sents a legitimate literary, theatrical, or cinematic strategy that corresponds to the
specific goals and intentions of the creators.

It would be interesting to explore the motivation behind why this remake was
made now, and in this specific form. Naturally, there are objective factors to con-
sider—such as budgetary constraints, production capacities, and so forth—but there
is always a foundational rationale rooted in one of the three impulses identified
by Rosewarne: upgrade, nostalgic homage, or fashionable reboot. At this point, the
analysis moves beyond mere proximity or fidelity to the original and requires a
deconstruction and assessment of the degree of postmodernism in the recreation
process. In Eftimov’s production, there are traces of both upgrade and fashionable
reboot, but the dominant impression is that of a nostalgic homage—not only to Rose’s
original television drama, but perhaps even more so to Lumet’s film.

Were all the available resources of the original text utilized? Yes—and in a rath-
er “safe” manner. The approach was secure and calculated; the text undoubtedly
functions effectively, no matter where in the world it is staged. The casting was
also conducted with minimal risk (in qualitative terms, though in practical terms
the decision to involve some of the most in-demand actors entailed significant
logistical challenges—mainly the difficulty of coordinating regular, continuous re-
hearsals). In essence, the créme de la créme of the Macedonian male acting scene
was cast. Director Eftimov skillfully opened up the stage space to allow them to
showcase their full talent, giving each of them just the right amount of freedom
to improvise—relying on his close familiarity with the abilities and sensibilities of
each actor individually.

On the other hand, considering the broader spectrum of adaptation as cultural
migration, which is central to this paper, if we ask whether all the potentials of-
fered by this process have been explored, the answer is—absolutely not. In a cul-
tural sense, the production never truly becomes Macedonian. It never ceases to
take place in New York, even in moments that clearly evoke associations with our
context—Skopje, and Macedonian reality. Consequently, it is difficult to argue that
the production was created “inspired by Rose”; rather, it is almost directly trans-
posed from a 1950s New York courtroom to the stage of today’s Macedonian Nation-
al Theater.

In a future staging, there is a real opportunity for narrative migration that could
also serve as political commentary—contextualized more boldly within a deeply cor-
rupt Macedonian judicial system. There is even room (yet unexplored) for travesty,
drawing from specific, well-known or lesser-known cases from local courtrooms,
which, day by day, erode public trust in the entire judicial system.
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Abstract

This paper analyzes the key contribution of migration
not only as a thematic preoccupation, but also as an inte-
gral component in the creation of the play SAIGON (2017),
directed by Caroline Guiela Nguyen, the daughter of a Vi-
etnamese migrant and an Algerian “pied-noir”, and one
of the leading playwrights and directors in contemporary
French theater. Drawing from her own personal story, as
well as from the testimonies of numerous Vietnamese em-
igrants, having stayed in Ho Chi Minh City on several oc-
casions, Nguyen writes and stages SAIGON as a collective
creation with both French and Vietnamese professional
actors and amateurs.

The article reflects on the two-year process of creating
this polyphonic theater production, situated at the cross-
roads of cultures and languages, between France and Viet-
nam, titled after the mythical city of Saigon, which today
exists only in memory-as a symbol of what has been lost-
and also after a Vietnamese restaurant of the same name
in the twelfth arrondissement of Paris, where part of the
play’s action is set.

The paper examines the approach of the author who, in
creating SAIGON, is guided by the question: What are the
stories that define us today, and who are the people miss-
ing from our theater stages? In response, Nguyen chooses
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to address the colonial history that connects and divides
France and Vietnam through the personal destinies and
intimate stories of emigrants and exiles, of those forgotten
and invisible, giving migration a human face in which spec-
tators can recognize themselves.

In the context of global migration flows, the play tells
the story of the people we live with today and, therefore,
speaks of us. On the theater stage, Saigon is illuminated
as a city that relates to our collective memory and whose
echo resonates within us all.

Keywords: Caroline Guiela Nguyen, contemporary
theater, SAIGON migrations, stage writing (écriture de
plateau), collective memory.

1. INTRODUCTION:
1.1. Purpose and Objectives

This paper explores the representation of migration with a human face in the
show SAIGON by Caroline Guiela Nguyen', French author, theater and film director,
and one of the most prominent figures of the current theater scene. After its crea-
tion for the Ambivalence(s) Festival at the Comédie de Valence in 2017, SAIGON was
presented at the 71st Avignon Festival and has since been performed, with immense
success, in theaters in France and around the world. Following the path of (post)
migration between Saigon and Paris, from 1956 to 1996, this production resonates
with the repressed or untold stories of Vietnamese exiles in France after the In-
dochina War, as well as those of their descendants, thus reconstructing a missing
part of the (post)colonial history of the two countries. In this paper, we will con-
sider SAIGON through the concept of the theater of migration and will approach
migration and displacement as being at the heart of the subject, the creative pro-
cess, and the aesthetics of the performance, but also of the ethics of the theater of
Nguyen and the company Les hommes Approximatifs.

Using the example of SAIGON, the aim of this study is to reflect on how Nguyen’s
theater contributes to enriching our perception of the complex issues of migration
and its impact on people’s lives, yesterday and today. We will thus analyze how
the migratory aesthetics of the production opens our imagination to migrants and
their life stories, recognizing their place within our common history. We will also
consider the important ethical dimension of the theater of migration that SAIGON
represents and the human commitment of the entire production team, in which
the encounter with the other is primordial and displacement essential. We will
therefore highlight the transformative societal power of this theater of migration,
acting on both the participants and the spectators of the project.

1.2 Contextualisation and Theoretical Axes

SAIGON was created in a global and national context in which migration is the
most immediate and urgent of realities. In Europe, after migrations reached an
unprecedented level with the break-up of colonial empires and economic growth
during the second half of the 20th century, nowadays we speak of the “European

! Born in 1981 in Poissy, France, the daughter of an Algerian-born French father and an
exiled Vietnamese mother, Caroline Guiela Nguyen is a new star of French theater. Before
graduating from the prestigious National Theatre School of Strasbourg, she studied sociology
and ethnoscenology. An associate artist at the Odéon - Théatre de I’Europe, the Schaubtihne
in Berlin, the Théatre national de Bretagne in Rennes, the MC2 in Grenoble and the Piccolo
Teatro in Milan, she has also been the director of the Théatre national de Strasbourg since
September 1, 2023. In 2009, she founded the company Les Hommes Approximatifs. Together,
they have created the following productions: Se souvenir de Violetta (2011), Ses Mains (2012), Le
bal d’Emma (2012), Elle briile (2013), Le chagrin (2015), Mon grand amour (2016), SAIGON (2017),
Fraternité, Conte fantastique (2021), KINDHEITSARCHIVE (2022), Lacrima (2024), and Valentina
(2025).
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refugee crisis”, while, as Azadeh Sharifi analyzes, transnational movements have
become a vector of transformation and “cosmopolitization” of European societies
(Sharifi, 2017: 321). Furthermore, Anne Ring Petersen defines our current globalized
European societies as post-migratory societies, different from multicultural “im-
migrant nations” such as the United States and in which “even the descendants of
migrants can be perceived as racialized ‘Others,’ as those who do not belong to the
imagined community of the nation” (Petersen, 2021: 3). Echoing the drastic increase
in the number of displaced people and refugees on a planet in crisis, migrants are
increasingly populating the world’s theater stages. As a result, we are witnessing
the emergence of a theater of (post)migration, responding to the urgent challenges
of our society, which many scholars are exploring today (Cox, 2014; Cox, 2021; Sha-
rifi, 2017; Petersen, 2021). Recent theoretical developments analyze the theater of
migration as offering an essential space for examining the histories and legacies of
migration, and as having the potential to significantly influence on the perception,
reception, and recognition of migrant cultures and communities. To this can also
be added the notion of “migratory aesthetics”, proposed by Mieke Bal (2007, 2008).
Offering an alternative to “migrant theatre,” this notion offers a framework for
understanding the aesthetic and political dimensions of art and culture created by
people with an immigrant background, or by people exploring the theme of migra-
tion without themselves having an immigrant background (Petersen, 2021: 7).

In our study, we will approach the theatrical project of Nguyen, herself a descend-
ant of migrants, from the perspective of theater of migration, or even “postmigrant
theatre,” a term linked to a transcultural and hybrid vision of society transformed
by migration (Urban, 2021). Furthermore, and above all, our study will closely fol-
low the reflections developed by Nguyen (2023) in her book Un thédtre cardiaque (A
Cardiac Theater).

2. MIGRATION AND ITS IMAGINARY
AT THE HEART OF THE GENESIS OF SAIGON

2.1. Neither a Show About Colonization, Nor an Autobiographical Project

The historical context against which the story in SAIGON is woven is that of the
(post)colonial history of France and Vietnam. Hence, the show reminds us of the
date of January 1, 1954, that of the French defeat in the Indochina War, marking
the division of Vietnam in two and causing the mass exile of the population. The
play, which takes place between Saigon and Paris, covers a period of 40 years of
history, between 1956 (the year of the mass departure of the French from Saigon,
as well as the Vietnamese linked to the colonial power) and 1996 (the year of the
lifting of the embargo on Vietnam by Bill Clinton, allowing expatriates to return to
the country). However, as the author indicates, even if colonization and its context
concern her, this is not the subject of SAIGON. Furthermore, the colonial question

treated in this way and on which the show should position itself would become “a
harmless subject (...) too simple and general at the same time,” reducing Vietnam
to the status of a former colony: “I don’t want a discourse on the people, I want the
people themselves, their faces, their landscapes, their bodies, their languages. They
are the ones who make me start writing” (Nguyen, 2017 a:19).

