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1. CbabpskaHue HA TUCEPTAIUOHUS TPY/

JlucepTallMOHHUAT TPYA C€ ChCTOM OT IIECT IJIaBH, IMOCTaBeHH Moj dopmaTa Ha
TC3UCHU, KOUTO YpC3 pa3iIM4Hu MCETOJOJIOTUU BOIAT OO0 KpaﬁHaTa 0oeJI — pasKpuBaHC Ha
WHCTpYMEHTHTE M CpeiAcTBata 3a paboTa Ha pexuchopa B Ipoleca Ha
¢buamornpousBoIcTBO. Besika oTnenHa riaBa e pasjeneHa Ha OTAETHU TeMH, KOUTO BCsAKa
MOOT/AENIHO U BCHYKHU 3a€JHO BOJAT 0 KpaiiHaTa 1eJl — JoKa3BaHe Ha Te3ara. B To3u
CMHCBHJI IIbpBaTa IJaBa, O3arjaBeHa ,,BbBefeHHME, € CcbhCTaBE€Ha OT TEMH, KOUTO C€
pa3BUBaAT B MOJATEMH C IIeT 3aJbJI0OYaBaHE Ha HM3CJICABAHETO M IBUIOCTEH aHAJIU3 Ha
BCHUYKHU acCIEeKTH Ha Mpoljema 3a pexucypaTa U pexuchopa B Mpolieca na Ch3JaBaHETO

Ha (1)I/IJ'IM8. KaTO U3KYCTBO U IIPOAYKT 3a I1a3apa.

BropaTa rmaBa oTBekAa J0 ChpIIEBHHATa Ha MpoOJieMa, KaTo M3CJIEABa CPEICTBAaTa 3a
paboTa Ha peXHChOpa, KOUTO Ca OCHOBHUST UHCTPYMEHT 3a MPAKTHUECKOTO MPHUIIOKEHUE
Ha pexucypara, KOUTO ca JOMBIHUTEIHO H3JIOKEHU B JIBAHAJECET OTICIHU TEMH U
Mo/A3aryiaBusi, KOUTO OTHOBO Ca pa3/IeJieHd Ha JOMBJIHUTEIHU 3a/aJleHU TEMHU TOJ]

(dbopMaTa Ha TOMMBITHUTEITHN aHAIIU3H.

Tperara rnaBa e KacTMHrbsT U paboTara Ha peXUChOpa C aKThOPHUTE KaTO Hai-BakeH
MHCTPYMEHT 3a paboTaTa Ha PEKUChOpPA BBB (PMIMOBOTO M3KYycTBO. Tasu riaBa ce
CbCTOM OT JIEBETHAJECET TEMH, KOUTO ChC CBOMUTE JONBJIHUTEIHU MOATEMH H3UEpIBaT
BCHUYKHU aCIIEKTH Ha €UH OT Hal-CIOKHUTE NPOLIECU B CUHKPETUYHUTE U3KYCTBA, KOMTO
€ paboTaTa C )KUBU XOpa, Upe3 KOSITO PEKUCHOPBT pear3upa CBOSATA JIMYHA UJIEs], KOETO
B KpaliHa CMETKa € MPOAYKT Ha €rou3bM, THIKYBaH KaTO MOCTHKEHUE HAa YOBEK, KOMTO

cMmsiTa cebe CH 3a aBTop.

qCTB’praTa TJIaBa € aHaJIu3 U U3CJICABAHC HA ACIICKTU HA MPOHCCa Ha MOHTAXK Ha (I)I/IJ'IMa
U Bpb3KaTa MYy C MOHTaXHUCTa MPEAN BCUYKO KaTO YOBEK ChC CBOM HMHAWBUAYAIHU
YOBCUIKHU XapPaKTCPUCTHUKHU, HO U KAaTO XYIJOKHHK, KaTO aBTOp HAa C€IWH OT KIFOYOBHTC

CCI'MCHTH BLHB (I)I/IJIMOBaTa MpoOAaYKIHA.



[leraTta rnaBa e u3cneaBaHe, MOCBETEHO Ha (peHOMEHA Ha MyOJMKaTa KaTo CPelCTBO 3a
pexucbopckata pabora. Tasum yacTt OT aucepranusara € ChbCTaBeHa OT CEIEeMHAaJeceT
OTJICIHM TEMU C TMOATEMH, KOUTO aHaNu3upaT (eHOMEHa Ha IMyOnauKarta W HelHaTa
UICHTH(UKAIUS ChC CIICIUAJICH aKIEHT BBPXY OTHONICHHUETO Ha PEXKHChOpa KbM
nyOauKaTa KaTo MOTpeOUTeNl Ha HErOBOTO M3KYCTBO MJIM HETOBHsI MPOAYKCT 3a IMaszapa

oz ¢opmMara Ha HUIM.

[llecra rymaBa € IOCBETEHAa Ha TEXHUKHUTE 3a JIMYHA pEKJIaMa Ha pPEXHUCbOpa H
KOMYHHKaIUATa My ¢ myOnukaTa. Ta3u riaBa ce cbCTOM OT MOAPA3JIEN, KOUTO ce ChCTOU
oT aHanu3 Ha (eHomeHa Ha HIEHTUUKALMATA KATO OOCKT Ha MaHHUMYIalus OT
pPeXKHCHhOPA, KOWTO M3ciieBa (OPMUTE HA MAHHITYJIAIHS, KOUTO ca Crien(DUIHY 32 BCEKU
apTUCT W TEXHUS IMPUHOC TIO0 OTHOIICHWE Ha HJCHTU(PUKANMITA HAa MyOIHMKaTa C
peXHucbopa, HE KakbB € TOW MCTMHCKH, HO 10 KakbB HAuMH myO0nMKaTa Tro

UJaeHTU(DUIIHIPA.

MoTtuBH 32 HallUCBaHe

B Maxkenonus uma M3KIOYUTEIHO MAJIKO PEKUCHOPU WIN IPENOAABAaTE]d BbB
BUCIIIETO 00pa3oBaHKe, KOUTO ca HAMMCAIU WIM MULIAT U MyOJUKyBaT 00pa3oBaTeIHU U
HayYyHU U3CJIEIBaHUS M0 MpodjemMa 3a PEKUChOpa U pPEeXUcypara BbB (PUIMOBOTO
M3KYCTBO U (hUIMOBaTa UHYCTPHS, KOSITO € B CBOSI BTOPH €Tall Ha pa3BUTHE U IJIaBHO CE
OCHOBaBa Ha Jbp)KaBHU cyOcuauu 3a (uiMoBa M TeJeBM3MOHHa mnpoaykuusa. C
n3kioyeHre Ha Jlrobuma ['eoprueBcku, KoiTo muile 3a mpodiemMa ¢ pexucypara, HO C
(boKyc BBPXY pEeXHUCHOpa M peXHcypaTa B JApaMaTHUYHUS TeaTbp U APYTHM CLEHUYHU
NeiHOCTH, MyOJIMKYBaHU B KHHUTara My ,,OHTOJIOTHSI Ha TeaTbpa’, IOYTH HUKOU HE €
NIPaBUJI M3CIEA0BaTeNCKa WM HaydyHO-oOpa3oBaTeNHa JAEHHOCT 3a U3CIe[BaHe Ha
npobiemMa 3a pekuchopa U pexxucypara upes3 aepunupane, nepuHIpaHe U BaJOpU3HpaHe
Ha OCHOBHHMSI CTHJIO Ha (PUIMOBOTO M3KYCTBO M (puiMoBaTa MHAYCTpUS — (UIMOBUSA
pexucrop M (¢uiIMOBaTa M TeNEBU3MOHHA pexucypa. JlHec € CbBCeM SCHO, ue
reHepaToOpbT Ha Ta3u JyajHa, apTUCTUYHA M CTOINAHCKAa JEHHOCT €IHOBPEMEHO €
JMYHATa UHUIMATHBA, TOTPEOHOCTTA OT M35Ba, OT TBOPUECTBO, a B cle/aBamara ¢asa 3a

npeanpueMadyeCTBO Ha PEKUCHOpPA KAaTO TBOPCIl, HO U HA PCKUCHOpPA KAaTO MPOAYLCHT.



MosT onmuT TOBOPU 3a MHOTO KOH(DJIMKTH M HEpeaTu3upaHu NPOEKTH U MPOIMyCHATH
BB3MOXHOCTU BBHB (DMIMOBOTO H3KYCTBO, HO W B UHAYCTPUATA B YAaCTHOCT, MOpPaIU
HEesiICHaTa IO3ULMUS Ha PEeXHUCbOpa U HEONPEIEICHUTE HHCTPYMEHTH M CpPEICTBA Ha
paboTa Ha pPEXHUCHOPBT - APTUCT U CHC CIEHUAIHO OTHOIIEHHE KbM PEXHUChOpa —
npoayueHT. Te3u HeompeselieHH, OCHOBHO JIMYHHU, TCHXOJIOTUYECKHM KOHGIMKTH Ha
camMHsl PEXUCHOpP, Cb3/1aBaT BCHUYKM OCTAHAIM KOH(MIUKTH C Ha-ONu3KUTE MY
CHTPYJHUIM, a CJIE]] TOBA U C LIEJIUS €KUIl, KOETO caMo 10 cede cu BOJU J0 HEyCIeX Ha
¢uIMoOBa M TENEBU3MOHHA MPOAYKUHUA. B nexmuure cu mo pexucypa B YHHBEPCHTETA
Eypona Ilpuma paz0Opax, ue He caMO CTYACHTUTE 1O PEXKUCYpa U MPOIYLIEHTCTBO HAMAT
scHa JAeQUHHUIMS 3a TOBa KakBO pabOTH pEXUChOpa B M3KYCTBOTO Ha (huUiIMoBara
pexucypa M B HPOAYLEHTCKAaTa WHIYCTPHUsS, HO U BCUYKHU JPYrd CTYIEHTH 10
ayJIMOBU3yaJIHU M3KYCTBaTa HE MOrar Ja ONpeAessT TOYHUTE UHCTPYMEHTH U CpPEICTBa
3a paboTa Ha pexxuchbopa U pexxucypata. Taka Te 4yecTo BIU3aT B KOH(IIUKT MO BpeMe Ha
00yYEHHETO CU U MO-KbCHO B MPOGECHOHATHOTO CU Pa3BUTHE, ThPCEHKU BH3MOKHOCTU
3a pellaBaHe Ha KOHKPETHH MpOoOJIEeMH 10 BPEME Ha MOATOTOBKATa U CHUMKH B CTYAHO
WIA Ha JoKanus. TexHUTe W3sBJICHUS BOIAT 0 JIMIICA HA TOYHA MH(OpMAIHs 3a TOBa
KOW KakBO NpPaBH, Kak ro MpaBU, KbJE IO MpPaBH, KOra ro MNpaBu MU 3all0 IPaBU TOBA,
KOETO TpsIOBa J1a ce HalpaBU Ha BCUYKH €TalH U MpolecH Ha paboTta. CBUIETEN CbM U Ha
HEOIpEeNIEH! B3aUMOOTHOIIECHUS, OCOOEHO MEXIy Hal-OJM3KUTE CHTPYIHHUIM Ha
peXHChOpa, MPOJYLIEHTA, CLIEHAPUCTA, OTIEpaTOpa, akThOPU U MOHTAXHUCTH, KOUTO BOJST
70 HEBBb3MOXKHOCT 3a pas3pelllaBaHe WM B Hail-noOpus ciydail 10 JIOUIO MU
HEaJIeKBaTHO pEIIeHHE Ha KOHKPETEH MpolsieM MM KOHQIMKT. B HadanoTo Ha moute
3aHATUS ChC CTYJEHTH OT BCHUYKM KaTeIpu MOATOTBUX BBIPOCHHMK, B KOMTO mouckax
OTrOBOPH Kak T€ Bb3NpUeMaT U AePUHHUPAT MO3ULHUATA U 3aIbJDKEHUATA Ha PEKUCHOPA,
II'BPBO C AKTBOPUTE, TOECT ITOMCKAX OTTOBOP KAKBO OYAKBAT OT PEKUCHOPBT B MPOLECA HA
pabota ¢ akTbOpH OT (PUIMOBOTO H3KYCTBO B OTHEIHUTE €Tallld Ha IOJATOTOBKA M
pou3BoicTBO. OTrOBOpUTE UM JOBEI0XA IO TOTATHO HEChITIaCHEe U HEONpPeAeIeHOCT Ha
OTHOIICHUATA PEKUCHhOP-aKThOp. M Ta3u Bpb3Ka Oerle qByrnocouyHa. MHOTo CTyAeHTH 1O
peXucypa He 3Haexa TOUYHO KaKBO IPAaBH PEXHCbOPHT BbB BCUUKH €Talu Ha GpuimMoBara
MPOAYKIMS M KakBa € HEroeara IO3MLIHSA CHOpAMO Jpyrure. bbp3o crana sicHo, 4e

IreHEPATOPLT HA TE3U HEACHOTU € PCKUCHOPHT, T.€. YOBEKET, KOUTO ITI0 IIPpUHIOUII Chb3J1aBa



BCHYKH B3aMMOOTHOIICHHUSI B U3KYCTBOTO M MHAYyCTpusTa Ha puinma. Hepazoupanero Ha
caMHs HEro W HEropara IO3UIMs W HMHCTPYMEHTUTE W CpeJCTBaTa 3a paboTa B
npodecusara My JOMBIHUTEIHO Pa3KpuBa, 4e€ T€ BOJAT IO KOH(IUKTH C BCHUKH JIPYTH
npodecuy 1 NMO3HULIMU BBB elHa (UIMOBA MPOIYKLMS WIM KOMIaHusA. MoTuBanusaTa 3a
Ta3uW Jaucepranms € JBoiHa. [IbpBOTO € HaydHOTO M OOpa30BaTEIHO OMpEICIsTHE Ha
MSICTOTO U MHCTPYMEHTHUTE 3a pa0doTa Ha PeXHChOpa M Ch3aBaHETO Ha METOJOJIOTHS, a
BTOPOTO € CHh3AABAHETO HA MPAKTUUYECKU 3HAHHS, KOUTO MOTAT Jia C€ U3IOJI3BAT HE CaMo
OT PCIKUCHOPU, MPOAYUCHTU HUJIM AKTBOPHU, HO B BCUYKU OTACIIN U HpO(bGCI/IOHaJH/ICTI/I B
KHHOTO W TEJIEBU3UATA, HO CHINO M KaTO IBUI0O BCHYKKA OH3M KOUTO y4YacTBAaT BbHB
¢wiIMoBaTa U TEJIEBU3MOHHATA WHAYCTPHS Ype3 CUCTEMa Ha ChTPYIHHIIM, KOOIIEPAHTH,
CIICHUAIIMCTA OT pPa3jIMdYHA HeﬁHOCTH U MHOI'O APYrd HUSIBIHUTCIM OT H3KYCTBA U
npodecun odburaeniy okoay GprIMoBaTa U TEICBU30HHATA HHIYCTPHS. TBHil KaTo padboTs
U CbM B IIOCTOSSHEH KOHTaKT C MNPO(eCHOHATMCTH OT (QUIMOBATa HHIAYCTPUS Ha
bankanuTte, HO M ¢ MOMTE KOJIETH TIPENOAaBATEIN B YHUBEPCUTETH M YUMIIHIIA [10 KHHO U
TeneBu3us, pa3dpax, ye ToBa U3CIeBaHe MMPEACTaBIsIBa 00pa3oBaTesieH, MpodecuoHaneH
u OuM3Hec MHTEepec M3BbH Makenonus. M Hakpas, ChBCEM SCHO €, Y€ CTPAHHTE, KOUTO Ce
HaMHpaT B Taka HapE4eHHUs MPOIEC Ha MPEXOJ| OT COIMAIM3bM KbM KAIUTAIU3bM, BCE
Ollle MMaT MHOTO HEOMpeAeNieHH OTHOIICHHS BHB BCEKM CETMEHT OT Mpolleca Ha
TBOPUECKO Ch3JaBaHE W OpraHW3alis Ha MPOU3BOJICTBOTO BHB (QUIMOBATA W

TEJIEBU3NOHHATa UHAYCTPHUSA. Marndecku Kpbr, KOUTO ThPCH U3XO/.

Ieaun Ha U3caeIBaAHETO

Pa3no3naBaneTo, oTKpuBaHETO, 1e(QUHUPAHETO U ETUMHUHUPAHETO HA aHOMAJIUU
KOUTO Ch3/aBaT MpoOJieMU B MpaKTHKaTa Ha MPOoQecusita pexuchop BHB (HUIMOBOTO
M3KYCTBO M BbB (pMJIMOBATa MHAYCTPHS, € OCHOBHATA 1€ HAa TOBa U3cieaBaHe. OUIMBbT e
auxoromuueH (eHoMeH. Tolt MMa gBe OCHOBHM (DYHKIMM, IMbpBaTa Ja 3a0aBisBa, a
BTOpara Ja oOpa3oBa. Ho chImHOCTTa My € B Jpyrure JB€ KaTeropuud Ha
KuHemarorpagus, a ToBa € (GakThT, ye (UIMBT B €IHaTa € HU3KYCTBO a B Jpyrara
IPOAYKT 3a Masapa, T.e. OM3HeC HauMHaHHWe. Pa3nensHeTo Ha apTHMCTUYHOTO OT OM3HEC
HauMHAHMATA B CBETA HAa (UJIMa € HEBB3MOXKHO. Te ca B3aMMOCBBP3aHH M BCEKU OIMT 3a

pasaciaHE BOAU 0 OLIE IMO-0XKECTOUYCHU KOH(bJ'II/IKTI/I n ome II0-TOJIEMU HpOGJ’IGMI/I,



ocobeHo B MakenoHus, KbaeTo (UIMBT BCE OIIe OO0 TolsiMa CTENEeH ce cMsTa 3a
M3KYCTBO a MO-MaJjKo 3a UHAYycTpus. Llenta Ha ToBa M3cinenBaHe HE € Ja pa3lenu, a Ja
OTIpeIeN PA3IMYHUTE CHITHOCTH HAa (PriiMa M Ype3 MHCTPYMEHTHTE W CPEJCTBaTa Ha
pabota Ha peXHUChOpa Ja CIMMUHUPA KOHQIMKTHTE KOUTO Ch3JaBaT NpoOJieMU B
rporeca Ha XyJO0XECTBEHO TBOPUYECTBO, HO M B IPOU3BOACTBEHUs IIPOLIEC, KOWTO B
¢buamoBara MHIAYCTpUs € TeXHoJoruyeH npoiec. Llenra He e ga onpenenu ¢uiMa Kato
MPUJIOKHO HU3KYCTBO, @ KaTO TEXHOJIOTHS, KOSTO, aKO C€ MPAKTUKYBa 4pe3 CUCTEMa OT
IIPaBWJIHO ONPENEIEHU IPOLEAYPH, BOAU 0 CH3/1aBAHETO HA OPTaHU3UPAHO U MAacOBO
MIPOU3BOJICTBO Ha (MIMOBU U TEJIEBU3HOHHU MPOAYKTH M PA3BUTHETO HA MHIYCTPHs Ha
¢bunm u teneBusus. Llenta Ha ToBa M3cieaBaHE € Ja U3CienBa U JAepUHUPA U3KYCTBOTO
KaTo 4acT OT ISUIOCTHUTE MKOHOMUYECKH OTHOIICHUS B €HO MAJIKO OOIIECTBO U CTpaHa
kaTto Makenonus. KpaitHaTa 1en € Ja HaChbp4yu M HACOYM PAa3BUTHETO HA MAKEJOHCKATA
¢buaMoBa M TEJIEBU3MOHHA HHIYCTPHS BBHB BPEMETO Ha EKCHAH3Ui Ha (DUIMOBOTO
U3KYCTBO, 0COOEHO Mpe3 MOCIETHOTO JECEeTUIeTHE Ha JABaJeCeT M MbpPBU BEK, KOraTo
¢uaMoBaTa W TEICBU3MOHHATA WHIYCTPHUS BEUe HE Ca MPUBHIICTHS CaMO Ha TOJIEMU U

ooratu CTpaHUu UJIU OBbPKABHU 06IlIHOCTI/I.

IIpeamer Ha u3caeABaHETO.

[IpenMer Ha TOBa M3cieABaHE ca MPOLECUTE Ha MHCAHE Ha CLIEHapUH, paboTa C aKThOPH,
MOHTaX Ha (uiaMu U paboTa HaA pexHuchbopa ¢ MyOJMKaTa Karo IOYMTATEIH Ha
(GUIMOBOTO M3KYCTBO, HO M MyOJMKaTa KaTO KOHCYMaTop Ha (uiiMa KaTo MPOAYKT 3a
nazapa. [lo-KOHKpETHO, NpeaMeT Ha TOBAa HU3CIEABAHE € HAYMHBT HA TBOPYECKO
WHULMUpPAaHE U TpWIAaraHeTo Ha creuu(UYHM TEeXHUKHM U TEXHOJIOTMHM B Ipoleca Ha
ch3ZaBaHe Ha (UiIMa KaTo MPOU3BEACHHE Ha W3KYCTBOTO, HO M KaTO WHAYCTpUaJeH
IPOAYKT, MpeIHAa3HAYeH 3a MacoBa KOHCyMalus. Tbi katro GuiIMbT € cnenuduyuHa
JeMHOCT, KOATO OT €/1HA CTpaHa € MHTeJeKTyallHa paboTa, a OT Apyra cTpaHa npodecus
KOATO M3UCKBAa CHEHMU(PUYHM TEXHUYECKH M TEXHOJOTMYHM I[O3HAHMUS 3a Ja ce
MPaKTUKYyBa, MPEIMET Ha TOBa M3CJIEJBaHE Ca HAYMHHTE, [0 KOUTO HMHTEJEKTyalHaTa
YacT — IpeHacsHeCaHeTO Ha olpeleleHa wHjaea 3a (uiIMa KaTo TPOIYKT Ha
eMOI[MOHAIHATA €MaHallus M 3a PEeXUChbOpa KaTo apTUCT, TpsAOBa Ja IOCTaBU BbHB

B3aMMHO (bYHKHI/IOHaIIHa BPb3Ka C pallMoOHalIHaTa, CTpOro TEXHOJOrm4Ha 4acT, KOATO €



BbB B3aUMHa Bpb3Ka C MHAYCTpHATa U OusHeca. IlpeamersT Ha TOBa M3ClElBaHE €
paszesneH Ha JBe 4acTu 0e3 CleUalHO Pa3rpaHuyeHue, HO € HaCOUYEH B €]lHa 4acT KaTo
aHaJIU3 HA BBTPEIIHUTE, CTPOrO MHTEIEKTYyaJJHU MEXaHU3MH, KOUTO PEXKUCHOPBT
yIpaBiisiBa, 3a Ja Cb3AaJC CLEHAapUd KaTo HPOAYKT Ha EMOLUOHAJIHM U JYXOBHH
IIPOLIECH, KOMTO IlI€ C€ MaTepUaIM3UpaT B Kpas Ha Ipolieca KaTo onpezeneHa Gpusnuecka
CTOMHOCT noJ (hopMaTa Ha MUCMEH TEKCT KaTO OOL apXUTEKTYpEH IUIaH 3a JeHCTBaHE U
Ch3JjaBaHEe Ha MaTepuajgHa CTPyKTypa. B 1ombiHEeHHE KbM Ta3u 4acT, IPEeIMET HAa TOBA
U3CJIeIBAHE ca HEOOXOAMMUST 00pa3oBaTeieH, NPO(ECHOHATIEH U E€MIUPUYEH OIMNT,
KONTO pexuchbopa TpsiOBa J1a MpUTeXkaBa U Ja HAMEpU HauuH Jia TU MPUIIOKHU U IIpeHece
OT CBETa Ha HEMAaTEepPUAJIHHUTE U JIyXOBHM LICHHOCTH B CBETA Ha pEalHUTE MaTepUaTHU
Hea. 11 karto LAn0CTHO U3cineqBaHe Ha Ta3M 4acT ca TEXHUKHUTE 3a YIPABICHHE BBPXY
ce0e CM M COOCTBEHHS CH XMBOT W HM3KYCTBOTO KaTO MPOAYKT Ha TO3U KHBOT, H
TEXHUKHUTE 3a 00l1yBaHe, JieiicTBane U paboTa ¢ APYrd XOopa, BbBICUEHU B IIPOLIECUTE HA
MHTEJEKTYaIH! U TEXHOJIOTUYHN HAYMHAHMS, C KpaliHa 1en 6e3 KOH(IUKTH, B ChbCTOSHUE
Ha CBTPYJHHUYECTBO JIa C€ Ch3aane (PUIM KaTo XyJ0KeCTBEHA M JyXOBHA LIEHHOCT, HO U
KAauecTBEH U aJIeKBaTeH 3a ma3apa (UIMOB IPOAYKT KaTo MaTepuaaHa, UKOHOMHYECKa
cToiiHocT. Jlpyrara 4yact ce oTHacs 10 KBaJU(pHUKALMUTE, KOMIETEHIMUTE, 3HAHUATA U
YMEHUATA, KOUTO PEeXUChOpa TpsOBa Ja MpUTEKaBa M HauMHA HA MPUJIAraHeTo UM B
Ipoleca Ha TEXHUKO-TEXHOJOIMYHA HAcTpoMKa M YIOpaBlIeHME Ha Ipoleca Ha
MO/ArOTOBKA, NMPOU3BOJICTBO U MOCTIPOIYKIIMOHHO JOBBPIIBAHE U Pa3NpOCTPAHEHUE /10
ny0JinKara ¥ moTpeduTenuTe Ha puiiMa KaTo MPOAyKT Ha MHIYCTpUsATA, IpeIHA3HAUECH 3a
Thproeus. M xato oraenHa yactT mpeaMeT Ha TOBa M3CiIeBaHE € MyOsuKaTa U HeifHara
CTPYKTypa U HEHHHMTE HYXKIU U popMHU Ha MoTpebieHne Ha (uiaMa KaTo IPOU3BEIEHUE
Ha U3KYCTBOTO C L€ 33/I0BOJISIBAHE HA TyXOBHHUTE IOTPEOHOCTH, HO U KaTO NOTpedieHne
Ha (uIMa KaTo MaTepusUIeH, Ma3apeH MPOAYKT C 1Iell 3a/I0BOJISIBAHE Ha JIPYTHU COL[MAIHU

HHAUBUAYATIHH U KOJICKTUBHU HOTpC6HOCTI/I.

AKTYaJIHOCT HA TeMaTa
Hue cme B pasrapa Ha peBoolus BBB (UIMOBATAa M TEJIEBHU3MOHHATA MPOMYKIIHA.
Excnansusara e Tyk Ipej Hac U BEPOSTHO € CKOpOo U B MakenoHus Aa ce Cllydd TOBa

KO€TO B CBCCAHUTC CTpaHU C€ Cb3aac IMNpead IMOoYTHU JAECETHUIIECTHUE - MaCOBOTO



IIPOU3BOJICTBO HA ayJHO-BU3YaJHH CTOKH M Cbh3/IJaBaHETO HA OpraHU3MpaHa MHIYCTpHS,
KOSITO 110 CBIIIECTBO € FeHepaTop Ha MHOTO JIPYTM HKOHOMUYECKH JeiiHocTu. Duinmoara
U TEJIEBU3MOHHATA MHAYCTPUS M3MUHAXa IBJIBI IIBT IPE3 MOCIEIHUTE NECETHIIETUS U
BEYE HsAMA sICHA I'paHula MEXAY JBeTe MHAYycTpuu. Hanpotus, cTpykTypaTa, Hapauusra
U BU3YAJTHOTO O(QOpPMIICHHE HA UTpaJieH TEJIEBU3HMOHEH (UIM WU CepHsUl ca ChIIUTE
KaTo IpU KUHOTO, a MPOMU3BOJCTBOTO HAa UIPAIHU TEJIEBU3MOHHU (QUIMH U CEpHUAIH
M3MCKBAa MHOTO 3HAHHUS U YMEHHsI, OIIE MOBeYe, Y€ TEICBU3MATA, 32 pa3jivKa OoT (uiMa,
BCE OIl€ MMa MAaJIKM OFOJDKETH M MHOTO KpaTKH CPOKOBE 3a IMPOM3BOJCTBO. 3a J1a
IIOCTUTHE €(EeKTUBHOCT, I'€HEpPAaTOpbT Ha Ta3u HNPOAYKLMs, (QUIMOBHUAT PEXUCHOP,
TpsiOBa J]a MpUTEKaBa 3HAHUATA 3a PElIaBaHe HA NPOOJIEeMUTE, KOUTO ca MHOIOOpOHU U
CIIO)KHU B Ta3u crieruduyHa aeinoct. Hukora He € OMi10 mo-ymMecTHO B Ta3H 00JIacT Ja
ce ThpPCAT HaYMHU, (OPMH U KOHICIIINH 33 Ch3/1aBaHe HAa (QYHKIHMOHAIHA U eEeKTHBHA
IOPOAYKIMS, KOATO MOXE Ja OTrOBOPM Ha HapacTBAIlOTO Ia3apHO TbpPCEHE Ha
ayJAMOBU3YyaJlHU NPOAYKTH, BBB BCHYKM HMHIYCTPUH, OCOOEHO B MAapKeTHHIra M
pekiamara, KbJIeTO IOMHUHHpAT KpaTKuTe urpainHu gopmu. W Hakpas, ¢ mangemusrTa,
KOSTO HACTBIM Ipe3 IOCJIEIHUTE JIBE TI'OJUHU, HUE CME CBUJETENIM Ha JpacTU4yHa
IIpOMsiHA BbB B3aUMOOTHOUICHUATA M HYXXAUTE B MHOI'O MHIYCTPUHU, B TO3U CMHUCHI
pas3BieKaTelIHaTa MHIYCTpUs, 0coOeHO (uiIMoBaTa M TEIMBU3MOHHATa WHAYCTPHS ce
pasumpsBa nopaau Qaxra, ye MoTpeOUTeNUTe IMpeKapBar ACHS CHU BKBIIM U MMa 00l
ry1aj 3a GUIMOBU MPOJYKTH, KaTO pa3BI€UEHUS] KOUTO CE€ pa3NpoCTpaHsIBaT B MIIaTHOpMHU
WK OHIaiH. OOIIUAT pacTeX Ha Ta3u MHAYCTPUS C€ MPOTHO3UpA Mpe3 CeIBAIINUTE MeT
TOAMHU JI0 HEBEPOSITHUTE JIECeT XMIAAN UTPATHU (PUIMa FOJUIIHO, KOJIKOTO 1€ U3HCKBa
nazapbT. CrenoBaTeNHO BspBaM, Y€ TOBA W3CIEABAHE HMa CBOETO MPAKTHYECKO
MPWIOKEHHE B 00pa30BaHUETO, HO CHII0O U B MHIYCTpUSATA NpU €XKEIHEBHATA
OpraHu3alys Ha MPOU3BOJICTBOTO M YCTAaHOBSIBAHETO Ha MpaBWJIa, B3aUMOOTHOILEHUS U
e(EeKTHUBHOCT B OIEpaIUUTE.

Metoaos0orust Ha U3cJjieABaAHETO

Wuunmanusara 3a Ta3u Jgucepranus ca MOWTE JIEKLWH, NPAKTHUYECKU 3aHUMaHUs B
yuuBep3utera Eypomna [Ipuma u pabotara cbe cTyneHTH. B To3u cMucha 3amounax na
IpOoyYBaM IMpeaMeTa ¢ MeTo/la Ha yCTHUTE WHTEPBIOTA, a MO-KbCHO MPUIIOKUX METOA Ha

MUCMEHHUTE BBIPOCHUIN, KOWTO Jaj0Xa MbPBUTE KOHKPETHH MO3HAHUSA 3a Mpoliema ¢



MHCTPYMEHTHUTE U CpeAcTBaTa 3a padoTa Ha pexuchopa. B HauanoTo aBata OCHOBHU
IpeaMeTa Ha M3CJIEABAHETO He 0siXa ACHO Je(UHHUpaHM, EAMHUAT 32 UHCTPYMEHTUTE, a
APYTUAT 3a CpeicTBara 3a pabora. B3ex ToBa omnpeneneHue 3a 00IUTE UHCTPYMEHTH Ha
pPEeXUChOPCKaTa paboTa B PEKUCHOPCKOTO M3KYCTBO OT MOUTE JIEKIUH ChC CTYJCHTU IO
aKThOPCKO MaicTOPCTBO IO TeMaTa ,,AKTbOPCTBO Ipej puiamoBa kamepa”, KbIETO Beye
Osixme nepuHUpany ,,MHCTPYMEHTHUTE U CPEICTBaTa 3a paboTa Ha aKTbOpa B U3KYCTBOTO
Ha Guiama”. MeToabT Ha U3CleIBaHe ¢ BBIIPOCHULU ONPEAEIH IPOOIEeMHUTE U ChOTBETHO
npeaMeTa Ha u3cienBaHero. OTAenHUTE TPYNM CTYAEHTH B MOUTE KJacoBe paboTuxa
3a€HO C MEH IIPU ONpeAEISIHETO Ha MHCTPYMEHTHUTE U Cpe/IcTBaTa 3a paboTa Ha JpyruTe
- Hail-OJIM3KM AEWHOCTU U ChTPYAHUIM HA PEKUCHOPA OCBEH aKTbOPUTE, U TaKa Ha Ta3M
JUCTa € TOJpenuxa MPOAYLEHTHT, CLEHAPUCTHT, ONEPATOPBT U MOHTAKUCTBT KOUTO
TpsiOBa /1a ce B CHTPYAHMUYECTBO PEXUCHOpA U 0€3 KOUTO TOH HE MOXKE Ha MPAKTHKA J1a
peanu3upa CBOUTE TBOPUECKU M OM3HEC Uieu 3a eaHa puiIMoBa npoaykuus. Tazu yact ot
u3cieBaHeTo Oelle KakTO TEOpeTHYHA, Taka M IPAaKTUYeCKa IO BpeMe Ha HaIlUuTe
YIOpPaXXHEHUS! CbC CTYACHTHU 10 CIIEHapuid, KaMmepa, MpoJyKIus U MOHTaX. BbB BTOpara
da3a mpoBenox MeToJ Ha Ja0OpPaTOPHO H3CIEABAHE Ha CIEHApUA U ONPEAEIHX
KOH(UIMKTHUTE TOYKU IO BpPEME Ha IMCAHETO Ha CLIEHapus 3a KpaTbK UrpajieH (puim
MEXIY CIEHApUCTa M PEKHUCHhOPA, KAaTO OTKPUX M ONPEAENINX IPUYMHHUTE 3a
KOHMIMKTUTE U TU JAePUHHpaX Karo M3TOYHUK Ha KOHGMIMKT. B cpmioro Bpeme
IIPOBEXKJaX JIADOPATOPHU M3CIEABAHUS CbC CTYIEHTH IO AaKThOPCKO MailCTOPCTBO, C
KOUTO JO TojsiMa CTENEH YCTAaHOBMXME INPAKTHYECKH BCHUYKU B3aUMOOTHOLICHHS B
OTHOIIEHMATA aKTbOp-pekuchop. Ha punana Geme npaktuueckara pabora BbB (pa3ara Ha
MUCAaHEe Ha CLEHApHs, PEANPOAYKIUATA B IIpolieca Ha padoTa ¢ akTbopH, BbB (hazaTa Ha
MPOAYKIMATa B CTYIMOTO W Ha JIOKAMU M B LIETUS NPOILEC HA MOCTHPOAYKLHS Ha
urpannus ¢puim “Kuno JIto60B”, 3a KOMTO Hamucax cueHapuil, IpoIylupax ¥ MOHTHpax
KaTo CBLIECTBEHA YacT OT TOBA M3CIEABAHE C LIEJ] YpPe3 METOJa Ha aHaJIM3 U OLIEHKA Ha
BCUYKH TEOPETUYHU BBIIPOCH U NMPOOJIEeMH uYpe3 MEeToJla Ha IMpaKTHYecKa MpoBepKa B
peamHO MIpOM3BOJACTBO. B mpormeca Ha HamucBaHe Ha TeOpeTHYHAaTa 4acT Ha
JUcepTanusaTa M3MO0JI3BaX CPABHUTEIHUS METOJ IO OTHOIIEHHWE Ha TOBAa Kak Jpyru
aBTOPHU, MPEIOaBaTeId U apTUCTU ONPEAEIAT TO3U NpoOIeM Ype3 CBOMTE TEOPETUYHH

u3CcheBaHusI U OCOOEHO upe3 MpakTHueckara paboTa B M3KYCTBOTO Ha (uima u

10



¢bunmMoBaTa WHAYCTPHUS, Ype3 TPYAOBE HA HAJA TPHUACCET PEXKHCHOPHU, CIICHAPHCTH,
MPOAYIIEHTH, AKThOPH, IICHUXOJIO3U, TCUXOAHAIMTHIM, KHHeMarorpaduct, (GuiMoBH
M3clieoBaTeNnu, GUIMOBH KPUTHIU. B elHa yacT M3Mmoin3Bax MeTo/ia 3a ThPCeHE Ha 0a3u
JIaHHU, JIOCTHIIHU OHJIaKH. J[o roJisiMa CTENEeH ChbM H3IIOJA3BAJl METO/A 3a aHalIU3 Ha Haj
CTO WTPaHH, TOKYMEHTAJIHU U eKCIIEPUMEHTAIHH (pUIMa, 3a Jia JOKaka HJIM OIpoBeprast

MHOI'O TE3U U TCOPHUHU YPE3 MPAKTHUICCKUTE IMO3HAHUA Ha APYTr'H U3CIICA0BATCIIN U aBTOPU.

YBOJ

Pexucypara karo npodecus u pexXKUChObT KaTO YOBEK HA M3KYCTBOTO Ca €/IHU OT OHE3U
npodecrr, KOUTO ca HESICHU M TOJUIOKEHH Ha HepazOupaHe M MUCTH(PHUKALUS, TOPU U
JTHEC, BBIPEKH U300maMeTo oT wuHdopManuu 3a IoyomsHeca, GuiamoBara u
TEJIEBU3MOHHATA MHIYCTPHS, KBAETO PEKUCYpaTa € MPeJCTaBeHa KaTo KIF0Y0BA MO3HUIIUS
a peXXHChOPBHT KaTo KiIouoBa Qgurypa. Koroto u na nomnurare, B KOATO U Ja € TOYKA HA
CBETa, L€ B OTTOBOPU TOYHO KaKBO MPABAT aKTbOPUTE BHB (MIIMA WUIIM TEIEBU3UATA U
MOHE IIe BH JIaJ€ ONHCATENIEH OTrOBOP 3a TOBA KakBa € MpodecHsra Ha MPOJYLEHT,
CLICHAPUCT, OIEpaTop, AW3alHEp Ha KOCTIOMH, aHUMAaTOp WJM 3BYKOB au3aiiHep. U
ChBCEM SICHO M pa30upaeMo BCEKH €IMH MOKE Jla OMpeeNid KaKBO TOYHO MPABSIT TE3U
X0pa, 3a Ja cu BbpuiaT padorata. Ho Te He 3HasAT KakBO TOYHO pabOTH B Ipoleca Ha
MPOU3BOJICTBO HA (PMIMH YOBEKBHT HA KOTO MMETO MY CTOW HAaW-IBJITO TIPEI BCHUUYKH
OCTaHalli Ha €KpaHa MW € W3MHCaHO C TJaBHW OykBu. W 1opu HIKOM OT
poeCUOHAIUCTUTE, KOUTO PabOTAT 1Mo (puiaMa, He 3HaAT KaKBO TOYHO MPaBU YOBEKHT,
KOTOTO HapHyaT PEXUChOP — JAUPEKTOp (CIOpel] aMepUKaHCKaTa IMPaKTHKA) YOBEKBT
KOWTO JaBa AUPEKIMUTE T. €. HACOKUTE KakBO TpsOBa na padotsaT. Eqna romsima vact or
CaMHTE PEKUCHOPH HE 3HAST KaKBO TOYHO TPsOBa /1a MPaBAT U KAKBH Ca 3aIbJDKCHUATA
UM, 2 0COOEHO Te3H, KOUTO TeII'bpBa HaBIU3aT B npodecusTa. ToBa siBIEHUE U HETOBOTO
crnenu(UIHO U 0COOEHO IMOJIOKEHHE € MPEJMET Ha HACTOSIIOTO U3CIIE/IBAHE.