2.1.1. Representing France and the World Today

The daughter of a Viét Kiéu? herself, Nguyen, however, insists that her intention in
creating the play, which shows the intimate ravages of colonization and exile, was
not to “settle scores with France” (Nguyen, 2017 a: 19). Describing the path that led
her to the creation of SAIGON, she explains that after having staged several classic
texts, she realized that only a part of society was represented in the theater and
that stories and people, with a different cultural history or belonging to a certain
social class, were missing from French stages (Nguyen, 2018: 2). Pursuing her pro-
ject of a theater that would allow the noise of the world in its diversity to be heard
on stage, she founded the company Les Hommes Approximatifs in 2009. Thus, the
company’s main concern is to know what stories theater provides as a response to
our world in its contradictions:

Today more than ever, we believe that we have this responsibility, that of freeing
our imaginaries to represent the world as it happens to us, in its mystery and its
reality. Our greatest pain would be to leave behind abandoned lands, unspeakable
subjects, the unthought of, silence and to erect walls between us and others.” (Les
Hommes Approximatifs, 2018: 3).

Guided by the desire to hear the stories of today’s France, which must tell its story
beyond its own borders, Nguyen and the members of the company imagined SAI-
GON, the aim of which is “to bring together actors who come from distant horizons,
so that together we can have the project of delivering a common narration” (Les
Hommes Approximatifs, 2018: 3).

The motivation for writing and creating SAIGON, for Nguyen, was not to look into
her own history, but, on the contrary, to tell the complex history of France today,
made up of the stories of the thousands of migrants living there:

People often thought that what pushed me to write SAIGON was the desire to tell
my story, which is not at all the case. It is actually the opposite. It was the play that
introduced me to my biography. And then, it didn’t just happen to melit happened
to thousands of people. ‘It’s not my story, it’s the (hi)story of France!”” (Nguyen,
2023: 39)

2 The Vigt Kié¢u, a term designating the Vietnamese living outside Vietnam.
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2.1.2. Dismantling the Imaginary of Vietnam

Another strong motivation for Nguyen, guiding her in the creation of SAIGON,
was that of decolonizing the imaginary of Vietnam, which today seemed to her
reduced to two main stereotypes: the first being that of the war with the United
States as represented in the films of F.F. Coppola or M. Cimino, and the second be-
ing a pornographic imaginary “a la Houellebecq” (Nguyen, 2023: 42). Realizing that,
even in her own imaginary, there was nothing about the France-Vietnam link and
that it was these two clichés that colonized the imaginaries of the actors in the im-
provisations, Nguyen asked herself the question of how to dismantle this. And es-
pecially the question of knowing “what are the stories that we never hear because
of these imaginary reflexes that ravage our representations” (Nguyen, 2023: 44).

2.1.3. Exile and the Story

At the heart of the genesis of SAIGON, for Nguyen, there is exile: that of her
parents, that of the thousands of people who emigrated after the colonial period,
but also that of the many migrants and refugees who continue to come to France
today. Echoing Edward Said’s reflection on exile (Said, 2000), Nguyen analyzes the
essential link that exists between exile and narrative, explaining that fiction is also
a way of catching up on what was lost in exile:

Exile, for me, is the visceral birth of narrative, because it is the only possibility of
maintaining a link with the place that we will never see again. What continues to
live where I no longer am? (Nguyen, 2023: 19).

Thus, exile and her “between-worlds” living condition (Said, 2000) inherited from
her parents, are at the heart of Nguyen’s desire to create: it is the central theme
and the driving force of her theater.

3. DISPLACEMENT AS THE DRIVING FORCE OF SAIGON’S CREATION
3.1. Displacement at Stake

Born from the desire to fill the void caused by exile, SAIGON is transported by dis-
placement throughout its creation, starting from the project’s two-year research and
development process. For Nguyen the “displacement” of the entire production team
is a key issue in the process of creating SAIGON: “I am always attracted by risk, as a
guarantee of this putting into work, this displacement of everyone” (Nguyen, 2023: 121).

3.1.1. Immersion in Vietnham

Guided by the concern to find the stories have not been told and especially the
beings that have not been represented on French stages, Nguyen decided, for SAI-

3 The term “displacement” is used here, echoing the French word déplacement used by Nguyen,
in a larger and metaphorical sense meaning: moving, traveling, shifting, and decentering.

GON, to go beyond borders and seek faces as far away as Vietnam (Nguyen, 2017a:
18). The author made three preparatory trips to Ho Chi Minh City to collect stories
and find the Vietnamese actors who would be part of the project. Then, the entire
team left for a month of rehearsals in the city. It was on this occasion that they met
the three young Vietnamese actors, as well as the two translators (Darge, 2017).
Nguyen points out that the immersive rehearsals allowed the entire troupe to forge
a connection with Vietnam, which was essential for the creation of the show: “It
was very beautiful that actors with whom I have worked for seven years could be
carried by emotions from a culture other than their own” (Nguyen, 2017 b). As the
team’s Vietnamese translator testifies, this collective work in Ho Chi Minh City was
a journey for them too, a way of exploring the city, which, ultimately, they them-
selves did not know so well (Darge, 2017).

3.1.2. The Production Team

Displacement is also at the heart of the search for performers for the showKan
important step in Nguyen’s aesthetic and ethical approachRas she sets herself the
goal of also working with non-professional actors: “When I started working with
amateur actors, I did it for one reason: to see people who never appear on stage”
(Nguyen, 2023:52). The SAIGON team is composed of four French actors, a Viét Kiéu
actress, a couple of amateur Viét Kiéu actors, and four young Vietnamese actors
met in Ho Chi Minh City. Among the non-professional Viét Ki¢u actors in the show,
which takes place in a Vietnamese restaurant called Saigon, are the couple Anh
and Hiep Tran Nghia, exiled in France since 1964 and 1968, who, among a num-
ber of professions, have run a restaurant, “Escale a Saigon,” in the French city of
Laon. During rehearsals, Ms. Anh brought her own pots and pans, rearranged the
restaurant’s kitchen, and decided to prepare small dishes live during the SAIGON
performances, revealing herself, moreover, to be an incredible actress whose en-
ergy carried the project (Darge, 2017). Another key reason why Nguyen chooses to
work with amateurs¥who sometimes have never entered a theater beforeKis that
for them, as for her, theater is not obvious, nor easy, and it remains to be conquered
(Nguyen, 2023: 41).

3.1.3. A Theatre of Migration Project

SAIGON also confronts us with the important ethical dimension of the theater
of migration. When asked whether theater can change the world, Nguyen replied
that it would be necessary to see if what they are doing will change their own lives
(Nguyen, 2023: 63). Indeed, the team’s investment in the project was such that some
of the Vietnamese actors or translators were forced to leave their country (at least
temporarily) to participate, just as the non-professionals had to radically change
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their career paths. SAIGON thus brought about profound shifts and set in motion
important changes in the lives of the persons involved. The challenges and respon-
sibilities facing Nguyen and the company members were daunting. Nguyen recalls
the meeting with the parents of the young Vietnamese actors that she had to or-
ganize in Vietnam to explain to them that their children would have to leave, for at
least two vears, to the other side of the world:

I saw in their eyes the exile of their children beginning. (...) At that moment I felt
dizzy... ‘What am I doing?’ I have to be convinced that I am doing something impor-
tantKbecause it moves people’s lives” (Nguyen, 2023: 61-62).

Support and assistance to project participants are part of the mission and respon-
sibility of the production teams, who pay particular attention to what is put into
action on a human level:

Their commitment goes beyond the framework of a classic production (...) the
work of the company is half this support part. Spending days at the prefecture,
obtaining prison release permits, etc.” (Nguyen, 2023: 64).

3.2. Stage Writing and Collective Creation

Displacement is also the driving force behind Nguyen'’s theatrical writing, which
is done through collective creation, with actor-creators, even if it is the playwright/
director herself who carries the final vision of the entire project. Nguyen, whose
writing practice is deeply intertwined with that of directing, embodies the contem-
porary concept of the “stage writer.” The term stage writer (écrivain de plateau) was
introduced by theater theorist B. Tackels to describe the questioning of tradition-
al divisions and hierarchies between play/playwright and performance/director in
contemporary theater, as well as the growing importance of the stage in the crea-
tive process (Tackels 2005-2013; Tackels 2015). In the case of SAIGON, the writing
of the play is the result of the collective work on stage of persons carrying different
realities within them, and it is the meeting of these people that makes the richness
of the project. To explain the principles of her work, Nguyen often quotes a phrase
of Arianne Mnouchkine, whose work she particularly admires: “Everything comes
from the Other” (Nguyen, 2023: 54). To gather the diverse individuals she brings
onto the stage, Nguyen places a story at the center of her productions: “What brings
people together around a table is the story” (Nguyen, 2023:54).

It is only after the improvisation phaselduring which she is highly attentive to
the different people and their storieskthat Nguyen withdraws to her office to write
the final text: the common narrative of the show.

3.2.1. Multilingual and Polyphonic Story

Within Nguyen'’s stage writing, listening to the diversity of languages occupies a
central place. Indeed, it is the actors from very different backgrounds and origins,

both by their mother tongue and by their way of handling the French language or
not, who inform the author in the writing of the words for SAIGON. Highlighting the
importance of language as a “carrier of memory, history, and life,” Nguyen explains
that for her, as a writer, one of her main goals is to bring out everyone’s language
in her performances, regardless of their lifestyle or background (Nguyen, 2018: 2).
On the SAIGON stage, some speak Vietnamese and French, others only French or
only Vietnamese: “Here resonates the rediscovered polyphony of the world” (Sai-
gon, 2017). Lam, the female narrator of the story that carries us away, connecting
France and Vietnam, speaks a French language “creolized” by the Vietnamese ac-
cent (a Vietnamese French or French Vietnamese), reflecting the hybridization of
languages and stories at the crossroads of cultures.