Koii e nuiero, HapedeHO PEKUCHOP, KAKBO TOYHO OOXBamia mpodecusTa pexuncypa u
JUTBKHOCTTA PEXKUCHOP M KAKBH Ca HETOBUTE HHCTPYMEHTH M CPEICTBA 3a pabora?
Pexucypata u pexucbopa HMMaT CBOS OCHOBEH MpoOJeM B CaMOTO ONHCAHHWE Ha
npodecusra. [Toutn Bcuuku npodecuu, KOUTO Bb3HUKBAT U CE€ ONPEAENAT OT Kpas Ha

Bropara cBetoBHa BoifHa (mpe3 IIedceTTe TOAWMHHM C Pa3BUTHETO HA EJIEKTPOHHATA
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MHIyCTpUS C€ TMOsBSIBAT MHOTO HOBH M Hepa3OupaeMu mpodecuu ¢ ome Io-
Hepa3OupaeMH MMEHa) pexHucypaTa U peKUChopa HAMAT TOYHO ONMCAHUE HA JICHHOCT,
T.e. mpodecusTa HsAMa SICHO ETUMOJIOTMYHO ONpEACICHUE KaTro APYrute mpodecuw.
Hamnpumep, €TUMOJIOTUYHUAT CMUCHI IIpU AeHUHUPAHETO Ha MpodecusiTa creHorpad e
SICEH - TO3HM KOMTO PUCYBa CIIEHUTE - MECTaTa Ha JCHCTHE, XyJOKHUKBT Ha KOCTIOMUTE -
TO3HM KOMTO MpaBU KOCTIOMHTE, OCBETHUTENAT - TO3H, KOWTO HAacOYBa CBETJIMHATA M T.H.,
HO CHUTyallMsiTa C CTUMOJOTMYHOTO 3HAYCHHWE HA TEPMUHA DPEXKUCBOP € CIOXKHO. B
EBPOICHCKUTE €3MIIM Ce M3MO3Ba TepMUHBT pexcucvop (Realisateur, Regista), koiTo 3a
OBPBU IBT € M3M0N3BaH BbB DpaHuus U BbB (PPEHCKUS €3UK M HErOBUTE BApHUAHTU B
e3UIUTe Ha WM3TOYHHUTE, 3alaJHUTEC M IOKHUTEC HMHJIOCBPOINEHCKH €3WIM O3HayaBa -
MEHUIDKBD, OT TJICHA TOYKA Ha OTTOBOPCH/YIPAaBUTEN HA HiIKakBa KommnaHus. Ho namu
PEKHCHOPBT € YOBEKHT B CMUCHIA HA MEHUDKBP, KOMNTO OTrOBaps 3a OPraHU3UpPaHeTo U
aJIIMIHHACTPUPAHETO Ha JCWHOCTTa Ha enHa (uiIMoBa HpoIylEeHTCKa Kommanus? B
CaMOTO Hayayo, KOTaTO OT TEXHOJIOTMYHA aTpakuus (UiIMBT mpepacHa B M3KYCTBO H
WHJIyCTPUAJICH MPOAYKT KOWTO C€ MpojaBa Ha Imaszapa 4pe3 pa3lpoCTPAHCHHETO CH B
KMHATa, PeKHUChOPHT € YOBEKBT KOMTO MHIINE CLEHAPHH, U30Mpa JIOKAIMH 32 CHUMAHE,
U3rpakaa CTyIus, IpaBH MOJOOp Ha aKThOPH M pabOTH € TAX HA TAXHOTO AKTHOPCKO
m3nbiaHeHne. OOWMKHOBEHO TOHM € OWiI  omeparop, MOHTaXHCT, KOMIIO3UTOP,
pa3MpOCTpaHUTEI, OTrOBApsUl € 3a aIMUHHUCTPAIMsITa HA JPYKECTBOTO M HAMCTHHA
MPaBUJI BCHYKO M3MCKBAaHO OT JUTHKHOCTTAa MEHUJDKBP-YIIPABUTEN Ha KOMITAHUS, KOSTO
M0 CBOSITa CTPYKTypa IO TOBa BpeMe e Owiia Oin3Ka 10 TeaTpalHaTta Tpyla KaTro BUJ
IeWHOCT. ,,KakBO BCBHIIHOCT € MpaBWJI (UIMOBHSAT PEXUCHOP MO ToBa Bpeme?* Toi
pasmouiaraiie ¢hbC CIIEHApHsl, TOYHO KaToO JpaMaTHYHHs TEKCT 3a IHecara, HAHCaH OT
TeaTpajJeH JpamaTypr, CaMo 4e TyMHUTE Ha aKTbOPHUTE Osixa MPOIMYCHATH M 3aMEHEHH C
HEMH JIBYDKEHHS MJIM TIOHSKOTa MHOTO JBJITH HaJMUCH. PeXHUCHOPBHT MOCTaBa TeaTpagIHo
clieHara, OTOEISI3BaKK MPEXOJUTE, CPEIIUTEe, BXOJOBETE H U3X0IUTe Ha akThopure. / C
eHa iyMa, paboTaTa Ha KHHOPEKUChOP HE CE pa3jinyaBallie OT padoTara Ha TeaTpaTHHsI
pexucbop. ToBa Oemie mueca ¢ akThOpH, KOUTO HE TOBOPAT, a ca CHUMAaHU H
NPOKEKTHPAHU Ha eKpaH - ToBa Osixa mbpBuTe Grmu! [Tynoskun (1973, 92)

Cunnn @wuitng paskasBa 3a muiemute Ha JKak PeHoap 3a ToBa Kak € H3IIIexana

npodecraTa U KakBo € MPaBUJl PEXKUCHOPHT MIPE3 MbPBUTE JAECETUIIETUS OT PakJIaHETO Ha
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¢unma. ,,JICTUHCKOTO ,,M3KYCTBO* MOXKE Jla CE€ Hapeye camMO BH3UATA HA YOBEK, KOETO
M300110 HE € Taka B cxemMaTa Ha (QWIMOBHs mpouec. EQuH 4OoBEeK HE MOXe J1a HallpaBU
BCUYKO HEOOXOaMMO, 3a na HampaBu (uimm. YoBek MOXKe a HAMWIIE CICHApHs, Na
pexxucupa GuiMa, 1a urpae B HEro, J1a 0 CHUMH, J1a TO MOHTHpPA U J1a TIOJTydd pe3yiTara,
KakTo npaBu Yapinu YarmimH, HO peXUCbOPBHT HE MOXKE J]a M3UTPac BCHYKU YacTH WU Ja
3aIuIIe LeNns 3BYK, WIH JIa C€ CIPABU C OCBETJIICHUETO W Jla MCIBJIHU 0e30poi npyru
TEXHUUYECKU MOAPOOHOCTH, HEOOXOIMMU 3a Aa ce HampaBu GuiM. Toil MOXe J1a HampaBu
¢unma, HO HEe MOXke Ja oOpaboTu HeraTuBa; ,, 1ol TpsOBa Aa ro M3MPATH B CICIUATHA
¢duiMoBa 1a00paTOpHs M 32 TOBA U MOHSKOTa BCHYKO HE M3TJICKIA Taka KaKTO TOW HCKa,
WM KaK I'o BIOKJa B CBOSTAa apTucTHyHa Bu3us.“ (Duiina, 2005:275)

|. MHCTPYMEHTH U CpeCcTBA 32 padoTa HA peKUCHOPA.

,,KI/IHeMaTOFpa(l)I/IHTa IIOCJIY?KH KaTO CPEACTBO 3a JICCHO U CBHOJIa3HUTEIHO (i)I/IKCI/IpaHe Ha
TCaTpaJIHu CUCHU. HMMeHHO B TO3M MOMEHT (I)I/IJ'IM’bT TPbI'Ba 110 II'BTA HA JIbXKaTa U TpH6Ba
Ja CMC€ HasiCHO C IINIOJOBETC Ha Ta3W JIbXKa, KOUTO KBbHEM MU ITHEC. I[OpI/I HC T'OBOps 3a
HpO6HeMa C UIIIOCTPAaTUBHOCTTA. Haii-romssMoTo HemjacTyue € B 0TKa3a OT M3MO0I3BAHETO B
XYOOXECTBCH CMHCHJI Ha CAWMHCTBCHATA MY CTOMHOCT (Ha (1)I/IJ'IM8.) Ja 3a0elIeXu U

YBEKOBEYH PEATHOCTTA HA BPEMETO BbPXY Iieyno3Hata sienra.” (Tapkoscku, 2018:71)

B Tasu rmaBa, B Hal-rojsiMa 4acT ce IIpaBM HCIENAaBaHE W AHAJIN3 HA TOBA, KOU
HBCBIIHOCT € pexucbopa? KakBo mpaBu TOM Ha NpakTHKa 3a Ja Cb3Jane CBOETO
n3KkyctBo? OTroBopa Ha TO3M BBIIPOC € OCHOBaTa Ha BCHUYKO JPYyro B CBETa Ha
M3KYCTBOTO Ha (MJIMa, HO U B CBETA HA KUHOUHYCTPHSITA.

Cnen [IppBaTa cBeTOBHA BOMHA pekucypara ONpeAeseHo LIe ce MpeBbpHE B Ipodecus,
KOATO 1I€ ITOCTaBH YOBEKA-PEXKUCHOP HA MUEACCTAIa HAa apTUCT, Ha TBOPEL] C MUCTUYHA
cwia. Koil € To31 MUCTHYEH YOBEK U KaKBO TOYHO IIPaBU 3a J1a IPOU3BEIE Ta3U MUCTHKA,
C KOSITO BCHYKHU OCTaHAJIM OOMKHOBEHU XOpa Ha IUIaHeTaTa ce WASHTUPUIUpaT?

Jlo ronsiMa cTeneH JIHeC CHHOHUMBT Ha PEKUCHOP € YOBEKHT, KOWTO KHMBee M paboTH B
AmMepuka, B X0JIMBYZ, U € U3BECTEH C TOBA, Y€ UMETO MYy € Ha HA4aJloTO Ha TUTPUTE HA
¢uiMa u ce Hapuya oupexkmop, Cope]l aHriuickara HomuHanus. [1o chliecTBo KakBa e

pasnuKaTta o OTHOLIEHHE Ha TOBa KO € TO3M YOBEK M KaKBO IMpaBU B Ta3u npodecus,
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MOTJIETHATO NPE3 €TUMOJIOIMYHOTO 3Ha4YeHue Ha Ta3u npodecus B EBpona u Amepuka?
B EBpona Toil € 4OBEKbT, KOUTO OCh3HABA, yNpaBisiBa, a B AMEpHUKa J1aBa yKa3aHHUs,
HACOKH Kak ce yIpasJisBa IIpou3BoJCcTBeHUs npouec. Mma nu paznuka? Jla, pasnukara e
CBILECTBEHA U 3aTOBA 11I€ pa3riielaMe PeKUCUPAHETO OTAEIHO, OCOOEHO B OHA3H 4acT OT
aMepHKaHCKaTa (HJIMOBA MHIyCTPHUs, pa3NoJI0kKeHa WU ollepupaHa B XOJUBY[, KbAETO
UMa OCHOBHa ,cHcTeMa 3a OOydeHMe™, KOSATO JHEC € CBbp3aHa C MPOIYKIIHUH,
YIIPaBJIIBAHU WJIM KOHTPOJIUPAHU OT PEKUCHOPH - MEHUKBPU HA KOMITAHUH, B OpaHIIa,
HapeueHu npoaykiuu. CienoBaTeNHO, KOraro MMaMme IpEeABHUJ PEXUCbOPH, KOUTO ca
€IHOBPEMEHHO COOCTBEHUIM M YNpPaBUTEIU Ha (GUPMH MIM (UIMOBHU NPOIYKIHHU, CE
U3MO0I3Ba TEPMUHBT MPOAYLIEHTH, TOECT PEKUCBOPU-IIPOAYLEHTH. MHoro or
PEKUCHOPHUTE-TIPOTYLIEHTH 3a€THO C PAa3BUTHETO Ha (puiMa ydacTBaT B CHCTABSIHETO Ha
Oropkera, HaOWpaHETO Ha HEOOXOAMMHUTE CpPEACTBA W OPraHM3MPAHETO HA IIsAjIaTa
npoaykuus. Te qoroBapsT KacTMHra Ha U3BECTHU (DUIMOBH 3BE3/11, KOUTO Ca OCHOBHATa
CTPBB 3a 3pUTEIINTE, ydyacTBaT B IUIAHUPAHETO W pealu3aluATa Ha IMPOAYKLUATA,
KOHTPOJMpAT pa3XxoJIuTe, IPOMOLMATA, Pa3NpPOCTPAHEHHUETO M 3a€qHO ChOUpaT u
CHOJENIT peanu3upaHara nedanda. Bb3aeicTBHETO BbpPXY H3CJIEABAHETO 3aBUCU OT
ycrexa Ha MmocieHuTe (QUiIMM Ha pexHuchbopa - HpoAyleHT. Jlopu 3a uMMeHara Ha
pexxucsopu-mpoayeHtu kato CtuBbH Crmnnospr, Puamun Cxor u [Ixeiimc KamepwsH
MpaBOTO Ja M30UpaT CLEHapuMTe, Ja ONpeAeNsaT OI0/UKeTa, Jla B3eMaT pEelIeHHe 3a
KACTUHIa W BCHUYKH OCTaHAJIM OTAENM 3aBUCAT OT Mpojaaxbara Ha Hal-HOBUTE UM
nponykuuu. Kimmat Meryyn ¢ komnanusara cu “Mannaco” € TUIMYEH IpeICTaBUTEN Ha
XOJIUBY/ICKAaTa BEPCHsI Ha PEKUCHOP-TIPOAYLIEHT, KOWTO OCBEH BbB (DPMJIMA MMa CBOS IS
U B IPOU3BOJICTBOTO Ha TEJIEBU3MOHHA IMporpaMa. [louTu BCHYKM roneMH aMepUKaHCKU
PEXHUCHOPHU Ca MPOJYLEHTH Ha COOCTBEHM KOMIIAHMM, HE3aBHUCHUMO Jaid HPOAyLupar
npeaumHo B FOxua Kamudopuus umm Hio Hopk mo npumepa Ha Maptun Ckopceese, Y au
AnbH, PoObpT e Hupo, Men I'mbchbH U Jpyru, KOMTO ca NMPOJYLEHTH, CIEHAPHCTH,
aKThOpHU, TU3alHEPHU Ha MPOAYKLHUATA, PEIAKTOPH, KOMIIOZUTOPHU, PA3MpPOCTPAHUTEIN U
aJIMMHHUCTPATUBHU MEHU/DKbPU Ha TEXHUTE OM3HEC HAUMHAHUA U (DUIMU, TPOU3BEICHU
IJIaBHO B M3TOYHATA 4acT Ha CTpaHaTa, KOATO CE CUMTA 3a LIEHThP Ha Taka HapeuyeHaTa

AMCPUKAaHCKa HEC3aBHUCHMa (pI/IJ'IMOBa CIIcHa.
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PexxucpopsT JltoOuma 'eoprueBcku B kHUTaTa cu ,,OHTOJIOTHS Ha TeaThpa““ Ka3Ba, 4e
aKo YOBEK MCKa J]a ce 3aHMMaBa C pPeXUChOopcKaTa npodecus U Aa CTaHe PEeKUChOp, TON
TpsOBa J1a ce ChIIacHu BCEKH JICH, IO BCSIKO BPEME M Ha BCSKO MSCTO Jla 3Ha€ BCHUKO 3a
IIOJINTUYECKATAa CUTYyallusl B CBETA, CbCTOSTHUETO HAa 3aMbpCSIBAaHETO, IIpaBaTa Ha Jenara,
aHOMaJIMUTE B 3]JpaBeONa3BaHETO, CTaHAApTa Ha MEHCHOHEPUTE, Ma3apa Ha HEIBUKUMU
MMOTH ¥ pa3bupa ce JBiKeHusTa Ha 6opcute B JIonnon, Hio Mopk n Xonkour. Januu 1
uHbOpMalMK 32 KOUTO HE € SCHO 3all0 YOBEK TpsAOBa Ja T'M 3HAe 3a Ja MOXKE Ja
M3BBPIIBA HIKAKBA ICHHOCT, 1a paboTH U J1a mevyenu ot ToBa? ,,OWIMBT € eTHOBPEMEHHO
M3KYyCTBO U Hayka. [loHsikora BU3MsITa Ha CIIEHapUCTa MPOIpPaBs MbTA KbM HOBH HAyYHU
MOCTHXKEHUSA, KakTo HampaBu JDkeiimc KamepwsH B ,,Tepmunatop 2, ¢uim, KoOWTO
CIIOpE/l MEH € TOJIKOBA PEBOJIIOIIMOHHA HHOBAIIMS, KOJKOTO U BbBEXKIAHETO HA 3BYK IIpe3
1927 ronuna. B 6mu3ko Obaenie cMsaTaM, 4e 3aHasTa Ha (UIMOBOTO M3KYCTBO IIe Obe
PEBOIIOLIMOHU3MPaH. byKBagHO mpaBeHeTo Ha (UMM 1€ Bie3€ B JOMAIIHUS KOMIIOTHD
U B HE MHOTO JalieyHoO ObJelle Mora Ja BHIsS MJaJd PEKHUCHOPH Jla ydaT CBOETO
M3KYCTBO M 3aHasATa Jja MPaBAT KbCOMETPAKHU GMIMHU y AoMa. B mporeca Ha eBOIOIUS
Ha (QuiIMa BHHATM MMa AMHAMUYECH OOMEH Ha 3HAHUS MEXAY HaykKara, M3KyCTBOTO H
texnosoruute.” (Puitng, 2005:276.)

Ha BBIIpOC KOI € pesxuchopsT, n3BecTHUAT Penepuko PennHu B KHUrara ,,A3, Gennan’
MUIIE, Y& PEXUCHOPBT € JIBKEll. ToBa MOXKe /1a ce BUJU B HETOBHS aHTOJIOTMYECKH (PHUIM
»8 Y27 , KOHUTO € oTpakeHue Ha mpodecusara Ha pexHUcbopa M HpodeCHOHATHUS
pexucbop. Pexucsopbr Biano L{BeTaHOBCKM MMalle ONpeNeleHHE, Ye: PEKUCBOPBT €
ciyra Ha ceoutueto! bpanko CtaBpeB nuille, 4ye: peXUCbOPBT € YOBEK, KOUTO yUH IpYTH
XOpa Ha Hellla, KOUTO BCUYKHU 3HAsAT. ,, TopTaTa ce yTBbp)KJIaBa ¢ u3sbkaaHero. Hsama
MHCTPYKLUHU 3a ynoTrpeba Ha HMTO enuH Kyn. He Ha s0BIKOBO abpBO, puba, Mope,
CITBHIIE, JTF000B, CMBPT, KpacoTa...“ (CtaBpes, 2019:124)

N36pax Te3u TeopHH 3a TOBAa KAaKBO € PEKUCYpa M KO € peKUChOPBT, 3a Jia pa3depa, ue
¢dpazaTa KOJKO Y4YUTEIHM M TOJKOBAa y4eOHHUIM B Ta3u Npodecusi ce MOTBHPXKIaBa C
1sIaTa Cu CJI0XKHOCT, HO U C IsylaTa CHM IMPOCTOTa B CHIIOTO BpeMe. BbB Bceku ciyuait
Te3U MPUMEpPH MOKA3BAT, Y€ HAUCTHHA € MHOTO CJIO0XHO Ja c€ 00SCHU KaKBO BCHIIHOCT €
PEKUCHOP, HO MO-BAXHOTO € KaK M MO0 KAaKbB HAYMH C€ MPAaKTHKyBa mpodecusra Ha

KHUHOPEKUCHOP.
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Kak na ce mampaBu BCHYKO TOB a onmucaHo 10 Tyk? Kakto m mpu npyrurte npodecuu, ¢
MHCTPYMEHTH U cpeiacTBa 3a pabota. ToBa o3HauaBa 4e peXUCHOpa HMa CBOUTE
HMHCTPYMEHTH U cpencTBa. Kou ca te?

1. KakBu ca nHCTpYyMEHTHUTE 3a paboTa Ha pexuchopa?

2. KaxkBu ca cpeacrtara 3a pabora Ha pexuchbopa?

Hnempymenmume 3a pabomama Ha pesxircucobopa

e VYMBT

e HurenureHuusira

e Emonunrte

e Jluynus u cnenupuveH ayx

e TBopueckara 3aBucT

e ®dusnuecko 37paBe U GU3NYECKA TOAHOCT

Tyk ca paciieBaHu U aHAJIM3UPAHU BCEKU €IMH UHCTPYMEHT MOOJENIHO, 110 OTTEIHU TEMU
ype3 CHUHTE€3a Ha MHOIO JIMYHU ONUTH B BCEKO €HO OTHOILIEHHWE Ha IICHXOJIO3H,
¢dbunocodu, COMONO3U U CHbBCEM HAa OMUTHUTE U M3BOJUTE HA HAWM3BECTHUTE MMEHA Ha
M3KYyCTBOTO Ha ekpaHa mo EBpoma u cBeTa, OT HAKOJKO TE€HEpalMd U OT Pa3IUuyHU
(GUIMOBH CpeaH, ONINTECTBA, IMOJUTHYECKH OTHOIIEHHUS W COLMUSHU CpPEId, KOHTO B
KpaliHa CMETKa Ch3/1aBar ISUI0TO B CBETA HA KUHOTO.

CpencrBara 3a pabora Ha pe:xXHCbOpa

ToBa e Bropata rimaBa. Tyk ucinenBaMme cpeacTBara 3a paboTa Kako HEIO OJAJEIHO OT
MHCTYMEHTHUTE 3a paboTa B M3KYCTBOTO Ha pexkucypata. Ciel Karo BCHUKO ce J100aBs U
M3BaXKJa, Ha BCUUKHM €Tanmu OT (QuiMoBaTa MPOIYKIMs, OT pakJaHETO Ha UAEsTa, Mpe3
HaIMCBAaHETO Ha CIEHapHs M pa3paboTKara, 3aCHEMAHETO M LisjaTa MOCTIPOAYKIMS,
3a€HO C MPOMOLMATA U PA3NPOCTPAHEHUETO, MMa OT/AEIHA MHIUBHUAyallHa paboTa 3a
BCAKAa OTAENIHA MO3UIUS Ha NpOo(EeCHOHATUCT KOMTO BBHPIIM BCUYKH HEOOXOIUMH
NeHCTBUS B TO3U OTAEN WU JOMbIHUTENHA yciyra. KakBo ocraBa Ha pexxucbopa KaTo
CpeAcTBO 3a paboTa 3a TOM Jja U3IIBJIHU CBOSITa 4acT OoT pabortara? Kou ca cpeacrBata 3a

pabota Ha pexxucropa?

1. Cuenapuid, nucane, aganTalnus U CbTPYIHUYECTBO.
2. [Ton6op u paboTa ¢ aKTHOPH.
3. OUIMOB MOHTaX | MOCTIPOAYKIIUS KApTUHA, 3BYK, CTICUaTHA e(DEeKTH U AU3aiH.
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B nmonbiHeHHWE KbM TO3HW BHJ ,,CBETa TPOWIIA“, KAaTO OTHETHA 3ajavya, HO M KaTo oOIa
Ujes OT HAYaJIOTO JIO Kpasl Ha Ch37aBaHETO Ha eAWH (UJIM, BAHATH UMa CErMEHT, KOWTO €
BBB BCHYKO U C CHUKO.

4. Komyn#ukamus ¢ myonukara u JInyHaTa MPOMOITHSI.

KakBo TpsiOBa na ce OOSCHU JONBJIHUTEIHO, MPEIU Ja Ce MPUCTBIM KbM aHaJIM3a Ha
CpelcTBaTa 3a paboTa Ha PEXKHUCHOpPA B HM3KYCTBOTO M (uimMoBata uHaycTpusa? Tesu
W3CIIABAHMS 110 CHIECTBO CE OTHACST JI0 PEKUCHOPA, KOWTO € €THOBPEMEHHO TIPOAYIIEHT
Y CIIEHAPHUCT, TOECT JIO TOJISIMA CTETICH ca MMOCBETEHH HA PEXKHUChOPa KaTo ISJIOCTEH aBTOpP.
B TO3M cMHUCBHIJI cunTaM 3a aBTOpP PEKHUCHOPHT KOMNTO HE € MPOIYLEHT Ha COOCTBCHUTE CH
buiaMH, a € caMO PEKUCHOP M CIieHapucT. Hikou peXMCchbOpH, OCBEH Y€ IMHIIAT, MHOTO
YCTICIITHO C€ MPEJICTaBAT KaTO aKThOPY B CBOM M BB (PHIIMUTE Ha IPYTH peXHCchopH. ToBa
ce OTHACs U 3a TsX. ,,BCcHYKo TOBa Ollle BEAHBK MOTBBPK/IaBa, Y¢ GUIMBT € U BHHATH IIIC
ObJic aBTOPCKO MPOM3BEACHUE KATO BCSKO JPyro M3KycTBo. HesaBucumo oT dakrta, ue
PEKUCHOPBT MOKE JIa MTOJyYH OPOMHA IMOJIKPENa OT CBOUTE ChTPYIHUIIM, CAMO HEroBata
unes opopms ¢miMa kato 1sut0. CaMo TOBa, KOETO € MPEYYINCHO IMpe3 Npu3Mara Ha
CyOeKTHBHATa My aBTOPCKA BU3HUSA, € XyJIOKECTBEH MarepHall U opMUpa OH3U OCOOCH,
CIIOKEH CBST, KOMTO € OTpakeHHWE Ha peajHaTa JcicTBUTENHOCT. HamasisBaHeTo Ha
BCUYKO TOBa JI0 €IMH YOBEK OOMKHOBEHO HE IO HaMalsgBa XYy/0’KECTBEHUS MPHHOC Ha
OCTaHAINTE YYACTHHUIM B TIpolleca Ha cCh3AaBaHe Ha ¢uiaMm. Ho m Tyk wmma enHa
YCIIOBHOCT: MCTHHCKA MOYTEHOCT CE TOJydaBa caMoO KOTraTo PeXUphopa MpaBu H300p OT
OCTaHAINTE YYACTHHUIIM, MPEAJIOKEHU B Mpoieca. B MpoTHBEH ciydail ce HapyiiaBa
renoctTa Ha padborara”. (Tapkoscku, 2018: 36)

MosIT ONUT W TOBa W3CJEIBAaHE BOISAT JIO €AHO U CHIIO MOpE, HO MPEe3 MHOTOTO PEKU U
MIPUTOITH, KOUTO TPsIOBa Jla ce MpeceKaT | Jia TUTYBaT U MOHSKOTa JOPH CIIe/ TIOCTUTaHEe Ha
MOPETO MO3KE Jla Ce CIIY4H, Y€ TOBa € MPOCTO OIlle € CaMO eHa ASCTUHAIUA, KOSITO BOJIU
10 HeoOsTHaTa mup OT GUIMOBHUTE OKeaHd . ETo 3aimio mpeajaraMm Ta3w akcMoma Karo
pelieBaHTHA.

“Heobxoaumu ca Tpu Hella, 3a Ja ce HanpaBu Qrim.”

1. ToOpa unes;

2. JloOpa ucropus;

3. J1o0Bp crieHapuid;
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3aI110 MUCHIs, Y€ Te3U TPHU Hellla, KOUTO MO CHIIECTBO CE ChCTOAT OT BCHUKHU CIICHAPUHU HA
TO3H CBST, TpsiOBa qa ObAAT pas3liesiecHu U pasriieaanu mootaeaHo? Thit kaTo uaesTa He €
JIOCTaThYHA 3a JIa CE HalPaBU MCTOPHS, UCTOPHUATA HE € CIICHAPUI 10 KOMTO I Ce CHUMA
cnensarmust M. W pa3zdupa ce unesta 3a GUIM MOXKeE 1a JOW/E OT €IHO MSCTO, OT IPYTO
Ja pa3BHE HCTOPHUATA W HIKOE HAMBIHO TPETO JIMIC WM HAMBJIHO TPETH XOpa —
CIICHAPUCTH, KOUTO Ja Hamumar cueHapus. ClenoBaTeHO Ha TOBa, B Ta3W IJlaBa

pasricxKaaMe U TPUTE TC3U CIICMCHTA MOOTACIIHO.

Nma 6e30poii Teopun, TBPJICHNS, MHEHHS U BIPBaHUs, Y€ CHCTEMATa 3a MMCaHe ¥ MacOBO
MPOM3BOJACTBO Ha CICHApUHU € M3MHCIICHA 3a Ja KOHTPOJIMPA PEKUCHOPUTE U TEXHUS
CTPEMEX J1a HampaBsAT (UIM KaTO MPOM3BEIEHHE HA M3KYCTBOTO, KOETO IIE MPEICTaBU
PEeXUChOpa KaTo aBTOP, TBOPEI], apTUCT, BIMATEIHA JIMYHOCT B €IUH MaTbK OTPAaHUYCH
KPBI' OT 00pa30BaHM XOpa, a HE KaTo KBAJU(HUIUPAH IMPOU3BOJUTEN HA OOLI MPOAYKT 3a
MacoBa npojax0a Ha CBETOBHMs mHazap Ha ¢(uiaMmu. 3a nenra ce (GUHAHCUPAT XUIISIU
YBPKIIONH, JEKIMH, CEMUHAPU M MAacTep KIacoBe 3a MHCAaHE Ha CICHAPHH B Pa3IMYHU
dasum — or maesra 3a GuiaM g0 peanusanuATa My. B Tasm cucrema CLEHApHCTBT ce
IpeACTaBs KaTo OTIEJIICH aBTOP, OT KOTOTO 3aBUCH OBICIIUAT (UM, WM C€ CTHTa JI0TaM,
Ye CIIEHApUAT Ce CUUTA 3a OT/EIHO MPOU3BEICHUE U U3KYCTBO caM M0 cebe cH. YyacTBal
CBbM B MOJOOHU CHOUTHS M TaM MOXETE Jila HayduTe MHOTO TIOJIE3HHM Hella 3a TOBa Kak
TpsiOBa Ja M3TIIek/Ia CIEHAPHUAT Kato popMa WM CTPYKTypa M Kak Ja pa3BHUETe Hes OT
aHOTAallMs, CUHOIICUC JI0 UIPajieH CLieHapui, crope] KOHTO mie ObJe cieaBaiusaT Gpuiam
3acHeT. 3acera HaMupaM TOBa 3a IOJIE3HO U MPHUEMIMBO. ,,AKO HE CT€ HasiCHO, ue
CIICHApHAT € 3a Ch3JaBaHe Ha (QHWIMH (2 B TO3W KOHTEKCT TOBA € IOJIyTOTOB TPOJIYKT,
HUIIIO TO-MAJIKO W HUIIO MOBEYE OT TOBA), HEBB3MOXKHO € Jla C€ HampaBH J00Bp (QHiIM.
Moxe n1a ce HampaBH HELO pa3InyHO, HOBO, MOXKE OM JI0pU A00pPO, HO CLIEHAPUCTHT HAMA
Jla ocTaHe JOBOJIEH OT pexucbopa. OOBMHEHMATA CPEIly PEXHCbopa, 4ye ,,pa3Balisi eaHa
no0pa naes” He BUHATH ca ONMpAaBIaHU, 3alI0TO HJIEHTE YECTO ca JIMTePaTypHH U CaMo B
TO3U CMHCHJI Ca HHTEPECHH. PeXXUCHOPBT € PUHYACH J1a TH TpaHcHopMupa U IEMOHTHPA,
3a a Hanpasy uim.” (Tapkoscku, 2018: 85)

Ta3u cBoOoja Ha peKUCHOpA J1a MPaBH NPOMEHU, WHTEPBEHIUHN, MHBEPCHH, J1a TOMHCBA

WM CbKpaliaBa PEIUIMKUTE W JUAJIO3UTEC B CHCHApPUA, HAallMCaH OT ApPYT, € IMpPUCHhINa Ha
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aBTOpckaTta kuHemaTtorpadus B EBpona u Hsikon yacTu Ha A3usi. CbC CUTYPHOCT U B TECEH
KpBI' PEKUCHOPU-TIPOAYLIEHTH B AMepuka, BemukoOpuranus um Espona. Karo wsno
MPaBOTO /1a ce pabOTH HEOrpaHMYEHO OT HUKOTO M C BCHYKO, KOETO MpPaBU PEXHUCHOpa
enruH BUA OOT WJIM JEeMHUYpr, Oemie MpeaIuMCTBO Ha €BPOIEHCKOTO KMHO M OCOOCHO Ha
U3TOYHOEBPOIIEHCKOTO IO BPEMETO Ha COLIMAIN3Ma, KOraTo aBTOPUTE B TE3U CTPAaHU UMaxa
cBoOoJaTa 1a CHUMAT (PUIMM C Hapauus U CTPYKTYpa KOSTO JIOpU U Te He ca g pa30paiu
HaI'’bJIHO, HO C €AMHCTBEHATa L€l /1a C€ MPEACTABAT KaTo TBOPLU KOWUTO C€ Ch3Jallu
IIPOM3BEECHNE HAa M3KYyCTBOTO, pAa3jIMYHO OT Jpyrure. B epata Ha conuainsma
pexxucsopure B M3touna EBponma u Pycus ca Ownm u3npaBeHM mnpex Ipyr BHJI
OrpaHHYEHHUE — JIbPKaBHA LIeH3ypa. Ta3u AbprkaBHA LIEH3ypa ChllecTBYBa Ha M3ToK ciex
Bropara cBeToBHa BoliHa U BCe OlIe ChIIECTBYBa Ha 3anaj B EBpona u Amepuka, KbJETO B
JOMBJIHEHUE KbM OQUIMaIHATAa LEH3ypa OT OTACIHM IPaBUTEJICTBA HMMa IEH3ypa
HaJIOXKEHA OT (PMHAHCUCTH, CUH/IMKATH, TOJIMTHYECKH 1 UKOHOMUYECKH LIEHTPOBE Ha CUJIA.
B TO3u cMHCBI PEKUCHOPU, KOUTO €A PELIMTEIHU UM CaMOOIIPENEIIAIIN CE KaTo 4acT OT
Taka HapeueHHs aBTOPCKH (hmiM, kaTo AHApelt TapKOBCKH, HapuMep, BIDKAAT CLIEHAPHUS
KAaTo OrpaHMYEHHE KOETO CTOM Ha IIbTS HAa PEKUChOpPA KAaTO €IMHCTBEH U HEOIPAaHUYEH
aBTOP-TBOpEI] KOMTO 3a Ta3u cBoOoja TpsiOBa J1a BOJM MHOIO OMTKH, KOUTO HE BHHAIU
obemaBat Aa ObAAT credeneHu. ,,Ciea KaTo peKUChopbT MOJIyUd CLEHApUs U 3allouHe Ja
paboTu Mo Hero, TOM BUHArM € W3MpaBeH npen ¢akra, 4e TEKCThT, KOJKOTO U Ja €
3a1p100UeH U 100pe IUIaHMpaH, HEPEMEHHO 3aroyBa Ja ce npomeHs. Toll HuKora He
MoJIyyaBa CBOETO MCTHMHCKO M OyKBaJTHO M300pa’keHHe Ha (UIMOBHs ekpaH. Bunaru nma
u3BecTHa Jedopmanusa. ETo 3amo cbBMecTHaTta paboTa Ha CLEHApUCTa U PEKUCHOPA
BHUHArM ce npespbila B 0opda u KoHMIUKT. JJo0bp punm mMoxe na ce moayyu, KoraTto mo
BpEME Ha ChTPYJHHUYECTBOTO MEXKIY CIIEHAPUCTA U PeXHUChbOpa IbPBOHAYAIHUTE UM HJIEU
CE pasnajgHaT U PyXHaT, Taka 4e OT Te3U PYMHHU C€ PaK[a HOBAa KOHLEMIMS U 3a04Ba J1a ce
cb3naBa HOB opranu3bM.” (Tapkoscku, 2018: 87)

3amro pexucropu kKato TapKoBCKH riienar Ha (UIMOBOTO TBOPUYECTBO KaTO Ha BHJI BOMHA,
OWTKa, aHTarOHU3bM, Hall-MaJIKOTO KaTo €KCIEAUIIMS, KaTO MUCHS, KOSITO HE 00€eIlaBa ue B
Kpasi Ha TOBa HECUTYPHO IbTyBaHE IIe ObJIeé OTKPUTO TOBA KOETO C€ ThPCH M OYaKBa Jia
O0pne 3aBnansHo? ToBa e Taka, 3alIOTO MO CBOSTAa CBHIIHOCT PEXHCHOPHT, OCBEH

oOIIeCTBEHO HEOOXOIMMUTE CH YTUIUTApHU MOTHBH 3a paboTa, MMa II'bpPBOHAYAIHUS
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MIOPUB JIBJIOOKO B YXOBHUS CH CBSIT, U3pa3€H KaTO HEOOSICHUMA, HEIIOHOCUMA U B MHOTO
HEepazyMHa, IbJI00Ka eMOLMOHAIHA TOTPEOHOCT OT TBOPUYECTBO U CaMOJOKAa3BaHE, KOETO C
BPEMETO IpepacTBa B TaKa HapeueHUs TBOPUECKH IJIaJ, TOECT 3aBUCHUMOCT OT
TBOpuecTBOoTO. He OmBa nma 3abpaBsiMe, Y€ MO TO3M I'BT MHOTO PEXHUCHOPH, BMECTO Ja
clieIBaT IIbTS HA CaMOJI0OKa3BaHETO, Ce I'yOsT B IPOCTPAHCTBOTO HA CaMOJEMOHCTPAILUITA,
KOETO € IIbT, KOUTO BOJIU KbM pa3pyxa, 3alll0TO TO3U, KOWTO Hapuya cede CU XyTOXKHHUK,
TpsaOBa Ja riiefa 3a M3KyCTBOTO B cebe cH, a He cebe CHM B M3KYCTBOTO, KaKTO ChBETBA
Koncrantun CepreeBuu CranucnaBcku. [lopanm BCHYKO TOBa pEXHUCHOPHT TpsOBa 1a
HaMepH HaYMHM Jja IPOBOKUPA, HAMHpPA, HachpyaBa U (popMHpa TBOpUYECKa 3aBUCT HE CaAMO
y ce0e cu, HO ¥ BbB BCHUKH JAPYI'M XOpa, KOUTO IPaBUTHPAT, )KUBEAT U CHIIECTBYBAT B
HEroBUs TBOpYECKH CBAT. M pa3dupa ce, B TO3U CMUCHII Ja CE U3JI'bUBA TBOPUECKUAT IJ1ajl
Ha CLICHapUCTUTE, KOUTO CE U3pPa3siBaT B OIPEJEICHO IPOU3BEACHUE, KOETO T€ 3HAAT Y€ He
€ KOHCEPBHPAHO M3KYCTBO, a ChAbP)KaHHE KOUTO ce TpaHchopMmHUpa OT eaHa ¢opma B
Jpyra ¥ 4e KpailHaTa Lea Ha (UIMOBOTO M3KYCTBO HE € pEaM3MpaHETO, MHUCAHETO U
IPOYIUPAHETO HA OIPEENICH CIICHApUi - a CHUMaHe Ha OIpe/elieH (puiM u CleHapusT B
Kpasi Ha TO3H JbJIbI, CHHKPETUYEH U CIOXEH IIPOLEC Ja - IPecTaHe Ja ChlllecTBYBa. Te3un
CLICHApUCTH, KOUTO pa30bMpaT TO3U BUJ MPOLEC HA CAMOCTOATENIHO MyOJUKyBaHe, CTaBatr
yCIIeIIHU B mpodecusiTa U TEXHUTE CLEHAapUu ca ThPCEHH OT MHOTO PEXUCHOPH U
MPOJYLEHTH, @ TEXHUTE (UIMH MMaT XyJI0XKECTBEH M (UHAHCOB ycmeX. ,,MHOro mbTu
nucaTenuTe u30upaT ga OOEOUHAT YCHIMATAa CHU, CaMO 3a Ja HU30erHaT HEeraTuBHUTE
YyBCTBAa M HecUrypHoctTa. [loHsikora HeoOXOAMMOCTTa IMKTYBa CBTPYAHHUYECTBO. 3a
»BractenunbpT Ha npbcTeHuTe IluThp JIkakceH, ®pan Yomm n Pwinna boileHc cu
ChTPYAHMYMXA, 3alI0TO YacTTa 3a MHUcaHe Oellle CBbpP3aHa C TOBA KOJKO BpEME ca MMM
Ha pa3noioxeHue. ,,.B HavanoTo, mpenum Ja 3allOYHEM CHHUMKHTE, IHCAXME 3aeIHO
CIIeHapHs — IIIXMe Ja CeUM B eHa cTast U Ja numieM cieHd. A3 (IIutsp [xakchbH) cenax
npeJ KOMIIOThPa M MHCcax, 3all0TO B KpaifHa CMETKa a3 051X YOBEKBT, KOMTO TpsOBale 1a
OoTHAEC M Ja pexucupa (uiaMa, KOETO O3HauyaBalle, Y€ aKo HalluIlla OIMCATEIIHUTE
naparpadu, ToBa 1me ObjJe MbpBaTa Bb3MOXHOCT Jla CU NpeAcTaBsi (puiaMa B IJ1aBaTa CH.
@paH nuile auanora Ha cueHata. Puinna npasu ChLUIOTO, HO Ha janrona cu. Ciex ToBa

ciadaM, B3EMaM JHajiora W Iviga OIMHUCATCIHUTE naparpa(bﬂ O0KO0JIO amajiora. Mucis Karto
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PEKUCHOP, @ HE KAaTO CIEeHapHucT. M ciex KaTo MpeMHHaBbX KbM paboTa KbIETO HHE
npepaboTBaMe crieHapus o Bpeme Ha cHumkute.” (Puiing, 2005: 278)

B Ta3um rimaBa OTTENHO W3NEABAME W IMPaBUME aHAIM3 Ha CTPYKTypara Ha CICHApUS U
HErOBHUTE YaCTH HE caMO KaTo JApaMaTyprHs, a MOYTH KaKO €Talu, KaTo Pelociie]] Ha Hella
KOUTO PEXHUCHOpA NPaBH 3a Jla pa3Bue clieHapus 3a (UM 3a B KpallHa CMETKA Jla CTUTHE
10 TpU3BOACTBO. TyKka OTTETHO Ca aHATM3UPAaHU M TOJXOAUTE HA IMPOIYLECHTHTE B
Amepuka u EBpoma B COOJHOIICHHWE Ha CIICHAPUS KAaKO MBPBUYHA TOYKA OT KOSTO
COOCTBEHMKAa Ha CTyAusATa W (PUHAHCHCTA 1€ MpUEMa WU I OTXBPJIHM ONpPEICIICH

CILICHapUi Ha OIpeJieIeH PEXKUCHOP.