In SAIGON, Nguyen also problematizes the desire to integrate the French lan-
guage at the expense of the loss of the migrants’ mother tongue. In the show, An-
toine’s mother, exiled from Vietnam, speaks perfect French, even more perfect
than that of a native French speaker, which would imply that she has integrated
as required by French society. However, the question Nguyen poses here is what
integrating and moving from one language to another really means:

What is the cost for a person? What does it mean to abandon one’s mother tongue?
(...) All these speeches about integration are important, because it is important that
people can communicate with each other. However, we must not forget that behind
these political speeches, there are stories, people, and that language is our tool, our
only way of being in the world and of dialoguing with others.” (Nguyen, 2018: 2).

The (post-migrant) author questions the disappearance of the mother tongue in
exile: “Why must languages disappear? (...) We had to consent to a voice that was
not our own in order to access the right to be where we were” (Nguyen, 2023:16).
Like the character Antoine in SAIGON, who does not speak his mother’s tongue,
and many children of immigrants in France today, Nguyen herself does not speak
Vietnamese, as her mother never taught it to her. It is also as an act of resistance to
this forced erasure of the migrants’ mother tongue that Nguyen brings Vietnamese
to the stage.

4. SAIGON, A PLACE OF MEMORY
4.1. The Place, Starting Point of Fiction

As discussed above, at the beginning of Nguyen’s theatrical creative process,
there are people and their stories. Added to this are the real places in the world
in which she goes to scout and immerse herself with her teamKan immersion into
which the audience of the show is subsequently plunged, placed before locations
represented in a meticulously “realistic” manner. These places serve as the starting
point of fiction (Nguyen, 2023: 40). In Nguyen’s theater, the place “makes one spealk,
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then write” (Nguyen, 2023:11). This is especially true for the mythical city of Saigon,
now Ho Chi Minh City, bearer of a French and foreign history, which influenced the
project of the show of the same name, and marked a turning point in the author’s
work:

Until now in my work, it was the actors who gave me story instructions. While
working on a show in a foreign city, I discovered that the city itself could also give
me fictional indications” (Nguyen, 2017 a: 19).

Nguyen chose Ho Chi Minh City as the main focus of her show because the city is
marked by exile and the absent: “Loaded with stories of departure, of exile, it is pop-
ulated by human beings who are missing from families and it is this absence that
engenders fiction” (Nguyen, 2017a: 19). Moreover, Vietnam'’s largest city is a divided
city, haunted by its colonial past:

There is a permanence of nostalgia and pain in Ho Chi Minh City, no doubt be-
cause it is a wounded city, which has its own ghost, Saigon; but Saigon is a dead city,
swollen with stories and myths (Nguyen, 2017 a: 19).

4.1.1. Don’t Forget Saigon!

Nguyen’s theater opposes the possibilities of fiction with the threat of oblivion
(Nguyen, 2023: 10). Her show transports us to Saigon in 1956, a year marked by the
mass departures from the city. What Nguyen wanted to represent on stage is the
importance of the memory of this mythical city for those who had to abandon it:

I wrote this sentence several times thinking of the people who left Vietnam in
1956 saying to themselves: ‘Don’t forget Saigon.” I wrote it in my notebooks to get
into the skin of these people who engraved it inside themselves. I think the problem
of memory is present in the theme of exile. For any expatriate, being able to keep in
mind the land they leave behind is of fundamental importance” (Nguyen, 2018: 2).

In the play, Saigon becomes a symbol of the wound of Vietnamese exiles. Simul-
taneously, Saigon also embodies the wound within France’s (post)colonial history.

4.1.2. Showing Unrepresented Places

To tell the story of their country today, Nguyen and the Hommes Approximatifs
sought out the stories of people living in Vietnam, 11,000 km from France, but also
those of people living nearby, in the 13th arrondissement of Paris, a neighbourhood
populated by French people of Vietnamese origin. Thus, like the many Vietnamese
restaurants in France?, in the show, Saigon is also the name of the Parisian restau-
rant where part of the events take place. It was also the desire to show these places

4 In the show’s program, Nguyen notes that there are 235 restaurants named Saigon in
France.

that make up the current French landscape that motivated Nguyen in the creation
of SAIGON: “What really led me to write this was that I found myself one day in a
Vietnamese restaurant (...) and I said to myself, ‘I’ve never seen these places on a
set.”  immediately wanted to write” (Nguyen, 2023: 39). For her, showing places that
we do not see is politically important (Nguyen, 2023: 117). The author points out
that, even though we often eat in such restaurants, we rarely realize the journey
the person who cooks the delicious dishes for us has taken:

This woman in the kitchen is one of the characters in my show. No one knows
her journey, but her life belongs to us because it is the fruit of the history of our
country, and represents a large part of the people we live with today, it speaks of
us” (Nguyen, 2018: 2).

Marie-Antoinette and Lam in the restaurant kitchen

SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez

4.2. The Restaurant: A Place Full of Soul and Memory

This is how Nguyen chooses to show the different human destinies in a unique
setting, crossed by 40 years of (post)colonial history. The show opens with a huge,
cinematic scene, that of a Vietnamese restaurant in Paris in 1996, whose manager,
Marie-Antoinette (also the first name of Nguyen’s grandmother), is a Viét Kiéu who
emigrated from Vietnam in 1956. Without changing the setting, the show takes us
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on a journey and transports us into the past, to the restaurant she ran in Saigon in
1956, before her exile. Like a reflection of the city of Saigon, the restaurant, in the
show, becomes a place charged with soul and memory. It is the space-time where
characters and their doubles from the past and the present cross paths and meet
each other, in Vietnam and in France, before and after exile.

Edward and Lynn at the Saigon restaurant in Paris after leaving Vietnam

SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez

Nguyen'’s theater examines the (post)colonial history of France through the lives
and experiences of people, in a sensitive and concrete way. The author, in her show,
chooses to bring everyone together around the table to taste Marie-Antoinette’s
Vietnamese cooking recipes, with a French twist. The choice of the kitchen, this
traditionally feminine space, a place of everyday life, is not insignificant in Nguyen’s
theater of (feminist) decolonisation, which reserves a special place for women’s sto-
ries, and which, in SAIGON, retraces the path of Marie-Antoinette’s tears, shed by
her every evening after the restaurant closes.

In SAIGON food plays a central role. This allows Nguyen to show, in a palpable way
on stage, the link between culinary tradition and memory. As she points out, culi-
nary traditions are passed down from generation to generation and are therefore
always linked to memory:

Thus, each dish ends up addressing the big questions connected to the theme of
exile. Many recipe books were passed down from my grandmother to my mother.
Through them, it is not just a dish that we are trying to preserve, but much more:
an entire country, as it was before we abandoned it (Nguyen, 2018: 2).

Moreover, in the show, Viét Kiéu recipes, modified by migration, now embody the
essential hybridization of the two countries’ traditions.

Thus, the Saigon restaurant, at the heart of the migratory aesthetic of the show,
is this place, between Vietnam and France, where dishes and stories of humanity
are shared around a large table, like the theater which, for Nguyen, is this demo-
cratic place where everyone can come together (Nguyen, 2023: 10).

5. SAIGON, GIVING EXILE AND MIGRATION A HUMAN FACE
5.1 A Theatre of Emotion

As Nguyen explains, SAIGON does not aim to be a theoretical essay on coloniza-
tion and exile, but to examine their tangible consequences on people’s lives:

In SAIGON, I represent what politics does to people’s lives in Vietnam. (...) I tell
the story of the lives of these people who are caught in a colonial political system.

Edward and Lynn’s wedding in exile

SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez
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(...) Therefore, the question of tears, of emotion, of what is said and how it is said, of
how one trembles, is very present... (Marie, 2024: 145).

Placing herself “against the grain” of the theatrical aesthetic of Brechtian dis-
tancing, Nguyen puts the question of emotion at the vibrant heart of her theater.
SAIGON engages the emotions, those of the performers, as well as those of the au-
dience, constructing itself as a true melodrama.

5.1.1. Melodrama and Karaoke

The influence of Vietnamese culture is clearly identifiable in the aesthetics of
SAIGON, which also uses the elements of karaoke and melodrama, omnipresent
in Vietnamese life. Reinforcing the nostalgic aspect, the karaoke in Marie-Antoi-
nette’s restaurant and its love songs, marked by exile and separation, sung by the
different characters, occupy an important place in the play. However, this displayed
melodramatic tendency of the show should not be confused with sentimentality.
This aesthetic choice is also political, bearing witness to the way of the Vietnamese
exodus, which Nguyen calls “the way of the tears”, as she explains in an interview:

During my various travels, I noted many characteristics of this country and its
inhabitants in order to restore them. For example, this peculiarity of the Vietnam-
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Young Hao sings in Saigon the night before going into exile

SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez

ese people that I call the ‘way of the tears’ and that others call the ‘melodramatic
tendency’. (...) My mother loved to spend hours crying while listening to music and I
myself have a certain attraction to tears. (...) This is why I told myself that if I want-
ed to talk about France through the history of Vietnam, I should not forget this
‘way of the tears’ (Nguyen, 2018: 2).

Unlike the songs of Brecht’s epic theater, which function as a distancing effect,
the love songs accompanied by tears in SAIGON are there to provoke emotion in
the spectators. For Nguyen, it is precisely because theater has made all emotion
suspect that it loses all its political significance (Nguyen, 2023:138). For her, touch-
ing the audience’s heart is the best way to make committed theater: “Emotion is
political because we haven't given up, because we are affected by the other and we
are agitated, we start to move, to act” (Nguyen, 2023: 141).

Lynn, years later, sings in the Parisian restaurant

SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez

5.1.2. Tears Are Political

Nguyen chooses to talk about migration through lived stories, in a sensitive and
concrete way, so that people can see the wounds and represent them, welcome
them into their imaginaries. Thus, the sentence spoken by Lam, the narrator of
the play, closing SAIGON is the following: “This is how stories are told in Vietnam...
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with many tears.” For Nguyen, it is important that tears are visible in the theat-
er, because not only are they political, but “we can no longer think of ourselves
without those who cry” (Nguyen, 2023: 138-139). It is essential to ask who are the
people who cry in our society today, and what violence provokes these tears. It is no
surprise that for centuries women have been attributed “crocodile tears” (Nguyen,
2023: 138).

5.2. Repairing Oblivion

Therefore, the initial impulse for creating SAIGON for Nguyen was to follow in
the footsteps of her mother’s tears. Even though the story of the show massively
touches the spectators, and even though it concerns the history of France as well as
that of a globalized world crossed by migrations, the tears shed in the play, which
Nguyen wishes to show, are first and foremost those of Vietnamese migrants:

I don’t want my plays to become universal as we understand universality today.
I don’t want SAIGON to become a story of just anyone. It is the history of France,
it concerns us all, we all have a responsibility for it. However, these tears belong
to some faces and not to others. And if these tears lift hearts, let us transform the
emotion to fill our history books; because what my mother seeks above all is the
recognition of her history” (Nguyen, 2023: 115).

Hao, years later, a stranger in his hometown

SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez

This is also the objective of Nguyen'’s project: to repair the forgetting and recog-
nize the suffering and contribution of Vietnamese migrants within French history.

5.5. Expanding the Imaginary to Embrace Others

Nguyen'’s theater, attentive to worlds and languages, to the specific beat of each
person, proves that we do not need to resemble each other to share a story, to cre-
ate a common narrative (Nguyen, 2023: 11). Sharing with us the life stories of the
emigrants who make up French society today, at a time when the rise of anti-mi-
gration and far-right policies worldwide is contaminating and impoverishing our
relationships with others, SAIGON gives migration a human face and contributes to
opening our collective imaginary to the otherness that constitutes us. For Nguyen,
the imaginary is political. Bringing the world together in its diversity and complexi-
ty around the table, in its ethics of theater of migration based on empathy, hospital-
ity and listening to others, SAIGON achieves the utopian mission that Nguyen has
given himself: that of the re-encounter of Vietnam and France, but also that which
makes us understand that our history awaits us elsewhere and that we are made of
wounds other than our own (Les Hommes Approximatifs, 2018: 3).

Saigon becomes the city whose echo resonates within us all, while the history of
the Vietnamese diaspora also becomes ours: “Saigon is a city that will seek you out

The meeting of Marie-Antoinette and Cecil

SAIGON de Caroline Guiela Nguyen/Cie Les Hommes Approximatifs (c) Jean-Louis Fernandez
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at the place of your wounds (...) It belongs to everyone” (Nguyen, quoted by Darge,
2017).

6. CONCLUSION: A THEATRE OF DISPLACEMENT

The project of theatrical and human openness that SAIGON represents occupies
an important place in contemporary theater and in the globalized society traversed
by migrations, contributing to a better understanding of the experiences of exile
and displacement and (post)colonial traumas that are transmitted from generation
to generation.

For Nguyen, theater has the responsibility to decolonize and broaden our imagi-
naries as spectators by also bringing into existence those who were not in our field
of vision and by opening up “blind spots” for us (Nguyen, 2023: 45). SAIGON thus
allows us to consider a group that we would not have imagined, to make encoun-
ters that would not have taken place. The essential question for Nguyen today is no
longer why, but how to make theater, a question to which she responds as follows:

We decided to work with people who are very far removed from theater sets.
We also decided to work with people who will displace us. All of us. Because so-
cially, culturally, spiritually, geographically, all the people who participate in our
creations come from a part of the world that is foreign to us. No one would have
imagined meeting each other. This is our project. (Nguyen, 2023: 42)

Finally, SAIGON also reflects Nguyen'’s desire to reconnect with popular theater,
which, according to her, is not an aesthetic, but a program that requires real con-
viction and time. It is a theater that trusts in the ability of people, like the entire
team of the show, not just to identify with their own kind, but to displace them-
selves indeed (Nguyen, 2023: 148).
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Abstract:

This text presents a theatrical journal documenting the
creation of the performance Without Blood, based on the
work by Alessandro Baricco, directed by Diana Dobreva,
in a co-production between Jordan Hadzhi Konstantinov-
Dzhinot National Theatre in Veles, Republic of North Mac-
edonia and N. O. Masalitinov Plovdiv Drama Theatre, Re-
public of Bulgaria.

Structured through the development of several hypothe-
ses, this journal culminates in a conclusion that explicitly
articulates the migration between performative genres/
categories within the overall realization of Without Blood,
treated as an innovative theatrical experiment exploring
the potential to transform the corrida—the traditional
spectacle of man-versus-bull—into a theatrical genre.

This pioneering endeavor represents a genre migration
from a form of dramatic action (tauromachia) into a sym-
bolic, performative, and poetic theatrical language. The
transcription of the corrida is achieved by abandoning the
traditional dramatic structure and introducing the form of
the gasida—an Arabic praise poem—thus creating a hybrid
theatrical expression: a corrida sung as a qasida.

Through three key phases—transcribing prose into dra-
ma, performative articulation of the corrida, and struc-
turing the action through the poetic principle of the qa-
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sida—Without Blood opens new horizons for genre inter-
mediality/genre migration and theatrical innovation.
This study elaborates on the artistic processes and bridg-
es through which the genre migration is realized, through
a performance that redefines the battle between life and
death as an act of love, rich with the symbolic reconcilia-
tion of Eros and Thanatos, resonating through catharsis
both on the arena/stage and among the audience, while
emphasizing the political context of this co-production.

Keywords: Without Blood, Diana Dobreva, Alessandro
Baricco, genre migration, corrida, gasida

MIGRATION OF THE GENRE:
Without blood, A. Baricco/D.Dobreva
A note instead of an introduction:

This sketch for a study is actually a fragment from a theatre logbook document-
ing the live creation of the performance Without Blood. The goal of this observation
was to explore, record, and analyze the directing system of Diana Dobreva as real-
ised in the performance Without Blood.

Without Blood, ID

Without Blood is a theatrical co-production between N. O. Masalitinov Plovdiv
Drama Theatre, Republic of Bulgaria, and Jordan Hadzhi Konstantinov-Dzhinot
National Theatre in Veles, Republic of North Macedonia in partnership with the
Cultural and Information Centre of the Republic of Bulgaria in North Macedonia.
This production is a pioneering initiative between theatres of the two countries
and part of the two-year international project ‘Manifest’.

The performance is based on the novella Senza sangue by the Italian author Ales-
sandro Baricco, translated by Tolya Radeva. The adaptation was written by Aleksan-
dar Sekulov, with the stage version and direction by Diana Dobreva. The creative
team includes: set design by Valentin Svetozarev, costume design by Rade Vasilev
and Elena Vangelovska, music by Yavor Karagitliev and Sashko Kostov (who also
performs live), choreography by Olga Pango, Macedonian translation by Ana Bate-
va, photography by Georgi Vachev, and poster design by Yavor Dimitrov. Producers
are Suzana Hartunijan Vasilevska and Sasho Dimoski.

The international acting ensemblea consists of artists from both countries and
theatres: Margita Gosheva, Vasil Zafirchev, Konstantin Elenkov, Patricia Pandeva,
Isidor Jovanovski, Filip Hristovski, Krasimir Vasilev, Georgi Vachev, Keti Borisovs-
ka, Simeon Aleksiev, Elena Kabasakalova, Katrin Gacheva, Zlatko Sharkov, Filip
Vasilevski, and Elena Dimitrova.

A Genre unto Itself

Determined as a genre in and of itself, the simplest way to describe this stage
form is as a hybrid born from the collision between the norms of dramatic thea-
tre (text-based theatre), the corrida as an autonomous performance genre, and the
qasida—whose origin and tradition belong to Arabic poetry. The hybrid is rounded
out through a constant migration among these three genres in the unity of stage
performance, articulating itself as sui generis.
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ABTOPCHA ANANTAUNIA ANERCAKOAP CERYNDR
CUEHCHA BEP3HIA W PEMHIA NHAHA AOGPERA

Poster for the performance, photo A. Thompson

The corrida is a stage action of a specific kind: a contest between man and bull,
with a fatal implication. Like every competition, tauromachia has its own system—a
canon of rules, guidelines, and dramaturgy by which it takes place—which, in es-
sence, theatre also rests upon.

In the traditional sense, the dramaturgy of bullfighting implies a fatal dialogue be-
tween a matador and two bulls, in three variations. And just like in dramatic plots,
this basic conflict unfolds in a set circumstance: the canon of the corrida, where each
matador has six assistants/allies and an arena that defines the spatial context.

Each matador has six assistants in the fight with the bull: two picadores—usu-
ally on horseback—three toreadors, and one mozo de espadas—a sword assistant.
This triad, led by the matador, aims to establish a specific (bloody, fatal!) kind of
dialogue with one bull, typically no older than four years and no lighter than 470

kg. This dialogue between the toreador and the bull intensifies and culminates in
a dramatic moment with Hamlet-like overtones: to be or not to be, to kill or not to
kill. Corrida and theatre share a unique common denominator: survival—as the
essence of dramatic situation on one side, and the goal of the corrida on the other.

This transcription of the corrida into a theatrical performance implies a genre de-
termination of a particular kind, realized in the performance Without Blood—a pio-
neering effort in transcribing one form of drama (action, act, explosion!) into another.

The formal execution of this transcription abandons the canon of drama (orig-
inating from prose discourse!), articulating it in the form of a gasida—per defi-
nitionem—an Arabic laudatory poem. This unique synthesis defines the perfor-
mance Without Blood as a corrida sung in the form of a qasida. A hybrid of a
special kind, a genre unto itself, in a league of its own.

The performance Without Blood, presenting a distinctive story about bloodless
reconciliation between life and death in the form of an act of love, resonates with
the essence of the passionate act (dialogue!) between the bull and the matador:
both reconceive themselves in the victory of life over death—a meeting of Eros
and Thanatos, a meeting echoed through the catharsis of the audience in the
arena and in the theatre hall.