KacTunra u padorara Ha pe;KHCHOPA C AKThOPHUTE.

ToBa e Tpera rnaBa. OCHOBHO W3JI€IBaHUATA M aHAJIU3a 3alI0YBBT OT aKThOPCTBOTO M
aKThOpa KaTo CpeAuile Ha U3KYCTBOTO Ha ekpaHa. ETo caMo e/lHa Maika 4acT OT U3BOJIUTE
Ha Ta3W I7laBa U TEMUTE KOUTO u3neaBa. KakBo e akThopcko MaicTopcTBo? MuTanus Ha
npupoaara, XHWBOTHUTEC MW XOpaTa MW TCEXHUTC XapaKTECpu B AaJACHU CI/ITyaIII/H/I?
CriocoOHOCTTa Ha YOBEK Ja HU yOeIu Ye TOBa KOETO MpaBH WM Ka3Ba € MCTHHA B KOSTO
BspBaMe 0e3yCIOBHO U OE€3pe3epBHO, KaTO 3HAEM IIPEIBAPUTEIIHO, Y€ TO3H YOBEK HE € TO3U
YOBEK M Y€ TOBAa, KOETO TOM Ka3Ba M OIeJABa, HE € UCTUHA, a UCTopus U urpa? Mnu mpocto
yMEeHHe, KOETO MMa 3a Iiel Ja 3a0aBiisgBa, a MOHSKOra M Ja o0pa3oBa? AKTbOPCTBOTO €
CANMHCTBCHATA IMpUMOpaAraIHa HpO(beCI/ISI B CHCHHUYHUTC U BU3YAJIHUTEC U3KYCTBA, KOATO €
OcTaHaja Mo CHIIECTBO HEMPOMEHEHA. 3a pa3iuKa OT MEIUUTE, KOUTO Ce MpeuBaT e/IHa
OT Apyra mopaju CBOS CHHKPETU3bM, aKThOPCTBOTO € OCTAaHAJIO TOBA, KOETO € OT JeHS, B
KOWTO € BB3HUKHAI: HCO6XOI[I/IMOCTT21 CIWH YOBCK Ja pa3Ka3Ba 3a BHTPCHIHUA CH CBAT
npen ApyT WK J1a MMUTUPA U [TOKa3Ba BHHILIHUS CBAT CaMO C ITOMOILITa Ha COOCTBEHOTO CU
TAJIO, YM U AyX
N360psT HaA akThOpHW, paboTaTa C aKTHOPUTE U B3aUMOOTHOIICHUATA MEXIY TIX U
peXHUCHOpa ca Hai-ClIOKHATa YacT oT (pryiMa U OOMKHOBEHO Ta3W 4YacT OT (UIMOBHUSA
nporiec, pa3dupaHa camo KaTo CPeJCTBO 3a paboTa Ha PEXHMCHOpa, BIHsAC BHPXY BCHYKO,
KOETO € HalpaBeHO MPEeIu B MPEAMPOAYKIUATA, HO CHIIO U BHPXY BCHUKO, KOETO IIe OblIe
HampaBeHO cieq ToBa, BbB (pasata Ha moctnponykius. llle wnentudunmpam onesn

JIEHCTBUSI, KOWTO Ca KIFOYOBH B TIpoIieca Ha MoA00p U padoTa ¢ PHIMOBH aKThOPH.
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e U300p Ha aJieKBaTEH aKThOP 32 OMPEICIICH MEPCOHAK.

e BuoBe akTbOPCKO U3ITBIHEHUE HA PA3TMUYHU [TEPCOHAKH.

e Texuuku 3a paboTa Ha peXHUCHOPA C AKTHOPA.

e [IpoGnemu 1 KOHMIUKTH B TO3H MPOIIEC.

Kak u xora ce m3bupa akThop 3a ompezeneHa poisi? Haii-uecto m300pbT ce TpaBH B
MIPEANPOU3BOJICTBEH TPOIEC, HAapedeH KAacTUHT. [IpoaymeHThT € 3aTBOpUi OrOJKETa,
creHapusT € nox gopmara Ha “daitHba ApadT”’, U30OPHT HA JIOKAIMHU € HAIpPaBEeH, aKko €
¢bunamoBa emnoxa, HaydyHa ¢aHTacTHKa WM (QUIM CbC CHEIHATHU €(PEeKTH, CTYIHUATA,
PEKBU3HT, CIELUATHU CPEJICTBA W JOPU HSIKOU OT KOCTIOMUTE Ca BE4Y€ I'OTOBU WJIU B
npolec Ha u3padboTka. B cp10oTo BpeMe 3amouBa KaCTUHI'BT, KOETO OOMKHOBEHO € 3ajadya
Ha areHIM WIM NPOAYKIHMHU, KOUTO MMAaT CBOM KACTHHI JUPEKTOPU KOUTO TpsiOBa Aa
HampaBsIT U300pa Ha aKTbOPH 32 BCEKU OTJIEICH XapaKTep, ONpeAeNieH CIOope] CLEHApHUs.
[IpoBexxmar ce HMHTEPBIOTa C aKThOPHU, KOWUTO W3MBJIHSBAT TEKCT IMpel Kamepara,
OOMKHOBEHO HEYTPAJICH CIPSIMO CIICHAPHsI, CHUMAT JIUIIaTa UM OT TPU CTPaHU, LEIUS UM
PBCT, 32 a BUIAT KaK M3TIexAaT (U3MYECKH U CH TPBIBaT C HAAEKAara, de me Obaar
n30panu. Ha Te3n KacTUHTM OOMKHOBEHO MPHCHCTBAT MOMOIIHHUIIM Ha MPOJAYIEHTa U
pexucbopa. Taka ca mpaBu MO-TeceH M300p Ha aKTHOPU B IBPBUS KPBr. PexuchopbT
MOHSIKOTA CE€ BKJIIOYBA B Taka HapedeHUsi BTopu Kpyr. Hakpas u3zOpaHuTe akThOpU Ce
MOSIBSIBAT B TPOJMYKLMSTA, TOJIMUCBAT JOTOBOPHUTE, MPABIT HEOOXOJMMUTE MEPKH 3a
CBOWTE KOCTIOMH, OOYBKHM W JPYTU JpeXd WIU PEKBU3UT M 3aMOUBAT aKTHOPCKUTE
YIOPAKHEHUSI C U3CIEBAHE, aHATIM3 U Pa3BUTHE HA XapaKTepa KOETO U3IBJIHIBAT, 3a€JHO C
pEeXKUCHOPA, HETOBUTE MOMOIITHUIY WM B Hal-pa3npoCTpaHEHUs ClIydail ¢ T. Hap. ,,aKTHHT
koyun‘‘. ToBa € oOnualiHaTa KaCTUHT MPOIIEIypa, KOTaTo ce MpaBu (UM, KOUTO € 4acT OT
TOJUIICH MPOAYIEHTCKH IJIaH, KOWTO €IHO CTYAMO WU MPOAYKIHUsS TpsAOBa J1a peanu3upa
U PEXKHUCHOPHT € MPOPECHOHATHCT OT JUCTAaTa Ha PEXKUCHOPU-U3MBIHUTENU. ,,[Ipuabpxam
c€ KbM MHEHHETO, Y€ CIICHAPHUAT TPsOBa Aa ObJe OpUEHTHUPAH KbM KOHKPETEH aKThOp OT
camoTo Havano. Korato muiem ciieHapuii ¥ B TIOBECTBOBAHUETO CE TOSBSBA €IUH WITH

APYT TepoH, 4ecTo ce murame: Koi (akteop) e Tor?* (Muxankos, 2015: 140)

Hsaxon PEXKUCBOPHU 3all0YBAT KACTHUHTA OT IbPBUA JC€H HAa IIPUKIIOYBAHC HA CIICHAPUA KaTO

OKOHYATCJIHA BCPCUA UKW JOPHU OT MOMCHTA Ha HAIIMCBAHC HAa CMHOIICHCA HUIIN TpHﬁTMaHa
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Ha ¢unma. Ilo nmpuHIMNO pa3nukute ca QyHIAMEHTATHU B TOBA Jalld PEXHUCHOPBT € U
MIPOJYLEHT, WM MPOCTO PEKUCHOP — TBOPEl KOHUTO TpsOBa na M34aka MPOIYLEHTCKU
IJIaH, 32 Ja 3al04YH€ KacTHHTa, WM TOM caM B3eMa Te3HW pelieHus. ,,B Hayanoro Ts
yMHpaIe Ja MOJy4Yd pojisita: Oelie rotoBa Ha BCUYKO. Mmaiie u Apyru akTpucH, HO a3
II'BPBO Ce 3aMo03Hax ¢ Hed. Bcuuko 3amoyHa ¢ mecTceIMUYHO HeJOpa3yMEHHUE C Hesl U MOsI
areHT, Taka 4e ce CIy4Yu Hello IIynaBo U u3kpuBeHo. Cliesl ToBa CHM yroBOpUXME cpemia. /
Ome npu mHpBUS KOHTAKT HaOJO/1aBaX MOBEACHUETO M: IMOKa3a cuila U CTPAXOTHO
camoo0JaiaHye, M3IJeKalle KaTo ’KeHa, BIbXHOBEHa OT xapakrepa Ha ['epu. Koraro
CTUTHAXMe [0 TpoYeTa Ha TEKCTa, BeaHAra BUSX, Y€ OTroBaps TOYHO Ha xapaktepa. /
I'oBopux MHOTO ¢ Hest ¥ CKOpO pa3dpax, 4ye T IIe Urpae B CTUIA, KOUTO OMX m30pan — ¢
JPYTU TyMH, aKO ca OMJIM HEOOXOAMMHU YeTHpUIECET 1yObia, 3a 1a ¢e CIIyYH HEIllo TOYHO,
T4 HsMa Ja ce mokoJiedae, U TO HE camo 3apaju u3nbiHeHueTo. Ho u 3apaau npaBumIIHOTO

nBwKeHne Ha kamepata.” (Ckopcese, 2003: 120/ 121)

Bceku ¢unm e cBosi coOCTBEHA UCTOPHUSA 32 TOBA KaK CE€ MPAaBH KACTHHI'BT M J0 Kpasi TO3U
MIPOIIEC € HECUTYPEH U U3ITBJIHEH C MHOTO ChbTPECEHHUs, HEOYaKBAHH MPETSATCTBUS 1O ITHTS
KBbM OIIpeJieNieH U300p U IOpU HelOpa3yMEHUs WIN JTOpU KOH(DIMKTH MEXAy pexXuchopa U
akThopuTe. HO chIl0 M MHOro rpeurHu u300pu M pazdbupa ce, HOBU KAaCTMHTM M HOBH
n300pu J10pM Ha €TamuTe, KOraro CHUMKUTE ca 3amouHainu. 3a ¢uima ,,HezapbpiieHa
MEeXaHMYHa UTpa Ha MHaHO" TJIABHUAT repoil TpabBaiie na 6bae n3urpan ot Jlena Coinyeit,
HO KakKTO YeCTO Ce CIlyyBa C aKTbOpHTE, TS 3a0peMeHsBa, Taka 4ye pexucbopbT Hukura
MuxankoB OTHIIBI /1@ ThpPCH 3aMeCTHHK. Toi s Hamepus, HO cieJ TOBa 3alovyHallu
npobnemMute ¢ u3dopa. ,, Toraa pemux, ue T He € Hall-BaXHUAT YOBEK HAa CBETA U CH B3€X
apyra akrpuca. M kakto Mu ce cTopH, T MHOTO npwindanie Ha Jlena. Ta noine Ha enHa
peneTuiys, BTopaTta, TperaTa - CKbIa, CKbla, oOpa3zoBaHa. CTpyBa Tu ce, ye Ts pa3zdupa
BCHYKO, 32 KOETO T'OBOPHII, Maii ro nmpaBu. Ho BUHAru ce yyBcTBaM HSKaK HEy0OOHO U He
Mora jaa pa3zbepa KakBO ce CiIy4Ba. 3aloyBaM Ja CH MUCIHS, Y€ MU € TPYJHO Ha BCSKa
pereTuIys, JOpu OYaKBAHETO 3a PENEeTHUIUs Me MPUTHCKA. M Hakpas och3HaBaM, ye HE
UCKaM Ja s rienam. Bbopeku ue He pazOupam 3amo. ['oBopst ¢ Hes, paboTs ¢ Hes U i
riefaM pameHere, Opajauukara, pbuere. Ho He mckam na s riaenam B JIMIIETO, B OYMTE,

ABJITO U CHOKOI\/'IHO, KaKTO KOorarto rjiacgamnl B O4YUTE Ha YOBEK OT KOI'OTO HAMAaIl KOMIIJICKCH.
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[To-kbCcHO pa3zbpax, 4ye ToBa € MHOTO BaYKHO 32 MEH. AKO HE MCKaM Jia 00IIyBaM C YOBEK,
J1a TO TJIeJlaM TIPaBo B OYKMTE, KOETO HE 03HAUaBa, Y€ YOBEKBT € JIONI, a MPOCTO 03HAYABA,

4e CMe X0pa, CBbP3aHH B pa3IMYHU eHepruiiHu nonera.” (Muxankos, 2015: 160)

o cpiiecTBO U300PBHT Ha aKTHOP 32 ONPENENIEH XapakTep € HEOOICHUMO U Hepa3oupaeMo
IIOJIOKEHME Ha HellaTa JIOpU 3a PeKUCchopa, KOMTO ru mu3dupa. JJopu u 3a pexucbop c
MHOTO ONUT. 3amo € u30paH aKkThOp 3a TO3M XapakTep B TO3U (UM € JIMYEH BBIPOC U
OOMKHOBEHO € CBBbp3aH C JMYHATa BPB3Ka MEXAY TO3U PEXHUCHOP M TO3U akThop. M Haii-
BaXXHOTO, TXHOTO CHTPYAHUUYECTBO B JPYTU (PUIMM U ONUTHT OT MPEIUIIHATA CbBMECTHA
pabota. Ho cbhIllo Taka U MpeIuIliHu aKThbOPCKU U3IBJIHEHUS B IpYTU (PUIMU B XapaKTepH,
ONMM3KK WK MTOIOOHU Ha XapakTepa KOHTO peXUChOPBT ThpcH B cBos punm. Ho Tyk mma
ChBCEM pa3IM4EH IOTJIe/l BbPXY HelllaTa 3a TOBa Kak Jla u30upaMe u paboTuM C aKThOPH.

B Tasu rmiaBa ca u3neABaHM IOYTH BCUYKM AaclleKTH Ha aKThOPCKOTO MAaHCTOPCTBO,
CBILIHOCTA Ha OTTEJIHUTE YUYMJIMIITA 32 aKThOPCTBO, (GOPMHTE, KAHPOBUTE, TUIIOBUTE HA
aKThOPCKO MalCTOPCTBO, MHOKECTBOTO HAa MaHHUEPU3MHM, IOCBETEHOCTA KbM aKThOCTBOTO,
TPYJHOCTUTE 4Ype3 KOUTO MHHABaT aKTbOPHUTE 3a Jla Ch3JadbT U INpPUHECAT HA €KpaHa
MIOJTHOKPBBEH XapaKTep C CBOM BHTPELIHH IICUXOJIOTHYECKH HO U C MHOKECTBO Ha BHHILHU
XapakTepUCTHUKH W TPYAHOCUTE OT TO3M mponec. McinenBame u aHanu3upaMe u
aKThOPCTBOTO KaTO HATypa CJET aHraKMaHM Ha HATPYUILMLIM W TSAXHATa cHeruguka.
[ToceOHO BHMMaHWE€ M UCIIE/IBaHUS CE HAIPABEHM BBHPXY OTHOLICHMSTA Ha PEKUCHOpA C
aKTBOPUTE HO M OTHOLICHMSTA HA aKThOPUTE MOMEXKIY CH B NPOIECa HA CH3/1aBaHE Ha
enuH humm.

AKO aKThOpPBT HCKa Ja ObJe HambIHO MpeoOpa3eH B OINpeAesieH KapaKTep Torasa
MpPOLEChT Ha BBTPELIHA, NCUXOJOrMYEcKa U €MOILMOHAlIHA TpaHcopmainus TpsOBa aa
BBPBM 3a€lHO C (U3MUECKaTa U Jla ChABPKAa TEXHMKHM 3a aKThbOpCKa TpaHcopmaius,
KOUTO ca Pa3AeieHU CIOpE] MMEHAaTa Ha OCHOBATEJIUTE HAa TE3W WLIKOJU 3a aKThbOPCKO
MaNCTOPCTBO KOUTO c€ pa30dHpaT MOYTH KaTO BUJI I0I'Ma 32 aKTbOPCKOTO U3KYCTBO: CIIOPE]
Cranucnascky, (CepreeBuu Koncrantun), bpext (bepronn), Uexos (Muxaun), I'poToBckn
(Uesxwu), Ctpac6epr (JIuii) u Annep, (CTena) M HAKOJIKO APYTH Ch3JATENM HA ONpe/IesieHa
TEXHHMKA Ha aKTbOPCKO MaiictopcTBo. [lo enuH win Apyr HauuH, ¢ €IUH WIN APyl METOJ,

BCHYKH AKTBOPCKH IIKOJW IMpejiarart pCliCHUA 3a TOBAa KAaK AKTBOPHT AOCTHUIAa CBOATA
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pupoja, 10 cedbe Cu WK MOHE 10 Hal-yOeIuTeTHO, Hall-BIpHO n300pa3eHaTa mpupoja Ha
HSAKOW JpYyr peajieH WIM W3MHCICH XapaKTep B TeaTbp Ha CIieHaTa W BBB (UM Ipes
kamepa. M BcMukM Te€ MMaT CBOSITA OCHOBAa B ydeHHETO Ha CTaHUCIABCKU W HETOBHS
mparMaTu3bM 3a HATypaju3bM B aKTbOPCKOTO W3KYCTBO, KOETO C€ IIOCTUTa 4pe3
TEXHUKHUTE Ha aKThbOPCKUTE YMEHHS, CTPYKTYPUPAHHU B HIKOJKO HETOBU KHUTH, U3BECTHU
kato ,,Cucremara” Ha CraHucinaBcku. B kpaliHa cMeTka BCUYKHU T€3M TEXHUKH BOJSAT 10
aKThOPCKAa WIpa Ha TpaHCPOpMAIUs B XapakTep KOWUTO € pa3InyeH OT ONHM3KHUTE WU
nonobun Ha Hero. Ho ¢opmanHoTO 00pa3zoBaHMEe IO aKThOPCKO H3KYCTBO HE €
pernaBaiiaTa, Hali-Ba)KHaTa ChCTaBKa Ha MpodecusTa, a TATAaHTHT U JUYHOCTTA HA YOBEKa.
W Bcuuku oHE3U NOMBIHUTENHU 3HAHUSA U YMEHUS, KOUTO C€ HayuyaBaT U ce MPUA00uBaT B
KUBOTA Ha YOBEKa W B mpodecusTa Ha akThbopa. ETO KoM ca ChCTaBKUTE, O€3 KOUTO HE
MOTarT Jia C€ TOCTUTHAT BUCOKH MOCTHKEHUSI B aKThOPCKOTO U3KYCTBO.

e TBopuecka rnag;

e OtnmaneHoct Ha npodecusiTa,

e [loCTOSIHCTBO B MOCTUTAHETO HA PE3YITATH,

e (CrocoOHOCT 3a ajanTUpaHe KbM JaJCHUTE OOCTOSITEIICTBA,;

e CpTpyIHHUYECTBO HA CHUMAYHATA IUIOIIA KA,

e HM3mbaHUTETHOCT,

e UYyBCTBO 3a MapTHHOPCTBO U KOJIETMAIHOCT B U3I'BJIHEHHUETO.

be3 na mpurexaBare TE3M 3HAHUSA M YMEHMsI, aKTbOPCKOTO M3IBIHEHUE CE CBEXAA 10
aKThOPBCTBO Ha MPEACTABAHETO, 10 UCII'BIIHEHHE HAa XapaKTepH a He 10 TpaHC(hOopMHpaHe
B XapaKTepa U U3MBIHCHUC HAa BBTPCHIHUA INCUXOJIOTMYCCKU U EMOIMOHAJICH JXUBOT Ha
XapakTepa KOMTO ce urpae.

Karo usmo ocraBa ¢akThT, 4e IPABUIIOTO €: PEKUCHOPHT MPaBU KACTUHIA MM U300pa Ha
akThopH. CaMo TOHM M HUKOH Jpyr. BcMuko ocTaHano € BbIIpOoC Ha KbCMET. A BbB (puima
TEPMHUHBT IIAaCTHE HAMA CMHUCHJ M HE MOKE Jla C€ U3I0JI3Ba KaTO CTOMHOCT.

»2Mapueno u AHyK ca NpeKpacHU aKkTbOPH, KOUTO Morar ja Owpaar mpeoOpasenu. Ho
HsMaxX HMIIO NPOTHUB T€ Jla MMAT CHJIHO B3aMMHO NpuBinuaHe. Pa3zbupa ce, Mapueno

MaCTpOSIHI/I 1 AHHUTa EK6epr He 0sXa B CBET/IMHATa Ha MMPOKCKTOPUTE U CbC CUTYPHOCT
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HSIMAIIle HUIIO MEXIY TAX, HO BBIPEKH TOBA ,,ClaabK KUBOT® ce OKaza A00Bp GuiaM.”
(®enunn, 1997: 157).

MMa Hemo MHOTO CHelNUaTHO B KACTHHra, OCOOEHO BHB (WIMHTE OT JKaHpa Ipama,
MeJoJjpaMa WM Tpareus, KbJIeTO CIEUATHUTE eEeKTH U JUHAMHYHOTO TEMIIO U PUTHM
Ha BCSKa CleHa HE JBIKAT JIEHCTBUETO HAmNpel, a aKThbOPHUTE, CIOKHUTE
B3aMOOTHOUICHUSI, KOH(MIUKTUTE, 0OpaTUTe U €MOLIMOHAIHUS KUBOT HA XapakTepUTe
KouTO urpasT. Te3u crnenuduku cTaBar oOIle MO-KOHKPETHHU, aKo (PUIMBT € IBJICH ChC
CIICHHM Ha JIF00OB, CTPAcTH, MPETPHIKH, epoTHKA U cekc. Crenudukara HE € MO-MalKa,
aKko CTaBa JyMa 3a XapakTepu OT APYTus IOJI, HAa €Ha U ChIa Bb3pacT, HO C €AHAKBU
WM TpUONM3UTENTHO €IHAKBO YCIEIIHM Kapuepu. ToraBa Hai-goOpuTe MOXKeIaHus U
TBOPUYECKHUTE CTPACTH HA OTICIHHUTE aKThOPH 32 y4acTHE BBHB (MM C€ IPEBPBINAT B
CJIOXEH, JOpM HEBB3MOXKEH KacTuHr. [Ipum kacTuHra, B €IMH MOMEHT, Beue u30paH
aKThOp BHMHATW IIIE 3a/laBa BBIIpoca: “A KoM € MOST mapTHHOp BBB (unmMa?” 1 Bcuuku
n00pu HaMepeHUs 3aeIHO C TO3U BBIIPOC MOXKE Jia c€ MPEBbPHAT B MO3JATEH MBT KbM
aga. TpsOBa ma ce mMa IpEIBHJ aKThOpCKaTa HATypa, KOSTO € I'bCTO 3acaZieHa ChbC
CTpaxoBe, KOMIUIEKCH, MPEAPa3ChAbIM U pa3oyapoBaHus, HO U OopOaTa 3a ycrex, KOsiTo
4YecTO 3aBHCH HE caMO OT €/IMH aKThOp, a MOHe OT JABama. BbB ¢(unma BuHAarm nma
aHtaronuct. Kol € mnpoTaroHMCTbT a KOW aHTaroHuctbT? JlocTaThuHM 1M ca
eJIeMEHTapHOTO OM3HEC criopa3syMeHue, npodhecuoHaATN3MbT, TOAMUCAHUTE TOTOBOPH 32
V3MBJIIHEHUE JIOPH B TPOIYKIIMH, KOUTO OMPEIEISIT BCUYKU CHCHU(PUYHH 3alucH Ha
OTJIEJIHU, MPEIMMHO MHTUMHHU YacTH HA TAJOTO, TEXHHS pa3Mep, MPOIBIKUTETHOCT U
MOBTOPSIEMOCT, 32 Ja Ce JABWXKAT Hellara B mpaBuiHaTa nocoka? IloHskora nopu Haii-
noOpuTe HaMEpeHHsi Ha TNPOTArOHWCTa W AHTAaroHWCTa HE ca JOCTaThuHHU, 3a Ja
MPOM3BEIAT XUMUITA, HApeUeHa OMOJOTUYHO MpUBIWYaHe y XopaTta. Humo He moxe na
ro Mmpeojojiee M HHUKOW HE MOXXE HAMBIHO Ja CKpPHE TOBAa CMBTHO, HEOOSCHHUMO,
Hepa3dupaeMo YyBCTBO Ha OTONBCKBaHE KbM HSIKOTO, WM OOpPaTHOTO, ako TOBa €
YyBCTBO Ha TMPHBJIMYAaHE KbM HsAKoro. CiemoBaTtenHo M300pbT HA aKThOPH BUHATH CE
3a0uBa B TOUKa, HAPEUYCHA CABOSIBAHE HA aKThopH. ,,Jle Hupo nckame aktpuca, KosTo aa
MOXE Ja Ce Kayd Ha rjaBara My, Ja c€ sjoca... UMalle HyXXJa OT MCTHHA B THEBA.

Bumwxgame ro B clieHaTa B T'paauHaTa (TOBa € cClcHa OT (I)I/IJ'IMa MapTI/IH CKOpCC3C
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,»Ka3nno*, a aktpucara e Mumen ®aiidgvp, mos benescka), koraro T kpemw, a Jle Hupo
CTOH M 5 TJie/1a, obnedena B qomarirna pokist.” (Ckopceese, 2003: 121)

Pazbupa ce, uma puamu, B KOUTO TJIaBHUTE aKThOPU ca OMIIM B MCTHHCKH YOBELIKH
aHTarOHU3bM 10 BpEME Ha 3acHeMaHeTo Ha ¢uimMa, 6e3 na ObxaT 3abens3aHd OT
KamepaTta, a oTTaM u oT nyonukata. Ho ToBa ca n3kimrouenus. [IpaBuioro e, ye kamepara
BIKIa U (oKycupa MO-I00pe CHCTOSHHUETO HAa AaHTArOHU3bM MEXKIYy aKTbOPUTE,
OTKOJIKOTO ChCTOSIHUETO Ha NMpuBInYane. KakTo B )xuBoTA.

,,He Mokaxme j1a 3armouHeM ja cu cbTpyaauaum ¢ You. (You [onadepr, mos benescka.)
OueBHIHO HSKOM aMEPUKAHCKU aKTbOPHU MPOCTO He Me xapecBaT. CBHKHaIM ca Ja
paboTAT C PEKUCHOPU KOUTO HE MM Ce MeciT B padoTara WU HEe UM Ka3BaT KaKBO Ja
npasar. © Xaiae ome Beaubx! [1o-Bucoko! Manko mo-6sp30! bpaso! O0bpHU ce Maiiko
HagsacHO!“ ToBa ca peXUCHOPCKUTE 3aladyd C KOUTO XOJIMBYACKHTE AaKThbOpU ca
CBUKHAJM, a HE pPa3rOBOPUTE 3a CBHIIHOCTTAa Ha CICHApUS, LEIUTEe U 3aJa4yuTe U
emoronanuoto npuchereue.” (Konyamoscku, 2017: 263)

Paborara ¢ akThOpH € MOXe OM €IMHCTBEHATa 4acT OT MpoIleca, KOSITO PeKUChOPHT HE
TpsiOBa /1a OCTaBsi HA HAKOW JPYT, HA ACHCTEHT WM Ha aKThOPCKU TPeHbOp. Mima MHOrO
PEXHUCHOPH, OCOOCHO OT TO-HOBUTE IOKOJIEHUS, KOMTO HE paboTAT ¢ aKThOpH, a ca
M3ISUTO TIOCBETEHU HA BU3HSTA M TEXHOJIOTUYHOTO M3MBbIIHEHUE Ha pUiIMa. AKTHOPHUTE ca
OCTaBeHH Ha cebe CH M COOCTBEHUTE CH IO3HAHHWS KaK TEXHWYECKH Ja W3ITBIIHSIBAT
HEOOXOIMMUTE KACKaIW WU APYTH U3IIBIHEHHS, KOUTO M3UCKBAT (PU3NUECKA WIIH JIpYyTa
MOJroTOBKAa. B eKkurbH (uiamMuTe akTbOPCTBOTO € JO0 M3BECTHA CTEMEH MAaJOBAaXHO.
OCHOBHHTE CHCTOSIHUS HA XapakTepa ca BBHHIIHU WIH BbB Bph3Ka ¢ e(deKTUTe, KOUTO
aKTBOPHUTE HOCAT KaTO KOCTIOMH, PEKBH3UT W JIOPU KaTO MACKH 3a Juie. ToraBa BaKHH
ca MHU3aHCICHa, MH3aHKaJapa W TOYHOTO W3MBIHEHHWE, TIIOCBETCHO W3ILUIO Ha
TEXHOJIOTUATA KaTo M3pa3HO CPEeACTBO. ,,Hukora He ¢bM y4yacTBajd B NPOEKT, B KOWUTO
W3MBIHEHHUITa (Ha aKThbOPHUTE, PEIJIMKaTa MH) 3aceHYBaT BHU3UATA. MIMaM CTpaxoTHH
aKTHOPCKH M3ITBIHEHUS] BbB BCHUKHUTE CH (DMIMH, HO MamaOHUTEe (QUIMH ca MO-TOJIEMH
OT aKThOpUTE B TsX. M 4ecTo B ompeneneHn ClieHn XopaTa ca HHCTPYKTHUPAHHU Ja CBHPST
Ha BTOpara IUTYyJIKa, OTCThIBAaKKM MICTO Ha ‘“‘Kopaba Maika”, KOWTO Mpuinya Ha

katenpana.” (Crnunospr, 2005: 127)
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Ho xorarto crtaBa nyma 3a urpagHu QuiMH, QUIMH OT HEEKIIbH >AaHPOBE, TOraBa
aKTbOPBT € Hal-BaJKHOTO HELO B Kaabpa. HUIIO OCBEH aKTbOPBT HE MOXKE Ja NOCTUTHE
TOBa EMOIIMOHAIHO CBCTOSHHE, KOETO €CTECTBEHO C€ MpPEKUBSBAa B TOJIsIM Mamial.
,»Hayuux, 4e eHa eKCIIJIO3UBHO JipaMaTHyYHa CLEHAa MEKYy JIBaMa TyIU, KOUTO UIEATHO
Ce BIMCBAT Ha €KpaHa, € MHOIO IMO-BBJIHYBalla OT XWIAAa AyIIM HA CThIajara Ha
,bponeHocena IlorboMKHH®. BsIX 3ac€HYEH OT OCH3HABAHETO, Y€ JOOPOTO IMPEACTABSHE
Ha akThop KaTo Puuapy Jpaiipyc cTpyBa KOJIKOTO JBE TOJEMHU €KIIBH CHEHH — OHIIO TO
nocienHara 6utka Ha Kberbp, npecnenBanust ¢ konu, Kuar Konr wim vemo apyro.*
(Crmn6wpr, 2005: 89 )

Mma 6e306poii pa3auyuHu NOAX0M, HAUYMHH, METOAM, aKO MCKATe U CIIOPa3yMEHHUs 3a TOBa
KaK peXHCbOPBT U aKThOPBT LIE pabOTAT 3a€AHO C KpaiHara ILeJl 1a Ce HANpaBu (UIM.
Bbrpekn MHOTOOpOMHHUTE aKTbOPCKU TEXHUKH, Pa3jIMYHUTE IIKOJIM U YHUBEPCUTETH 3a
aKThOPCKO MailCTOPCTBO, M B Ta3M 4acT OT Ipolieca HiaMa (GopMysia, BCEKH PEXUCHOP €
Mmaiicrop 3a cebe cu. ,BbB (QuimMa JUYHUTE CHEKyJAaTMBHM KOHCTPYKLHUHU,
paslpeneseHueTo Ha AakKLEHTUTE, Ccuiara, HWHTOHAIUsATa Ha akThopa ca CTPOro
MIPOTHBOIIOKA3aHM, 3alIOTO TOW HE MOXKE Ja ObJie 3al03HAT C BCHUYKU YacTH Ha (uiIMa.
EnuHcTBeHaTa My 3ajada € Ja CbINECTBYBA M Ja CE€ JOBEpsABAa Ha PEKUCHOPA.
PexucbopbT 1€ u30epe MOMEHTUTE OT CBOETO ChILIECTBYBAaHE, KOUTO Hal-TOYHO
u3passBaT camara ujaes. AKTbOpBT He TpsOBa Ja ce MNpuUTECHsBa, He TpsAOBa J1a
npeHeOpersa cBobojara cu, KosATo € OokecTBeHa M HecpaBHuUMA.” (Tapkoscku, 2017:

165/166)

Enna moronema yact OT TEMHTE M IMOJAPA3/JCIICHUATA CE MOCBETEHU Ha HCIEABAHUS U
aHaJIU3 Ha HayMHa IO KOHTO peXuchopa pabOTH C aKThOpPUTE B BCUYKU (a3u Ha
IIPOU3BOJICTBOTO, OT KaCTUHIA, Mpe3 MPeanpoaAyKIUATa, aHaIU3UuTe U padoTa Ha maca,
IIPAaBEHETO XPAKTEpU3ALlMM M CTPOEHETO Ha ojAenHuTe Kapakrepu. llonxonma Ha
peXHUChOpa KbM CEKH €IMH aKTbop, HO M KbM CEKM €AMH CTaTUCT B (uiama u
MOCJEIUIUTE O] TO3U MPOLIEC KOUTO BOJAAT /10 YCIIEX MJIM 10 pa3pyxa. B Tasu rnasa ce
UCIIe/IBa U MpaBM aHANU3 Ha ATMocdepaTa 3a paboTa Koe AepuHupaMe KaTo HallBaKHATa
4gacT OT IIPHOLECa KOATO Ch3/1aBa PEKUCHOPA C CBOETO IOBEIEHUE M OTHOUIEHHE KbM

BCHUYKH OTTCIIHU MAPTULHUITNOUCHTH IPC U 3a]] KaMepaTta.
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PaGoTHata u TBOopYecka aTMmocdepa, Ch3JaleHa OT PEKUChOPA, OOMKHOBEHO pellaBa
Iany equH (WIM IIe MPEecKOYH JMHUATA OT (WIM BBbB (UIMOBO HM3KYCTBO. Ta3u
aTMocdepa 0OOMKHOBEHO BJIHsIE MPSKO Ha BCHUKO KOETO C€ BMXKJA B KaJbpa U Ch3JaBa
nepdekTHa uaeHTU(UKALUSA ChC 3pUTeNs. PeKUChOPBT TpsOBa aa ch3maae arMocdepa
U3BBH KaJbpa, KaTO OCHOBHA BPB3Ka C BCHYKO, KOETO INe ObJe BU3yaTU3UPAHO U
3ama3eHo B Kaawpa. ,,M He OuBa aa ce 3a0pass, ye atmoc(epara B Kabpa HE MOXKE J1a ce
Chb3/laBa U CBHILECTBYBAa OTIENHO OT arMoc(epara M3BBH Kaabpa. ToBa € HEroBOTO
npoabbkeHue. Ha MsAcToTO, KBJIETO CHUMA, HE MOXETEe Jla OYaKBaTe HHIIO OT aKThop,
KOMTO CyTpHMHTa C€ € CKapall C MpOJIYILEHTa, 3all0TO HE ca MY HW3NPAaTWIH KOJja HIIH
3aII0TO XOTEJICKaTa My cTas e cTyAeHa. Jlopu u Toil na ycree na 3a0iyan 3puTes, BUE
HSIMa J1a MOXKeTe Ja 3a0JIyIuTe CBOS 3pUTEN, 3aII0TO BCHYKH TE3W MAaJKH HEIla BbB
¢dbuiMoBarta mpoAyKIUs ca 0€3yCIOBHO B3aUMOCBBbP3aHU ChCTOSIHUS Ha TIPOIIEC, KOWTO ce
pasnmBa oT Kaabp B Kaabp.* (Muxankos, 2016:170)

AtMocdepara, cb3AazeHa OT PEXUCHOpA € TOBAa, KOETO CE€ Hapuya “IyXbT’ WU
“mymrara” Ha QuiMa. ,,ATMOcdepara He € ChbCTOSIHUE, a JAeicTBHe, porec. Onuraite ce
na ycetute atMocdepara Ha pajocT KaTo JeHCTBHE. BeposTHO 1e 3a0eekuTe, 4e umMma
KECT Ha OTKpUBaHe, pas3llupsBaHe, oTBapsHe. OTHOBO 1€ W3KUBEETE TbMHATa
aTMocdepa KaTto MpUTUCKaHe, 3aTBapsiHe, nuckoMdopt. Bomnsta Ha atMmocdepara e Tasm,

KOSITO MOTHBHPA BOJIsATA BU 3a jielicTBHe, 3a urpa.” (Uexos, 2010: 40)

Cw3naBanero Ha aTMoc(epa 4ecTo ce CBBbp3Ba ChC 3a0aBICHUETO, B UTpaTa Ha TOBA
koeto mpasuil. Karo Hali-pa3nmpocTpaHeHaTa JeTcka urpa. Kato mpaBeHe Ha TSICHYHHU
Kynu Kpail miaxa. M ako ,,urpaem*, qokato npaBuM (UM, HaUCTUHA UMa BB3MOXHOCT
GbuIMBT Aa UMa cBOsI cOOCTBEHA AyIIa Wi aTMocdepa, KOSITO J1a TO HalpaBU pa3inyueH
OT OCTaHaluTe. ,,BsipBaM, 4e BCEKU Kaabp BHB (PriiMa OTrOBaps Ha OTHOIICHHETO Ha
peKHChOpa KbM HeIllaTa, KOUTO CHUMA. B KpaifHa cMeTka BBB BCEKH KaJbp MOXETE Jia
BHJIUTE KaKBO € MpeJl Kamepara, HO M KaKBO € 3aJ] Hes. 3a MeH KamepaTa € yCTPOUCTBO,
KoeTo paboTtu u B aBere mocoku. [lokasBa oOexTute, HO U cyoekTute. ETo 3amo Bceku
KaJbp TIOKa3Ba IIeJJHATA TOYKA HAa YOBEKa, KoWTo ro e 3acHen.” (Benmepc, 2003: 212 /

213)

29



Cw3naBaHeTo Ha CBOW COOCTBEH, JTMYEH, OpUTMHAJIEH HAUMH HAa MHCIEHE U U3pa3siBaHE
ype3 cbh3/laBaHe Ha (UIMH, MPaBU PEXKHUCbOPA TOBA KOETO IO CHIIECTBO T'0 JIBHXKHU
Harpej - YCIEeleH KaTo pa3jiMueH OT OJIM3KUTE WM MOJOOHH HAa HETr0 PEKUChOPU B
MUHAJIOTO, HACTOSIIETO U B Obaemniero. Ch3qaBaHETO HA Ta3u JIMYHA MCTOPUS, JTHYHOTO
CHbCTOSIHUE Ha PEKUCHOPA, 3alMa3eHO BbB (PUIMHUTE MYy KaTO OPUTHMHAIHO, € BH3MOXKHO

CaMoO 4Yp€3 3ara3sBaHe Ha 0cobeH AYX 4p€3 Chb3JaBaHEC Ha CIiICIHaIHA aTMOC(l)epa.