Genre unto Itself: From Prose to Drama, Corrida, and Qasida

“Resemantization is an artistic operationalization in which, through complex
processes, the system of signs (semantics) of one system is articulated within an-
other without compromising the authenticity of the semantic values that define
the uniqueness of the original system”. (Iumocku, 2019: 9). In the performance
Without Blood, this resemantization is achieved through three recurring process-
es throughout the production: the resemantization of prose discourse into dra-
matic text; the articulation of dramatic text into corrida as performance art; and
the articulation of the corrida' into the form of the gasida®.

! Bullfighting, or the Spanish corrida de toros, is a spectacle popular in Spain, Portugal, and
Latin America, in which matadors ceremonially challenge—and usually kill-bulls in an arena.
Bull spectacles were common in ancient Crete, Thessaly, and Rome. In the modern era,
Roman amphitheaters were renovated and repurposed for use as bullfighting arenas. (Source:
Encyclopaedia Britannica)

2 Qasida (qasidah) is a poetic form developed in pre-Islamic Arabia and continued throughout
the entire Islamic literary history to the present day. It represents a laudatory, elegiac, or
satirical poem found in Arabic, Persian, and many related Asian literatures. The classical
qasida is a complexly structured ode consisting of 60 to 100 lines, with a single end rhyme
maintained throughout the poem; the same rhyme appears at the end of the first hemistich of
the opening line. Almost every meter is acceptable for the gasida, except rajaz, since its verses
are only half the length of those in other meters. (Source: Encyclopaedia Britannica)
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From Prose to Drama

The transcription of the prose text (a novella, in this case) involves transforming
the norms of prose discourse into a dramatic text—converting a passive (literary)
text, meant for reading, into an active, performative one. This is achieved by creat-
ing dramatic situations derived from the prose narrative and generating dramatic
tension from the novella’s storytelling.

By creating atmospheres, soundscapes, dialogues, polylogues, and monologues,
the structure of the dramatic text expands upon the novella’s plot. It results in an
authentic stage text, for which the novella is merely a starting point—an idea, a
frame within which the dramatic action develops.

The dramatic text in Without Blood uses the prose narrative as a training ground—
an arena where the degrees of dramatic tension are articulated and completed
within the totality of a dramatic plot. This plot simulates the novella but becomes
a new structure. The dramatic plot, rooted in the novella, is a broadened depiction
of events with agency, redefined by the dramatist and transcribed into an active
performance!

From Drama to Corrida

The dialogue between toreador and bull, now reflected in the sequence of events
in the play Without Blood, creates a space for interpreting survival. The theater is
articulated as a corrida through a complex system of procedures centered on sur-
vival: survival as a fundamental quality of the dramatic situation, and survival as
the outcome of the toreador-bull relationship.

This way, the dramatic situation mirrored in the corrida becomes an autonomous
and authentic form of dialogue, where the tension of conflict aims to provoke ca-
tharsis. The catharsis in the corrida—as a theatrical genre, with its complex system
of relationships and articulations—has its own language. This language finds its
paradigm in Without Blood. It is precisely this transcription of conflict that gives
rise to a new genre: the corrida as a theatrical form. A perfect example of this can
be found in the performance text, which was (re)written by Sekulov based on Bar-
icco’s original:

THE SINGER:

Ladies and gentlemen, I lost twenty years of my life in a futile attempt to
become a toreador.
I dreamed of wearing the traje de luces, the suit of lights: a cape, short
jacket, vest, tight knee-length trousers made of silk and satin, adorned
with beads and embroidered in gold.

I wanted to be as agile as an eel.
Fast as lightning.
Deadly as a snake.
Seductive, yet innocent.
Innocent, yet dangerous.
Dangerous, yet glorious.
I know what you're thinking!

That my goal was the applause, the admiration, the ovations, the sea of
white handkerchiefs...

None of that mattered to me.

The fleeting fame of the living didn't interest me.

I was drawn to the eternal glory of the dead.

I wanted to die in the center of the arena.

To be carried out ceremoniously, with honors and fanfare.
Death is always more beautiful than survival.

With that decision, I stepped into my first bullfight.

From Corrida to Qasida

According to theory presented by Adam Talib?, the qasida (meaning intention, et-
ymologically) was born in the ninth century on the Arabian Peninsula as a form of
old Arabic poetry in uniform meter, typically between fifteen and eighty lines long.
Its character is laudatory—defined as an ode. The gasida consists of three parts. In
the first, called nasib—in the tone of an elegy—the poet sings of memory, which the-
matizes the separation between two people. The second part, called rahil, contin-
ues this memory; the poet sings it while riding a camel through the desert, passing
through various dangers and trials. The third and final part—mufakhara—concludes
the memory and is sung by the poet in a (self-) praising tone.

In the performance Without Blood, the qasida is realized as a performative genre,
beginning with the dialogue defined in the corrida as a performative form. In this
sense, the singularity of the gasida as traditionally sung by a solo performer be-
comes a plurality in the stage action, expressed through various types and levels of
dramatic tension, shaped in the dramatic situations that unite the plot.

s Talib, Adam, Qasida poetry, a word unto itself, Durham university, 2019
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The plot of the corrida, like that of the gasida, follows the basic elements: it has
an exposition (the first part of the gasida, nasib, corresponds to the introduction
of the performative kinesthetics of the corrida), rising action (the confrontations
between the toreador and the bull in the corrida and the beginning of the singer’s
journey through the desert), climax (the high tension in the poet’s trial corresponds
to the dramatic peak in the toreador-bull confrontation), peripeteia (the turning
point in the relationship between the toreador and the bull correlates with the
poet’s crisis during the journey), and resolution (the laudatory song of the gasida,
which corresponds to the outcome of the toreador-bull relationship—the final de-
cision between life or death).

In this way, the corrida is articulated into the form of the gasida in the perfor-
mance Without Blood, conceived as drama born of prose, culminating in the au-
thentic hybridity of a newly born theatrical genre.

About Alessandro Baricco’s Novella, Without Blood (Brief Overview)

From bloody revenge to bloodless reconciliation, the novella Without Blood by the
contemporary Italian author Alessandro Baricco tells a powerful story of the trans-
formation of hatred into love, set in an unnamed country at an undefined time.

Without Blood begins with a shocking act of violence—the murder of a man and

Vasil Zafirchev as Old Tito and Margita Gosheva as Nina

his family. Only the daughter, Nina, survives, thanks to an extraordinary act of
mercy by one of the attackers. Nina is only four years old.

Several decades later, Nina hunts down the last of the killers of her family—the man
who had once been her savior. Their encounter brings a deep reassessment of their
lives and of what happened on that fateful night, more than half a century earlier.

Incredibly visual and memorably tragic, Without Blood is a haunting book about
harm and longing, memory and forgiveness—about what it means to be human at
the most basic level.

The Text of the Performance:
The Adaptation of the Novella and the Stage Script

The authorial adaptation of the novel Without Blood involves two kinds of inter-
ventions. The first refers to sequencing the novel into scenes that chronologically
follow the plot outlined in the novella. The second refers to inserting author-creat-
ed scenes and events into the existing scene order-broadening or illuminating the
atopic/dense moments in the text through the unique perspective of the dramatist.
In this way, Baricco’s plot is re-(and pre-)written into the authenticity of the genre:
the corrida as a theatrical performance sung in qasida.

Following the formula of the gasida, the dramatist introduces a narrator/singer
who tells/sings the story presented by Baricco. The function of this authorial char-
acter (a creative invention of the dramatist) is at least twofold: on one hand, this
figure narrates the story, and on the other, he actively participates in it-connecting
the fragmented times and spaces where the story occurs, along with his loyal com-
panions: a musician (who performs live music, as mentioned later) and a dancer. It
is precisely through the formula of the gasida that Aleksandar Sekulov constructs
the authorial adaptation, inserting a “song of three songs”, which guides the viewer
through the structure of the performance—transcribing Baricco’s prose image into
his own poetic narration, starting right from the beginning—the massacre at the
farm — the original narrative is transcribed into a poetic discourse:

THE SINGER:
Imagine fields of rye.
Harvested fields of rye.
At the end of summer.
It is very hot.
And in the middle of the fields - a house.
A burned house.
It juts out like a black fingernail.
On its doorstep stands a child.
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That child has just seen its guardian angel leaving.

The child longs to cry out: “Angel... Angel...”

But not to bring the angel back, no, the child knows that is impossible—
Only to thank him for having been there.

To offer its endless sorrow as a gift.

To cry out after his shadow, disappearing into the forest.

Just one cry!

Angel... where did you fly off to?
Angel, did you die in the rye?
Look upon us with your hollow evyes,
promise us radiant wonders,
that we have not passed in vain
like shadows beneath empty skies.

The gasida sung by the Singer in the performance Without Blood follows the struc-
ture inherited from classical Arabic literature: in the first part (nasib, the opening
poem articulated on stage), the Singer introduces the audience to the story while
also revealing his own identity as a former (immortal) matador. And it is precisely
on this line that the genre’s complexity begins: the singer, a former matador, in the
bar called “The Old Arena”, presents the story of Nina and Tito, the story of Dona
Sol and Pedro Cantos, and the story of revenge that transforms into an act of love.

The second part of the gasida (the staged rahil) follows the canon: the singer trav-
els through the challenges of the characters, through their moira, in line with the
plot inherited from Baricco—in its dramaturgically expanded version—covering ele-
ments of the dramatic climax. The third part of the gasida, dealing with peripeteia
and resolution, completes the form’s wholeness and confirms the thesis stated at
the beginning of the text—the performance transforms prose into drama, articulat-
ed through the corrida, in the canon of the gasida!