Ha xpas or Ta3m riaBa wu3cieiBaMe W JOKa3BaMme Y€ COICTIIEHATa MPOEKIHS Ha
peXHCHOpa B TOBA KOETO MPAaBU € ChIIECTBEHATa YacT off (PMHATHHS BB3IVIE] Ha €IUH
¢bunam. HauuubT, M0 KOUTO peXXUCHOPHT MPEAaBa HA IPYTUTE CBOATA Bsipa U yOEIEHOCT B
TOBA, KOETO TPaBH, JI0 TOJISIMA CTETICH Ch3JaBa TO3H TaKa HapedeH ,,[0ce/IeH MpuX" Ha
TBOpOara. ToBa e JOKOCBaHE Ha AyXa, Ha JyllaTa Ha pexxucbopa. ToBa e Taka B CBeTa Ha
¢uaMa Mo CHIIECTBO M IMOPaad €IHO MHOTO Ba)XXHO HEII0, KOETO € BKOPEHEHO B
UHYCTpUSTA OT BPEMETO, KOraro GuiMbT € OWJI U3KYCTBO, YMEHHUE U MOABUT HA €IUH
YOBEK M CBEHTYaJHO HSIKOJIKO HETOBM TOMOIIHHUIIM, W 4Ye paborara ce CBeXIa JI0
YOBEIIKaTa NOTPeOHOCT OT JOKa3BaHE, MOKa3BaHE, MPEACTaBSIHE HA COOCTBEHHTE CH

MOCTHUIKCHU IIPEA APYIr'U XOpa.

Mounmaosica u monmasicucma Ha punma Kamo cpeocmeo 3a padoma 3a pexncucsopa.

B®B dunmoBata unayctpus, ocooeno B CAILl, kouTto Bce ollie ca HeHThpP Ha CBETOBHOTO
KHHO, UMa MPOTUBOpeYHs, 1e0aT U KOH(DIUKTH OTHOCHO IPABOTO Ha PEKUChOpa Jla UMa
KOHTpPOJ BbpXY MOHTaxa Ha ¢guiMa. [lo mpuHIMI MHOTO peXUChOpU BB3IPHEMAT TOBA
KaTo yJap, OrpaHuYeHue U JOpHU IIeH3ypa KbM €IWHCTBEHHS aBTOp Ha (hpuiMa — HErOBHS
peXUChOp. B opraHm3anmoHHUs UM aJMUHUCTPATUBHHUS eTal Ha (UIMOBATa MPOAYKIUS
MPUCBCTBUETO M YYAaCTHETO Ha PEKUChOpPAa € HEO0OXOAWMO BbB BCHYKH cerMeHTH. Ot
HaIMCBaHETO Ha ClieHapus, pa3paboTBaHETO My, u30opa U paboTaTa ¢ akTbOPH U APYru
XYOAOXKHUIIM W HU3IBJIHUTCIIN, HHSaﬁHa Ha MpoAyKHOUATA W LAJIOCTHATA BHU3yallHa H
TEXHWYECKa TMOJrOTOBKA W M3MBJIHEHHE Ha MPOAYKUUATa, KbM BCHYKU JPYIH
XYHA0)KECTBEHH M TEXHOJOIMYHM HAuMHAHMUA U ChABPXKaHHE Ha Obaemus Quim,

PEXUCBOPHT € BKIIFOYCH U HETOBOTO MHCHHUE 3a HAYMWHA, 110 KOMTO ce HU3BLPIIBAT BCUYKU
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TE3W JIEHHOCTH € pelnaBall U B3eT KaTo ONpeIesieH BU MEpHA €AUHUIIA KOSTO OMPEees
BcHUKoO. B mpoaykmusTa - 3acHeMaHe Ha ¢uiaMa B CTYAMO WM Ha CHUMAavyHa IIJI0MIAJIKa, €
HEBB3MOKHO JIa C€ HANpaBH HEmO 0e3 MPUCHCTBHETO Ha pekuchopa. Ha To3u eram
€MHCTBEHO TOM € YOBEKHT KOWTO MMa BJIACTTA Jla Kaxe ,,akKiuusi’ u ,,cTon" . PexxucbopbT
€ TO3H, KOUTO IPEBPHIlla CBOETO 00pa3oBaHue, MPUIOOUTH KUTCHCKU 3HAHUS, YMECHHS U
KBaTM(UKAIMSA B MHOTO XYJ0KECTBEHH M TEXHUYECKHU c(hepr U 0COOEHO COOCTBEHHUTE CH
YOBEIIKU U JYXOBHHU ChCTOSHHSI B KOHKPETHO ChIBPKaHHE KOETO MPHUCHCTBA BHB BCEKHU
KaJIbp U BBB BCSKA YaCT OT (hriIMa upe3 mpuKa3Ha, XapKaTepu, BU3Hs U 0011a atMocdepa,
3ama3eHu KaTo KOHCEpBHpaHO Bpeme B hopma urpaieH ¢uiaM. Tyk 3aBbpIiBa e1Ha MHOTO
Ba)KHA YacT, KOSTO IO CBIIECTBO MOXE Ja ObJIe JOMbJIIHCHA, KOPUTHPAHA, MTOJ00peHa U
JIOpY TIPOMEHEHA HE CaMO B CHOKETa CH, HO B OMNPEACIICHU CIydal U B IMbPBOHAYAIHO
MAZCHUS KOHIENTYaJIeH KOHTEKCT 4Ype3 TMpujlaraHe Ha TBOPYECKM HAPATHUBHH,
CTPYKTYpPHU U TEXHOJIOTUYHHU pElIeHUs B MocieqHara ¢ga3a Ha (pUIMOBO MPOU3BOJACTBO -
MOHTakaTa Ha ¢uiama. ,KputukyBar Me, 4e mnpaBs (GUIMH caMO 33 COOCTBEHO
yaoBoJicTBue. ToBa € OCHOBaTeliHa KPUTHKA, 3aIIOTO € BspHA. ToOBa € €IMHCTBEHUST
HAYHH, [10 KOWTO Mora Ja padboTs. Ako npaBute GUIMU, 32 1a YTOAUTE HA BCHYKH, 3HAYN
HE TO MpaBUTE 32 HUKOTO. — MHUCIs, 4e Mpear BCHYKO TPsOBa Ja ce yAOBICTBOPHIIL.”
(Penunn,1997: 94/95)

ToBa e 0OMyaiiHO MUCIIEHE U HaYMH Ha paboTa Ha MHOTO PEXUCHOPU, YTBBPIUIHN CTATYT
Ha MpU3HATH aBTOPH, (UIMOBHU apTUCTH, MAKCTOPHU Ha ¢uiMa. M BCHUKU Te UMaT MpaBo
Jla yJacTBar B MpoIleca Ha MOHTaX WJIM CAMUTE T€ ca MOHTaXKUCTU Ha cBoute ¢punamu. Ho
TOBa € Hal-TOJIeMHST CTpax Ha MPOAYIEHTHTE, TOECT CTyAuara, KOUTo (PUHaHCHUpAT
Mpou3BOACTBOTO Ha GuiamMu. ONMUTHUTE MPOAYIEHTH U PEKUCHOPU 3HAAT Y€ aKO HAMA
cebenmobre, erou3bM, Hy)X/1a OT ce0enspassiBaHe, HsIMa Ja uMa MOpUB, Taj 3a padbora,
0e3 KOosTO HE Ce Ch3aBa U3KYCTBO a OOMKHOBEHO MPOU3BOJCTBO Ha MpeaMeTH. Brrpeku
4e (QWIMBT € TPOAYKT 3a Ta3apa, TOM BCe MaK OCHOBHO C€ MpoJaBa 3a Ja 3aJI0BOJIU
E€MOITMOHATHUTE HYXIU Ha 3pUTENS — MOTPEOUTEN, Upe3 JTUIHHS TyX KOUTO PEKUCHOPHT
Y HETOBUTE CHTPYAHMIIN TPEHsICAT B TO3U MPOIYKT.

Kak na oBnageeM TO3u MbPBUYEH apTUCTHUEH MOPUB HA PEKUCHhOPA, KOMTO KaTO YOBEK
Ha M3KYCTBOTO BUHATW, aMa BHHATHU IIe CE CTPEeMHU Ja ObJe pa3ludeH OT IPYTHTE U

o100HUTE HA HEro?
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Crynusara U pa3NpoCTPaHUTENUTE THPCAT €IHU U CHINM WU MPUOIUZUTEITHO €IHU U
chlld (GUIMH KOUTO Ca MpEeJHA3HAYCHU 33 KOHKPETHH LEJIEBH TPYHH C OMPEIesICHO
o0Opa3oBaHMe, MHTEIUTCHTHOCT, EMOIIMOHATIHA CTPYKTYpa M HaKpasi C ONpeAeieH BKYC U
B MHOTO CJIy4au CbhC CTPOTO MOBBPXHOCTHA MOTPEOHOCT OT U3KYCTBO, KOETO 330BOJISIBA
HUCKO HHMBO Ha YOBEUIKM CTpacTH. MoXe M Ja He MHUCIUM IO HauyWHa Ha KOHTO
Oenepuko PenvHU pachkaBa, HO ocTaBa (akThT, 4e KpailHaTa 1ed Ha XOJUBYA U
¢uiIMoBaTa HHIYCTPUS € JAa YroAM Ha BCHUKH. ToBa € ujeasa Ha BCEKH MHBECTUTOP: Ja
yroy Ha BCUYKH, HABCSIKBAE, 110 BCIKO BPEME, Ha BCHUKM KOHTHUHEHTH, 32 BCUUKH pacH,
peNUruy, HallUM U TPyNH, Ha Ooratute, Ha CpeAHUTE OOraTu, Ha CpeAHUTE OCAHH U Ha
6ennute. ToBa e norukata Ha OusHeca, HapeueH ¢uiM. ,,M3riexna, ye uMa MIMPOKO
pasnpoCTpaHEHO CXBallaHE CpeJ XopaTa, KOMUTO YNpaBIsABaT CTYAUSATa, Y€ aKO €AMH
¢uam He obemaBa na ObIe XHUT (HO € Hai-IoOpe, ako MOXKE Ja CTaHe TOTAJICH XWT),
TOraBa € mo-Ao0pe 300110 1a He 3armoyBaTe ga cHumare. UM ToBa e omacHocTTa. TS He
UIBa OT XOpaTra KOHUTO MpaBAT (PUIMUTE — OT NPOAYLUEHTHTE, PEKUCHOPUTE WIU
aBTOpUTE, a OT T€3H, KOUTO KOHTposupar napure. Ka3sar, ye UCKaT Ja cu BbpHAT HapuTe
necet mbpTH. Ka3BaT: HsAMaM xenaHue jaa rienaMm QuiM 3a JIMYHUS TH KUBOT, 3a 0aba u
IS0 TH, 32 TOBAa KaKBO € OWJIO J1a M3pacHell B aMEPUKAHCKO YYMUIIUIIE, KOETO O3HAaYaBa
Jla MacTypOupaIl 3a IbpBH BT HA 13 TOAUIIHA BB3pACT WIM HEIIO MOJA00HO, pa3oupain
mu me? Wckam ¢uim, koiito Bcuuku e xapecat! C mpyru aymu: XOoJMBYJ MCKa Ja
MOJTYy4YH uJeanHusi PuiM — B KOWTO MMa 1Mo Hemlo 3a Bceku. U ToBa, pa3zbupa ce, HE €
BBb3MOkHO.” (Bernepc, Cimnospr, 2003: 78)

Ilopanu Te3u mnpuuMHU OW3HECMEHUTE, TNPOJIYLIEHTHTE Cbh3JlaBaT CHUCTEMa 3a
MHYCTPUAITHO IPOU3BOCTBO, Ype3 KOATO 1€ KOHTPOJIHpAT 0oOema, CTENEHTa, HUBOTO,
MIPUCHCTBUETO, TPYOO Ka3aHo, ,,[IPOLIEHTA HAa M3KYCTBOTO® B Objaeuus (UM, KOETO I
orpesieNld TOYHHUTE ,,IOTPEOHOCTH OT M3KYCTBO® Ha IOBEYETO XOpa Ha IJIaHeTara
KoHcyMmaTopu Ha ¢uiama. ,,CtuBbH CMaObpr € MacTiuB YOBEK, 3al[0TO TOJIKOBA MHOTO
XO0pa Mo CBETa XapecBaT TOBAa, KOETO TOM UCKa. Tol € ycnenieH, 4eCcTeH €. XylI0KHUKBT
TpsIOBa J1a pelliu Ja MpaBu TOBa, KOETO HCKa, ChC COOCTBEH CTHII, 6€3 KoMIpomucu. Te3u,
KOUTO WCKAaT Ja YroAsT caMO Ha HSKOro, HE MoraT Ja ObJaT HapedeHW apTUCTH.”

(®enunn, 1997: 95)
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B riaBa ueTBbpTa HE CTaBa BBIPO3 3a TOBA JAJIM PEKUCHOPA UMa MpaBo Ha (aifHi Kar
win He? McneaBaHusATa ca HACOUEHM KbM YTBBbpXJaBaMe Ha IMOHATHETO MOHTaX U Ha
MoHTaXucTa 0l TEXHUYECKO JIULE 0 OTTEJIECH aBTOP WM ChaBTOP Ha OJIEJIHO JEIO0 Ha
enuH yoBek? Kak e ToBa Hemo Bb3M0KHO? ChIIECTBYBA JIM TAKOBA HELITO B UCKYCTBOTO
Ha (umuma U ocoOeHO B (puiaMoBaTa MHAYCTPUS KBJAETO TUTYJSPEH COICTBEHHMK Ha

MIPOJYKTA € MPOAYLEHTA WIIM KOMIaHUs, TypH U KOMITaHUU?

Haii-kpaTKusT HauMH Ja ce 00SICHU KaKBO BCHITHOCT € (PUIMBT € TOH 4e (uiMa € Hello

KOETO € B II0CTOsIHA TpaHchopMmaliyst. PUIMbT € HeNIPEeKbCHATO MPEXBBPIISIHE HA Hellara

0T enHa peanHocT B zapyra. OT enHa BB3MOXKHOCT KbM apyra. Ilo mpuHnmum or exHo

cbCTOsIHUE B Apyro. OCBEH pallMOHAIHO, EMOLIMOHAIHO M TPAHCLEHIEHTAIHO U3KYCTBO,

(bl/IJIM"I)T MOKC Ja CC€ Hapeyc U TPAH3UTHO H3KYCTBO. I/I3KyCTBOTO Ha IIOCTOAHHOTO

IIpEMUHaBaHe OT €IHO KbM JApyro. HaucrtuHa e orpoMHO ycwiue, Mpujlaraie Ha MHOTO

3HaHUS, YMEHUS U CIIOCOOHOCTH Ha CTOTHLM M CTOTHIIM XOpa, 3a Ja Ce MPEMECTH Heuus

HUCTOpPUs OT I'JlaBaTa Ha TO3W YOBCK 1O UCTUHCKU (1)I/IJIM KOWUTO ce IMoKa3Ba Ha KHHO. To3u

IIPEXO0J] 3aI104Ba ChC CLIEHAPHUs U 3aBbpIIBA C MOHTaxa. M Korato OkOHYaTeIHaTa BEpCHUs

Ha ¢uiMa Hali-HaKpas ObJe MpHUeTa, He caMo Ye CLIEHApUAT IpecTaBa Jia ChLIECTBYBA, HO

U MOHTaXBT IpecTaBa Ja ChllecTBYBa. M Tyk cTurame 10 OCHOBHOTO pa3OupaHe Ha

HAILIETO U3CJIEBaHE, KOETO IO CHIIECTBO € COIBCHK HA JIBE HAIIBJIHO PA3IMYHU Bb3IJIEIU

3a TOBa KakBO € (WJIMBT M KakBM ca CpeAcTBaTa 3a paboTa Ha pEeXHCbOpa BbB

M3KYCTBOTO Ha (puima.

° H"prI/ISI BB3MJICa € 4€ MOHTaXbT € I'BJIHO MU HCOTMCHHO IIPpaBO Ha PEKHUCHOpaA U
HETrOBO € PEIICHUETO KbJe Iie Obae M3psA3aH MPEeIUIIHUAT Kaabp U Kbae Iie Objae
3aJIETNeH 3a CIeABaILN.

e Broporo pazbupaHe € ue MOHTaXBT € OTAETHA MPOodecHsi, KOATO MPUHAIEKH KbM
OTJIeNIeH Ipoliec Ha (PUIMONPOU3BOJCTBOTO BBPXY KOHTO peXHChOPHT HE TpsOBa Ja
OKa3Ba BJIMAHUC WU HsAMA IIpaBO Ja p€liaBa Ha4YMWHA, Q)OpMaTa M CTUJIa Ha MOHTAaXa Ha
¢bunma.

B Awmepuka, ocobeHo B XOJHMBYZ, COOCTBEHHUIIUTE Ha CTYAMHM U TNPOIYLEHTH MHOTO

OBp30 OTKpUBAT BBH3MOXKHOCTTa Ha MOHTa)KaTa KaTo CPEICTBO 3a KOHTPOJMpPaHE Ha

aBTOPCTBOTO U apTHUCTUYHHUTE aQUHUTETU HA PEKUCHOPUTE, U U3MOJI3BAT MOHTAaXKa 3a Jia
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opopMAT MOJIeTT KOUTO Iie 00enuHu (GUIMUTE KaTO €IHU M CHINU WA MPUOTU3UTEITHO
cbiid. Taka MOHTaXBT Ha (puiiMa ce HpeBpbllla B MPaBO Ha CTYAMOTO Ja MOHTHPA,
MOAPEXKJa U PelaKTUpa BeUe 3alMCaHus MaTepual IO KeJaHWEe Ha MPOAYLEHTa WU OT
HEro OBJIACTEHO JHIE. B TO3M MOMEHT MOHTaXBT CE MPEBPHINA B OTJENHA Mpodecus u
MOHTQKUCTHT TOJy4aBa CBOM OGHUC M MOHTAKHO CTYJUO BeAHAra cjeja KaOWHeTa Ha
npoayleHTa. Taka pexucboputTe B AMepuka ryosT T. Hap. ,final cut®, Toect Hsamar
MpaBO Ja TPHCHCTBAT HA TpoOIleca Ha MOHTaX Ha (QUiIMa, 32 KOWTO ca HAIHMCaIu
CLEHapHsi, TOATOTBUIIM T'0, 3aCHEJIM U B KpaiiHa CMETKa I1l€ IO MOJIMUILIAT KaTo aBTOPH.
SApyrata QyHKIMs, KOATO IMOeMaM MOYTH M3IUI0, € MOHTaxkata. Cmsitam cebe cH 3a
MOHTaKUCT Ha MouTe (GUIMH U pabOTS ¢ YOBEKa KOWTO € Ha3HAYeH HAa Ta3H MO3UIIUA.
AKO UMa KakBoO Jia MPEJIOKH U UJesiTa My € CUMIIAaTHYHA, IpreMaM 51 0e3 KoebaHue, Ho
B TMOBEYETO CIy4yad CUMTAM MOHTa)Ka 3a MOSI OTTOBOPHOCT, TOYHO KaTo OmepaTopckara

pabora.* (Crmnbspr, 2005:84)

KakBo e TOBa, KO€TO NpaBU MOHTaXa AOI'BIHEHHUE WIM OTIEIHO HEUIO0 OT TOBAa KOETO

BEYE € HAIPaBEHO B JPYTHUTE JIBE a3y, Ha TIOJArOTOBKATa U POU3BOJCTBOTO Ha (pumma?

MOHTaXBT MOXKE 1a IPOMEHHU MHOI'O ¥ TOBA Ca OCHOBHO JIBE PaJMKaJIHU IPOMEHH.

e [IpomeHs, OCHOBHO ChKpalllaBa JIbJKUHATA, T.€. IPOIBIDKUTEIHOCTTA Ha (puiIMa.

e [IpomeHs ce cTpykTypaTa Ha HapalusTa, T.€. HAQUMHA, MO0 KOMUTO QMIMBT 1ie Obae
pa3ka3aH B OKOHYATEJIHaTa CU BEPCHSL.

B mepBus chaydaii OOMKHOBEHO cTaBa JyMmMa 3a MHTEPBEHLUH HAalpaBeHH OT

MIPOJIYLIEHTUTE KaTO COOCTBEHHUIM Ha (MiIMa KaTo KOMEpPCHaJIEH MPOAYKT WM OT CaMUs

aBTOp, OOMKHOBEHO MO TMOpBHYKA HA COOCTBEHUKA-TIPOAYLEHT. B mocneanus cimyuai

IIPOMEHUTE Ce MPaBAT OT PEXKHUCHOPA JOOPOBOIHO WIN B CHTPYJHUUYECTBO C IPOAYIIEHTA,

c 1en noxoOpsiBaHe MM NPOMsSIHA Ha CTPYKTypaTa Ha (uiMma C IieJl MOCTUTaHe Ha I0o-

BHCOKH aBTOPCKH IMPaBa — XyJI0’)KECTBEHU HJIEH W/WIIM MO-TOJIIM KoMepcualieH ycrex. 1

B /IBaTa cllydas MMa paJuKalHd HauMHAHUS, KOUTO MMAT MOCJEACTBUS 3a TBOpOara,

aBTOpa M COOCTBEHMKA.

OpceH Yenc nHanpasun ,,I'paxnannabsT Keiin” npe3 1941 roguHa KOWTO MO-KBCHO ILE

Oble eAMH OT JieceTTe Hal-n1o0pu (uiIMa Ha BCHYKM BpEMEHa W B MHOTO MOJO0HH

CIIUCBITM BCE OINE € Ha BhpXa Ha cBeTa Ha PMIMOBOTO M3KycTBO. Ha cnmenBamata 1942

34



TOJIMHA PEKUCHOPHT MpaBU BTOpHUA cH (uiM, ,,Briamednure AmOepcoHOBH”, cara 3a
€IHO OT Hall-M3BECTHUTE U NPOTHUBOPEUYMBHU ceMeicTBa B AMepuka. Pa3kasbT u BU3MATa
Ha (uiaMa, cropes MHOTO TEOpeTULM Ha (huiama, HaAMHHABBT Je0l0Ta HA aBTOpa U ce
OYaKBayo Ja Obae mpowusBeneHHe KoeTo mie u3nurane OpchbH Yeic 10 BHCOTH, KOHMTO
HUKOM HE € JOCTUrajl 3a JBaJeceT WU IMeT TIOJWHHU, KAaKBUTO B TO3M MOMEHT HMa
BYHAECPKUHIBT Ha amepukaHcus ¢uiaMm. Tyk 3amoyBa CTPbMHOTO MY CITyCKaHe KbM
JTBHOTO, OT KOETO TOW HHMKOTra HsMa Ja ce m3aurHe. [IppBata Bepcus Ha “BhimeOHUTE
AMOBPCHH” OT MOHTa)ka Ha (puitmMa, mpeuIoKeHa OT aBTopa, ouna 144 MUHYTH, KOETO 110
TOTaBAITHUTE MHAYCTPUAIHHU CTAHIAPTH OMJIO ChCTOSTHUE “U3BBH yMa”! TakaBa IbKHMHA
Ha (punMa Omita IPOTHBOIIONOKHA HA CUCTEMAaTa 3a pa3lpoCTPaHeHUE B KUHOCAIOHUTE B
Amepuka KbIETO UMa IMporpamMHpaHe, CIope]] KOeTO MOKa3BaHUAT (WM ce CMEHs Ha
BCEKM JBa yaca CbC 3aJbDKUTEIHO IMOJOBMH 4Yac CBOOOJHO MACTO 3a TEXHUYECKU
IIPOMEHMU U MOJArOTOBKA 3a CJIe/IBAlllaTa MPOXKEKIHUs, CJIe] TOBa BpEME 3a MOYUCTBAHE B
caJloHa Ha XpaHaTa, KOHCyMHpaHa IpHU MpeAHIlHATa MPOKEKIHs, 3a Mpojaxda Ha
OuJeTH 3a HOBaTa MPOXKEKIIMS U BpeMe 3a CIIEBAIIUTE MOTPEOUTENHN Ja 3aKyIIAT XpaHa U
HAIWUTKH, TPEIU Ja Bis3aT Ha MpoKeKuusaTa Ha aApyr ¢uiM. CucremMa KOSTO M JTHEC €
NPUHIUIIBT Ha paboTa Ha BCHUYKM “KMHOILIEKcH 10 cBera. dopmareT, T.C.
IPOABIKUTENHOCTTa OT 90 MUHYTH OMJIa IPEANOCTAaBKA 3a YCIELIHO Pa3NpOCTpaHEHUE
Ha ¢uiaMa ¥ 1O TO3M HAUMH pealu3upaHe Ha NpoAakOM U medanda, KOeTo €
€IMHCTBEHOTO HEIl0, OT KOETO OOMKHOBEHO C€ HWHTEpecyBaT  MNPOAYLUEHTUTE U
pasnpoctpanurenute. CTyaquoTO pearupajno ocTpo M NpOAYLUEHTUTE nouckaiu OpChbH
VYenc na HampaBu JONBIHUTENIHA U aJeKBaTHA BepcHs Ha ¢uiMa. PexucbopbT Yenc B
ChTPYJIHUYECTBO ¢ MOHTaxucTa PoObpT Baiic HanpaBun HoBa, mo-kpaTka Bepcus Ha 131
MUHYTHU JbJDKMHA, KOETO CTYJUMOTO TPELEHUIO KaTro HEKOONEepaTUBEH U JI0pU
IIPOBOKATUBEH aKT, Taka Y€ TE€ PEIIMIM Ja NPEeANpHEMaT DPAJUKAIHU CTBIKH, T.C.
CTYIMOTO J]a Ha3HaUYM MOHTAXHCT, KOMUTO Ja HampaBu Bepcus Ha (PUIMBT C IBIDKUHA,
MpUeMJINBa 3a UHIYCTpUAIHUTE CTaHnapTh. B kpaiiHa cMeTka QUIMBT ,,BbamedHure
AMOBPCHHC” c€ MOsBSBAa MO KUHATA KaTo (PUMHAIIHA BEpPCUS C MPOABIIKUTEIHOCT 88
MUHYTH. PexucbopbT OpchbH Yenc BIKIa PELIEHUETO HA CTYAUOTO KaTo LIEH3Yypa U yaap
BbPXY HEro Karo aBTOp M BiM3a B TOJeMH KOH(QJIMKTH U HeIOpa3yMEHHUs C

,,XOJIUBYyACKAaTa CI/ICTeMa“, KOATO II€ I'0 CJI€aABa A0 Kpasd Ha XHMBOTAa MY, 3a ChXKAJICHUC
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(daramHO 3a HETO KaTo aBTOP. Bhpekn ToBa OpchH Yesc ocTaBa €IHO OT HAW-TOJIEMHUTE
MMeHa B cBeTa B TakKa HapeueHus aBTOPCKHU bunm.

(https://www.vanityfair.com/hollywood/2010/04/magnificent-obsession-200201)

ETo 1 nmpumep 3a enuH npeMOHTaXX Ha (UM ChC ChITIACHETO Ha pexuchopa. CtaBa Ayma
3a ¢punma “Usmamauk” Ha Oenepuko Oenran. BaxkHo € 1a ce uMa npeaBu, ue B caydast
¢ ¢pmima Ha DenvHU TOW MMaJ MPaBO caM Jla MOHTHpa QUiIMa U Ja B3eMe PElICHHE 3a
OKOHUaTelIHAaTa Bepcusi B JOoroBop ¢ mpoayueHta ['odpeno JlombGapmo m kommaHusATa
» UTaHyC”. BbIpeknu TOBa peKUChOPBT CE CHITIACKII J1a HAIPABHU MO-KpaTKa BEpCUs Ha
OopurHHama, KosATo O6mia 150 MUHYTH, HaASBaMKU ce, Ye 10 MPEANIoKeHUEe Ha IPOAYIIEHTa
¢uaMbT 1me ObJe MOKa3aH HAa Hal-BOXKHUS 332 BCEKU PEXKHCHOP - GuimmoBus (ecTuBan
BbB Beneuus. [Ipu Bcuuko ToBa TpsiOBa /1a 3HaeM ChLIO, Y€ KbM TO3H MOMEHT DeiepuKo
@envHU Beye € YTBBPACH PEKUCHOP HE camMO B MTAJIMAHCKaTa W eBpoleickara
KuHemarorpadusi, HO M CBETOBHO KM€ BBB (UIMOBOTO H3KYCTBO. ‘“V3MamMHUK’ €
HIECTUAT MY UTpajeH QUIM U UABA BEJAHAra Ciell KOJIOCaTHUs yCleX Ha MPEIUILTHUS MY
¢mwm “IIpTat”. ,,Hemo mo-momo ce ciy4u, cieq Karo GuiamMbT Oelie UTHOPUpPaH BHB
Beneuus — 6sx mpunyneH na ro cbkpats a0 112 munytu, cnen toBa a0 104 u Hakpas
JIOpY TIOBEYE 3apajy KbCHaATa MpoKeKuus B AMepuka. Te ro mokazaxa Tam elBa ciej
ycnexa Ha “Homure Ha Kabupusa”, “Cnagpk xuBor” u “8 '%”. U3sps3Banero Ha
“U3mamMHUK” 32 MeH Oellle TparM4Ho OIEJIsIBAHE U OIPEACNICHO BpenHo 3a ¢uiama. B
OpUTHHANIHaTa Bepcus ,,li3MaMHuK* 6emie MOsT GuiaM, GUIMBT, KOWTO ISIX J1a HAMpaBsl.
Crnen karo OsX MPUHYACH Ja TO CHKpATs, HE 3HaeX KaKBO Ja OTXBBPISA. B Ipyr MoMeHT
MOXKeE J1a ChbM U3psI3all HIKOU Apyru kaapu. Ho kakBOTO U 1a oTpsizax, chxansaBax. bsax cu
OCHTYpHWJI TIPABOTO HAa OKOHYATENHA BepcHs, HO ToBa Oemie Oe3 3HaueHue. [lo-KbCHO
OpcbH VYenc MU Ka3a Kak €€ 4YyBCTBaJI IO TO3M BBIPOC M KAKBO HANPABHIIU C
,,BpiameoHuTe AmOepchHC”. berie ThxkHO. Mucnex, ye € mpekpaceH ¢GuiIM, HE 3HaeX
KaKBO Ca HaIPaBUJIU ¢ HEro. TPyaHO € 1a CH MPEeACTaBUM Kak Ou M3TIeK Il GUIMBT MY,

aKo MOYKEXMe J1a T0 BUJIUM TaKbB, KaKbBTO HcKale aa 0bae.” (Penunn, 1997: 120)

bu 6umno MOrpeIIHO, ako NpueMamMe MOHTAKa KaTo csoeo6pa3Ha I'mnoTtuna B PBLCTC Ha

MNPOAYLUECHTUTC — 6H3H€CM€HI/I, C KOHUTO OTpA3BAT I'IaBUTC HaA PCKUCBOPUTC — apTUCTH.
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Bwrnpekn ue B M3BECTEH CMUCHI Ta3u MeTadopa MOXKe Jla ce pazdepe KaTo BspHA B CBETA
Ha ¢uiMoBara uHAycTpus. B cimydast ¢ OpcbH Yelc, HO U ¢ MHOTO JIPYTH PEXUCHOPH,
NPOJYLEHTUTe HAMCTHHA M3IMOJ3BAIM Ca MOHTaXa W BCE OIE IO M3IOJI3BAT KaTo
cpeacTBo 3a 6opba ¢ apTUCTUYHOTO B cBeTa Ha (punma. MoHTHpaHETO HE € U He TpsAOBa
Ja ce pa3dupa EIMHCTBEHO KaTo TIpOIEeC Ha ChKpalllaBaHe Ha JIbDKUHATA WIH
IpeMaxBaHe Ha ONpPE/ENICHH CIICHU WM U301 OT QriiMa, 3a Jla Ce HaIllPaBH MO-KPATHK
WM TIO-TIOAXOMAN] 3a MpoAax0a Ha masapa. ,,3a Hero GWIMBT ce TpaBH Ha TO3U ETall.
CHUMKHTE Ca HEIllo KaTo rpaJuBeH eeMEHT Ha (uiMa, HeroBara ocHoBa. HO MOHTaxbT
My IT03BOJIsIBA J]a BIIBXHE KHBOT M opMa Ha (UiMa, J1a MOJIENIMpa aKThOpcKara urpa, 1a
OTKpHUE HSKOM JBM)KCHUS Ha KamepaTa: Ja €KCIEPUMEHTHpA C YUCTO HOBHU CTHUJIOBE W
HANPESKCHUETO € MO-HUCKO, OTKOJKOTO HAa CHMMauyHa IUIOMIAJKA, KOraTOo YacOBHHUKBHT
TUKTaKa M XWISAW J0JapH CE XapyaT, CHUMa CE BCEKH JICH, HAIPEKECHUETO € Y)KACHO,
CBETJIMHATA HA JICHS HaMallsiBa, HSIKOW aKThOp ce pa30oiisiBa, GapbT OTCKAya... TOJISIM
cTpec € 3a pexxuchopa. [Io Bpeme Ha MOHTaka TOW MOXKe Ja ObJie CIIOKOCH M Jia Ce
KOHIIeHTpHpa BbpXY ¢uima.” (Ckopcese, Illyumeiikep, 2003: 131/132)

MoOHTaXbT € Hall-KpeaTHMBHATa 4acT OT Ch3AaBaHETO HA (UM M 32 MHOTO PEKHCHOPH
€IMHCTBEHOTO HEII0, KOETO MOXE Jia C€ Hapeye apTUCTHYHO € MPOILEChT Ha MOHTaX Ha
¢unma. Criopex MHO3MHA M3KYCTBOTO Ha (UIMa € M3KYyCTBOTO Ha MOHTaxa. ETo omie
eIUH TIPUMeEp, pa3linueH OT TOPHUTE J[Ba, 32 TOBA KakBO ¢ puiMoB MoHTax. CTaBa ayma
3a Tpolieca Ha MOHTax Ha ¢unma “Ornenano” Ha pexucbopa Auapeit TapkoBcku. Cren
CHUMKUTE TapKOBCKM IBITO HE MOXen aa “‘cheraBu”’ ¢(uima. Paznumunure Mecra u
BpEMEHa Ha JICHCTBUE, KOUTO NMPEMUHABAT OT €JHa CLEHa KbM JIpyra B CIIEHapHs BbB
BpeMeBa MOCIIe0BATEIHOCT 0€3 MPENsITCTBHS U 0e3 CMYILICHHS B MICHTU(PHUKANUATA HA
YUTATENSI C TEPOUTE M TSIXHOTO MOBEJICHUE Ca MPOTHBOPEUMBH B 3alMCAHUsI MaTepUal U
HE TPEJCTaBIABAaT EIUHCTBO KOETO € €JHO OT YCIIOBHATA CIopel] ApHUCTOTEN €IHO
NPOM3BEJCHNE J]a Ce Hapede 3a IUI0 U 3aBBPILIEHO. ,,PEKUCHOPBT OT CBOS CTpaHa ce
3aHMMaBa 33bJI00YCHO M HW3YEPIATETHO C OHE3M AaCHeKTH Ha PEaHOCTTa, KOUTO TO
uHTepecyBaT. [1osBUXa ce MOHATHS: JIOSUTHH 3PUTENIU M JTIOOMMHU PEXKUCHOPH, TaKa ue B
JHEIIHO BpEME PEKUCHOPBHT HE TpsiOBa Ja pa3uuTa Ha TOTAIEH YCIEX MpPU BCHYKH

3pUTENH TOApEI M Ja Ce OPUEHTHpa Cpelly Hero, OCBeH ako pa3dupa ce He ce
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MHTEpeCyBa OT MpPEeBPbILaHeTO Ha (uiIMa B 3a0aBJICHHE 3a MUJIMOHH, a B IPOU3BEACHUE
Ha u3KyctBoto”. (Tapkoscku, 2017:100)

TapkoBcku cMsTan GpuiaMa 3a U3KYCTBO Ha YOBEK KOWTO BHB BCUYKO KOETO MPaBH, TPsOBa
Jla BKJIIOYBA JyXOBHOTO CH CHCTOSIHME Ha XYyJOXXKHHK, TaKa Y€ HAHCTUHA OWJI TOJUI0KEH
Ha roJIsiIM HaTUCK Jla Hampasu ,,Ornefano® ycnemieH ¢uiaM. M1 TOUHO B TaKbB MOMEHT,
KOraro € OWJI MOUTH B TBOpUYECKa KpU3a U HE € 3Haes Kak Jla MOHTHpa (uiaMa, Toil cperia
CBOSI ChYYCHHK, CHTPYJIHUK, KoJiera U npusiten AHapeir KoHuanoBcku, KOWTO pa3kas3Ba
KaKBO C€ € CIy4WJIO C MOHTaxa Ha ¢uiama ,,Ornenano’. ,,3armo3Haxme ce B MOHTa)Xa —
cnen ,,Byiiuo Bans” (bunm Ha Annpeit KonyanoBcku, mos benesicka) MHOTO My Xapeca u
He Moxka fa Mu mpoctu. (Toit chio MHOro xapecnaiie ,,Acs Kamuuna®.) ,,3naem i —
Ka3a MM, HampaBuxX (uiama, HO TOW HE HMCKa Ja Tro criodsBa. - Ilpemu Tpu roauHu TH
Ka3zax, ue HiaMa aa ce criobu. - Kak ve!? 3naenr s kakBo mie Hampassa? e ro B3ema u
e cMecsi BCHMUYKO, Taka 4e HUIIO Ja He ce pazbepe! ” - U Toil ce cmeeme kato nere
(MHOTO MOOpE cu coMHAM ycMuBKara my). “llle cmoxa kpas B HayalloTO U cpeaara B
kpas.” W 3anouna ma monpexnaa enuzoaute Ha ,,Orieqano” BbPXY JHCT XapTus, Aa TO
nperpynupa B abcontoreH konax. Toi ycms. Tol pa3dbu mctopusita ¥ HUKOM HUIIO HE
pa3bpa. Ho umarie 4yBCTBOTO, Y€ MMa HEIIO MHOTO BaXXHO — TyXJIHMTE Osixa 37maTHH.”
(Konuamoscku, 2004: 147)

Bcexku, xoiiTo e rienan unu me Buan ¢punma Ha Auapeit Tapkocku “Orienano’”, KOWTO
Ce CMATa 3a €JIMH OT MICHOBPUTE HA CBETOBHOTO KMHO BBHB BCHUKH aCIEKTH Ha (hHIMa,
BKJIFOUMTETHO U MOHTa)a, CJe/l ToBa KOeTo To roBopu AHpeit KoHuanoBcku mMoxe na
MMa CHhBCEM Pa3MYHO pa30MpaHe 3a TOBAa KAaKBO MPEACTABIsBA MOHTaXXbT U KaKBa €
ChIIHOCTTAa My. Ho TO3m mpuMep HE € YHHKAJICH, HAlpOTUB, IPEMECTBAHETO,
MpepasnpeaessHeTO0, CMECBAHETO WM HU3XBBPJSHETO Ha ONPEJEIIEHH Beye 3alucaHu
eNu30d € Hal-uecTo CpellaHusAT WHCTPYMEHT 3a MOHTaX, I[IOYTH OCHOBHUST
UHCTpYMeHT. [IbpBOTO HeEm0, KOETO ce mpaBu, KoraTo (QUIMBT ,,HE HCKa Ja Oble
criao0eH, KakTo e AepuHupan npobdiema cu Ha ¢punama Anapeilt TapkoBckH, € TOYHO HOB
MOHTaX Ha CrokeThT. Kak u 3a1o ce ciydsa Jja ce Hapyllu JOTUYEH U €CTECTBEH MOTOK
CBBp3aH CIOpEe] CIICHApUH HEChbBMECTUM IO-KbCHO, Kora TpsiOBa na ObJe HampaBeH
¢unmbr? ToBa e emuH oT (eHOMEHHTE Ha (UIMOBOTO HM3KYCTBO. T'hbpCEHETO Ha

OTIOBOPH 3aI1I0 U KaK B KpaiiHa cMeTKa MpeBpblla GuiiMa He camMo B [a3apHa CTOKa, HO U
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B IpOM3BeJeHHE Ha M3KycTBOTO. [lopaam Ta3sm M MHOro Ipyrn MOAOOHU NPUYUHU
MOHTQ)XXbT CE€ CUUTA 3@ €AMH OT TPUTE OCHOBHU MHCTPYMEHTA 3a paboTa Ha PEeKUCHOPA B
MCKYCTBOTO Ha (puiMa.

B unnycrpusita, Ho U B oOpa3oBaTeqHaTa HOMEHKJIAaTypa, B OMBIIMS CBHBETCKU CBIO3 U
OTTaM M B cTpaHuTe OT OuBIIMA V3TOueH OJOK MOHTAKUCTBT C€ HapHya PEXHUChOp IO
MOHTaXX a MOHTa)kaTa pexucypa 1o MoHTaxx. CbBCeM JIOTMYHO JBETE€ Ha MPBB MOIJIE]
pa3NUYHU ¥ TPOTUBOIIOJIOKHU TO3UIMHM ca CJIeTH B enHo. B cBera Ha ¢uiama Tasm

cuMOM03a MEX/Ty Te3H JIBE TIO3ULIMH J1aBa OKOHYATESITHUS XapaKkTep Ha QuiIMa.

I'maBata mocBeTeHa Ha MOHTaXkaTa IPABU M3JIEABAHE M aHAIW3 HAa MHOTO pPa3IMYHU
BUJIOBE, CTUJIOBE, MOJENM IIa JAYpPU U HapaTUBHU CTPYKTYPH CbH3/aJ€HU IO BpEME Ha
MOHTaka Ha ¢(uiama. Jloka3Bame ye MOHTaka € MPOABDKEHHE Ha BCUYKO HAIPABEHO
Opeau U 4e B rojiiMa Mepa MOHTaXa MOJKe Jla MpOMEHU ¢GwiMa M Ja ro HarpaBH
pas3IMyeH OT TOBa KaTo KaK CU I'0 € MPETCTaBUII AypU U CaMHUsl PEKUCHOP OT HA4YaJIO0TO Ha
nenus nporuec. Ho Ha kpast cturaMe 10 n3Bo/ia 4e TOBA He MIPpaBU (pUIMa MOA0OBP WIH 110

Jioni, TyKy ¢aMo ro mnpaBu pas3JIMdCH.

Nwma dunmu, 3a KOUTO MOXKE Ja C€ Kake 4e ca MOHTHPAHU KaKTO CM€ CBUKHAJIM aBTOPUTE
Jla H1 MOHTHpAT U NpeauIIHuTe cu punmu. Mima MHOTO peXuChOpU KOUTO ca U3rpaauiiv
CBOM JIMYEH W OpWUTrHMHalieH (DUIMOB €3MK, KOMTO ce M3pa3sBa 4pe3 MOHTaxX. Bcuuku
MOXKEM Ja OIpeNeNUM KaK M C KaKbB MOHT@X Cca MOHTHpaHu (GuiIMuTe Ha AHApei
Tapkoscku, Jlapc ¢on Tpuep unu Anexanapo Muaputy. MoHTaxa cropea cTWiIa Ha
aBTOpa OOMKHOBEHO C€ OIpeneist OT TEMUTE M HaYMHA MO0 KOWTO PeXHUChOPHT pa3Ka3Ba
UCTOpPHUHTE. A caMaTa MOHTaXa JI0 TOJIsIMa CTEIEH € IOJAYMHEHA Ha CTHJIA Ha aBTopa. B
HAyYaj0TO TO3M CTHJI OMJI Ch3A3JCH OCBEH IO ChIAbP)KAaHUETO Ha (PUIMHTE KOETO MpaBU
aBTOpA CIELHUAJIEH, TYKY U CbC CIECLUAJIHKU HAYUH HA MOHUTPAHE HA TOBA ChIbP)KAHMUE,
TakKa 4e € M3KJIIYUTENIHO TPYJHO J1a ce€ OTAEIM MOHTaXara OT aBTopa Ha (uiumure. Eto
3aI10 IO ONpPEAEAM KAaTO CHEIUAJICH BHJ MOHTAXK, KOMTO HE MOXE J1a €€ MPHIIOXKH I10
CBIIMSI HAYMH KbM BCEKH JAPYr (UM, KOHTO HE € 3aCHEeT OT Chlius aBTop. MiMa MHOrO
OIUTH J1a C€ UMUTHPA HAKAKbB MOHTaX, HO BUHArH ILle € UMUTAlusA. ToBa OIle BEIHBK

IMOTBBPKJAAaBa, Y€ MOHTAXDBT HA (1)I/IJ'IMa 3alio4Ba B MOMCHTA, B KOHTO ce paxaga uacsdara 3a
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T03U (puaM. 3alI0OYBaHETO Ha MOHTa)Ka Ha (pMJIMa HA BCUYKHU MO-KbCHU €Taly CaMo IPaBU

TPYAHO HJIM HEBB3MOXHO HCTHHCKOTO, CaMO HEMY CBOMCTBEHOTO MOHTHPAHC KaTo

MPOJOIDKEHHE Ha PeXUCypaTa Ha (UiIMa U IBIHOTO MY IPEIMBaHE B IMOCOKATa Ha TOBA

KOCTO HAaUCTHUHA € MOHTaXKaTa - HCIIO KOCTO HC ChUICCTBYBA. KpaﬁHaTa OcI Ha BCCKU

PEXHUCHOP, KOUTO Bb3npuema (uiaMa MoBeue KaTo M3KYCTBO Cpelly HMHAYCTpUA, € Ja

Cb3aa/€C CBOH CO6CTB€H, OPUTMHAJICH U YHUKAJICH MOHTAaX KOHWTO e OBO3MOXHU Aa 6’52[6

Pas3sno3HAT KAaTO pa3jIndCH OT APYIrUTEC.

HaBaM U OHNpEACJICHN MOHTAXHM AaKCHMOMH KOHUTO Morar nga ,I[OO6${CT>T IIOHATHUCTO H

npo6neMa Ha MOHTaKaTa B IIPOU3BOJACTBOTO Ha (1)I/IJ'IM8..

[To-0Bp30 niaKM mo-6aBHO TEMIIO U PUTHM BBTPE B KaJbpa B Mpolleca Ha MOHTaX He
MOXE J1a c€ MPOMU3BENE C KpaTeHe WIH C NPOJOJDKABaHE. TeMIoTo M PUTBMBT Ha
¢buaMa ce ompeneNaT B CIICHAPHs U ce JUKTYBAT 10 BpeMe Ha CHUMKHTE. B mporeca
Ha MOHTAaX TEMIIOTO U pUTBMBT MOKEC CaMO Aa CC YTBPTAIT.

MoHnTa)xa Ha BpeMETO IIPENH U CiIel KaTa ChbKpalllaBa peaIHOTO BpeEME, KOETO € 4acT
OT U3I'BJIHEHUETO HAa aKThOpa.

Upe3 cpkpanjaBaHe Ha IMACUBHOTO ACHCTBUE NPEAU W CJIEI AKTUBHOTO JCHCTBHUE
MOXE J1a C€ YCKOPHU TEMIIOTO U J1a C€ MPOMEHU PUTBMBT, HO HE MOXKE J1a C€ IIPOMEHU
pa3ka3bT UM CTPYKTYypaTa Ha (uiama.

Pa3ka3bT U cTpykTypara Ha (punma Morat fa ObaaT IpoOMEHEHH 4Ype3 OOphIaHe WIH
OTXBBPIISHE HAa OMPEIEICHN CIIEHHU WU eMH30I1 OT (uMa.

Axko ¢unmbT e (abyiaeH M HapalusaTa ce ChCTOU OT €IHA HCTOPHs, B TO3U (UIM
IpoMsHaTa Ha CTPYKTypaTa HsMa Ja IPOMEHU Hapauusara My.

MOHTaXBT € Hal-Beue MPOABIDKEHUE WU 3aBBbPIIBAHE HA AKThOPCKAaTa Urpa.
AKTBOPCKOTO W3IIBIHEHUE [0 ToJiiMa CTENEH AUKTYBa, OIpEAeNs MSCTOTO Ha
MIPEKBCBAHETO.

AKTBOPCKOTO U3IIBIHEHUE J0 TOJIsIMa CTETIeH ONpeelis TEMIIOTO U PUTHhMa Ha (uiIMa
B IIpOIIECa HA MOHTAX.

ITo Bpeme Ha riemaHeTo Ha (QuiMa MocleAHaTa W HalWgoOpara MOHTaxa MpaBU

nyOsrKara.
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IIyboimkaTa KaTo cpeacTBO 32 padoTa HA PEKUCHOPA.

Kak moxewm na pasbupam myOimkaTta Kato CpeACTBO 3a KakBO M Jia €, aKO TOBa HE €
MaHuITyJanus ¢ Hes, HJIM B KPacH CJIy‘-IElfI c cebe CH, aKO BCYC CbIICCTBbBYBBT YBCPCHUATA
ye MOXKE Ja M3MOoJ3BaMe IyOJMKaTa Karo HEITO BBPXY KOETo Tpeba 1a ce Biusie
npenHamepeno? Jlanu u3omnmire € Bb3MOXKHO JACHCTBUETO Bp3 MyOnukaTa 6e3 KpaiHa 1en
Jla ¥ ce JIoMaJHenl WK Ja U ce MOAJIM3Aall TOBOPEKY IO TOBa KOETO TS MCKa J1a ro yye?
He. JTa. He 3nam. IlyOnukara kaTo cpencTBo 3a paboTa B M3KYCTBOTO Ha PEXHCHOPA €
JIETUTUMHO CPEJICTBO CaMO aKO HE € MaHUIYyJIATUBHO. Te3U u3JeBaHUs C€ OTHACHT HA
OH3H JICHCTBUSl KOUTE PEXHUCHOpa MpaBH BHPXY cede cM MMailku Ha yM MyOJuKara.
PaGorara ¢ nmyOnukaTta KaTo CpPeICTBO € BB3MOXKHO CaMO aKO PEXKUCHhOpa MMa Ha yM
ujeara ye He Tpeda Ja ro rnpaBu Ha IMyOJIMKaTa TOBa KOETO HE MCKa Ts Jla TO IpaBH Ha

HEro, WM TIOHE Ha HeTOBUTE (puiiMu. B kpaeH ciydaii ¥ €THOTO U JPYroTo.

,», €31, KOUTO MOMOTHaxa 3a pHcyBaHeTO Ha PemOpann m my3ukata Ha Mouaprt, Osixa
npuHoBe u kpane. IlyOimkara e Ta3u, KOSTO MOMOTHA 3a CH3/aBaHETO Ha (uiMa H
kunemarorpadusra. (l'omap, Benaepc, 2003: 70)

Koraro mbpBUTE pEKUCHOPH OTKpHXa BB3MOKHOCTTa Ha (PUIMA KaTro CPEICTBO 3a
XYZ0KECTBEHO M3pa3siBaHe U BUAAXa ce0e CH KaTo Ch3/1aTesid BbB (PUIMOBOTO M3KYCTBO,
a IMbPBUTE MPOAYIIEHTH MpeTo3Haxa (HuiMa KaTo MpOAYKT 3a Mpoakda Ha ma3apa u cede
CH KaTo TbProBud IMCUCIICIIN KalluTall, 3allo4dHa OHUTKa KOSITO C HEHaMaJIsiBalll
MHTEH3UTET MPOJBJIKABA U /IO JHEC. ToBa € aHTarOHW3bM MEXAY PEXKHCbOPUTE KaTo
apTHCTH ¥ MPOIYHEHTUTE KaTo OM3HecMeHH. ,,OuIMbT uMa JiBa acriekTa — HHIYCTPHS U
M3KYCTBO. /[BeTe He MOTaT /1a ce OTACIT €MH OT JIPYT. 3a Ja ce JOCTHTHE JI0 ITUPOKUTE
Macu, TpsiOBa /1a ce pa3depe Kou ca Te U KakBO uckar. HIycTpusiTa cbiio TpsOBa aa ce
ChCPEIOTOYM BBPXY TOBAa, HO HMAaiiTe MNpelIBUJ, Y€ HM3UCKBAHUATA M OYAKBAHUATA
HEMpPEeKbCHATO Ce MPOMEHAT. 3ajjauaTa Ha (UIMOBOTO M3KYCTBO € Jla CIIEAM COLMAIHO-
MOJUTHYECKOTO Pa3BUTHE W HEMPEKBCHATO MPOMEHSIIOTO Ce Ch3HAaHWE Ha MyOymkara.”
(Bennepc, I'tonaii, 2003:80)

MHoOro € BeposTHO Ta3W KOH(poHTamMs MeXIy (uimMa KaTo M3KYCTBO M Na3apeH
NPOJIYKT HUKOTA Jia HE TPUKIIOYM M BHHArd Ja MMa JIBe IPYyMH, KOUTO HsAMa Jia ce

CIIopasyMesT IMOMECKIAY CH KaKBO BCBIIHOCT IPECACTABJIsABA (1)I/IJ'IMT)T. MHoro opTH CMeE
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OTKpHUBAJU, Y€ KAaTO CUHKPETUYHOCT KOSATO MHTErpHpa U CyOEKTHBU3MpPA BCHUKO KOETO
CTOU Ipela 0O0eKTHBa My, TOM T'M MpaBH U JIBeTe€ pabOTH, HO U HEIIO ChbBCEM Pa3IUYHO.
Nma pexuchopu, KOUTO B paboTaTa CH ca TOCTUTHAIU OajmaHc Mexay ¢GuiMma Karo
M3KYCTBO U (UiIMa KaTo Thpropusi. I ToBa BEPOSITHO € CTPEMEXKBT aKO HE Ha BCUYKHU
PEXHUCbOPHU-aBTOPU BBB (GuiIMa, TO TBBPJSA, Ha Hail-roisiMara 4acT oT Tax. KakTo BB
BCEKH JAPYr MPOTHBOIOCTABEH IUAJIOT OT JBE CTpPaHU B ThPCEHE Ha €JHAa UCTHHA, B
KpaiiHa cCMeTKa ce cThra Jo (Qakra 4e MCTHHATA € HAKBAE Mo cpemara. Karo msuo B
KUBOTA U B OOIIECTBOTO C€ CMsTa Y€ TO3M KOMTO YCIIfBa Ja Cce JIBMXKM IO cpelara Ha
Hemara € B Haif-moOpa mo3uims. ChIIOTO € U B cBeTa Ha ¢uiMa, 3all0TO HHE CMeE
ONpeAeNuiIn, 4e TOM € OTpakeHHe Ha >KMBOTAa, MMHTalUs Ha peanHocTTa. Haii-
YCHENTHUTE PEKUCHOPU Ca TE3H, KOUTO Ca YCIIETH Jla Ce peaiu3upar Karo apTUCTH, HO U
KaTo THPTOBIM HAa COOCTBEHO W3KYCTBO, MpeIHA3HAYeHO 3a myOsmka. Haii-moOpure ca
TE3W KOUTO CE MPOJiaBaT Haii-100pe, TOECT Te ca U3TPaJAUiu Hal-1o0para U Hal-ToIsIMa
uaeHTHQUKAIUS Ha MyOiMKaTa CbhC CBOUTE MpPOU3BENEHUs. ,,IIbpBOTO HEIIO, KOETO
Hay4ux, Oermie, ye myOnuKara € KIodoBUAT eneMeHT. [IpaBs puimu upes cedbe cu, KOuTo
ca TpeJHa3HAYCHH 3a MyOJIMKa, HE 3a MEH CaMHs, HE 33 MOUTE MPHUATEIIH, KOUTO ME
pa3bupar. Mucins, 4e mMora Jia ce Hapeka pas3BiekaTelieH (UIMOB PEXHCHOP WM, MEKO
Ka3aHo, KoMepcualleH pexuchop. He ce mpectpyBam, ue 3Ham Kora ce IpOMEHsI BKYCHT
Ha myOymKara (a ToBa ce CliydBa Ha BCEKH JBE-TPHU T'OJWHH), HO 3HaM KaKBO XapecBaMm U
ce HaJsIBaM Jla UMa JIOCTAThYHO XOpa, KOUTO CHOJAETAT MOsi BKycC. Taka 4e ja, u3moyi3Bam
cebe cu. A3 camuat cbM yonuka.” (Ciunospr, 2005: 84)

Eto xak muciau u roBopu CtuBbH CHuiIOBpPr OT UMETO Ha MyONIMKaTa, PeKUChOPHT, 32
KOTOTO MOXE JIa C€ TOBOPH KaTo 3a €IMH OT OHE3W BEIUKH (DUIMOBU apTHCTH, HO U KaTO
BEJIMK OW3HECMEH KOWTO € B cpefaTa Ha cheTosiHueTo Ha Hemara. CtuBbH Cruiadobpr
3aenHo ¢ Maptun Ckopcese, @pancuc @opa Komona, Knunat Ucryyn, Pugmu Ckor,
Jlxetimc KaMepbH U IpyTrHl ca OTKPUIIM M HAYYMIIW TaifHAaTa Kak Ja ObJenl XYJIOKHUK U
THProBel] eIHOBpeMeHHO. Te ca (UIMOBM MarbOCHMIIM, KOUTO ca pa3dpanu u ca
paboTuiv 3ApaBO 3a CBOSATA IYOJIMKA, 32 KOSATO I HAMpPaBAT BCHUYKO KOETO 3HAST U
Morart, 0e3 rpaMm JbXKH, C MHOTO YCHJIHS U ceOeoTpHIlaHKe, 3a JAa Ch3aAaT Hall-1o0pus
¢buam, mo-100Bp OT MPEAUIIHUS C KpaifHaTa Il Ja Ch3aabT UACHTH(HUKAINS C HUTHATA

aynutopusi. 1 pa3bupa ce, myOnmkaTta och3HaBa TOBA U Ch3/1aBa MIACHTHU(PUKAIMS KOSTO
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MOHSKOTa Cce MPEBpbhIlla B MAaHUS Ha MOKJIOHEHHWE HAa HIKOM PEXKUCHOPHU, MOYTH KaTo
HSKaKBU OOroBe Ha M3KYCTBOTO Ha KMHOTO. TOBa ca rocrnojapuTe Ha MYJITUIUIEKCUTE U
O6okcopucute. Ho Te He ca €IUHCTBEHHWTE, KOWTO Ca JOCTUTHAIU [0 MyONHMKaTa CH.
[TeTaT 10 Hest HEe € YHUKAJIEH U ChC CUTYPHOCT HE € €HOCTaBeH U JieceH. Hsama dopmyina
KaK Jla JOoCTUrHeTe A0 myOnukarta. Ho mma HauMH ga ce cturHe 1o cebe cu, 0 TOBa,
koeto CtuBbH CrnunObpr Hapuya, MO-MajKo TUPAHUYHO, MOYTH KAaTo HIKakbB Jlyn win

Bbonanapr — ,,Ilybnukara, ToBa cbm az‘!

To3u bT Ha UACHTU(UKAIUS BOIU TIPE3 BBTPELIHHS CBAT, IPE3 COOCTBEHOTO pa3z0upaHe
Ha PEeXKChOpPa 32 TOBA KAKBO HAUCTHHA MPAaBH, C KaKBa BSAPBa T'O MPABHU, a CJIE]l TOBA KaK
Aa HaMCpHU IIbTA 3a CIIOACIIAHC HAa TO3HW BBTPCHICH CBAT, HA Ta3W JIMYHA UCTOPUA 10 TOBA
KoeTo ce Hapuua myonuka. [IporeckT e oOpareH. KakTo BCHYKO OCTaHaiIoO BBB (QUIMA,
OHOBa KOETO MOXE JIa C€ M3KHMBEE KAaTO UCTHHCKO U3KYCTBO KOETO CE pa3lio3HaBa U UMa
YHUKaJIHAa TPAeKTOpHs Ha JBW)KCHUE OTBBTPE - HABBH, a HE 0OpaTHOTO. MCTHHCKOTO
M3KYCTBO Ha (MIMa € KaTo Ja CHOJENSII COOCTBEHUTE CH BBHTPEIIHH EMOIIMOHATHU
IMPECKKUBABAHUA C XOpa KOUTO Ca TU OJIM3KHU WiIH HOI[O6HI/I, a HC TBOATA MHTCPHPCTALIHA HaA
BBTPCIIHUTE EMOLMOHAIHUA TNPEKUBSIBAHUS Ha TE3M Xopa - C KpalHaTa Iell Ja ce
uaeHtTuumupin ¢ Tax. Te TpsaOBa na ce uaeHtuduunupar ¢ Tebe, ako HCKall Ta3u
UICHTH(UKAIMS Ja € BSIpHA W B KpailHa CMeTKa Ja JOoBelIe 10 KaTap3uc, J0
cCaMOInpCcYrCTBAHEC. ,,XYJIO}KHI/IK”I)T HiAMa IpaBO HAa HOCA, B KOATO HE ydacTBa JIMYHO U
€MOIIMOHAIHO B COLIMAJICH CMUCHI M YUATO pealh3allvsi MOXKe J1a JOBee A0 OT/AeTsSHE Ha
npodecroHanHaTa My pelIMMOCT OT BCHUKH JIpyru chepu Ha xuBota my.“ (TapkoBcku,

2017: 218)

[TeraTa riaBa Ha U3JI€BAHETO BOAM KbM M3BOAUTE Y€ HA Kpasi O]l BCHUKO MMyOJIUKaTa € TS
KOSITO OompesensBa Ko (UM U KOi aBTop Iie oduya U Iie To OmpeAein 3a MaicTop Ha
KuHOTO. TyK HAMa Kak J1a ce HaMeCcH HHMKOW. Tyka MMa €IuH M €IUHCTBEH CYBEPEH —
3putens. [IpaBuMe aHanm3 Ha MHOTO acCIEKTH KOUTO Kapar IyOJIMKaTa Ja KOHCyMHpa
WM J]a He KoMcyMupa Hskoi ¢unM. Ho mpaBuMe u ucienBaHus Ha pa3jiMuyHUTE BHUIOBE
Ha TyOJHMKa KOUTO BOAM JIO0 MPOU3BOJACTBO HAa pazNUYHHU (PUIMHU, TpeonpeacsieHH 3a

pasznuuHa myOauKa.
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Koii punm Germe muHanorogumHuaT Hocuten Ha Ockap 3a pexxucypa?

Koii ¢ B3e cTtaTyerkaTa 3a Hali-100bp?

Koii ¢punm Gerre HarpajieH 3a Hali-100bp crieHapuii?

EnBa nmu mie cu cnomHuTE B TO31 MOMEHT. 3amo? [ly0nmkaTa 1mo chIecTBo € TOBa, KOSTO
ce Hapuya MeMopusa. Camo oHe3u (GUIMH, KOUTO 1€ OBbAAT 3aIOMHEHU OT MyOJuKarta,
noa (hopMara Ha CIIOMEH OT BPEMETO MOraT Jia ce Hapekat (huiaIMoBO U3KycTBO. B kpas Ha
KpauiaTa BpEMETO € EIMHCTBEHUAT (HaKTOp 3a MOTBBPXKAABAHE HA YCHEIIHOTO
MPOU3BEACHNE HAa HM3KYCTBOTO M Ta3W IMpPOBEpKa HE C€ Ch3JaBa KOraro CIEHAPHT €
HamucaH, Koraro QMIMbT € IOJArOTBEH M 3aCHET, UJIM KOraTo € MOHTUpaH. Huto B neHs
Ha IIpeMuepaTa Uil B MOMEHTA B KOWTO 3pUTEIISIT IO IJie/la Ha KHHO WJIU 110 TeJIEBU3USATA.
Wnentudukanusara ¢ KOHKpeTeH (UM, TOpU CIOpes eNWHCTBEHAaTa HETOYHA, HO HaM-
M3II0JI3BaHA KATEeropHs B CBETa HA M3KYCTBOTO — ,,JJaJId BH XapecBa HEUIO MM He* ce
Ch3laBa W OIpEAeNsl IBJIr0 Clel riefaHe Ha HAKoW ¢uiM. MHoro ¢akrtopu BIHMAT Ha
Ta3u KOMYHHUKanus upe3 (eHoMeHa Ha uJIeHTUUKAIUS Ha 3pUTENs, Ha
CaMOTIPENIO3HBAHETO Ha IyOJIMKaTa ¢ TOBa KOETO BWXkna. ,,OuiambT Oemie MHOTO 100pe
npuet Ha mpemuepara. Ho mpemuepurte He ca mHIuKaTopu. Mma 3HavueHue camo ToBa
JaJId [IMpoKaTa myosuka ce mHrepecysa ot punma.” (Harus, 1968: 409)

Hakpas oTkpuBame, ye MOCHEIHUAT psA3 Ha MOHTa)kaTa MpaBH TOYHO Ta3H MyOJHKa, C
UJIEUTE CH Y€ HEemlo B TO3U GuiIM OM MOrjio jaa ObJe HampaBeHO MO pa3IndyeH HayMH,
TOECT TS y4acTBa B Ch3/1aBaHETO Ha (hMIIMa KaTO OTKPHUBA BB3MOXHOCTHTE CH KaKBO OU
HampaBHIa Ts, aKO MOXeEIe J1a HampaBu ¢uiMa. Bcuuko 3aeqHO BOAM A0 KaTap3uC U
(bu3MUYECKO U eMOIIMOHATTHO MPEUNCTBAaHE, KOETO € MbpBaTa U KpaiiHa 1en Ha QuiiMa KaTo
MPOU3BEJCHNE Ha M3KYCTBOTO M Ha PEXKUChOPAa KATO XYMOKHUK. DHUIMBT KOHTO
MPUYKHABA 00JIKA U 00JIEKYEHHE CJIe]l TPOXKEKIUATA € (PUIM KOWTO 1€ OCTaHE B IIaMeTTa
Ha IMyOJIMKaTa, U Taka Iie ce MpeHece B CBeTa Ha OHE3H LIEHHOCTH Ha (MJIMa KOMTO MOratr
Jla ce HapeKaT U3KyCTBO U MeMopus. ,,[IyOirkaTa urpae BaxkHa poJisi B HHTEpPIpETalusaTa
Ha TOBAa, KOETO BWXKJA W ciymia. Ts BUKIa ¢ OYMTE CH M Cylia ¢ ymute cu. He TpsOBa
Ja 1 Ka3BaM KaKBO Jia MUCIIM WJIM TIETAaHTHYHO Ja s orpaHuYaBaM. ToBa, KOETO Xopara
TBBPAST, Y€ BUKIAT BbB (PUIMHUTE MU, OOMKHOBEHO Me U3HEHaBa. PornsiTa Ha ch3garens

€ Jla OTBOPH CBeTa 3a IMyOJMKaTa cH, a He fa ro 3atBaps.” (Penunu, 1997:205)
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Enna yacTt or TemuTe M moapasAeneHUsTa UCIeABAT U aHAJTU3UPAT Pa3IMUHUTE BUJIOBE
Ha uaeHTuukanusa Ha nmyonukata. Llennure rpynu, TSXHUTE NOTpeOH OT (uaMa Kato
M3KYCTBO HO M Karo MNpPOAYKT 3a Ha masapa. Ho u 3a ommrara u Haidyecra
uaeHTH(UKAIUS Ha QUIMUTE C aBTOPUTE UM — KHHO PEKHCHOPHUTE.

B cBera Ha WrpaJHOTO KHHO PEXHUCHOPBT HE MOXE Ja Oblie OTIAEJeH OT CBOUTE
npousBeneHusa. Te ca B Hepa3puBHa Bpb3Ka. ClieoBaTeTHO KOMYHHUKAIMITa Ha
pexuchopa ¢ myOiauKaTta W HACHTU(PUKANUATA ¢ MyOiMKata € JUXOTOMHUYHA, TOECT
€IHOBPEMEHHO C JINYHOCTTA Ha PEKUChOPA M HErOBOTO COLMAIHO IOBEACHHUE, HO U C
HEroBUTE MPOMU3BEICHUS, KOUTO Ca CIEACTBUE OT HEroBaTa JUYHOCT U MOBEJCHUETO MY.
Nma mHOTO mpumepH 3a peKUCbOPH, KOUTO IO €IHA WM Jpyra MpHUurMHa ca MCKalld Ja
nogdepTasT padorara CH, HO B TIOBEYETO Clydyau ToBa € Ouio 6e3 ycrex. PexxucbopbT
criofiensi cha0ara Ha CBOWTE TBOPOHW, a TBOPOHUTE CIIOACIAT ChI0aTa My, )KHBCCUKH BHB
B3aMMHa JIO0OB M B3aUMHa OMpas3a — eIHOBpeMeHHO. Pexxucropute xuBesT U ¢ (akra,
4ye myOiuKaTa, KOsTO 1€ YCTAHOBH MIACHTH(HUKAIUS ¢ HEro, HE M03HABa, HE MPEKUBSIBA,
MIPEOCMHUCIIS B 00EKTUBHPA (PUIMHUTE My, KAKTO € OYaKBaJI OT MOMEHTAa Ha PaXKIaHETO Ha
uaedra 3a (uiama J0 HeroraTa HpoXKeKuwus. ,,KakTo Beue mucax, M3KYCTBOTO 3acsra
Mpe/id BCHYKO eMOIIMUTE Ha YOBEKa, a He HEroBHs pazyM. To ce cTpemu J1a TO CMEeK4H, Ja
pa3Thpcu YOBENIKAaTa Ayllia M Ja i MOATOTBH 3a mpueMaHeto Ha JloOpoto. B kpaiina
CMETKa, KOTaTo riefam 1006p (UM, KapTuHa, CIyIIall My3HuKa, UesTa, CMAECHIBT HE €
TOBa, KOETO 00€30phKaBa W OMAarbocBa OT CaMOTO HAayajo, OCBEH aKko HE € TBOE
n3KycTBO. OCBEH TOBa HAEITA 32 BEIMKOTO MPOU3BEACHUE € JTUIEMEPHA, JBYCMUCICHA
(xakTo 6u kazan Tomac MaH) MHOTOM3MEpHa U HEOMNpEeNeHa KaTo camusl XKUBOT. ETo
3ami0 aBTOPHT HE MOXKE Ja pa3vnTa, Y€ BCEKH I M3KMBee padoTaTa CH MO €IUH U ChIIH
HAYMH ¥ 110 HAYKMHA, [T0 KOWTO caMuAT ToM ro npexusssa”. (Tapkoscku, 2017:192)
PexuchopbT € B HEMIPEKHCHATO IUKINYHO JIBIXKEHHUE MPE3 OKUBEHUS CH KUBOT W IPE3
W3MHCIIEHUS )KUBOT Ha cBouTe punmu. Pexxrcbopute - aBTOPH Ch3/AaBaT UACHTUDUKALIUS
C 00IIECTBOTO 4Ype3 CHOUTHSI, KOUTO OMPENAESIAT OOIIMS >XUBOT KaTO TaKbB, U MHOTO
94eCTO TOBa € TOCBEIICHUE B TEMUTE U ChIBP)KAaHUETO HA TeXHUTE Huimu. Pexucropure
CHONENST JPYT'M WM Cb3/1aBaT CBOM COOCTBEHU Kay3H, KOHMTO cCa CBBpP3aHU C
MHO3WHCTBOTO Ha Kay3W, HArlacu U CBhCTOSHUS Ha OOIIECTBOTO B KOETO IKHUBEST.