The dramatist’s interventions into the narrative structure are numerous: beyond
introducing the Singer as an authorial figure, a series of situations and characters
have been inserted to illuminate or expand upon Baricco’s plot. This expansion is
so extensive that from the original to the simulation, only the conceptual level and
the core characters forming the conflict remain. In this way, the dramatist’s au-
thorial adaptation becomes an entirely original dramatic text that only rests solely
on elements from the novella’s plot, as further evidenced by the introduction of
(new) characters into the story and their interactions: unnamed events with var-
ious functions, memories, illusions, surreal situations, dreamlike constructions,
and reminiscent passages.

Constructed in this manner, the dramaturgy of the performance draws an authen-
tic trajectory that borrows the geography of the novella and transcribes it into the
corrida—both as space and as principle—and expresses it as an (expanded) gasida.

By preserving the sequence of events from Baricco’s book and the initial rela-
tionships among the characters (Manuel Roca’s family—Nina and her brother; the
killers—Salinas, El Gure, and Tito; Count Torelavid; the half-dead in Roca’s hospital,
the insane in Dona Sol’s asylum, etc.), the performance text substitutes narration
(the prose landscape, elements of prose dialogue) with an active text that follows
the original plot while simultaneously illuminating its dark/atopic/dense, hidden
spaces. This approach, in fact, confirms the “resilience” of Aristotle’s model of the-
atre—establishing its accuracy in conceiving the performance as a complete and
unified action (Aristotle, 1979:26).

Directing Techniques

Postdramatic theatre forms encompass a spectrum of techniques and technol-
ogies through which the term “text” is expanded beyond its primary (linguistic)
meaning to encompass the complexity of the term as a distinct scenic semantics.
This is, in fact, one of the core traits of postdramatic theatre: it flirts with genres
to discover its own authenticity. Hybridity is its main feature—a principle of break-
ing the canon of drama in its accepted, standard, classical sense. Constructing the
“text” (in the aforementioned expanded sense) in postdramatic theatre forms re-
quires a series of procedures that are synthesized into the director’s score, which in
this case reflects the authenticity of the genre in which the performance is articu-
lated: the corrida as a theatrical genre. Attention is drawn to the dominant type of
text in the performance: the mise-en-scéne and its specific features, including the
mise-en-scéne of the corrida as a theatre genre; the montage of characters in the
time-space and action of the corrida; the generation of sound images in the corri-
da performed as gasida; the performative kinesthetics of the corrida as a theatre
genre; and the creation of micromise-en-scénes in the actor’s performance. In this
sense, Lehmann emphasizes:

In postdramatic theatre forms, the text that is (when and if it is) staged is under-
stood merely as one equal component within a gestural, musical, and visual whole.
The gap between the discourse of the text and the discourse of the theatre can be
widened to the point of openly exposing their discrepancy, even to the extent of a
complete cessation of their relationship (Lehmann: 58).

A dominant directing method is the transcription of the performative kinesthet-
ics of the corrida into dramatic/stage action, realized through several mechanisms.
The first refers to the transfer of performative kinesthetics characteristic of the
corrida, derived from the relationship (dialogue, conflict) between the bull and the
matador, into stage action. The specific action system of the corrida becomes a
dialogue between the characters of the performance/postdramatic form Without
Blood, following all the elements that enable the tension which culminates in sur-
vival—and that, by definition, allows the dramatic situation to exist. In this sense,
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the directing procedure of transcribing one genre into another is determined as an
artistic process in which the elements of the corrida system become the system of
stage performance, and vice versa—forming a highly authentic system of associa-
tions that resonate between the two forms.

The directing approach to the operationalization of scenic/dramatic/theatrical
time is executed by constructing characters through different (age-wise) actors.
Thus, the character of Nina is played by three actresses: Nina-the-child, Dona Sol-
the-woman (Patricia Pandeva), and Nina-the-elderly woman (Margita Gosheva). The
character of Tito is played by two actors—young Tito and adult Tito. In this way,
the director’s signature connects three time layers—two past (past perfect and past)
and present—into a unified performance. These three temporalities interweave
throughout the play, breaking the concept of linear time and diverging from the
chronological passage of time.

The performative kinesthetics aim to create a movement system that resonates
with the corrida through choreographic solutions infused with elements of Spanish
dance—culturally and geographically related to the corrida. In this way, the mise-
en-scéne is shaped through choreographic solutions that frame it, contrasting with
the micromise-en-scéne that characterises the performance.

The choreographic solutions function both as transitions between scenes and as
dramatic accents within them. In this sense, and in correlation with the corrida,
the performative kinesthetics of the performance generate forms that complete
the aesthetic layer of the hybrid genre—the corrida as a theatrical/stage form.

The micromise-en-scéne?, in contrast with the overarching mise-en-scéne tran-
scribed from drama into corrida, creates the overall scenic dynamic. Typically
characteristic of cinematic framing, the micromise-en-scéne insists on a kind of
stillness that conveys emotion. In this way, the full register of action amplitudes
that shape the rhythm of the performance—or the dynamics of scenic action—is
achieved.

In the performance Without Blood, the acting explores the multidimensionality
of identities. The characters are not static but instead carry and manifest different
emotional states, reflecting transformation and shifting associations. The charac-
ter of Tito, played by two actors—young and adult—also expresses continuous identi-
ty changes across historical periods, without following a linear narrative structure.

Here, the acting requires performers not only to express emotion but also to em-
body the layered meanings that emerge from different times and contexts. Play-
ing two versions of the same character within the same scene requires precision,
self-awareness, and the ability to generate contrasting psychological responses.

4 Although predominantly characteristic of the cinematic frame, the micromise-en-scéne in
the performance serves to convey the the nuanced ontologies of each character.

Dialogue, Conflict

In Without Blood, the dialogue between the actors is not just verbal—it is refined
into a complex interplay of physical and emotional expression, generating visual
and auditory images that challenge the traditional idea of the word as the primary
medium of communication. Many of the dialogues are transformed into corporeal
acts, where actors use physical contact and intense emotional engagement to ex-
plore the conflict between themes of life and death, suffering and reconciliation.

The directorial concept of acting in the performance is closely linked to the in-
terpretation of text and context within the postdramatic theatrical space. Actors
are required to rely on physical kinesthetics, emotional evolution, and the multi-
dimensionality of characters. Their performance is not simply an intuitive act but
a continuous exploration of identity, time, and narrative space. This results in a
unique theatrical expression that reveals not only dramatic tension, but also the
philosophical dimensions of the performance.

The Audiovisual Design of the Performance

The audiovisual semantics follows the logic of the prose: it presents an independ-
ent logic outside of spatial and temporal coordinates and serves as one of the key
markers of the hybrid genre.

The stage space is conceived as a corrida, modeled on the architecture of a bull-
ring, containing a polyvalent environment within: a bullring, a bar, an arena, an

Konstantin Elenkov as The Singer
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intimate room. Dominating the space is a massive golden bull, hollowed out in its
abdomen—a reference to the Sicilian bull (Phalaris’ bull), an ancient torture device.
This golden bull, placed center stage, just like the scenic space itself, is polyvalent: a
deity, a womb, and an intimate/loving space where bloodless reconciliation occurs.

Within this defined scenic space is a costume design that similarly resonates with
the corrida, incorporating elements and outfits from the Spanish cultural sphere—
from the standard matador suit (traje de luces) to costumes evoking traditional
Spanish attire, as well as modern costumes and fragments of historical garments
that help delineate the three theatrical temporalities within the unity of the per-
formance.

The musical dramaturgy is based on the gasida, in its authorially expanded form.
Specifically, the music serves at least a dual function: it supports the action and
creates atmosphere. In the first sense, the three-part canon of the qgasida is reflect-
ed in the three primary songs of the performance (nasib, rahil, mufakhara), while
in the second, the sound design functions as an auditory sign—both descriptive
and accelerative. The entire soundscape of the performance, composed of natural
sounds created during the process, is performed live, reinforcing its connection to
the traditional gasida performance.

In the creative process, the collaboration between composer and director is of
vital importance-not only because the music is performed live, but because it is es-
sential to the construction of the mise-en-scéne, serving as the driving force behind
the director’s complete vision.

Bloodless Reconciliation as a Political Act

The institutional origin of theatre is a political —an invention of Classical Athens
during the era of Pericles. From that point onward, theatre has remained insepara-
ble from its political symbolism. In this sense, the performance Without Blood can
be interpreted as a political act of reconciliation—between opposing sides, warring
fronts, polarities, and extremes.

Diana Dobreva: SUI GENERIS

The performance Without Blood explores and reinterprets the dramaturgy of the
corrida—bullfighting dramaturgy—which not only plays with traditional forms of
narration but also dissolves the boundaries of classical theatrical strategies. These
strategies are transformed into a unique experience that combines the physical in-
tensity of the corrida with performative kinesthetics, built through bodily expres-
sion and emotional conflict. This spectacular approach transforms the corrida into
a theatrical form that generates not only visual and audiovisual images but also
profound philosophical and cultural meanings.

In this contextual transformation, the directorial concept of acting, combined
with innovations in spatial and costume design, creates a hybrid performance that
transcends classical dramatic structure. The performance not only examines the
battle between life and death but also reconsiders the meaning of identity, time,
and the body within postdramatic aesthetics. Through its aesthetic and conceptual
complexity, this dramaturgy presents characters as far more than simple narrative
agents—they become platforms for multidimensional exploration across different
temporal and emotional layers.

And while bullfighting dramaturgy represents a focal point of courage, conflict,
and suffering, Diana Dobreva, as author and director, brings this conceptual fusion
to her own sui generis expression. She not only propels theatre into new experimen-
tal directions, but simultaneously preserves—and reconfigures—the spirit of classi-
cal drama and the corrida. Without Blood stands as an example of a performance
that marks a new phase in postdramatic theatre, where bodily expression, music,
and visual elements are synchronized into a new, integrated theatrical experience—
one that pushes the interpretation of traditional forms on stage to their limits.

The emergence of Diana Dobreva is a beacon in contemporary European direct-
ing. She not only explores classical archetypes but also transforms their semantic
layers, introducing new dimensions. As a director, Dobréva, possesses a unique way
of bridging myths and archetypes with contemporary themes—she contextualis-
es mythic time-space and mythic thought within the performance’s framework!—
which makes her theatrical language both abstract and concrete. The archetypes
she invokes in her performances—from mythological figures to literary heroes—play
a crucial role in shaping her poetics and theatrical forms. The distinctive presenta-
tion of these archetypes in her works creates a powerful and multilayered dramatic
reality that shifts from personal, intimate reflections to universal themes.

The fundamental qualitative element in the dramatic situation in Without Blood
is the concept of survival, which becomes the central driving force of both the
narrative and the dramatic structure. In the context of the corrida, survival is not
merely a physical triumph—it is also an emotional and moral examination of the
characters, a measure of their resilience and their ability to face the inevitable:
they who once saved you can save you forever!
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Abstract:

UDK 793.32:314.15 Historically, migration has been a shifting wave, con-
stantly finding new currents across various terrains and
surfaces. From today’s perspective, European cities and
metropolises are becoming increasingly diverse in their
cultural and ethnic structures. This diversity inevitably re-
flects on the field of art. Cultural inclusion is a long-term
process, but this time will not focus on its negative aspects
and shortcomings, but rather on what has so far been in-
vested, recognized, and accepted. Migration is slowly but
surely beginning to reshape dance and choreographic mod-
els, and with that, artistic (dance) education as well. Mobili-
ty aids in the direct tasting of artistic goods, in the process
of sharing and crossing knowledge and experiences. Both
creators and audience are becoming increasingly brave
and eager to bring the world closer to the stage. The British
dance scene is one of the most inclusive dance scenes, with
artists such as Akram Khan, Sidi Larbi Cherkaoui, Shobana
Jeyasingh, Hofesh Shechter, Jasmin Vardimon, and many
others whose roots are tied to various regions, as their
works clearly reflect these influences and as t hey intro-
duce new forms and perspectives, both in dance and edu-
cation. Their creative principles bring the world closer to
us, confronting us with the differences and similarities we
possess, unified through pure dance expression. They en-
rich the palette of dance forms, merging tradition with the
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contemporary. They offer modern dance concepts without
abandoning identity—an element important for individual-
ization and development. This is but an example that can
be used to develop inclusive strategies and perspectives in
the artistic educational process. Mobility, in this context,
offers yvet another perspective that makes these aspects
more accessible, with a tendency for their expansion and
development.

Keywords: Dance, migration, mobility, inclusion, cul-
ture

Introduction

The connection between the interdisciplinary fields of dance studies and migra-
tion—as both a theory and method for understanding individual and mass human
movement—is increasingly strengthening, providing a foundation for analytical re-
search and study of their parameters, reflections, and connections. From the as-
pect of migration and its various causes—territorial wars, asylum-seeking, religious
or political occupation, the pursuit of better-paid labor—it increasingly roots itself
in existential structures, bringing about transformations in all its layers, including
the arts, and, in our case, dance. It is therefore crucial to examine and conceptual-
ize both the philosophical and practical dimensions of these two spheres of study
and see how migration shapes dance and its reception.

However, in dance, migration is not a phenomenon exclusive to the modern era.
For many reasons, artists have always been nomadic people.

Migrations in Classical Ballet and the Early Forms of Modern Dance

One of the earliest migratory dance movements can be traced to the work of
one of the most important early dance theorists and choreographers—Jean Georges
Noverre'. In search of new expressions, audiences, dancers, spaces, and experienc-
es, he traveled across much of Europe, creating his theoretical and research work.
A generation later, ballerinas of the Romantic period, such as Marie Taglioni, Fanny
Elssler, and Fanny Cerrito, traveled wherever the audience’s applause or finances
led them.

The late 19th and early 20th centuries, which explored new forms of movement,
began to address the “foreign” in dance. A return to Greek aesthetics is evident in
the works of Isadora Duncan and in the heroic exalted male body of Ted Shawn.
Meanwhile, Ruth St. Denis celebrated Eastern Indian dance, presenting it literally
rather than conceptually (aesthetic mirroring). Through expressive and aesthetic
cues, they spoke of the “foreign” and introduced it to the American audience, mak-
ing it more accessible and acceptable. Loie Fuller, in search of income, like Duncan,
brought her artistic work from the United States to Europe with her attractive
multimedia performances. With the innovations she brought to the stage—such
as colored lights and reflections—she became an inspiration for other artists and
creative professionals like architects, designers, and others.

From a historical perspective, 20th-century dance demonstrates a clear link
between demographics and choreography, as well as the impact of immigration
on the beginnings of modern dance in the USA. This is particularly evident in the
works of choreographers such as José Limon, Rudolf von Laban, Hanya Holm, and
George Balanchine.

! Jean Georges Noverre (1727 - 1810)
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Through dancer and choreographer José Limoén, Mexican tradition expressed
through dance can be noted, becoming a hallmark of his choreography. His works
explored themes of race, ethnicity, and bi-nationality. a very good example of this
are the works Danzas Mexicanas (1939) and La Malinche (1949). In Danzas Mexicanas,
originally titled Murals of Mexico, he presents a series of five solos reflecting on
Mexican history, land, and people. He depicted scenes of Spanish colonization and
Mexican people’s resistance, illustrating the destruction, redemption, triumph, and
despair of the period. Later, in his memoir, he wrote:

The harsh, heroic, and at the same time beautiful story of my homeland has long
been my only fascination. (Limon, 2001, p. 90-91)

Limoén’s artistic and creative advancement as a choreographer was also shaped by
the anti-Mexican movement in the USA during the Great Depression of the 1930s.
Many Mexican residents were forced to leave the States due to the racist belief that
they were taking resources and jobs from white Americans affected by econom-
ic repression. From today’s perspective, a century later, we again encounter the
echo of such anti-immigrant and racist policies. The contradiction is evident in
the simultaneous romanticization and admiration of Mexican art of certain artists,
while the masses of ordinary people were forced to leave, their bodies labeled as
“foreign” or “other.” During this period, Limon remained one of the figures in the
arts who managed to stay in the US, having the space to present both white and
colored figures on stage—in doing so, he reflected himself as a “mixed” (“half-color-
ed”) performer and choreographer, an identity he fully embraced during this peri-
od, opening up further opportunities for identification with it. In La Malinche, he
delved into the powerful figure from Mexican history and mythology—Doria Marina
Malintzin—who was a multi-layered person: bilingual, negotiating and translating
to help the Mexican people, while, at the same time, being the lover of the Spanish
conquistador Hernan Cortés. Beyond the historical narrative, the work is also seen
as reflecting his own layered identity.

Laban, the most renowned dance theorist, is known for his nomadic lifestyle,
which he used as a meansnature of connecting with nature and exploring move-
ment through it. He moved through European countries—France, Austria, Germa-
ny, Italy, Switzerland, England—leaving a mark everywhere with his analytical ap-
proach to movement, which attracted many followers.

Hanya Holm managed to transfer German dance expressionism and its concep-
tual depth to the US. Her studies with Mary Wigman faced challenges in accept-
ance within the standardized, highly aestheticized American context. Presenting
the female body not just as an object of admiration became an intensified process
in the 20th century, moving away from its romanticization in the 19th century and
countering the Hollywood-imposed “aesthetic values.”

George Balanchine, regarded as the “father of American ballet,” emigrated from
the Soviet Union through Western Europe, and eventually settled in the USA. Not

only did he bring ballet to the States but also founded one of the world’s most re-
nowned ballet companies, the New York City Ballet. He managed to bring his com-
pany’s ballets to Russia, and the Bolshoi and Kirov Theatres to New York in the
1960s and 70s. Through his work, he became a significant cultural ambassador.

Migration as Part of Contemporary Dance

The reconfiguration resulting from historical migratory movements has generat-
ed new approaches and concepts within the structure of contemporary dance and
choreography. Among the choreographers whose work embodies this framework
are William Forsythe, Sasha Waltz, Akram Khan, Hofesh Shechter, Shobana Jeyas-
ingh, Jasmin Vardimon, Sidi Larbi Cherkaoui, among others.

To begin with, William Forsythe’s migratory transition unfolded from the Ameri-
can continent to the European. He moved from the United States to Europe, where
he was longest based in Frankfurt, Germany. What American society had already
begun to foster in the twentieth century—namely, the cultivation of new forms and a
tendency to break away from rigid classical constraints—Forsythe advanced further
through his inventive and contemporary modes of expression and his distinctive
ballet vocabulary. For Forsythe, the concept of “migration” extends beyond literal
human movement and serves as a metaphor for the movement and transformation
of ideas, bodies, and even anatomical structures within the context of dance. His
works frequently involve the deconstruction and reconstruction of ballet vocabu-
lary, generating dynamic shifts and reorganizations of established forms. He de-
scribes his practice as a challenge to combine “familiar” elements in “unfamiliar”
ways. In this sense, migration also leads him to an interdisciplinary approach, as
he frequently collaborates across disciplines and presents dance through research
that engages with other fields. For Forsythe, migration is equally a matter of mov-
ing through stage space, which itself may be fluid and transitional.