Pexucropure B cBOWTE (PUIMH XapaKTepU3UpPAT OMpPENeSieHW OOIIECTBEHH JWYHOCTH,
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KOMTO MMAaT COLMAJHO NPHCHCTBHE WM CHOMTHS W SBJICHUS, KOUTO TE3H XOpa Karo
WHIUBUIU WIM TPYNH Ch3AaBaT B 00IIeCTBOTO. TBBpAE 4EeCTO XOpaTra Ha HM3KYCTBOTO
3aeMar oOpaTHaTa CTpaHa, 3a JAa ObJaT UHTEPIPETATOPH Ha Ta3u peaisHocT. ,,CTpyBa MU
ce, 4e BCEKU TBOPEILl MOJCH3HATEIHO MEUTAe 1a CHh3Aa/Ae 3PUTEIl CIIOPE]] IPEACTABIHETO U
OYaKBaHUATA CH. be3cMUCIIEHO M HaNpa3HO KelNaHHe, 3al0TO ChTBOPCHUETO Ha YOBEKa
HE € YOBENIKO, a jaeno Ha bora. Ho Benpekn Bcuuko, 3a 1a He 3aryOM MCKPEHOCTTa H
rOpJIOCTTa CH, TBOPEIBT TPsiOBa Ja 3aTBOPH OYM M JAa HpeHeOperHe (akra Ha Ta3H

oesmomorrHoct.” (Konyanoscku, 2004:381)

Texnuku 3a 1UYHA NPOMOUUA U YCIMAHOBABAHE HA KOMYHUKAUUA C ayoumopuama

B mecrara rnaBa aHanmu3upamMe TEXHUKM 3a KOMYHUKAIus ¢ MyOnukKara u
UICHTHPUIIMPAHETO W C PEKHUChOpPAa W HETOBUTE NPOU3BEICHUS dYpe3 (GopMU Ha
ChbBMECTHA KOMYHMKAalLlMsl 4pe3 rpyla, opraHuzauus wid acouuanus. Ho kak moxe
PEXHUCHOPBHT CaM J1a YCTAaHOBU KOMYyHHUKanwus ¢ mybonukara? Tosa e TpynHuar HauuH. U
TO3W MBT IBPBO BOJIM TPE3 YCTAaHOBSABAaHE HAa KOMYHHKAIUsA C OOIIECTBEHOCTTA, C
O0IIECTBOTO KAaTO ISUIO, T.€. YpPe3 Ch3JaBaHE Ha JIMYHO MPUCHCTBUE HAa PEXKHUCHOpA U
HEroBUTE MPOU3BENCHUS BbB (POKyca Ha MHTEpeca Ha Ta3W YacT OT OOILIECTBOTO, KOETO
clieJIBa UM KOHCyMHpa WH(OpMaIKs CBbp3aHa ¢ pa3BieKaTelHaTa WHAYCTPHUS, CBETa Ha
M3KYCTBOTO WJIM C OH3M colrayieH ¢eHOMeH KoiTo B EBpona ce Hapuya kynTypa. Kak mga
CTUTHEM JI0 TOYyKaTra, B KOATO TyOJIuMKara HWIASHTU(UIMpPA HAKOTO WIW HIKOE
npousBenenue? Tyk TpsOBa ma neduHUpaMe ABE MPUHIUITHO CBBP3aHHU, HO B CHIIOTO
BpeMe HambIIHO pa3NuyHu Hema. Kak ga paszgenuMm pexucbopa OT HeroBus Quim?
Bb3MoxkHO 1M € momoOHO HaumHaHue? ,,Bwnpeku ye ,,Benmukusat gukratop mmarie
roJIsSIM yCrieX U Oerie MHOTO MOMYJIsIPeH Cpell aMepuKaHCKaTa MyOIrKa, TOM HECbMHEHO
ch3a/ie KoBapHa BpaxaeOHOCT KbM MeH. [louyBcTBax ro 3a MbpBU MBT, CIEI KaTO Ce
BbpHax B beBbpnu Xuiic 1 HaMepux mpecaTa - 3J0BEIIa Ipyna OT OKOJIO JBaJIECET AYIIH,
CeIHaJIM Ha CThKJICHATa BepaHaa u Mbiauanusu.” (Yarmn, 1968: 501)

B cBera Ha WrpamHOTO KMHO PEXUCHOPBT HE MOXKE na OBbJAEC OTIEICH OT CBOUTE
npousBeneHus. Te ca B HepaspuBHa Bpb3ka. CregoBaTeNlHO KOMYHHMKalMsITa Ha
pexucbopa ¢ mybOiauKaTa U HACHTU(UKANMITA C MyOnWKaTa € JUXOTOMHYHA, TOECT

CAHOBPEMCHHO C JIMYHOCTTA Ha PEXKHUCHbOPA MU HETOBOTO COHMAIIHO IMOBEACHHUEC, HO U C
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HEroBUTE MPOMU3BEICHUS, KOUTO ca CJIEeICTBUE OT HEroBaTa JIMYHOCT U MOBEACHUETO MY.
Nma mMHOTO mpumepu 3a peXHCbOPH, KOUTO IO €/IHa WM Ipyra MpuuhHa ca UCKajau J1a
nogueprair paborara cM, HO B IOBEUETO CIy4ad TOBa € Ouio Oe3 ycmex. Pexxucbopbt
criojienst cha0ara Ha CBOMTE TBOPOM, a TBOPOUTE CHONEIAT ChA0aTa My, )KUBEECHKH BHB
B3aMMHa JII000OB M B3aUMHa OMpa3a — €IHOBpeMeHHO. Pexxucropute xuBesT U ¢ (akra,
ye myOsuKaTa, KOsTO 1€ YCTAaHOBH MIACHTH(HUKAIUS ¢ HEro, He MM03HaBa, HE MPEKUBSBA,
MIPEOCMUCIIS M OOEKTUBUPA QUIMHTE MY, KAKTO € OYaKBaJl OT MOMEHTA Ha PAXKIAHETO Ha
uaesTa 3a (uiama 10 Herorara MpPOXKEKIus. ,,KakTo Bedye mmcax, W3KYyCTBOTO 3acsra
Mpe/id BCHYKO eMOI[MUTE Ha YOBEKa, a He HeroBus pa3yM. To ce cTpemMu J1a ro CMEeK4H, Ja
pa3Thpcu YOBEINIKAaTa Jylla M Ja i MOATOTBH 3a mpueManeto Ha JloOpoto. B kpaiina
CMETKa, KOTaTo Tieaam 100bp GriiM, KapTHHA, CIyIIAIl My3HKa, UIeATa, CMUCHIIBT HE €
TOBa, KOeTo 00e30pbkaBa M OMarbocBa OT CAMOTO Hayallo, OCBEH aKO HE € TBOE
u3KkycTBO. OCBEH TOBa UAEATa 32 BEJIMKOTO MPOU3BEACHUE € JTUIEMEPHA, JBYCMUCICHA
(xakTo 6u kazan Tomac MaH) MHOrOM3MepHa U HeompezelieHa KaTo caMmus KUBOT. ETo
3aI10 aBTOPHT HE MOXKE Ja pa3uuTa, 4e BCEKH IlIe U3KHUBee padoTara CU M0 €IUH U ChIIU
HAYMH ¥ 110 HAYHMHA, 10 KOWTO caMusT ToM ro npexusssa”. (Tapkoscku, 2017:192)

PexucropbT € B HEMIPEKHCHATO IIUKIMYHO JIBIXKEHUE MPE3 0XKUBEHHS CH KUBOT U Ipe3
M3MHCIIEHUS )KUBOT Ha cBouTe puamu. Pexxuchopure - aBTOpH Ch3AaBaT UAECHTUDUKALUS
C 00IIEeCTBOTO uUpe3 CHOUTHS, KOUTO OMPENESAT OOIIMS >KUBOT KaTO TaKbB, U MHOTO
YECTO TOBA € MOCBEIIEHNE B TEMUTE M ChIBPKAHUETO Ha TeXHUTE QuiMu. Pexuciopure
CHONENIT JPYT'M WM Cb3/aBaT CBOM COOCTBEHM Kay3W, KOWUTO ca CBBP3aHH C
MHO3WHCTBOTO Ha Kay3W, HArlacu U CBhCTOSHUSA Ha OOLIECTBOTO B KOETO JKHUBEST.
Pexucropure B cBOMTE (PUIMH XapaKTepU3UPAT OMpPENeSIEHH OOIIECTBEHH JMYHOCTH,
KOUTO WMAaT COIMAITHO TPUCHCTBUE WM CHOUTHS W SBIICHHUS, KOUTO TE€3H XOpa KaTo
WHIUBUAM WU TPYMU Ch3JaBaT B 0OIIECTBOTO. TBBpAE 4YECTO XopaTa Ha M3KYCTBOTO
3aeMar oOparHaTa CTpaHa, 3a Ja ObJAaT MHTEPIPETATOPU Ha Ta3u PeansHocT. ,,CTpyBa MU
ce, 4ye BCEKHU TBOpEI] MOJICH3HATEIHO MEeUTae /1a Ch3/a/i€ 3pUTEIN CIIOPE]] MPEACTABSIHETO U
OYaKBaHMATA CU. be3cMUCIeHO M Hampa3HO XKellaHue, 3all0TO ChTBOPEHUETO Ha YOBEKa
HEe € YOBemIKo, a aeno Ha bora. Ho Bbmpeku BCU4KO, 32 Ja HE 3aryOu MCKPEHOCTTa U
TOpAOCTTa CH, TBOPEIbT TpsOBa Ja 3aTBOPH OYM U Ja MpeHeOperHe (akra Ha Ta3u

oesmomornHoct.” (Konyanoscku, 2004:381)
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Pexucropute ycTaHOBSIBAT KOMYHHKalus C MyOJMKara IO HayuHA, IO KOMTO
KOMYHHUKHUPAT HE CaMoO IO BBIIPOCU CBBP3aHH C PuiiMa, U3KYCTBOTO WM KYJITypaTa, HO U
3a C’b6I/ITI/I$I M X0pa, KOUTO Ca HACTOAIIU HJIM YaCT OT IIaMCTTa Ha MHHAJIOTO, KAaTO I10
TO3U HAYMUH BIUSAT HA HacToAweTo. 110 mpuHIMN HsAMa ciiyyaid Ha peXKHChOp - aBTOD,
KOWTO J1a € OCTaHaJI HE3aUHTEPECOBAH OT KUBUS KUBOT U Bb3MOXKHOCTTA /1a C€ BKIIIOYU B
Ta3| KUBA PEATHOCT 4Ype3 JAUPEKTEeH WM MeTaQopuueH pas3ka3 3a Hes. CmenocTTra na
6'bI[aT 4aCT OT M3KYCTBOTO Ha XHUBHUA KUBOT IIO CBIICCTBO I'M IIpaBH TOBA4, KOCTO Ca -
pPa3NIMYHA OT OHE3U PEKUCHOPH - KOH(MOPMHUCTH, KOUTO HSAMAT HAMEPEHUE WU
TBOpUYECKa HYXJa OT apTUCTUYEH KOMEHTap Ha BPEMETO B MHUHAJIOTO, HACTOSIIETO U
Obaemiero. To3u TBOpUECKU MOPUB J1a ObJICIT THIKYBATENl HAa PEATHOCTTa C MHCTPYMEHTA
Ha JIbKaTa, HapedeH (uiam, U J1a B3eMell CTpaHa, Jja CHOJCIUII Uaes C €Ha WIN JApyra
COLIMAJIHA IpyHa, MOXE J1a IPEBBbPHE PEKUCHOPA B XYIOKHUK U HETOBUTE IIPOU3BEACHUSA
B U3KycTBO. HeoOxoaumocTTa fa ce 3ana3u JyXbT Ha BPEMETO BbB (PHMIIMOBOTO U3KYCTBO
€ TOBa KOETO OTJIMYaBa OOMKHOBEHHS OT PEXUCHOpa - aBTOp. M3KYCTBOTO BHUHArM €
TYXOBHO CHCTOSIHHE.

Tyka npaBuMe HCII€IBAHE U aHAIN3 HA UIACHTU(PHUKALMIATA C PEKUCHOPA KOSITO MOXE Ja
ObJie ¥ ONpe/IeNieH BUJl HA MAHUITYJIAIUs C MMyOJIMKaTa U OMIIHOCTA.

Hsima BB3MOXKHOCT J1a CH peXXHUCHOP U J1a ’KHUBEELI U3BbH PEATHOCTUTE Ha KMBOTA, MaKap
M 3a ONpe/esieH TepHoj OT BpeMe, KOWTO MOXKE Ja ce Hapede ABIro. BebmiHocT B
MOMEHTa B KOMTO PeXHChOPBT CTaHE TBOPEIl IMyOJIMKaTa 3a1o4uBa Jia ce CBbp3Ba C HETO U
Ce yCTaHOBsIBA KOMYHHUKalus. B To3u MOMEHT 3amouBa (yHKIMOHATHOTO, MPAKTUIECKO
U3II0JI3BaHE Ha IMyOiMKaTa KaTo MHCTPYMEHT 3a paboTa B PEKUCHOPCKOTO H3KYCTBO.
,,JaKa 4e B M3BECTCH CMHUCHII HE C€ MHTEPECyBaM OT OBJeIIus ycrex Ha (uiMa, 3amoTo
paboTara Bede € CBBpIIEHA M HE MOTa Jia MpoMeHst HAo. He BsipBaM M Ha peKUCHOPHTE,
KOHUTO Ka3BaT, ye He UM IyKa 3a ImyOsukara. Bceku XymaoKHUK, cMes 1a TO Kaxka, MUCIIH
IBJIO0KO 3a cpeliaTa Ha 3pUTENsl ¢ TBOPUYECTBOTO CH, MHCIH, HajsBa ce€ W BApBa, 4e
pabortara My 111e ObJI€ YaCT OT BPEMETO M KaTO TaKaBa HEOOXOIMMa Ha 3PUTENIA, e IIe Ce
JIOKOCHE JI0 Hail-CcKpuTuTe TailHu Ha aymara My. Hsma aOGcypa B ToBa, ue a3, OT eIHa
CTpaHa, HE INpaBsl HUILO CIENMaIHO, 332 Ja yroJs Ha 3puTelisi, a OT JApyra CTpaHa C
TPETIETHO ChPIIE CE HAASBAM, 4€ 3pUTEIAT 1Ie MpueMe 1 3a00uva puiama mu. HesicHotara

Ha TOBa TBBPACHHUC IIOKa3Ba CIIOPEA MCH CBIIHOCTTA Ha np06neMa B OTHOIICHUATA
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MEXIy XyIOKHUKA U MyOsmkaTta. Bpb3ka, koato € npiaooko apamatudHa.” (TapKkoBCKkH,
2017: 196)

Crurame 10 CHIIECTBEHOTO IO OTHOIICHHME HAa KOMYHMKAIMATA Ha PEXUCHOpa C
myOJrKaTa U TOBa € OTTOBOPBT HAa BBIIPOCA Jalu Ta3W Bph3ka ¢ MaHumynatuBHa? [lo
MPUHLIMIT MPABEeHETO Ha (UIAM € MaHUIyJalus, HSIMa HUIIO BAPHO B ILEJNUS TO3HU
u3ToImMTeNeH mponec. ToBa e rojasiMa W TpyJaHa OMTKA ¢ UEHTpodyraaHUTEe CHIM Ha
peaJIHOCTTa TaKaBa KaKBaTo €, 3a pa3jiMKa OT J'bKaTa 3a PEaTHOCTTa KOATO PEXHUCbOPBHT
MpaBy, 3a Jla HalpaBU BCUYKO MCTHHA WM B KpailHa CMETKa HOBa peaaHoCT. ToBa
oOuryBaHe ¢ myOiMKaTa JId € HEIIo KOETO MOXKE Jia Ce Hapede IMOCTOSHHA JIbXa B
ONMUTHUTE Ja ObJETe YacT OT KUBOTA HA HAKOTO, WJIU Ja UHUIUUPATE HEUHH KUBOT WUIIU
HayMHa Ha JKMBOT Ha JAPYT YOBEK, Ype3 KUBOTA HA PEKUCHOPA HIIA YPE3 ChIBPKAHUETO
Wi xapakrepute oT HeroBure ¢unmm? Jla. KpaitHara 1mienm Ha Ta3w KOMYHHKAIUs €
PEXKUCHOPHT Ja yBENUYH Opos HA OTACITHUTE 3pUTENH oA (opmara Ha MyOInKa, KOSITO
e uAeHTUPHUIMpPA KAaTO €IHU M ChIIM WU MNPUOIU3ZUTETHO €IHAKBH BB3IJIEIU 3a
CHOUTHS OT PEATHOCTTA WJIM U3MHUCIIHIIATA, C BB3TJICAUTE HAa PEKUCHOPA KATO JIEMURYPT,
Ch37aTel Ha UCTUHATA WM pa3ka3Bad Ha U3MHUCIICHH WM PEATHU UCTOPUU IO popmaTa

Ha (UIMOBA PEATHOCT.

Hsma kak 1a He ce u3npaBuMm npeq (pakTa, ye KOMYHUKAMITa U UIEHTU(DUKALINUATA KaTo
MHCTPYMEHT 3a PEKUChOPCKATa paboTa B PEeXKUCbOPCKOTO U3KYCTBO Ca Bb3MOXKHHU CAMO
aKO PEXKHUCBOPBT € HA’ACHO ChC CIIOKHOCTTA HA CBIIHOCTTA CHCTOALLA CE€ OT CTOTHIIH,
XWJISAM, MAJIMOHH PA3JIMYHU XOpa C pa3jIndeH MPOU3X0Jl, Bb3NUTaHUe, 00pa3oBaHUE U B
KpaliHa CMEeTKa pa3IM4HU HYKIU W OYakBaHUS OT (QuIMOBOTO H3KycTBO. Ho Haii-
BaKHOTO HEII0, KOETO TPsIOBa Jla ce 3Hae, €, 4e Ta3u KOMYHUKAIUs, Ta3u UICHTUPUKALUS
Ha IMyOJMKaTa ¢ peXHCchbopa HE ce Ch3AaBa Jeko u 6e3001HO. ,,Tpamara e UMIyJICHBHA,
IIPOMEHJIMBA U Jpa3Hewa. Ts ce ympasisBa IOYTH M3KIIOUUTEIHO OT HECH3HABAHOTO.
Nmnyncute, Ha KOUTO ce MOJYMHSBA ThJNaTa, Morar na ObaaT OJaropogHu WK
YKECTOKH, T€POMYHH WJIM CTPAXJINBH, HO BbB BCEKH CIy4all T€ IMPUTEKABAT KOMaH/ABAIlA
Cuja, KOSATO HE MOXKE€ Ja M3pa3u HUKAKBB JIMYEH MHTEPEC, JOPU CaMOCBbXpaHEHUE.
Twimara He MpaBu HULIO C MUCIIEHETO. JIOpU KOraTo UCKa HEIlO CTPacTHO, TO HUKOTra He

Tpae OBITO, 3all0TO HE € CrhocoOHa na Obae ymoputa. Ts He Thpnu 3a0aBsHE B
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MMOCTHTAHETO Ha TOBa, KOETO MCKAa. Tsl MMa 4yBCTBO 3a BCEMOT'BIICCTBO: MpeJICTaBaTa 3a
HEBB3MOKHOTO U34e3Ba 3a MHAMBHA B ThimaTa.” ( ®poiin, 2019:154)

B T03uM cMmuchn myOnukara KaTo MHCTPYMEHT 3a PEKHChOpCKaTta paboTa MOXKe Ja ce
Hapeue paboTa C HEBB3MOXKHOTO, C HEN[O0, KOETO B HAYAJIIOTO M B Kpas HA BCUYKO €
€JIMHCTBEHOTO HEIIO, KOETO PEKHChOPHT HE MOXKE Ja KOHTPOJIUpA, 3all0TO HE IO
ch3aaBa. [lyOnukaTta B cBeTa Ha (GuiaMa € JaJCHOCT, KOSTO MOXe Ja ObJie JOMbJIBaHa,
MOJXpaHBaHA, PEKUCUPAHA W JOPH B M3BECTEH CMHUCHI MOJEIHpaHa U OCOOCHO
Manumynupana. Ho He moxe na ce ympasnsBa. [lyOnmkara e Tasu, KOATO IO CBOM
CICIMaJIcH ¥ Bb3MOXKEH HAYWH YCTAaHOBSIBA CBOSATA BJACT HaJ PEKHChOPA U HETOBUTE
mpousBeicHus. ToBa e KpasT Ha MBTEIICCTBHETO, HApEYCHO (UM — OT/IaBaHe Ha ceOe cu
U CBOWTE TNPOWM3BEACHHS BBHB IPUTEKAHWETO HA MyOJMKaTa, B HeWHaTa a0COIOTHA
COOCTBEHOCT BBPXY BCHYKO KOETO PEKHCHOPHT IIE Ch3JaJ€ B KUBOTA CH, HAIBIIHO CE
CTONSIBAHKM B MEMOpUsTA Ha MyOJIMKAaTa KaTO ChbCTOSIHUE, KOETO ChINECTBYBA CAMO KaTo
HCTOPHS, KOSATO TMOCTOSIHHO M IOCTOSIHHO CE€ IOCTaBs IOJ BBIIPOC - MCTHHA jH ¢? Min
Moke Om He? 3aBHCH OT IiiegHaTa Touka. PUIMBT M CBETHT HA M3KYCTBOTO Ca CaMo
rJIeJHaTa TOYKA Ha WHAWBHUIA B MOMEHTA, JOKATO TOW BMXKJAa TOBa, KOGTO CE Hapuya
MPOU3BEJICHNE Ha N3KYCTBOTO. Beuuko e camo rieHa Touka. M HHIo 1mo-Majko oT TOBa.
OUIMBT 3aM0YBa U CBHPIIBA B MOMEHTA, B KOMUTO PEKUChOpPA TO OMpeeNis, yaaBs Io u

OCTaBa Ha CBOSATA IlIeAHA TOYKa. ToBa € MOsITa riIeaHa TOYKa.

II. IIpuHOCH B qUCEPTALIMOHHHUS TPY/

3akio4yenue

[IpobnemuTe Ha peXUCHOpa M PEKUCYpaTa B U3KYCTBOTO U (UIMOBATa MHAYCTPHS, C
OTJIeNIHa pa3padoTKa Ha MPUUYMHUTE, KOUTO BOJAT JO Ch3JaBAaHETO Ha TE€3U MpoOIeMHU B
mporeca Ha (UIMONPOU3BOJICTBO, B Ta3u IUCEPTALUs Ce OTKPUBAT U ACPUHHUPAT KaTo
CBILECTBYBAIlM TOHATHS M C€ pa3felieHW Ha JIBe OTAeNHU rpynu. IIspBata rpyma ca
MHCTPYMEHTHTE 3a paboTara Ha peXHuchopa U TAXHOTO MPUIIOKEHHUE KaTO TeHepaTop Ha
KOHQIMKTH u mnpoOjeMH, a BTopaTa TIpylna ca HUHCTPyMEHTHTE 3a paboTara Ha
pEeXHCHOpPa, KOUTO MPHU HEMPABUIHO M3MOJ3BaHE BOJAT JI0 JIOUIM PE3yJATaTH, YECTO J0

MpeTsATCTBUA, 3a6aB${HI/I$I, a TIOHSAKOra HOpH MIBJICH CPUB Ha (bI/IJ'IMOBaTa MpoayKIUs.
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OuaMbT € He caMO M3KYCTBO, HO M NMPOIYKT 3a nazapa. OuiamMbeT e MHIYCTpuUs, KOATO
BKJIFOYBA MHOT'O JIPYI'M MKOHOMHYECKH, 3aHASTYUICKH, HO CBILO M MHOTO CIEIHAIHH
UHIUBUAYAJIHU IIPaKTUKU W U3KyCTBeHM aeiHocTH. Ho TOBa, KoeTo mpaBu Tasu
UHAYCTpHs crienuduyuHa, € HeHaTa MOYTH CTONPOIICHTOBA 3aBHCUMOCT OT YOBCIIKHS
(bakTop, TOECT HEBB3MOKHOCTTA Jja C€ MPOU3Bee (PUIM CaMO C TEXHOJIOTHs, BbB BCEKH
OTJEJICH U Hall-MaJlbK CErMEHT, J0pU B Hal-nepu(epHus CEKTOp Ha UHIYCTpUATa, Oe3
JIMIE KOETO yyacTBa KaTO TEXHUYECKH UM TBOPYECKH M3IIbJIHKTEN. W TOBa, KOETO npaBu
Ta3U UHYCTPHS OILE [10-CJI0KHA €, Y€ OT IIbPBOTO JI0 MOCJIEIHOTO HAYMHAHUE KPAWHUAT
pe3yaTar oT TO3M MPOIYKT C€ pellaBa OT €IMH YOBEK, KOWTO y4acTBa BbB BCHYKO, a TOBA
€ pPeXXHUChOPBT KaToO aBTOP, YHUKAJIEH U HEpas3AelieH Ch3harel U Mpou3BoauTes. Moute
U3CIeBaHMS U aHAIM3U HA MPUYMHUTE 3a KOH(QIMKTH U PoOJIeMH, a B MHOTO Ciy4dau U
OTPOMHH OpTaHU3AIlMOHHH W (PUHAHCOBM 3aryOu, OBeIOXa 10 PEeXHCHOpa, KOMTO ¢
MOBEJICHUETO CU ¥ HAYMHA [0 KOMTO OpraHu3upa, YIpaBisiBa U MPaKTHUKYyBa LIEHTpaIHaTa
CHM TMO3MLHMA, Ch3JaBa KOHQUIMKTH BBB BBTPEIIHUTE CTPYKTypa Ha (uiIMoBara
MPOAYKIMS, HO W KOH(MJIMKT C BBHIIHATA, IVIABHO ()MHAHCOBA HOMEHKIIATYpPa, KOSATO
ama 3a KpaHusS TPOAYKT - (priiMa, KOWTO PEKHUCHOPHT TPsOBa Ja MpOAyIHpa 3a
OIIpeNIeJIEHO BpEME, 3a ONpEIENCHH CpEeACTBA W B KpaiHa CMETKa C OIpeleseHO
KauecTBO. ToBa, KOETO OTKPHUX IO BpEME HAa MOETO U3CIIEABAHE, B IIEPUO/IA HA Ch3JaBaHE
Ha Ta3u JUcepTalus 4ype3 h3ydaBaHe, aHAJU3UpaHEe U CUHTE3UpaHE Ha JIPYrHd OTKPUTHUSA
WIM TPAKTUYECKU OTKPUTHUS 32 ONPEJECJICHU CETMEHTH OT LIEIMs MPOLEC, Ype3 JIUUHUS
ONUT HA JPYTU PEXUCHOPH, MPOAYLEHTH, aKThOPH M HU3IIBJIHUTENN B 00JacTTa Ha
U3KYyCTBaTa U (UIMOBAaTa MHAYCTPHS, AOBEAOXa 10 HEOOXOIMMOCTTa OT Ch3JaBaHE Ha
MIPUHLIMIT HA CPaBHUTEJIEH aHAJU3 Ha OJM3KU WIM CBBbP3aHU NPOGECUuu UIH JThKHOCTH.
@akxT e, 4ye B U3KYCTBOTO M MHIyCTpHUsATa Ha (uiIMa Hal-TOJIEMHUTE U3CJEIBaHUS ca B
U3KYyCTBOTO Ha aKTbOPCTBOTO, KAaKTO aHAJINW3 M M3CIIEBAaHE HAa IEHEPATOPUTE KOUTO
Cbh3/1aBaT KOH(IUKTH B MPAKTUYECKOTO MPUIIOKEHHUE Ha aKThOPCTBOTO KaTo mpodecus,
KOSITO € YacT OT M3KYCTBOTO U (uiaMoBa MHAYCTpHs. MouTe u3cieaBaHus MOKa3axa, ue
Ipyrd npodecuu U JUThKHOCTH HE ca HAYyYHO M3CIIEBAaHU JI0 TakaBa CTEIEH, 4e Ja
CIIy’KaT Ha MPHUHILIMIA HA CPAaBHUTENHUS aHanu3. Taka OsX NMpUHYAEH, 3a Aa AeduHupam
npobieMHuTe Ha pEXHUChOpa M pEeXUCypaTa BBB Bpb3Ka C MPUIOKEHHETO Ha

MHCTPYMEHTHTE U Cpe/cTBaTa 3a paboTa, Ja MpoydyBaM U aHaAJIU3HpaM APYTd CPOJHU U

51



Omm3ku mpodecun W TO3WIMK BBB (DUIMOBOTO HM3KYCTBO W (pruiMoBaTa MPOTYKITHS,
KOHUTO Ca B TSCHA TBOpYECKA U MPAKTUYECKA 3aBUCUMOCT OT PEKUChOPA U pexucypata. B
Ta3u JUcepTanus Te ca (parMeHTHpaHM M TIIOCTaBeHHM C KpailHa Ienm Ja ce
UACHTHPUIMPAT TPOOIIEMUTE HA PEKHUCypaTa M PEKUCHOpa BHB BpPB3Ka C HETroBaTa
npodecus U JUThKHOCT. TOBa, KOETO MOXE JIa CE ONPEIeNIM KaTo KpaeH pe3yaTaT OT Ta3u
JHcepTanus, € J0Ka3aTeJICTBOTO Ha Te3ara, Ye PEeKUChOPHT U HETOBUTE KOMIICTCHIINH,
KB (pUKAIWsI, 3HAHUS U YMEHUS 3a M3MOJ3BaHE HA MHCTPYMEHTUTE U CPEJCTBaTa 3a
paboTta ca MPUYMHHUTE, KOUTO T'€HEpUpaT BCHYKK OCTaHAIM MpoOJIeMH B Tpoleca Ha
pou3BOCTBO Ha (hviM. Tas3u auceprarysi ToKa3Ba Te3ara, 4e caMo PEKUChOPBT, KOHTO
y4acTBa M B3eMa PCIICHUs 3a KpalHHs TPOAYKT, BB BCHYKH €Tanu Ha (DUIMOBOTO
MIPOU3BOJICTBO, OT HJIEATa J0 Pa3lpOCTPAHCHUETO, KaTO TBOPEIl, HO M KaTO MPOYIIEHT,
T.e. COOCTBEHHMK Ha YacT OT CTOMHOCTTA WJIM Ha LEIHS MPOAYKT, MOXE Ja Ch3Iajle
TPaiHO TPOM3BEICHUE HA M3KYCTBOTO W MPOJYKT 3a Ma3apa ¢ omnpeesieHa (uHaHCOBA
croiiHocT. Ta3u nucepramms JOKa3Ba Te3aTa, 4Ye aJCKBATHOTO W (DYHKIIMOHAIHO
MIPUJIOKCHNE HA MHCTPYMEHTHUTE M CPEJCTBATA 32 paboTa Ha PEKUCHOPA B U3KYCTBOTO U
(bl/IJ'IMOBaTa HHAYCTpUA € CAWHCTBCHHUAT IIBT, KOHUTO BOAW OO0 YOBCIIKH, AYXOBCH U
npodecHoHalleH YCIeX Ha PexUchopa. B oOiiacTra Ha M3KYCTBOTO 3a MPOOJEMHUTE Ha
¢unama ¢ Tasu gucepranus MO BpeMe Ha HEWHOTO Ch3JaBaHE OTKPUX U JePUHUpPAX
HSKOJIKO HAITBTHO HOBHM M HEW3CIIEABAHM JIOCera MpodiieMa B U3KYCTBOTO U (UIMOBATA
HUHAYCTpUA. Pa3n03Hax, OmnpeaciinX U OTACINX KAaTO OTACJICH CCIMEHT OT BBTPCIIHOTO
CTPYKTYpHO Ch3JaBaHe Ha (QuiaMma, (QeHoMeHa Ha MH3HaKaJapa KaTo OTIEIeH OT
Mu3aHcueHata. Jlebunupax u ompenenux MH3aHKaaapa KaTo pa3iWyeH MpOIEec OT
MHU3aHCLIEHAaTa W WJEHTHU(QUIMpPaX BCUYKM (QOPMH Ha MH3aHKaJAp U HAYMHUTE 3a
HETOBOTO TNPHJIOKEHHE KAaTO JpaMaTyprus Ha (uiiMa, TOECT KaTO OTIEIHO CPENICTBO 3a
pabota B pEeXHCHOPCKOTO H3KYycTBO. ChINO Taka ¢ Ta3u aucepTranus (HEeHOMEHBT
KHHOTeHUs Oemie oTaeneH oT (eHOMEeHa Ha (OTOTeHHSTa KaTo OCHOBEH (akTop Ha
UICHTH(UKAIUATA HA 3puUTeNs ¢ QuiMa upe3 uacHTH(HKAIUSA Che CcyOekTa, T. €. C
aKThOpa-4OBEK, KaTO OCHOBHA KJIeTKa Ha (MIMOBOTO M3KycTBO. C Ta3u IucepTaIus
KHHOTCHHSTAa € OIpelielieHa He caMO Karo (DeHOMEH Ha OCOOEHOTO MPHUCHCTBUE Ha
YOBEIIKOTO JIUIIE B Kabpa, HO U Ha 0COOEHOTO MPUCHCTBHE HA YOBEK MO OTHOIICHHE Ha

II'BJIHOTO MY (i)I/I?,I/I'-IeCKO MPUCHCTBUEC, HO U ITO OTHOMICHUEC HA JYXOBHOTO MY IIPUCHCTBHE.
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Ta3u nuceprauus HampaBU sICHA CEerMEHTalus U JepUHUpaHE Ha PEKHUCHOPHUTE KaTo
M3MBIHUTENU Ha ONpezesieHo (UIMOBO IPOU3BE/IEHUE, HAa PEKUChOPUTE KAaTO apTUCTH U
aBTOPY KOUTO WHUIMUPAT U Ch3/1aBaT OMNPEJEICHO MPOM3BEACHUE HAa HM3KYCTBOTO, HO
CBILI0 TaKa YCTAHOBUXME CIELMAIHOTO MACTO Ha PEKUChOpPA KAaToO LSJIOCTEH aBTOP, HO
CHII0O M KAaTO MEHHUKBP, KOUTO yImpaBisiBa OW3HEC HAUYMHAHUETO, T.€. CTOMAHCKaTa
neiHocT win Ou3Hec, HapeyeH GpuiMoBa uHAycTpus. Kato oTnenHa yacT u oTJelHa Te3a,
Ta3W JucepTalusl J0Ka3a, uye KpaWHUAT eTall, B KOMTO ydacTBa PEXHUCHOPBHT, HE €
MIPOU3BOJICTBEHHUAT MpoIlec, HUTO OopOara 3a yyacThe B MOCTHPOAYKIIMOHHUS TPOLIEC
Yype3 NOCTUraHe Ha MPaBOTO Ha PEXKHMCHOpPA J1a y4acTBa B Mpolleca Ha MOHTaX Ha (uiM ,
HO KaTo KpaiHa 1eJ, TOeCT KaTo CPeACTBO 3a paboTa, onpeAenux U JoKa3ax mporeca Ha
MONYJIIPU3UPAHE U PA3MPOCTPAHEHUE, KATO OMPEACIIUX PEKUChOPA U HEroBara JIMYHOCT
KaTo Hepas3zesiHa yacT OT JIyXOBHOTO U MAaTE€pPHAJIHO ChAbpIKAaHUE HA MPOAYKTa, HapeueH
¢bunm. BspBam, ue Tasu aucepranus Ie JOBEAE A0 IOMBIHUTETHH H3CIEIBaHUS B
o0nacTute, KOUTO M30pOMX, 3am0TO B Makenonus u Ha bankanure ToBa ca o0jactu B
M3KYCTBOTO M (PMIIMOBATa WHIYCTPHSI, KOUTO Ca HAH-MaJIKO MM U300II0 HE U3CIICABAHM.
Ta3u pgucepramus € CHHTE3WpaH TpPYA, KOWTO oOXBama BCUYKH (DEHOMECHH, KOUTO
OTIPEICTIAT PEXKUCypaTa M PEXHChOpa KaTo AEMHYpPr, KONTO BOAM 10 CH3/1aBaHETO Ha

¢umoBa TBOpOa ¢ SICHO AehuHUpPaHa XyJOKECTBEHA U Ma3apHa CTOWHOCT.

IIpunocu

1. Hacrosimata aucepramusi e INpUHECE 3a pa3IIUpsBaHE W JOMBJIBAHE Ha
U3CJEBaHUATA, CBBbpP3aHU C MpoOiieMa Ha peXUcypara B OPraHU3UPAHOTO
IMIPOU3BOJICTBO BHB (i)I/IJ'IMOBaTa M TCJICBU3HMOHHATAa UHAYCTPUS, U 3a Cb3AaBAHCTO
Ha OTACJICH KJIOH B HU3CJICABAaHUATA BHB (1)I/IJ'IMOBOTO HN3KYCTBO, KOWTO ce OTHacs
JI0 PEXKUCHOPA KAaTO aBTOP U MPOLYLIEHT.

2. Ta3m nuceprauusi Iie INpPUHECE 3a Pa3BUTUETO U YCHBBPIICHCTBAHETO Ha
opraHusupaHata (GuiIMOBa U TeJIEBU3HMOHHA NPOAYKLHS Ype3 MOJOOpeHHs] U
ajantalyuyd BbB BBTpEIIHATA OpraHM3als U CTPYKTypa Ha (UIMOBHUTE H
TEJIEBU3UOHHU NPOAYKIIUH.

3. Hacrosmara nucepranus 1e npuHece 3a HachpyaBaHe Ha JIMYHOCTHOTO Pa3BUTHE

Ha pCKUCBOPHUTE YPE3 OTKPUBAHEC U KOPUTUPAHE HA aHOMAJIMU B ﬂeﬁCTBHHTa UM B
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mpoleca Ha yrpaBjieHHEe U MEHa/UKMEHBT Ha BCUYKU €Talnu Ha MPOIyKIUATa B
U3KYCTBOTO U (PMIMOBATa UHAYCTPHUS.

JlucepranusTa 11ie IpUHECE 32 HaChbpYaBaHE HA HOBU M3CJIEABAHMS U JUCEPTALUY,
CBBp3aHM C JpyrH MNpoPecur © TMO3UIHUM B EKPAaHHOTO W3KYCTBO H
opranu3upaHata ¢uiIMOBa U TEJIEBU3MOHHA  NOPOAYKLIHS,  OCOOEHO
npodecroHanHaTa NpakTUKa Ha JJIBKHOCTTA MPOIYLIEHT, KOUTO B Make1oHus u
Ha bankaHuTe 3a€1HO C peXUChOpa ca JIBE JIMIA Ha ChIlaTa MOHETA.

Ta3u muceprauus 1ie mpuHEce 3a mpoleca Ha AeMUCTH(HKAUA Ha npodecusita
PEXHUCHOP U TpaltHO U HeOOpaTUMO OMpeEieliiHe Ha PeKUCypaTa KaTo Hepa3puBHA
cUMOMO03a MEXKy XYI0)KECTBEHOTO TBOPUYECTBO U CHCTEMaTa Ha OPraHU3UPAHOTO
IIPOM3BOJICTBO KATO KaTeropMyHa Imparma, C KpaiiHa 1ieJl Cb3JlaBaHe Ha
OpUTMHAJICH, YHUKAICH U (DYHKIIMOHAJIEH MPOAYKT 3a Ia3apa Ha MU3KYCTBO U 3a

Ima3apa Ha MHAYCTPUAJIHU ITPOAYKTH.

III. Criuchk ¢ mybnukanuure
Jani Bojadzi The film script and the film director's struggle against its existence.

https://www.movieoutline.com/articles/the-struggles-of-the-screenwriter-nobody-said-it-

would-be-easy.html

bosaoorcu Anu ,, MOHTaXXBT 1 MOHTQXXUCTHT KaTO CPEACTBA 3a paboTa Ha PeXUCbOpa U

pexxucypara® cn. beirapcka Hayka 2022 _6poit 157

,»,KnHo JIy0oB* urpanen ¢puiam 2021

IV. bubnuorapdus

© N o g~ w0 D P

Aiizenmaiin, C., 2012. MonTaxsT . MU3maren: M3tok - 3anan.

Aizenmaiiy, C.,1976. HepaBuoaymnata npupoga. C, Hayka u u3kycTBo.
AnpH, VY., 2021. Camo na BMeTHa. u3naten: Kpsor.

AnbH, Y., 2009. A3 numa uype3 ¢punmu. M3naren: Konmubpu.

AnTonnonu, M., 2012. Caumam, cinemnoBarento xxuBes. Mznaren: Koaubpu.
Apucroten, 2015.3a [loetukara. Ax Bepoym, Cxormiie.

ApnxaiimM, P., 1989. Kunoto karo uskycrso. C Hayka u u3KkycTBo.

bapr, P., 1991.Brobpaxenuero Ha 31aka . C., "Haponna xynrypa".

54


https://www.movieoutline.com/articles/the-struggles-of-the-screenwriter-nobody-said-it-would-be-easy.html
https://www.movieoutline.com/articles/the-struggles-of-the-screenwriter-nobody-said-it-would-be-easy.html
https://nauka.bg/bgnauka157/
https://www.ciela.com/author/sergey-ayzenshtayn/
https://www.ciela.com/publisher/iztok-zapad/
https://www.ciela.com/author/sergey-ayzenshtayn/
https://www.ciela.com/publisher/krag/
https://www.ciela.com/publisher/kolibri/
https://www.ciela.com/author/mikelandzhelo-antonioni/
https://www.ciela.com/publisher/kolibri/

10.
11.

12.

13.

14.
15.

16.
17.
18.
19.

20.
21.
22.
23.
24,
25.
26.
27.
28.
29.
30.
31.

32.
33.
34.

baxtun, M., 1983. Bwnpocu Ha nureparypaTa W ecTeTukara. u3id. ,,Hayka u
U3KYCTBO”.

Bapr, P., 1991 Brobpaxenuero Ha 3uaka . Codus. ,,Hapomna kynrypa”.

bensimun, B., 2006. Xyn05xecTBEHOTO IPOU3BEICHUE B €M10XaTa HAa HEroBaTa
TeXHU4YecKa Bb3npouzBogumoct. C., ,,Hayka u uskycro’.

bensamun,B, 1989. XynoxecTBeHaTa MUCHJI U KYJITYPHOTO caMoch3Hanue. C.,
,»,HayKa 1 U3KyCTBO.

beprman, U., 2018. Jlarepna maruka. , Komuopu, Codusi.

Bbepos, T., 200. Cemuotuka Ha u3kyctBoto, M3narencrBo 3orpad.
Beprcon, A., 2002. Marepust u namet . HoB bearapcku YHuBepcurer.

bepronyuwn, B., 2016. [TpenectHo 06ceden. Komubdpu, Codust

bepases, H., 1996. 3a yoBemnikoTo poocTBo u cBoboaara. Kynrypa, Ckomite.
Bonpusp, XK., 1995. Umo3usdra 3a kpas. C. ,,Kputuka u XxymaHu3bMm™.

bpyk, I1., 1978. [IpaznoTto npocTpaHcTBo- B ,,130panu npoussenenus’, ,,Tearsp XX
Bek”, Codus,

Bbyntoen, JI., 2010. [Tocnenen nvx - JIync byntoen , U3naren: Konubpu.
Bacunescku, I'., 1990. Bpeme Ha dunma. Makenoncka kaura, Ckoriie.

Bennepc, B., 2010. Jloruka Ha o6pazure. Codust Kommbpu.

Bengepc, B., 2007. Ycemane 3a mscro. U3naten: Komubdpu ,2007

Bepros, /I. 1974 .Ctatuu, naeBHuny, 3anucku — C, Hayka v U3KycTBO .

Burorcku, JI., 1980. Ilcuxonorus Ha u3kycTBoTO. MakenoHcka kuura, Ckoriie.
I'eopruescku, JI.,1985. Onronorus Ha TeaTbpbT. Kynrypa, Ckoriie.

lNoneman, ., 2006. Emotinonanna uaTenurenus, Kiyo maruia, Cxormiie .
I'po6ba, JI., 2003. B tepcene Ha An [Taunno. ,Komubpu, Codus.

Exo, V.,1991. Cemuotuka u puinocodpus Ha ezuka. Copusi.

Emmor, M., 2018. Amepukancku OyHTOBHUK. KOHTpeceH cepBuceH nenTap, Ckorife.
Urnaroscku, B., 2009. BpemenpocTpaHCTBO WM XpOHOTON'BT B paHHaTa (puimMoBa
teopusi. UK ®abep .

Kapuep, XK.,-K., 2003. HeBuaumus ¢uim. Komubdpu, Codus .

Konuanoscku, A.,2004. Jomuu uctunu. , Komubpu Codust

Kpakayep, 3.,1974.Ilpuponara va ¢unma. Mckycctro, M.

55


http://knizhen-pazar.net/index.php?search=%D0%A2%D0%BE%D0%B4%D0%BE%D1%80%20%D0%91%D0%B5%D1%80%D0%BE%D0%B2&searchin=name
https://www.ciela.com/author/luis-bunyuel/
https://www.ciela.com/publisher/kolibri/
https://www.ciela.com/publisher/kolibri/
https://www.ciela.com/author/vladimir-ignatovski/
https://www.ciela.com/publisher/ik-faber/

35.
36.
37.

38.
39.
40.
41.

42.
43.
44,
45,
46.
47.
48.
49,

50.
51.
52.
53.
54.
55.
56.
S7.
58.

59.
60.

Ky6puxk, C., bakcrep, /., 2017. Apc namuna. Ckoriie.
Jlotman, 1O., 1998. Kynrypa u B3puB. u3j. ,,Kpanua Mao6”.

JIpoOoH, I',, 2017. Ilcuxomnorus Ha TeimmTe , M3naten: Becu.

Menuen, U., 2016.Kanpuzau rogunu - Upxu Mennen, M3naten: Kommbpu.
Muxankos, H., 2015.Teputopusita Ha Mmosita 11000B. Komubpu, Codus.

[TynoBkuH, B.,1973. Teopus u xputuka.Hayka u nzkyctso, Codus .

Coopuuk 1986-1988. 13 ncropusta Ha ¢punmosara Muchi I, II Tom u3a. Hayka u
U3KYCTBO

Ckopcese, M., 2018. Mowute ynoBosictBust Ha kuHomaH. Komubpu, Codusi.
Crun6owpr, C., 2005. Kuroto e most nmopok. Kommbpu Codwusi.

Craspes, b., 2019. [lenoc uinu octpoB koiito miysa. Apt § Apt Cryauo, Cxoniie
Cranucnascku, K., C., 2003. CamooctpoiiBane Ha akTbopa. A3-byku, Ckomiie.
Craitnep K.,2014. Emouunonanna nucmenoct. Marop , Ckorite.

Croyn, O., 20121. B npecnenBane Ha cBeyinHarta. M3naren: Komubpu.

Tapxoscku, A., 2018. KoncepBupano Bpeme. Akagemcka kuura, Hosu Can
®poiin,3., 2019, Ilcuxonorus Ha ThINaTa U aHAJIM3 HA €roTo, MaTulla MakeI0HCKa,
Ckorite.

®acOunpep, P., B., 2003. Anapxus Ha panrazusra, Konubdpu, Codus

@®enunu, O., 1997. A3z, ®ennnn. Xemyc, Codus.

@witng, C., 2005. OcHoBute Ha cuieHapus, [lenra 6yk, Hio ﬁopK.

Ineoumopd, ®., 2011.Cetnuna, csaka u asuxeHue. Mznaren: Konubpwu.

Yammun, Y., 1968. Mosra aBrobuorpadus. . Hayka u uskycrtso, Codusi.

UYexos, M., 2010. Aktbopcko u3zkyctso, , LIKW {um.

HIuksia, P., 2016. PasroBopu cbe Ckopeese. M3naren: Konubpu.

HOur, K., T'., 1999. ApxetunoBere U KOJIEKTUBHOTO Hech3HaBaHO. . EA Codust.
Amnonckun,M., 2014. E3uk - 15510 - ciaydaidl. KHHOTO B ThpCEHETO Ha CMHCBHIA.
“TIleprament”.

Andrew, D., 1984.Concepts in Film Theory. Oxford University Press, USA.

Belli, M., L., 2016. Directors Tell the Story: Master the Craft of Television and Film
Directing. Oxford University Press, USA.

56


https://www.helikon.bg/author/%D0%93%D1%8E%D1%81%D1%82%D0%B0%D0%B2-%D0%9B%D1%8C%D0%BE%D0%B1%D0%BE%D0%BD_115458/
https://www.helikon.bg/publisher/%D0%92%D0%B5%D1%81%D0%B8_1269/
https://www.ciela.com/author/irzhi-mentsel/
https://www.ciela.com/publisher/kolibri/
https://www.ciela.com/author/olivar-stoun/
https://www.ciela.com/publisher/kolibri/
https://www.ciela.com/author/folker-shlyondorf/
https://www.ciela.com/publisher/kolibri/
https://www.ciela.com/author/richard-shikal/
https://www.ciela.com/publisher/kolibri/
http://www.helikon.bg/publisher/%D0%9F%D0%B5%D1%80%D0%B3%D0%B0%D0%BC%D0%B5%D0%BD%D1%82_2271/

61.

62.

63.

64.

65.

66.
67.

68.

69.

70.

71.

72.

73.

74.

76.

Bordwell, D., 1986.Classical Hollywood Cinema: Narrational Principles and
Procedures New York.

Britt, J., 2020.Directing the Movies in Your Subconscious mind. Cambridge.
Buckland, W., 2000.The Cognitive Semiotics of Film. Liverpool.

Colman, F., 2009.Film, Theory, and Philosophy: The Key Thinkers. McGill-Queen's
University Press.

Dmytryk, E.,1984.0n Film Editing: An Introduction to the Art of Film Construction.
New York

Kracauer, S., 1960. Theory of Film: The Redemption of Physical Reality. Oxford

Lawson, J., H.,1964. Film: the Creative Process: The Search for an Audio-visual

Language and Structure. Hill and Wang.

Lakoff, G., Johnson, M.,1980. Metaphors We Live By. Chicago.

Monaco, J., 1977. How to Read a Film. New York: Oxford University Press.

Mulvey L., 2005. Death 24x a Second: Stillness and the Moving Image. L.: Reaktion
Books.

Persson, P., 2003. Understanding Cinema. Cambridge.

Robert S., Tobby, M., 2000. Film and theory.Blackwell Publishing.

Scholes, R. E., R. Kellogg, 1966.The Nature of Narrative. New York: Oxford Univ.
Press.

Stam, R., 2000. Film Theory: An Introduction, by John Wiley & Sons.

75.Rozario, R., 2019.The study of Film.Film studies.
Steve D. Katz , 2019. Film Directing: Shot by Shot - 25th Anniversary Edition:

Visualizing from Concept to Screen.Tapa blanda.

HNurepHer nara 6a3a

Myswitzerland.com, 2021, On the former country estate of the Chaplin family, “Manoir

de Ban” in Corsier-sur-Vevey, a whole new world around the man with the bowler hat

has been opened. And it’s here in the manor house with huge park that visitors learn of

his private life while in the new building focus is on Chaplin’s artistic works.

https://www.myswitzerland.com/en/experiences/chaplins-world/

57


https://philpapers.org/s/David%20Bordwell
https://www.goodreads.com/author/show/4454201.Felicity_Colman
https://www.amazon.com/Edward-Dmytryk/e/B001IOBGBO/ref=dp_byline_cont_book_1
https://www.google.bg/search?hl=bg&tbo=p&tbm=bks&q=inauthor:%22John+Howard+Lawson%22
https://www.myswitzerland.com/en/experiences/chaplins-world/

Thevintagenews, E. L. Hamilton, April 9, 2018, The actor who portrayed Luca Brasi in
‘The Godfather’ was hired as a bodyguard for a real mafioso on the set, until Francis

Ford Coppola “fell in love”. https://www.thevintagenews.com/2018/04/09/luca-brasi/

Harvard Business Review, Rebecca Keegan, March 05, 2010, Firing Is Too Merciful: How

James Cameron Leads by Rebecca Keegan https://hbr.org/2010/03/how-james-cameron-

leads

Vanityfair.org, April 08, 2012, David Kamp, One of the great tragedies in cinematic
history was the fate of Orson Welles’s 1942 epic, The Magnificent Ambersons, which
was cut, reshot, and mutilated by studio functionaries while its visionary director was
working on another project in Brazil. Sixty years on, the 132 minutes of the original
version—if indeed they exist—are still the holy grail of certain film buffs. The author
follows the making, and unmaking, of a movie that Welles believed was the death of his
Hollywoodcareer. APRIL 8,https://www.vanityfair.com/hollywood/2010/04/magnificent-
obsession-200201

Independentcinemaoffice.org.uk, Understanding audiences. The key to making a cinema

successful is having a strong feel for the range of audience that it might attract: who are
they, what do they want to see and how do you communicate with them?

https://www.independentcinemaoffice.org.uk/advice-support/how-to-start-a-

cinema/understanding-audiences/

Index.hr, October 10, 2021, Zeljko Porobija, Neozbiljno ostvarenje koje nema puno veze

sa stvarno$¢éu. Pogledali smo Tomu https://www.index.hr/magazin/clanak/neozbiljno-

ostvarenje-koje-nema-puno-veze-sa-stvarnoscu-pogledali-smo-tomu/2311627.aspx

Theguardian.com, December 8, 1999, Boyd Farorow, What is the point of film festivals?
https://www.theguardian.com/film/1999/dec/08/comment

Mara Lesemann, screenwriter and script consultant https://www.quora.com/What-is-the-

purpose-of-a-film-festival

ACMIl.net.au, Nick Bugeja, July 12 2017, Weaving the art of film criticism into cinematic

goldhttps://www.acmi.net.au/stories-and-ideas/film-critics-filmmakers-natural-

transformation/

58


https://www.thevintagenews.com/2018/04/09/luca-brasi/
https://hbr.org/search?term=rebecca%20keegan
https://hbr.org/2010/03/how-james-cameron-leads
https://hbr.org/2010/03/how-james-cameron-leads
https://www.vanityfair.com/hollywood/2010/04/magnificent-obsession-200201
https://www.vanityfair.com/hollywood/2010/04/magnificent-obsession-200201
https://www.independentcinemaoffice.org.uk/advice-support/how-to-start-a-cinema/understanding-audiences/
https://www.independentcinemaoffice.org.uk/advice-support/how-to-start-a-cinema/understanding-audiences/
https://www.index.hr/magazin/clanak/neozbiljno-ostvarenje-koje-nema-puno-veze-sa-stvarnoscu-pogledali-smo-tomu/2311627.aspx
https://www.index.hr/magazin/clanak/neozbiljno-ostvarenje-koje-nema-puno-veze-sa-stvarnoscu-pogledali-smo-tomu/2311627.aspx
https://www.theguardian.com/film/1999/dec/08/comment
https://www.quora.com/What-is-the-purpose-of-a-film-festival
https://www.quora.com/What-is-the-purpose-of-a-film-festival
https://www.acmi.net.au/stories-and-ideas/film-critics-filmmakers-natural-transformation/
https://www.acmi.net.au/stories-and-ideas/film-critics-filmmakers-natural-transformation/

Faroutmagazine.co.uk, 2021, Swapnil Dhruv Bose,United Artists: The studio that

challenged and revolutionized Hollywood, https://faroutmagazine.co.uk/united-artists-

studio-revolutionised-hollywood/

Theculturetrip.com, November 15, 2016, Lindsay Parnell The French New Wave:

Revolutionising  Cinema  https://theculturetrip.com/europe/france/paris/articles/the-

french-new-wave-revolutionising-cinema/

Kosmorama.org, December 13, 2013, Peter Schepelern, After the Celebration: The
Effect of Dogme on Danish Cinema. PEER REVIEWED. Lars von Trier‘s invention
Dogme 95 has been celebrated by some as one of the most omportant events in Europian
film jistory and dismissed by other as a publicity stunt. This article recounts the history of
Dogme 95 and examines its effects on Danish cinema.
https://www.kosmorama.org/en/kosmorama/artikler/after-celebration-effect-dogme-
danish-cinemal\

59


https://faroutmagazine.co.uk/united-artists-studio-revolutionised-hollywood/
https://faroutmagazine.co.uk/united-artists-studio-revolutionised-hollywood/
https://theculturetrip.com/authors/lindsay-parnell/
https://theculturetrip.com/europe/france/paris/articles/the-french-new-wave-revolutionising-cinema/
https://theculturetrip.com/europe/france/paris/articles/the-french-new-wave-revolutionising-cinema/
https://www.kosmorama.org/en/kosmorama/artikler/after-celebration-effect-dogme-danish-cinema/
https://www.kosmorama.org/en/kosmorama/artikler/after-celebration-effect-dogme-danish-cinema/

Southwest University ""Neofit Rilski™
Blagoevgrad

Blagoevgrad 2700, ul. "lvan Mihailov" No. 66, Tel. + 359 /73/588 553, Fax + 359 /73/ 885516
E-mail: art@swu.bg, http://www.swu.bg

FACULTY OF ARTS
Department of " TV, THEATER AND FILM ARTS"
YANNY BOYADJI

DISSERTATION ABSTRACT
DIRECTOR'S TOOLS AND TOOLS WHEN WORKING WITH ACTORS IN
PREPARATION, FILMING AND POST-PRODUCTION PERIOD

for awarding the educational and scientific degree "Doctor"
8.4. Theater and film art
/Film Studies, Film Art and Television/

Supervisor
Assoc. Dr.Klavdia Kamburova, PhD
2022
Blagoevgrad



CONTENTS

I. Content of the dissertation

1. Contents (3)

2. Motives for writing (4)

3. Objectives of the study (6)
4. Subject of the study (7)

5. Relevance of the topic (9)
6. Research methodology (10)
7. Introduction (11)

I1. Contributions to the dissertation

1. Conclusion (53)
2. Contributions (56)

I11. List of publications (57)

IV. Sources

1. Bibliography (57)
2. Internet database (58)

V. Declaration of authorship (60)



1. Content of the dissertation

The dissertation work consists of six chapters, presented in the form of theses, which
through various methodologies lead to the ultimate goal - revealing the tools and means
of the director's work in the filmmaking process. Each individual chapter is divided into
separate topics, each of which individually and all together lead to the ultimate goal -
proving the thesis. In this sense, the first chapter entitled "Introduction™ is composed of
topics that develop into sub-topics with the aim of deepening the research and
comprehensive analysis of all aspects of the problem of directing and the director in the
process of creating the film as an art and a product for the market

The second chapter takes to the heart of the matter by exploring the means of the
director's work, which are the main tool for the practical application of directing, which
are further set out in twelve separate topics and sub-headings, which are again divided

into additional set topics in the form of further analyses. .

The third chapter is Casting and the director's work with the actors as the most important
tool for the director's work in film art. This chapter consists of nineteen themes, which
with their additional sub-themes exhaust all aspects of one of the most complex processes
in the syncretic arts, which is the work with living people, through which the director
realizes his personal idea, which is ultimately a product of selfishness , interpreted as the
achievement of a person who considers himself an author.

The fourth chapter is an analysis and study of aspects of the film editing process and its
relationship with the editor, first of all as a person with his individual human
characteristics, but also as an artist, as the author of one of the key segments in film
production.

The fifth chapter is a study devoted to the phenomenon of the audience as a means of
directorial work. This part of the dissertation is composed of seventeen separate themes
with sub-themes that analyze the phenomenon of the audience and its identification with
special emphasis on the director's relationship to the audience as a consumer of his art or

his product for the market in the form of a film.



The sixth chapter is devoted to the director's personal advertising techniques and his
communication with the audience. This chapter consists of a subsection that consists of
an analysis of the phenomenon of identification as an object of manipulation by the
director, which explores the forms of manipulation that are specific to each artist and
their contribution in terms of the audience's identification with the director, not what it is

he real, but how does the audience identify him.

Motives for writing

In Macedonia, there are extremely few directors or professors in higher education
who have written or write and publish educational and scientific studies on the problem
of the director and direction in film art and the film industry, which is in its second stage
of development and is mainly based on state subsidies for film and television production.
With the exception of Ljubisa Georgievski, who wrote about the problem of directing,
but with a focus on the director and directing in the dramatic theater and other stage
activities, published in his book "Theatre Ontology", almost no one has done research or
scientific-educational work on exploring the problem of the director and direction by
defining, defining and valorizing the main pillar of film art and the film industry - the
film director and film and television direction. Today it is quite clear that the generator of
this dual, artistic and economic activity is simultaneously the personal initiative, the need
for expression, for creativity, and in the next phase for entrepreneurship of the director as

a creator, but also of the director as a producer.

My experience speaks of many conflicts and unrealized projects and missed
opportunities in film art, but also in the industry in particular, due to the unclear position
of the director and the undefined tools and means of work of the director-artist and with
special regard to the director-producer. These undefined, mainly personal, psychological
conflicts of the director himself, create all the other conflicts with his closest
collaborators, and then with the entire team, which in itself leads to the failure of film and
television production. In my directing lectures at Europa Prima University, | realized that

not only the students of directing and production do not have a clear definition of what a



director does in the art of film directing and in the production industry, but also all other
students of audiovisual arts cannot define the exact tools and means of work for the
director and direction. Thus, they often come into conflict during their training and later
in their professional development, looking for opportunities to solve specific problems
during preparation and shooting in the studio or on location. Their statements lead to a
lack of accurate information about who does what, how they do it, where they do it, when
they do it, and why they do what needs to be done at all stages and work processes. |
have also witnessed uncertain relationships, especially among the closest collaborators of
the director, producer, screenwriter, cinematographer, actors and editors, which lead to an
inability to resolve or at best a poor or inadequate resolution of a particular problem or
conflict. At the beginning of my classes with students from all departments, | prepared a
Questionnaire in which | asked for answers on how they perceive and define the position
and duties of the director, first with the actors, that is, | asked for an answer to what they
expect from the director in the process of working with actors from the film industry in
the individual stages of preparation and production. Their answers led to total
disagreement and indeterminacy of the director-actor relationship. And this relationship
was two-way.

Many directing students did not know exactly what a director does in all stages of film
production and what his position is in relation to others. It quickly became clear that the
generator of these ambiguities was the director, i.e. the person who basically creates all
the relationships in the art and industry of film. A lack of understanding of himself and
his position and the tools and means of working in his profession further reveals that
these lead to conflicts with all other professions and positions in a film production or
company. The motivation for this dissertation is twofold. The first is the scientific and
educational determination of the place and tools for the director's work and the creation
of a methodology, and the second is the creation of practical knowledge that can be used
not only by directors, producers or actors, but in all departments and professionals in the
cinema and television, but also in general all those who participate in the film and
television industry through a system of collaborators, cooperators, specialists from
various activities and many other performers from arts and professions living around the

film and television industry. As | work and am in constant contact with professionals



from the film industry in the Balkans, but also with my fellow professors in universities
and schools of cinema and television, | realized that this research is of educational,
professional and business interest outside of Macedonia. Finally, it is quite clear that
countries that are in the so-called process of transition from socialism to capitalism still
have very uncertain relations in every segment of the process of creative creation and
organization of production in the film and television industry. A magic circle looking for

a way out.

Objectives of the study

Recognizing, discovering, defining and eliminating anomalies that create
problems in the practice of the director's profession in film art and in the film industry is
the main goal of this research. Film is a dichotomous phenomenon. It has two main
functions, the first to entertain and the second to educate. But its essence is in the other
two categories of cinematography, which is the fact that the film in one is art and in the
other a product for the market, i.e. business venture. Separating artistic from business
endeavors in the world of film is impossible. They are interconnected, and any attempt to
separate them leads to even more bitter conflicts and even bigger problems, especially in
Macedonia, where film is still largely considered an art and less an industry. The purpose
of this study is not to separate, but to define the different essences of the film and through
the tools and means of the director's work to eliminate the conflicts that create problems
in the process of artistic creation, but also in the production process, which in the film
industry is a technological process . The aim is not to define film as an applied art, but as
a technology which, if practiced through a system of properly defined procedures, leads
to the creation of organized and mass production of film and television products and the
development of a film and television industry. The purpose of this research is to explore
and define art as part of the overall economic relations in a small society and country like
Macedonia. The ultimate goal is to encourage and guide the development of the
Macedonian film and television industry in the time of expansion of the film art,
especially in the last decade of the twenty-first century, when the film and television

industry is no longer the privilege of only large and rich countries or state communities .



Subject of the study.

The subject of this study are the processes of writing scripts, working with actors,
editing films and the director's work with the audience as fans of film art, but also the
audience as a consumer of the film as a product for the market. More specifically, the
subject of this research is the way of creative initiation and the application of specific
techniques and technologies in the process of creating the film as a work of art, but also
as an industrial product intended for mass consumption. Since film is a specific activity,
which on the one hand is an intellectual work, and on the other hand a profession that
requires specific technical and technological knowledge to practice, the subject of this
research is the ways in which the intellectual part - the transfer of a certain idea to the
film as a product of emotional emanation and for the director as an artist, must put in a
mutually functional relationship with the rational, strictly technological part that is in a
mutual relationship with industry and business. The subject of this research is divided
into two parts without special distinction, but it is aimed in one part as an analysis of the
internal, strictly intellectual mechanisms that the director manages to create a scenario as
a product of emotional and spiritual processes that will materialize at the end of the
process as a certain physical value in the form of a written text as a general architectural
plan for action and creation of a material structure. In addition to this part, the subject of
this study is the necessary educational, professional and empirical experience that the
director must have and find a way to apply and transfer them from the world of intangible
and spiritual values to the world of real material things. And as a complete study of this
part are the techniques of management over oneself and one's own life and art as a
product of this life, and the techniques of communicating, acting and working with other
people, involved in the processes of intellectual and technological endeavors, with an end
goal without conflicts, in a state of cooperation to create a film as an artistic and spiritual
value, but also a qualitative and market-adequate film product as a material, economic
value. The other part refers to the qualifications, competences, knowledge and skills that
the director must have and how to apply them in the process of technical and
technological setup and management of the process of preparation, production and post-

production finishing and distribution to the audience and consumers of the film as a



product of industry intended for trade. And as a separate part the subject of this study is
the audience and its structure and its needs and forms of consumption of the film as a
work of art for the purpose of satisfying spiritual needs, but also as the consumption of
the film as a material, market product for the purpose of satisfying other social individual

and collective needs.

Topic relevance

We are in the midst of a revolution in film and television production. The
expansion is here before us and it is likely that what happened in neighboring countries
almost a decade ago - the mass production of audio-visual goods and the creation of an
organized industry, which is essentially a generator of many other economic activities -
will happen soon in Macedonia. The film and television industries have come a long way
in recent decades and there is no longer a clear line between the two industries. On the
contrary, the structure, narration and visual layout of a TV feature film or series are the
same as in cinema, and the production of feature TV movies and series requires a lot of
knowledge and skills, especially since TV, unlike film, still has small budgets and very
short production times. To be effective, the generator of this production, the film director,
must possess the knowledge to solve the problems which are numerous and complex in
this particular activity. It has never been more relevant in this field to look for ways,
forms and concepts to create functional and effective production that can meet the
growing market demand for audiovisual products, in all industries, especially in
marketing and advertising, where they dominate the short game forms. Finally, with the
pandemic that has occurred in the last two years, we are witnessing a drastic change in
relationships and needs in many industries, in this sense the entertainment industry,
especially the film and television industry is expanding due to the fact that consumers
spend their days at home and there is a general appetite for film products such as
entertainment that are distributed across platforms or online. The overall growth of this
industry is projected over the next five years to a whopping ten thousand feature films per
year, as the market will demand. Therefore, | believe that this research has its practical
application in education, but also in industry in the day-to-day organization of production

and the establishment of rules, relationships and efficiency in operations.



Research methodology

The initiation for this dissertation is my lectures, practical activities at Europa
Prima University and work with students. In this sense, | began to study the subject with
the method of oral interviews, and later applied the method of written Questionnaires,
which gave the first concrete knowledge of the problem of the tools and means of the
director's work. At the beginning, the two main subjects of the study were not clearly
defined, one for the tools and the other for the means of work. | took this definition of the
general tools of directing work in the art of directing from my lectures with acting
students on the topic "Acting in front of a film camera”, where we had already defined
"the tools and means of work of the actor in the art of film". The questionnaire research
method determined the problems and, accordingly, the subject of the research. The
separate groups of students in my classes worked with me in determining the tools and
means of work of the others - the closest activities and collaborators of the director
besides the actors, and so on this list with arranged the producer, screenwriter,
cameraman and editor who should be in collaboration with the director and without
which he cannot practically realize his creative and business ideas for a film production.
This part of the research was both theoretical and practical during our exercises with
script, camera, production and editing students. In the second phase, | conducted a
method of laboratory study of the script and determined the conflict points during the
writing of the script for a short feature film between the screenwriter and the director,
finding and determining the causes of conflicts and defining them as the source of
conflict. At the same time, I was conducting laboratory research with acting students,
with whom we pretty much established virtually every relationship in the actor-director
relationship. At the end was the practical work in the stage of writing the script, pre-
production in the process of working with actors, in the stage of production in the studio
and on locations and in the whole process of post-production of the feature film "Cinema
Love", for which | wrote the script, produced and I mounted as an essential part of this
study with the aim of through the method of analysis and evaluation of all theoretical
questions and problems through the method of practical verification in real production. In

the process of writing the theoretical part of the dissertation, | used the comparative



method regarding how other authors, teachers and artists define this problem through
their theoretical studies and especially through the practical work in the art of film and
the film industry, through the works of over thirty directors, screenwriters, producers,
actors, psychologists, psychoanalysts, cinematographers, film researchers, film critics. In
one part, | used the method of searching databases available online. | have largely used
the method of analyzing over a hundred feature, documentary and experimental films to
prove or disprove many theses and theories through the practical knowledge of other

researchers and authors.

INTRODUCTION

Directing as a profession and directing as an artist are some of those professions
that are obscure and subject to misunderstanding and mystification, even today, despite
the abundance of information about the show business, film and television industries,
where directing is presented as a key position and the director as a key figure. Anyone
you ask, anywhere in the world, will tell you exactly what actors do in film or television,
and at least give you a descriptive answer about what their occupation is as a producer,
screenwriter, cinematographer, costume designer, animator, or sound designer. And quite
clearly and understandably, anyone can determine exactly what these people do to do
their jobs. But they don't know exactly what goes into the filmmaking process of the
person whose name stands the longest in front of everyone else's on the screen and is
spelled out in capital letters. And even some of the professionals who work on the film do
not know exactly what the person they call the director does - the director (according to
the American practice) the person who gives the directions, i.e. the guidelines, what they
should work on. A large part of the directors themselves do not know exactly what they
should do and what their duties are, especially those who are just entering the profession.
This phenomenon and its specific and special situation is the subject of the present study.
Who is the person called a director, what exactly does the profession of directing and the
job of a director encompass, and what are his tools and means of work?
Directing and directing have their main problem in the very description of the profession.
Almost all professions that arise and are defined since the end of the Second World War

(in the sixties, with the development of the electronic industry, many new and
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incomprehensible professions with even more incomprehensible names appeared)
directing and directing do not have an exact description of activity, i.e. . the profession
does not have a clear etymological definition like other professions.

For example, the etymological meaning when defining the profession scenographer is
clear - the one who draws the scenes - the places of action, the costume designer - the one
who makes the costumes, the illuminator - the one who directs the light, etc., but the
situation with the etymological meaning of the term directing is complicated. In
European languages, the term director (Realisateur, Regista) is used, which was first used
in France and in the French language and its variants in the languages of the Eastern,
Western and Southern Indo-European languages, it means - manager, from the point of
view of a person in charge / manager of some company. But is the director the person in
the sense of a manager who is responsible for organizing and administering the activities
of a film production company? In the very beginning, when the film grew from a
technological attraction into an art and an industrial product that is marketed through its
distribution in cinemas, the director is the person who writes scripts, chooses locations
for filming, builds studios, selects actors and works with them on their acting
performance. Usually he was a cameraman, editor, composer, distributor, was responsible
for the administration of the company and really did everything required by the position
of manager-manager of a company, which in its structure at that time was close to the
theater troupe as a type of activity. “What was the film director really doing at the time?”
He had the script, just like the dramatic text for the play written by a theater playwright,
only the actors' words were omitted and replaced with silent movements or sometimes
very long captions. The director sets the stage theatrically, noting the transitions,
encounters, entrances and exits of the actors. / In a word, the work of a film director was
no different from the work of a theater director. It was a play with actors who did not
speak, but were photographed and projected on a screen - these were the first films!
Pudovkin (1973, 92)

Sidney Field recounts Jacques Renoir's dilemmas about what the profession looked like
and what the director did in the first decades of the birth of film. “True 'art' can only be
called one's vision, which is not the case at all in the scheme of the film process. One

person can't do everything it takes to make a movie. One can write the script, direct the
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film, act in it, shoot it, edit it and get the result like Charlie Chaplin does, but the director
cannot play all the parts or record all the sound or manage with the lighting and perform
countless other technical details necessary to make a film. He can make the film, but he
cannot process the negative; “He has to send it to a special film lab for that too, and

sometimes it doesn't look the way he wants it, or how he sees it in his artistic vision.”

(Field, 2005:275)

I. Tools and means of work of the director.

“Cinematography served as a means of easily and seductively fixing theatrical scenes. It
is at this point that the film goes down the path of a lie, and we must be aware of the
fruits of this lie that we are still reaping today. I'm not even talking about the illustrative
problem. The greatest misfortune lies in the refusal to use in an artistic sense its only
value (of film) to notice and perpetuate the reality of time on cellulose tape.” (Tarkovsky,
2018:71)

In this chapter, for the most part, research and analysis is done on who is actually the
director? What does he actually do to create his art? The answer to this question is the
basis of everything else in the world of film art, but also in the world of the film industry.
After the First World War, directing would definitely become a profession that would
place the man-director on the pedestal of an artist, of a creator with mystical power. Who
is this mystical person and what exactly does he do to produce this mystique that all other
ordinary people on the planet identify with?

To a large extent today, the synonym of director is the person who lives and works in
America, in Hollywood, and is known for having his name at the beginning of the credits
of the film and being called the director, according to the English nomination.
Essentially, what is the difference in terms of who this person is and what they do in this
profession, viewed through the etymological meaning of this profession in Europe and
America? In Europe, he is the person who realizes, manages, and in America he gives
instructions, guidelines, how to manage the production process. Is there a difference?
Yes, the difference is significant, and so we will consider directing separately, especially
in that part of the American film industry located or operated in Hollywood, where there

is a basic "training system” that today is associated with productions managed or
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controlled by director-managers of companies, in the industry, called productions.
Therefore, when we mean directors who are both owners and managers of companies or
film productions, the term producers is used, that is, director-producers. Many of the
directors-producers along with the development of the film are involved in drawing up
the budget, raising the necessary funds and organizing the entire production.

They negotiate the casting of famous movie stars who are the main bait for the viewers,
participate in the planning and realization of the production, control the costs, promotion,
distribution and together they collect and share the realized profit. The impact on the
research depends on the success of the director-producer's recent films. Even for the
names of director-producers like Steven Spielberg, Ridley Scott and James Cameron, the
right to select the scripts, set the budget, decide on the casting and all other departments
depend on the sale of their latest productions. Clint Eastwood with his company
"Malpaso” is a typical representative of the Hollywood version of a director-producer
who, in addition to the film, also has his share in the production of a television program.
Almost all major American directors are producers of their own companies, whether they
produce primarily in Southern California or New York, such as Martin Scorsese, Woody
Allen, Robert De Niro, Mel Gibson and others who are producers, writers, actors,
production designers , editors, composers, distributors and administrative managers of
their business ventures and films produced mainly in the eastern part of the country,
which is considered the center of the so-called American independent film scene.

The director Ljubisa Georgievski in his book "Ontology of the Theater" says that if a
person wants to engage in the directing profession and become a director, he must agree
to know everything about the political situation in every day, at any time and in any place
the world, the state of pollution, children's rights, health anomalies, the standard of
pensioners, the real estate market and of course the movements of the stock markets in
London, New York and Hong Kong. Data and information about which it is not clear
why a person needs to know them in order to be able to perform some activity, work and
profit from it? "Film is both art and science. Sometimes a screenwriter's vision paves the
way for new scientific advances, as James Cameron did in Terminator 2, a film that |
believe is as revolutionary an innovation as the introduction of sound in 1927. In the near

future, | believe that the craft of filmmaking will be revolutionized. Literally, film
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making will go into the home computer and in the not too distant future I can see young
filmmakers learning the art and craft of making short films at home. In the process of
film evolution, there is always a dynamic exchange of knowledge between science, art
and technology.” (Field, 2005:276.)

When asked who the director is, the famous Federico Fellini in the book "I, Fellini*
writes that the director is a liar. This can be seen in his anthology film "8 %", which is a
reflection of the profession of the director and the professional director. The director
Vlado Tsvetanovski had a definition that: the director is a servant of the event! Branko
Stavrev writes that: a director is a person who teaches other people things that everyone
knows. "The cake is confirmed by eating it. There are no instructions for use on either
bunch. Not on an apple tree, fish, sea, sun, love, death, beauty..." (Stavrev, 2019:124)

| chose these theories about what directing is and who the director is, to understand that
the phrase how many teachers and so many textbooks in this profession is confirmed in
all its complexity, but also in all its simplicity at the same time. In any case, these
examples show that it is indeed very complicated to explain what a director actually is,
but more importantly, how and in what way the profession of a film director is practiced.
How to do all this described up to here? As with other professions, with tools and means

of work. This means that the director has his tools and means. Who are they?

1. What are the tools of the director's work?

2. What are the means of the director's work?

e The tools for the director's work

e ¢ The mind

e - Intelligence

e + Emotions

e + The personal and specific spirit

e -+ Creative envy

e « Physical health and fitness

Here, each instrument is investigated and analyzed separately, on specific topics, through
the synthesis of many personal experiences in each respect of psychologists, philosophers,
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sociologists, and altogether the experiences and conclusions of the most famous names of
screen art in Europe and the world, from several generations and from different film
environments, societies, political relations and social environments that ultimately create

the whole in the world of cinema.

The tools of the director's work

This is the second chapter. Here we examine the means of work as something separate
from the instruments of work in the art of directing. After all is added and subtracted, at
all stages of film production, from the birth of the idea, through the writing of the script
and development, filming and all post-production, along with promotion and distribution,
there is a separate individual job for each individual position of a professional who does
any necessary actions in this department or additional service. What is left to the director
as a means of working for him to do his part of the job? What are the means of the
director's work?

1. Script, writing, adaptation and collaboration.

2. Selection and work with actors.

3. Film editing and post-production picture, sound, special effects and design.

In addition to this kind of "holy trinity”, as a separate task, but also as a general idea
from the beginning to the end of the creation of a film, there is always a segment that is in
everything and anything.

4. Communication with the public and personal promotion.

What needs to be further explained before proceeding to the analysis of the director's
means of work in the art and film industry? These studies essentially concern the director
who is both producer and screenwriter, that is, they are largely devoted to the director as a
complete author. In this sense, | consider a director who is not a producer of his own
films, but only a director and screenwriter, to be an author. Some directors, in addition to
writing, are very successful as actors in their own and other directors' films. This also
applies to them. "All this once again confirms that the film is and will always be an
author's work like any other art. Regardless of the fact that a director can get huge support

from his collaborators, only his idea shapes the film as a whole. Only what is refracted
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through the prism of his subjective authorial vision is artistic material and forms that
particular, complex world that is a reflection of real reality. Reducing it all to one person
usually doesn't diminish the artistic contributions of the rest of the filmmaking process.
But here too there is a conditionality: true integrity is obtained only when the director
makes a choice from the other participants proposed in the process. Otherwise, the
integrity of the work is violated." (Tarkovsky, 2018: 36)

My experience and this research lead to the same sea, but through the many rivers
and tributaries that have to be crossed and swum and sometimes even after reaching the
sea it can happen that it is simply still only one destination that leads to the vast expanse

of movie oceans. That is why | offer this axiom as relevant.
"It takes three things to make a movie."
1. Good idea;
2. A good story;

3. A good script;

Why do | think that these three things, which essentially comprise all the
scenarios in this world, need to be separated and considered separately? Since the idea is
not enough to make a story, the story is not a script on which to shoot the next movie.
And of course the idea for a film can come from one place, from another to develop the
story and some completely third person or completely third people - screenwriters to
write the script. Therefore, in this chapter we consider all three of these elements
separately.

There are countless theories, claims, opinions and beliefs that the screenwriting and mass
production system was invented to control filmmakers and their quest to make a film as a
work of art that would present the director as an author, creator, artist, influencer in a small
limited circle of educated people, and not as a skilled producer of a general product for
mass sale in the world market of films. For this purpose, thousands of workshops, lectures,
seminars and master classes are financed for script writing in various phases - from the

idea of a film to its realization. In this system, the screenwriter is presented as a separate
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author on whom the future film depends, or it goes so far that the screenplay is considered
a separate work and art in itself. | have participated in such events and there you can learn
a lot of useful things about what the script should look like as a form or structure and how
to develop an idea from an annotation, a synopsis to a feature script, according to which
the next film will be shot. So far | find this useful and acceptable. "If you're not aware that
the script is about making movies (and in that context it's a semi-finished product, nothing
less and nothing more), it's impossible to make a good movie." Something different, new,
maybe even good can be done, but the screenwriter will not be satisfied with the director.
Accusations against the director that he "spoils a good idea" are not always justified,
because ideas are often literary and only interesting in that sense. The director is forced to
transform and dismantle them to make a film.” (Tarkovsky, 2018: 85)

This freedom of the director to make changes, interventions, inversions, to add or shorten
the lines and dialogues in the script written by another, is inherent in auteur
cinematography in Europe and some parts of Asia. Certainly and in a narrow circle of
directors-producers in America, Great Britain and Europe. In general, the right to work
unfettered by anyone and anything, making the director a kind of god or demiurge, was an
advantage of European cinema, and especially of Eastern European cinema during the time
of socialism, when auteurs in these countries had the freedom to make films with narrative
and structure which even they did not fully understand, but with the sole purpose of
presenting themselves as creators who created a work of art different from others. In the
era of socialism, filmmakers in Eastern Europe and Russia faced another kind of restriction
— state censorship. This state censorship existed in the East after World War 11 and still
exists in the West in Europe and America, where in addition to official censorship by
individual governments there is censorship imposed by financiers, labor unions, and
political and economic centers of power. In this sense, directors who are determined or
self-defined as part of the so-called author's film, such as Andrei Tarkovsky, for example,
see the script as a limitation that stands in the way of the director as the only and unlimited
author-creator who, for this freedom, must lead a lot battles that do not always promise to
be won. "Once the director receives the script and starts working on it, he is always faced
with the fact that the text, no matter how thorough and well-planned, inevitably begins to

change. He never gets his true and literal portrayal on the movie screen. There is always
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some deformation. That is why the joint work of the screenwriter and the director always
turns into a struggle and conflict. A good film can be obtained when, during the
collaboration between the screenwriter and the director, their original ideas crumble and
collapse, so that from these ruins a new concept is born and a new organism begins to be
created.” (Tarkovsky, 2018: 87)

Why do directors like Tarkovsky see filmmaking as a kind of war, battle, antagonism, at
least as an expedition, as a mission that does not promise that at the end of this uncertain
journey what is sought and waiting to be conquered will be discovered? This is because, by
his very nature, the director, in addition to his socially necessary utilitarian motives for
work, has an initial urge deep in his spiritual world, expressed as an inexplicable,
unbearable, and very unreasonable, deep emotional need for creativity and self-assertion,
which grows over time in the so-called creative hunger, i.e. addiction to creativity. We
must not forget that on this path many directors, instead of following the path of self-proof,
get lost in the space of self-demonstration, which is a path that leads to ruin, because he
who calls himself an artist must look for art in yourself, not yourself in art, as Konstantin
Sergeevich Stanislavski advises. Because of all this, the director must find ways to
provoke, find, encourage and form creative envy not only in himself, but also in all other
people who gravitate, live and exist in his creative world. And of course, in this sense, to
radiate the creative hunger of the screenwriters, who express themselves in a certain work,
which they know is not a canned art, but a content that transforms from one form to
another and that the ultimate goal of film art is not the realization, writing and production
of a certain script - and the shooting of a certain film and the script at the end of this long,
syncretic and complex process to - cease to exist. Those screenwriters who understand this
kind of self-publishing process become successful in the profession, and their scripts are
sought after by many directors and producers, and their films are artistically and financially
successful. “Many times writers choose to join forces just to avoid negative feelings and
uncertainty.