Similarly, Sasha Waltz is one of the most prominent German dancers, choreogra-
phers, and directors of dance operas. In 1993, she founded her own company, Sasha
Waltz & Guests. The name reflects her commitment to collaboration, rather than
solitary creation. From the outset, she envisioned an ever-moving structure. Her
company functions as a network of dancers of diverse nationalities, religions, and
backgrounds, who gather for specific periods to realize joint projects. Waltz’s initi-
ative aims to connect different professionals within the field without obliging them
to a permanent presence; rather, each artist is free to explore themselves and the
world. More than 150 artists from various disciplines and countries have performed
in such projects, contributing to over 30 productions. Despite their differences,
these artists share a common goal: the creation of art. One notable project is the
installation Insideout, presented in Graz, Austria, in 2003.
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Another good example are Akram Khan’s choreographies that also navi-
gate narratives of home and identity, both expressed through the combina-
tion of Kathak? with contemporary dance and through his narrative themes.
When speaking about the sense of belonging and the search for identity, he states:

It dominates my work. Everything I have done relates to identity—whether it is
the identity of a boy or a man. Or the identity of a person of color, a Jew, or a Mus-
lim. It relates to gender, sex. I use certain themes as reflections, themes that act as
a mirror that deflects and questions the direction: the direction I take depending
on which aspect of my identity I am interested in, whether that be race, nationality,
sexuality, or borders. But above all, it relates to XENOS. (Khan, 2018: p. 64)

Xenos—a word of Greek origin meaning “foreigner” or “stranger”—is also the title
of one of Khan’s works. The choice is intentional, as he regards the notion as funda-
mental to his artistic practice and deeply relevant to the current political climate:

It is about being a stranger: a stranger in your own body, in your own home, on the
playground, a stranger among your friends and in your own country, in the world
you inhabit. I believe we are all strangers right now. (Bohm-Duchen, 2018)

Moreover, Khan seeks his belonging between two countries: Bangladesh, his place
of origin, and England (London), where he is based and where he grew up. The feel-
ing of displacement and centering connects to the centering of one’s own body—the
axis that cannot be lost—and the body as the only home to which one truly belongs.

likewise, another choreographer who has successfully built and presented his
artistic vision in London is Hofesh Shechter. Born in Israel, Shechter maintains a
profound connection with migration and its impact on the dance sphere. For this
reason, his company, the Hofesh Shechter Dance Company, mirrors global flows
through its diverse structure and international collaborations. His works often ad-
dress themes such as conflict (both personal and social) and human experiences,
drawing inspiration from his background and the various influences he has ab-
sorbed. In addition to this, beyond attracting dancers from different parts of the
world as part of a globalized movement, Shechter also unifies the stage through
the audiences he draws—audiences that travel to attend his performances—thus
highlighting mobility and the increased accessibility of media and art.

Another Israeli choreographer based in London, Jasmin Vardimon, is renowned
for her challenging, layered work that delicately engages with social and political
themes. Through her pieces, she addresses issues of homelessness, freedom, and
even the justice system. Her company works with international dancers despite
the fact that another socio-political phenomenon complicates this process: the
post-Brexit climate in the UK makes it more difficult for foreign dancers to enter.
Despite these challenges, Vardimon strives to build awareness among audiences,

2 A classical Indian dance form.

to educate, and to inspire change. Her father ran a theater in Israel that produced
works directed and written by both Israelis and Palestinians.

He aimed to build bridges through art... and to show the other side’s perspective.
(Vardimon, n.d.) People of Theatre. Available at: [link] [Accessed: 2 July 2025]

In her work ALiCH, first performed on stage in 2022, she directly alludes to migra-
tion:

Alice is an immigrant. She walks in a foreign land. She does not know the rules or the
regulator. She questions them. And she feels unwelcome. [Internet]. People of Theatre.
Available at: [link] [Accessed: 2 July 2025]

In a similar vein, the choreographer Shobana Jeyasingh also addresses the blend-
ed cultural connections of everyday British life. She explores multicultural issues
relating to personal identity, relationships, and the power of cultural heritage. Her
dance style is rooted in the traditional Indian form Bharatanatyam. Her work is
seen as embodying a cosmopolitan diasporic aesthetic that traverses historical
Indian foundations, shaped through her personal creative matrix. She frequently
discusses her migratory identity—mobile, fluid, and multivocal—highlighting how
cultural identity and richness today emerge from multiple histories, cultures, and
languages, creating a new hybrid choreographic sphere.

In continuation, Belgian-Moroccan choreographer Sidi Larbi Cherkaoui made his
debut on European stages at the start of the millennium. His works are regarded
as seminal among a generation of artists who develop between (dance) cultures. He
evokes the notion of layered identity and problematizes the concept of being a “sec-
ond-generation migrant.” He develops a stage vocabulary that employs heteroglos-
sia® and multiple languages to promote inclusion. The various languages presented
in his works are left untranslated, whether spoken or embedded in music. He aims
to reflect audience members who embody identity complexity—people who move
between multiple cultural backgrounds.

Babel 716 is a work inspired by the biblical story of the Tower of Babel, directly
addressing language, communication, and the dispersion of people across terri-
tories. Sutra—another of his works—features Shaolin monks and explores themes
of isolation and loneliness in a foreign land, resonating with contemporary issues
faced by refugees and migrants. Tempus Fugit focuses on the migration of birds
and people, connecting them with time, gravity, and the cyclical nature of move-
ment. His choreography acts as social commentary, using the body and movement
to investigate the complexities of migration, identity, and cultural interaction in a
globalized world.

3 Meaning: having two or more viewpoints for a certain text or an art piece.
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The Influence of Migration in Dance

Through these examples, we can discern the impact of migration and mobility on
dance—both historically and contemporarily—highlighting their influence on indi-
vidual dancers, communities, and the global dance ecosystem. In today’s globalized
world, the field of dance represents a dynamic space where mobility signifies not
only geographic movement but also cultural exchange, economic opportunity, and
artistic innovation.

In summary, migration and mobility allow choreographers to engage with diverse
cultural traditions, aesthetics, and techniques. This leads to hybrid dance forms
that blend classical, traditional, and contemporary styles (e.g., Shobana Jeyasingh’s
combination of Bharatanatyam with contemporary dance or Akram Khan'’s fusion
of Kathak and contemporary expression). Simultaneously, they provide audiences
with opportunities to learn about the culture, traditions, and history of different
peoples (e.g., José Limon’s themes drawn from Mexican tradition). Certain trends,
directions, or styles unfamiliar in a given context are transmitted (e.g., Hanya
Holm’s introduction of expressionist dance style to America).

Furthermore, migration often results in the creation of new communities and
networks. Dancers who relocate become ambassadors of their culture, bringing
traditions, rituals, and movements into new contexts. Through their presence, au-
diences encounter cultural expressions that might otherwise be inaccessible. In
this way, dance becomes a medium for building bridges between peoples and dis-
mantling cultural barriers.

In the contemporary context, the mobility of dancers and choreographers is deep-
ly intertwined with opportunities for exchange and collaboration. Festivals, resi-
dencies, and international projects enable dancers to travel, learn new techniques,
and create hybrid forms of expression. In this way, dance becomes a means of in-
tercultural dialogue and mutual understanding. Such encounters serve as a source
of inspiration and stimulate creative processes that would rarely occur in isolation.
Many dance performances and choreographies that emerge from these interac-
tions carry powerful messages of togetherness, freedom, and respect for diversity.
The world becomes an open field for research—both practical and theoretical—with
extensive access to information, ease of transit, and simple ways to experience art.

In the digital era, mobility has acquired an additional dimension. Today, danc-
ers can collaborate online, learn, and share through platforms that transcend ge-
ographical boundaries. Numerous festivals, residencies, and conferences already
combine physical and digital participation, thus enabling even greater accessibility
and intercultural exchange. This makes art more accessible, democratic, and open
to the world.

In the contemporary context, the themes of dance, migration, and mobility are
inextricably linked and represent key points for understanding cultural dynamics,
individual and collective identity, and the transnational processes that shape art

and society. Dance is not merely an artistic form but also a medium of communi-
cation, integration, and adaptation for migrant communities within new cultural
contexts.

Dance often functions as a space where the body becomes a medium for express-
ing experiences related to displacement, loss, and the reconstruction and creation
of belonging. Human mobility inevitably entails the mobility of movements, styles,
and choreographic practices, resulting in hybrid forms that bear witness to cultur-
al exchange and transformation. Through migration, traditional dances adapt to
new societies, sometimes acquiring new meanings or serving as a bridge between
the old and the new homeland.

Conclusion

Taken together, dance plays a dual role in the context of migration: on the one
hand, it serves as a means of preserving cultural heritage and collective memory;
on the other, it acts as a catalyst for innovation and intercultural dialogue. Dance
practices are often employed to maintain cultural identity within the diaspora and
to transmit traditions to new generations who, through dance, renew their connec-
tion with their place of origin.

From a sociological perspective, dance may also be understood as a tool for social
integration. For example, in urban settings, multicultural dance scenes contribute
to fostering mutual understanding among different ethnic groups, reducing preju-
dice, and creating new shared spaces for creativity. Through workshops, festivals,
and performances, migrant artists not only affirm their cultural values but also
actively participate in shaping the contemporary cultural landscape of the host
country.

This dynamic is also reflected in dance education, which increasingly incorpo-
rates topics such as interculturalism, bodily mobility, and migratory identities into
curricula. Today’s dance institutions are becoming spaces where students have the
opportunity to explore diverse cultural techniques, learn from migrant artists, and
develop a sensitivity to diversity. Thus, dance education is not limited to technical
training alone but also serves as a platform for critically reflecting on issues such as
cultural belonging, the acceptance of difference, and the ethical representation of
the “Other”. This approach cultivates generations of dancers and choreographers
who are conscious of the social contexts in which they create and who, through
their work, contribute to the development of more inclusive communities.

In conclusion, it can be affirmed that dance, migration, and mobility are intercon-
nected through complex networks of meanings and practices that are continuously
evolving. They reflect a contemporary world in which cultures are not static but
fluid and constantly in motion. Recognizing the value of dance as a living testament
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to migratory stories and human mobility is an important step toward fostering in-
tercultural awareness and respect for diversity. Therefore, dance should be viewed
not only as an artistic discipline but also as a vital social and educational phenom-
enon that helps us better understand the world we share.
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