Sometimes necessity dictates collaboration. For The Lord of the Rings, Peter Jackson, Fran
Walsh and Philippa Boyens collaborated because the writing part was about how much
time they had available. "In the beginning, before we started shooting, we wrote the script

together - we would sit in a room and write scenes. | (Peter Jackson) sat at the computer
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and wrote because | was ultimately the person who had to go and direct the film, which
meant that if | wrote the narrative paragraphs, that would be the first opportunity to
imagine the film in my head. Fran writes the dialogue on stage. Philippa does the same, but
on her laptop. Then I sit down, take the dialogue and write the descriptive paragraphs
around the dialogue. | think like a director, not a screenwriter. And then I moved on to a
job where we rework the script while we're shooting.” (Field, 2005: 278)

In this chapter, we thoroughly research and analyze the structure of the screenplay and its
parts, not only as dramaturgy, but almost as stages, as a sequence of things that the director
does to develop the script for a film to eventually reach production. The approaches of
producers in America and Europe are also thoroughly analyzed here in relation to the script
as a primary point from which the studio owner and the financier will accept or reject a
certain script of a certain director.

Casting and the director's work with the actors.

This is chapter three. Mainly the research and analysis starts from acting and the actor as
the center of art on the screen. Here is just a small part of the conclusions of this chapter
and the themes that emerge. What is acting? Imitation of nature, animals and people and
their characters in given situations? The ability of a person to convince us that what he
does or says is the truth that we believe unconditionally and unreservedly, knowing in
advance that this person is not that person and that what he says and survives is not the
truth, but a story and a game ? Or just a skill that's meant to entertain and sometimes
educate? Acting is the only primordial profession in the performing and visual arts that has
remained essentially unchanged. Unlike media that flow from one another due to their
syncretism, acting has remained what it was from the day it arose: the need for one person
to tell about his inner world to another or to imitate and show the outer world with only the

help of your own body, mind and spirit.

Casting, working with the actors and the relationship between them and the director are
the most complex part of the film, and usually this part of the film process, understood
only as a means of the director's work, influences everything that has been done before in

pre-production, but also and on everything that will be done after that, in the post-
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production phase. | will identify those actions that are key in the process of selecting and
working with film actors.

e « Choosing an adequate actor for a particular character.

e « Types of acting of different characters.

e « Techniques for the director to work with the actor.

* Problems and conflicts in this process.

How and when is an actor chosen for a particular role? Most often, casting is done in a pre-
production process called casting. The producer has closed the budget, the script is in the
form of a "final draft", the choice of locations has been made, if it is a film era, science
fiction or a special effects film, the studios, props, special equipment and even some of the
costumes are already ready or in manufacturing process. At the same time, casting begins,
which is usually the task of agencies or productions that have their own casting directors who
must make the choice of actors for each individual character defined by the script. Actors are
interviewed, perform a script in front of the camera, usually neutral to the script, have their
faces photographed from three sides, their full height, to see what they look like physically,
and walk away with the hope of being cast. Assistant producers and directors are usually
present at these castings. So they make a narrower choice of actors in the first round. The
director is sometimes included in the so-called second round. Finally, the selected actors
appear in the production, sign the contracts, make the necessary arrangements for their
costumes, shoes and other clothes or props and begin the acting exercises with research,
analysis and character development which they perform, together with the director, his
assistants or in the most common case with the so-called "acting coaches". This is the usual
casting procedure when making a film that is part of an annual production plan that a studio
or production has to implement and the director is a professional from the list of executive
directors. “I'm of the opinion that a script should be actor-oriented from the beginning. When
we write a script and one or another character appears in the narrative, we often ask
ourselves: who (actor) is he?" (Mihalkov, 2015: 140)

Some directors start casting from the first day of finishing the script as a final version or

even from the moment the synopsis or treatment of the film is written. Basically, the

differences are fundamental in whether the director is also a producer, or just a director—a

20



creator who has to wait for a production plan to begin casting, or whether he makes those
decisions himself. “In the beginning she was dying to get the part: she was ready for
anything. There were other actresses, but | met her first. It all started with a six-week
misunderstanding with her and my agent, so something stupid and twisted happened. After
that we made an appointment. / From the very first contact | observed her behavior: she
showed strength and great self-control, she looked like a woman inspired by Geri's
character. When we got around to reading the text, | immediately saw that it fit the
character perfectly. / | talked to her a lot and soon realized that she would play the style |
would choose - in other words, if it took forty takes to get something right, she wouldn't
hesitate, and not just because of the performance . But also because of the proper
movement of the camera.” (Scorsese, 2003: 120/ 121)

Each film is its own story of how casting is done and until the end this process is uncertain
and filled with many upheavals, unexpected obstacles on the way to a certain choice and
even misunderstandings or even conflicts between the director and the actors. But also a lot
of wrong choices and of course, new castings and new choices even at the stages when
shooting has started. For the film "Unfinished Mechanical Piano Game", the main
character was supposed to be played by Lena Solway, but as often happens with actors, she
became pregnant, so the director Nikita Mikhalkov went to look for a replacement. He
found her, but then the problems with the choice began. "Then | decided she wasn't the
most important person in the world and got another actress. And as it seemed to me, she
looked a lot like Lena. She came to one rehearsal, the second, the third - dear, dear,
educated. You think she understands everything you're talking about, she probably does.
But I always feel kind of uncomfortable and can't figure out what's going on. I'm starting to
think I'm having a hard time at every rehearsal, even the anticipation of rehearsal is
stressing me out. And finally | realize that |1 don't want to look at her. Although I don't
understand why. 1 talk to her, I work with her and | look at her shoulders, her chin, her
hands. But | don't want to look into her face, into her eyes, long and calmly, like when you
look into the eyes of a person with whom you have no complexes. | later realized that this
was very important to me. If | don't want to communicate with a person, to look them
straight in the eyes, that does not mean that the person is bad, it just means that we are

people connected in different energy fields.” (Mihalkov, 2015: 160)
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Essentially, casting an actor for a particular character is an inexplicable and
incomprehensible state of affairs even for the director who casts them. Even for a director
with a lot of experience. Why an actor was cast for that character in that film is a personal
matter and usually has to do with the personal relationship between that director and that
actor. And most importantly, their collaboration in other films and the experience of
previous work together. But also previous acting performances in other films in characters
close or similar to the character the director is looking for in his film. But here there is a
completely different take on things about how to choose and work with actors.

In this chapter, almost all aspects of acting, the essence of the different schools of acting,
the forms, genres, types of acting, the multitude of mannerisms, the dedication to acting,
the difficulties that actors go through in order to create and bring to the screen a full-
blooded character are explored. with its own internal psychological but also with many
external characteristics and the difficulties of this process. We also research and analyze
the acting as a kind of engagement of intruders and their specifics. Special attention and
researches are made on the relations of the director with the actors, but also the relations of
the actors with each other in the process of creating a film.

If the actor wants to be completely transformed into a certain character then the process of
internal, psychological and emotional transformation must go along with the physical and
contain techniques of acting transformation which are divided according to the names of
the founders of these schools of acting which are understood almost as a kind of dogma for
the art of acting: according to Stanislavski, (Sergeevich Konstantin), Brecht (Berthold),
Chekhov (Mikhail), Grotowski (Jerzy), Strasberg (Lee) and Adler, (Stella) and several
other creators of a certain technique of acting . In one way or another, by one method or
another, all schools of acting offer solutions to how the actor reaches his nature, to himself,
or at least to the most convincingly, most faithfully depicted nature of some other real or
fictional character in a theater of the stage and in film in front of the camera. And they all
have their foundation in Stanislavski's teachings and his pragmatism for naturalism in
acting, which is achieved through acting techniques structured in several of his books
known as Stanislavski's "System". In the end, all these techniques lead to the acting of
transformation into a character that is different from those close to him or similar to him.

But formal education in acting is not the decisive, most important ingredient of the
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profession, but the talent and personality of the person. And all those additional knowledge

and skills that are learned and acquired in the life of a person and in the profession of an

actor. Here are the ingredients without which excellence in acting cannot be achieved.

* Creative hunger;

* Dedication to the profession;

* Persistence in achieving results;

* Ability to adapt to given circumstances;

* Collaboration on the set;

» Workability;

* A sense of partnership and collegiality in performance.
Without these knowledge and skills, acting is reduced to performance acting, character
performance rather than character transformation and performance of the inner
psychological and emotional life of the character being played.
In general, the fact remains that the rule is: the director does the casting or the choice of
actors. Only him and no one else. Everything else is a matter of luck. And in the movie,
the term happiness has no meaning and cannot be used as a value.
“Marcello and Anouk are wonderful actors who can be transformed. But I didn't mind
them having a strong mutual attraction. Of course, Marcello Mastroianni and Anita
Ekberg weren't in the limelight, and there certainly wasn't anything between them, but

Sweet Life was a good movie nonetheless.” (Fellini, 1997: 157).

There is something very special about casting, especially in films of the drama,
melodrama or tragedy genre, where the special effects and the dynamic pace and rhythm
of each scene do not move the action forward, but the actors, the complex relationships,
conflicts, twists and emotional lives of the characters they play . These specifics become
even more concrete if the film is full of scenes of love, passion, hugs, eroticism and sex.
The specificity is no less when it comes to characters of the opposite sex, of the same
age, but with the same or approximately equally successful careers. Then the best wishes
and creative passions of individual actors to participate in a film turn into a complex,
even impossible casting. During casting, at some point, an already chosen actor will

always ask the question: "And who is my partner in the film?" And all good intentions
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along with this question can turn into a gilded road to hell. One must bear in mind the
acting nature, which is densely planted with fears, complexes, prejudices and
disappointments, but also the struggle for success, which often depends not only on one
actor, but at least two. There is always an antagonist in a movie. Who is the protagonist
and who is the antagonist? Is the basic business agreement, professionalism, signed
performance contracts even in productions that specify all the specific recordings of
individual, mostly intimate body parts, their size, duration and repeatability enough to
move things in the right direction? Sometimes even the best intentions of the protagonist
and antagonist are not enough to produce the chemistry called biological attraction in
humans. Nothing can overcome it and no one can completely hide this vague,
inexplicable, incomprehensible feeling of repulsion towards someone, or vice versa if it is
a feeling of attraction towards someone. Therefore, actor selection always gets stuck at a
point called actor pairing. “De Niro wanted an actress who could get on his head, get
angry... he needed truth in the anger. We see it in the scene in the garden (it's a scene
from Martin Scorsese's movie 'Casino’ and the actress is Michelle Pfeiffer, my note)
when she's screaming and De Niro is standing looking at her in a house dress." (Scorsese,
2003: 121)

Of course, there are films in which the main actors were in real human antagonism during
the filming of the film, without being noticed by the camera, and therefore by the
audience. But these are exceptions. The rule is that the camera sees and focuses better on
the state of antagonism between the actors than on the state of attraction. As in life.

“We couldn't begin to cooperate with Whoopi. (Oops Goldberg, my note.) Apparently
some American actors just don't like me. They are used to working with directors who do
not interfere in their work and do not tell them what to do. "Come on one more time!
Higher! A little bit faster! Well done! Turn a little to the right!" These are the directorial
tasks that Hollywood actors are used to, not the conversations about the substance of the
script and the goals and objectives and the emotional presence.” (Konchalovski, 2017:
263)

Working with actors is perhaps the one part of the process that a director should not leave
to someone else, an assistant or an acting coach. There are many directors, especially of

the newer generations, who do not work with actors, but are entirely dedicated to the
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vision and technological execution of the film. Actors are left to themselves and their
own knowledge of how to technically perform the necessary stunts or other performances
that require physical or other training. In action films, acting is somewhat unimportant.
The main character states are external or in relation to the effects that the actors wear
such as costumes, props and even face masks. Then the mise-en-scéne, the mise-en-scéne
and the exact performance, devoted entirely to technology as a means of expression, are
important. “I've never been on a project where the performances (of the actors, my line)
overshadowed the vision. | have great acting in all my movies, but big movies are bigger
than the actors in them. And often in certain scenes, people are instructed to play second
fiddle, giving way to the 'mother ship’, which looks like a cathedral." (Spielberg, 2005:
127)

But when it comes to feature films, non-action genre films, then the actor is the most
important thing in the frame. Nothing but the actor can achieve this emotional state,
which is naturally experienced on a large scale. "I learned that an explosively dramatic
scene between two people who fit perfectly on screen is far more exciting than a
thousand people on the steps of Battleship Potemkin." | was overshadowed by the
realization that a good performance by an actor like Richard Dreyfuss is worth two big
action scenes - be it Custer's last stand, car chases, King Kong or anything else."
(Spielberg, 2005: 89)

There are countless different approaches, ways, methods if you will and agreements on
how the director and actor will work together with the ultimate goal of making a film.
Despite the many acting techniques, the different acting schools and universities, and
there is no formula in this part of the process, each director is a master in himself. "In the
film, the personal speculative constructions, the distribution of accents, the force, the
intonation of the actor are strictly contraindicated, because he cannot be familiar with all
parts of the film. His only task is to exist and trust the director. The director will choose
the moments of his existence that most accurately express the idea itself. The actor must
not worry, he must not neglect his freedom, which is divine and incomparable.”
(Tarkovsky, 2017: 165/166)
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A large part of the topics and subdivisions are dedicated to research and analysis of the
way the director works with the actors in all phases of the production, from casting,
through pre-production, analysis and table work, making characterizations and building
individual characters. The director's approach to each actor, but also to each extra in the
film and the consequences of this process that lead to success or ruin. This chapter
investigates and analyzes the work atmosphere, which we define as the most important
part of the process that the director creates with his behavior and attitude towards all the
participants in front of and behind the camera.

The working and creative atmosphere created by the director usually decides whether a
film will cross the line from film to film art. This atmosphere usually directly affects
everything seen in the frame and creates a perfect identification with the viewer. The
director must create an atmosphere outside the frame as the main link to everything that
will be visualized and preserved in the frame. “And it should not be forgotten that the
atmosphere in the frame cannot be created and exists separately from the atmosphere
outside the frame. This is its sequel. At the shooting location, you can't expect anything
from an actor who had a fight with the producer in the morning because they didn't send
him a car or because his hotel room was cold. Even if he succeeds in deceiving the
viewer, you will not be able to deceive your viewer, because all these small things in film
production are unconditionally interconnected states of a process that spills over from
frame to frame." (Mihalkov, 2016:170)

The atmosphere created by the director is what is called the "spirit" or "soul" of the film.
"Atmosphere is not a state, but an action, a process. Try to feel the atmosphere of joy as
action. You will probably notice that there is a gesture of discovery, expansion, opening.
Again you will experience the dark atmosphere as squeezing, closing, discomfort. It is the
will of the atmosphere that motivates your will to act, to play.” (Chekhov, 2010: 40)
Creating an atmosphere is often associated with having fun in the game of what you do.
As the most common children's game. Like making sand towers by the beach. And if we
"play" while making a film, there is indeed a possibility that the film will have its own
soul or atmosphere that makes it different from the rest. "l believe that every shot in the

film corresponds to the director's attitude towards the things he is shooting. After all, in
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each frame you can see what is in front of the camera, but also what is behind it. For me,
the camera is a device that works both ways. It shows the objects but also the subjects.
That's why every shot shows the point of view of the person who shot it.” (Wenders,
2003: 212/ 213)

Creating your own, personal, original way of thinking and expressing yourself through
filmmaking is what makes a director what essentially drives him forward - successful as
different from his close or similar directors in the past, present and future. The creation of
this personal history, the personal state of the director, preserved in his films as original,
is possible only by preserving a special spirit by creating a special atmosphere.

At the end of this chapter we explore and prove that the director's own projection in what
he is doing is the essential part of the final view of a film. The way in which the director
conveys to others his belief and conviction in what he is doing, largely creates this so-
called "finishing touch™ of the work. It is touching the spirit, the soul of the director. This
is so in the world of film essentially and because of one very important thing that is
ingrained in the industry from the time when film was an art, a skill and a feat of one man
and possibly a few of his assistants, and that work comes down to human need from

proving, showing, presenting one's own achievements to other people.

The editing and editing of the film as a means of work for the director.

In the film industry, especially in the US, which is still the center of world cinema, there
are controversies, debates and conflicts about the right of the director to have control over
the editing of the film. In general, many directors perceive this as a blow, limitation and
even censorship to the sole author of the film - its director. In the organizational and
administrative stage of film production, the presence and participation of the director is
necessary in all segments. From writing the script, developing it, selecting and working
with actors and other artists and performers, production design and the overall visual and
technical preparation and execution of the production, to all other artistic and
technological endeavors and content of the future film, the director is involved and his
opinion about the way in which all these activities are carried out is decisive and taken as
a certain kind of unit of measurement that determines everything. In production -

shooting the film in a studio or on a set, it is impossible to do anything without the
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presence of the director. At this stage, he is the only person who has the power to say
"action” and "stop”. The director is the one who transforms his education, acquired life
knowledge, skills and qualifications in many artistic and technical spheres and especially
his own human and spiritual states into concrete content that is present in every frame
and in every part of the film through a story, characters, vision and general atmosphere
preserved as canned time in feature film form. Here ends a very important part, which
essentially can be supplemented, corrected, improved and even changed not only in its
plot, but in certain cases also in the initially given conceptual context by applying
creative narrative, structural and technological solutions in the last phase of film
production - the editing of the film. “They criticize me for making films only for my own
pleasure. This is a valid criticism because it is true. It's the only way I can work. If you're
making movies to please everyone, then you're not making them for anyone. "I think you
should satisfy yourself first." (Fellini, 1997: 94/95)

This is a common way of thinking and working of many directors who have established
the status of recognized authors, film artists, film masters. And they all have the right to
participate in the editing process or they themselves are the editors of their films. But this
is the greatest fear of the producers, that is, the studios that finance the production of
films. Experienced producers and directors know that if there is no self-love, selfishness,
need for self-expression, there will be no urge, hunger for work, without which art is not
created, but simply the production of objects. Although the film is a product for the
market, it is still primarily sold to satisfy the emotional needs of the viewer-consumer
through the personal spirit that the director and his collaborators bring to this product.
How do we master this primal artistic impulse of the director who, as an artist, will
always, always strive to be different from others or his ilk?

The studio and distributors are looking for the same or roughly the same films that are
intended for specific target groups with a certain education, intelligence, emotional
structure and finally with a certain taste and in many cases with a strictly superficial need
for art that satisfies a low level of human passions. We may not think the way Federico
Fellini thinks, but the fact remains that the ultimate goal of Hollywood and the film
industry is to please everyone. This is the ideal of every investor: to please everyone,

everywhere, at all times, on all continents, for all races, religions, nations and groups, the
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rich, the middle rich, the middle poor and the poor. This is the logic of the business called
film. "There seems to be a widespread belief among the people who run the studios that if
a film doesn't promise to be a hit (but it's best if it can be a total hit) then it's better not to
start shooting at all . And that is the danger. It does not come from the people who make
the films - from the producers, directors or authors, but from those who control the
money. They say they want their money back tenfold. They say: | have no desire to watch
a movie about your personal life, about your grandparents, about what it was like to grow
up in an American school, which means masturbating for the first time at the age of 13 or
something, you know what I mean? | want a movie that everyone will love! In other
words: Hollywood wants to get the perfect movie—one that has something for everyone.
And that, of course, is not possible.” (Wenders, Spielberg, 2003: 78)

For these reasons, businessmen, producers create a system of industrial production by
which they will control the volume, the degree, the level, the presence, roughly speaking,
the "percentage of art” in the future film, which will determine the exact "art needs" of
most people on the planet consumers of the film. “Steven Spielberg is a lucky man
because so many people around the world like what he wants. He is successful, he is
honest. An artist must decide to do what he wants, with his own style, without
compromise. Those who want to please only one cannot be called artists.” (Fellini, 1997:
95)

In chapter four, isn't it a question of whether the director has the right to the final cut or
not? The studies are aimed at confirming the concept of Montage and the Montage from a
technical person to an individual author or co-author of a separate work of one person?
How is this possible? Does such a thing exist in the film experience and especially in the
film industry where the titular owner of the product is the producer or company, even
companies?

The shortest way to explain what film actually is is that film is something that is in
constant transformation. The film is a continuous transfer of things from one reality to
another. From one opportunity to another. Basically from one state to another. Apart from
rational, emotional and transcendental art, film can also be called transit art. The art of
constantly moving from one to another. It's really a huge effort, applying a lot of

knowledge, skills and abilities of hundreds and hundreds of people, to move someone's
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story from that person's head to a real movie that's shown in theaters. This transition
starts with the script and ends with the editing. And when the final version of the film is
finally accepted, not only does the script cease to exist, but the editing also ceases to
exist. And here we come to the main understanding of our study, which is essentially a
clash of two completely different views of what a film is and what the director's means of
work in the art of film are.

* The first view is that the editing is a full and inalienable right of the director and it is his
decision where the previous frame will be cut and where it will be pasted for the next
one.

» The second understanding is that editing is a separate profession that belongs to a
separate process of filmmaking, on which the director should not influence and has no
right to decide the way, form and style of editing the film.

In America, especially in Hollywood, studio owners and producers very quickly
discovered the possibility of editing as a means of controlling the authorship and artistic
affinities of directors, and used editing to form a pattern that would unify films as the
same or roughly the same. Thus, the editing of the film becomes the right of the studio to
edit, arrange and edit the already recorded material at the request of the producer or a
person authorized by him. At this point, editing becomes a separate profession and the
editor gets his own office and editing studio immediately after the producer's office.
Thus, the directors in America lose the so-called "final cut”, that is, they do not have the
right to attend the editing process of the film for which they wrote the script, prepared it,
shot it and will eventually sign it as authors. “The other function I take on almost entirely
is editing. | consider myself the editor of my films and | work with the person assigned to
that position. If he has something to offer and his idea is likable, I accept it without
hesitation, but in most cases | consider editing my responsibility, just like

cinematography.” (Spielberg, 2005:84)

What is it that makes editing a supplement or something separate from what has already
been done in the other two phases, the preparation and production of the film?
Mounting can change a lot and these are basically two radical changes.

* Changes, basically shortens the length ie. the length of the movie.

30



* The structure of the narration changes, i.e. the way the film will be told in its final
version.

In the first case, it is usually about interventions made by the producers as owners of the
film as a commercial product or by the author himself, usually at the behest of the owner-
producer. In the latter case, the changes are made by the director voluntarily or in
cooperation with the producer, in order to improve or change the structure of the film in
order to achieve higher copyrights - artistic ideas and/or greater commercial success. In
both cases there are radical undertakings that have consequences for the work, the author
and the owner.

Orson Welles made "Citizen Kane" in 1941, which would later be one of the ten greatest
films of all time, and in many such lists it still tops the world of filmmaking. The
following year, 1942, the director made his second film, The Magic Ambersons, a saga
about one of the most famous and controversial families in America. The narrative and
vision of the film, according to many film theorists, surpassed the author's debut and was
expected to be a work that would raise Orson Welles to heights that no one had reached
in twenty-five years, such as the prodigy of the American film has at this moment . Here
begins his steep descent to the bottom from which he will never rise. The first version of
"The Magic Ambersons" from the editing of the film, proposed by the author, was 144
minutes, which by then industry standards was a state "out of mind"! Such a film length
was contrary to the system of distribution in cinemas in America where there is
programming according to which the film shown changes every two hours with a
mandatory half hour free space for technical changes and preparation for the next
screening, then time to clean up the theater of the food consumed at the previous
screening, to sell tickets for the new screening, and time for subsequent users to purchase
food and beverages before entering the screening of another movie. A system that is still
the principle of operation of all "cineplexes” around the world.

The format, i.e. the 90-minute duration was a prerequisite for successful distribution of
the film and thus making sales and profit, which is the only thing producers and
distributors usually care about. The studio reacted sharply and the producers asked Orson
Welles to make an additional and adequate version of the film. The director Welles in

collaboration with the editor Robert Weiss made a new, shorter version of 131 minutes in
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length, which the studio judged to be an uncooperative and even provocative act, so they
decided to take radical steps, i.e. the studio to hire an editor to make a version of the film
of a length acceptable to industry standards. In the end, The Magic Ambersons appeared
in theaters as a final version with a duration of 88 minutes. Director Orson Welles saw
the studio's decision as censorship and a blow to him as an author, and entered into major
conflicts and misunderstandings with the "Hollywood system™ that would follow him for
the rest of his life, unfortunately fatal to him as an author. However, Orson Welles
remains one of the greatest mmena B cBeTa B Taka HapeYCHUS ABTOPCKU (DHIIM.

(https://www.vanityfair.com/hollywood/2010/04/magnificent-obsession-200201)

Here is an example of a re-editing of a film with the consent of the director. It is about the
movie "Imposter" by Federico Fellini. It is important to keep in mind that in the case of
Fellini's film, he had the right to edit the film himself and decide on the final version in a
contract with producer Goffredo Lombardo and the Titanus company. However, the
director agreed to make a shorter version of the original, which was 150 minutes, hoping
that, at the suggestion of the producer, the film would be shown at the most important for
any director - the Venice Film Festival. With all this, we must also know that at this
moment Federico Fellini is already an established director not only in Italian and
European cinematography, but also a world name in film art. "Imposter” is his sixth
feature film and comes right after the colossal success of his previous film "The Road".
“Something worse happened after the film was ignored in Venice - | was forced to cut it
to 112 minutes, then to 104, and finally even more because of the late screening in
America. They showed it there only after the success of Nights of Cabiria, Sweet Life
and 8 '4. Cutting "Imposter" was a tragic survival for me and definitely detrimental to the
film. In the original version, Imposter was my movie, the movie | was going to make.
After being forced to cut it short, I didn't know what to reject. At another time | may have
cut some other footage. But whatever | cut, | regretted. | had secured the right to a final
version, but that was irrelevant. Orson Welles later told me how he felt about it and what
they did with The Magic Ambersons. It was sad. | thought it was a wonderful movie, |
didn't know what they did with it. It's hard to imagine what his film would look like if we

could see it as he wanted it to be.” (Fellini, 1997: 120)
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It would be wrong if we accept editing as a kind of Guillotine in the hands of the
producers - businessmen, with which they cut off the heads of the directors - artists.
Although in a sense this metaphor can be understood as true in the world of the film
industry. In the case of Orson Welles, but also with many other directors, producers did
use editing and still use it as a means of combating the artistic in the world of film.
Editing is not and should not be understood solely as the process of reducing the length or
removing certain scenes or episodes from a film to make it shorter or more marketable.
"For him, the film is being made at this stage. Photographs are a kind of building block of
the film, its foundation. But editing allows him to give life and shape to the film, to
model the acting, to discover some camera movements: to experiment with brand new
styles, and the tension is lower than on a set, when the clock is ticking and thousands of
dollars are being spent , shooting every day, the tension is terrible, the light of day is
diminishing, an actor gets sick, the headlight bounces... it's a lot of stress for the director.
During editing, he can be calm and concentrate on the film.” (Scorsese, Schoonmaker,
2003: 131/132)

Editing is the most creative part of filmmaking, and for many filmmakers, the only thing
that can be called artistic is the process of editing the film. According to many, the art of
film is the art of editing. Here is another example, different from the above two, of what a
film montage is. It is about the editing process of the film "Mirror" directed by Andrei
Tarkovsky. After the shooting, Tarkovsky could not “compose” the film for a long time.
The different places and times of action, which pass from one scene to another in the
script in a temporal sequence without obstacles and without disruption of the reader's
identification with the characters and their behavior are contradictory in the recorded
material and do not represent a unity which is one of the conditions according to Aristotle
one work to be called whole and complete. "The director, for his part, deals thoroughly
and comprehensively with those aspects of reality that interest him. Concepts appeared:
loyal viewers and favorite directors, so nowadays a director should not rely on total
success with all viewers in a row and orient himself against it, unless of course he is
interested in making the film an entertainment for millions, but in a work of art”.

(Tarkovsky, 2017:100)
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Tarkovsky considered the film to be the art of a man who, in everything he does, must
include his spiritual state as an artist, so he was really under a lot of pressure to make
"Mirror" a successful film. And just at such a moment, when he was almost in a creative
crisis and did not know how to edit the film, he met his classmate, collaborator, colleague
and friend Andrei Konchalovsky, who told what happened with the editing of the film
"Mirror". "We met in the editing room - after "Uncle Vanya" (film by Andrey
Konchalovsky, my note) he liked it very much and could not forgive me. (He also really
liked Asya Kalchina.) “You know, he told me, I made the film, but he doesn't want to put
it together. - | told you three years ago that it wouldn't come together. - How not!? You
know what I'm going to do? | will take it and mix everything so that nothing is
understood! ” - And he laughed like a child (I remember his smile very well). "I will put
the end in the beginning and the middle in the end.” And he began to arrange the episodes
of "Mirror" on a piece of paper, to regroup it into an absolute collage. He succeeded. He
broke the story and nobody understood anything. But there was a feeling that there was
something very important — the bricks were gold.” (Konchalovski, 2004: 147)

Anyone who has seen or will see Andrei Tarkovsky's film "Mirror", which is considered
one of the masterpieces of world cinema in all aspects of the film, including the editing,
after what Andrei Konchalovsky says may have a completely different understanding of
what is montage and what is its essence. But this example is not unique, on the contrary,
moving, redistributing, mixing or discarding certain already recorded episodes is the most
common editing tool, almost the main tool. The first thing that is done when the film
"doesn't want to be put together”, as Andrei Tarkovsky defined his problem of the film, is
exactly a new editing of the plot. How and why does it happen to break a logical and
natural flow connected according to a script incompatible later, when the film should be
made? This is one of the phenomena of film art. The search for answers to why and how
ultimately turns the film not only into a marketable commodity, but also into a work of
art. For this and many other similar reasons, editing is considered one of the three
primary tools at work for the director in the film experience.

In the industry, but also in the educational nomenclature, in the former Soviet Union and
from there in the countries of the former Eastern Bloc, the editor is called an editing

director, and editing is called editing directing. Quite logically, the two seemingly
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different and opposite positions are merged into one. In the world of film, this symbiosis
between these two positions gives the film its final character.
The editing chapter explores and analyzes the many different types, styles, patterns, and
narrative structures created during film editing. We prove that editing is a continuation of
everything done before and that editing can largely change the film and make it different
from how even the director himself imagined it from the beginning of the whole process.
But in the end we come to the conclusion that this does not make the film better or worse,
but only makes it different.
There are films that can be said to be edited as we are used to the authors editing their
previous films. There are many directors who have built their own personal and original
film language, which is expressed through editing. We can all determine how and with
what editing the films of Andrei Tarkovsky, Lars von Trier or Alejandro Inarritu were
edited. Editing according to the author's style is usually determined by the themes and the
way the director tells the stories. And the editing itself is largely subordinated to the
author's style. In the beginning, this style was created not only by the content of the films,
which makes the author special, but also by the special way of monitoring this content, so
it is extremely difficult to separate the editing from the author of the films. That is why |
define it as a special kind of montage that cannot be applied in the same way to any other
film not shot by the same author. There are many attempts to imitate some montage, but
it will always be an imitation. This once again confirms that the editing of the film begins
at the moment when the idea for this film is born. Starting the editing of the film at all the
later stages only makes difficult or impossible the real, unique editing as a continuation
of the direction of the film and its complete overflow in the direction of what editing
really is - something that does not exist. The ultimate goal of any director who perceives
film more as art versus industry is to create his own, original and unique montage that
will allow him to be recognized as different from others.
e | also give certain editing axioms that can further explain the concept and problem of
editing in film production.
e « Faster or slower tempo and rhythm within the frame in the editing process cannot be

produced by shortening or by extending. The pace and rhythm of the film is set in the
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script and dictated during shooting. In the editing process, the tempo and rhythm can
only be fixed.

e -+ Montage of the time before and after the kata shortens the actual time that is part of
the actor's performance.

e -+ By cutting the passive action before and after the active action, the pace can be
quickened and the rhythm changed, but the narrative or structure of the film cannot be
changed.

e + The narrative and structure of the film can be altered by reversing or discarding
certain scenes or episodes from the film.

e -« Ifthe film is a fable and the narrative consists of one story, in that film changing the
structure will not change its narrative.

e -« Editing is mostly a continuation or completion of acting.

e < Acting largely dictates, determines the place of the break.

e + Acting largely determines the pace and rhythm of the film in the editing process.

» While watching the film, the last and best editing is done by the audience.

The audience as a tool for the director's work.

How can we understand the audience as a means to anything, if it is not a manipulation of

it, or in the last case of ourselves, if the assurances already exist that we can use the

audience as something to be deliberately influenced? Is it entirely possible to act on the
audience without an end goal to please them or flatter them by telling them what they
want to hear? No. Yes. | do not know. The audience as a means of working in the
director's art is a legitimate means only if it is not manipulative. These studies refer to
those actions that the director makes on himself with the audience in mind. Working with
the audience as a tool is only possible if the director has in mind the idea that he should
not do to the audience what he does not want them to do to him, or at least to his films. In

the last case, both.
“Those who helped paint Rembrandt and music Mozart were princes and kings. It is the

audience that helped create the film and the cinematography.” (Godard, Wenders, 2003:
70)
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When the first directors discovered the possibility of film as a means of artistic
expression and saw themselves as creators in the art of film, and the first producers
recognized film as a product to be sold on the market and themselves as merchants
earning capital, a battle began that continues with undiminished intensity until today. It is
an antagonism between directors as artists and producers as businessmen. "Film has two
aspects - industry and art. The two cannot be separated from each other. To reach the
masses, one must understand who they are and what they want. The industry needs to
focus on this as well, but keep in mind that requirements and expectations are constantly
changing. The task of film art is to follow socio-political developments and the ever-
changing consciousness of the public.” (Wenders, Gunai, 2003:80)

It is very likely that this confrontation between film as art and market product will never
end, and that there will always be two groups that will not agree with each other about
what film really is. We have found many times that as a syncretism that integrates and
subjectivizes everything that stands before his lens, he makes them both works, but also
something completely different. There are directors who in their work have achieved a
balance between film as art and film as commerce. And that's probably the aspiration of,
if not all of the film's auteur-directors, I'd argue the majority of them. As in any other
conflicting dialogue between two sides in search of one truth, in the end it comes to the
fact that the truth is somewhere in the middle. In general, in life and in society, it is
believed that the one who manages to move in the middle of things is in the best position.
It is the same in the world of film, because we have determined that it is a reflection of
life, an imitation of reality. The most successful directors are those who have managed to
realize themselves as artists, but also as marketers of their own art intended for the
public. The best are the ones that sell the best, that is, they have built the best and biggest
audience identification with their works. “The first thing I learned was that the audience
is the key element. | make films through myself that are meant for an audience, not for
myself, not for my friends who understand me. | think I can call myself an entertainment
film director or, to put it mildly, a commercial director. | don't pretend to know when the
public's taste changes (and that happens every two or three years), but | know what I like,
and | hope there are enough people who share my taste. So yes, | use myself. I myself am
an audience.” (Spielberg, 2005: 84)
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This is how Steven Spielberg thinks and speaks on behalf of the audience, the director
who can be talked about as one of those great movie artists, but also as a great
businessman who is in the middle of the state of affairs. Steven Spielberg along with
Martin Scorsese, Francis Ford Coppola, Clint Eastwood, Ridley Scott, James Cameron
and others have discovered and learned the secret of being an artist and a salesman at the
same time. They are movie wizards who have understood and worked hard for their
audience, for whom they will do everything they know and can, without an ounce of lies,
with a lot of effort and self-denial, to create the best movie, better than the last one with
the ultimate goal is to create an identification with her audience. And of course, the
audience realizes this and creates an identification that sometimes turns into an obsessive
worship of some directors, almost like some gods of the art of cinema. These are the
masters of multiplexes and box offices. But they are not the only ones who have reached
their audience. The path to it is not unique and certainly not simple and easy. There is no
formula for how to reach an audience. But there is a way to get to yourself, to what
Steven Spielberg calls, less tyrannical, almost like some Louis or Bonaparte - "The
audience, that's me"!

This path of identification leads through the inner world, through the director's own
understanding of what he really does, with what he believes he does it, and then how to
find a way to share this inner world, this personal story, to what is called an audience .
The process is reversed. Like everything else in the film, what can be experienced as real
art that is recognizable and has a unique trajectory of movement from the inside - out, not
the other way around. The real art of film is like sharing your own inner emotional
experiences with people who are close or similar to you, not your interpretation of the
inner emotional experiences of those people - with the ultimate goal of identifying with
them. They must identify with you if you want that identification to be true and
ultimately lead to catharsis, to self-purification. "The artist has no right to an idea in
which he does not participate personally and emotionally in a social sense and the
realization of which may lead to the separation of his professional determination from all
other spheres of his life." (Tarkovsky, 2017: 218)
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The fifth chapter of the research leads to the conclusions that in the end it is the audience
that determines which film and which author they will love and will define him as a
master of cinema. No one can interfere here. There is one and only sovereign here - the
viewer. We analyze many aspects that make the audience consume or not consume a
film. But we also do research on different types of audiences which leads to the
production of different films destined for different audiences.

Which film was last year's Oscar winner for directing?

Which film took the statuette for the best?

Which film won best screenplay?

You'll hardly remember at this point. Why? The audience is essentially what is called
memory. Only those films that will be remembered by the audience in the form of a
memory of time can be called film art. After all, time is the only factor in validating a
successful work of art, and that validation is not created when the script is written, when
the film is prepared and shot, or when it is edited. Not on the day of the premiere or the
moment the viewer watches it in the cinema or on television. Identification with a
particular film, even according to the only imprecise but most used category in the art
world - "whether you like something or not" is created and determined long after seeing a
film. Many factors influence this communication through the phenomenon of viewer
identification, the self-recognition of the audience with what they see. “The film was very
well received at the premiere. But prime ministers are not indicators. It only matters if the

general public is interested in the film.” (Chaplin, 1968: 409)

Finally, we find that the final cut of the editing makes this very audience, with its ideas
that something in this film could be done differently, that is, it participates in the making
of the film by discovering its possibilities, what would she do if she could do the movie.
All together lead to catharsis and physical and emotional purification, which is the first
and ultimate goal of the film as a work of art and of the director as an artist. The film that
causes pain and relief after the projection is a film that will remain in the memory of the
audience, and thus will be transferred to the world of those values of the film that can be
called art and memory. "The audience plays an important role in interpreting what they

see and hear. She sees with her eyes and listens with her ears. | don't have to tell her what
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to think or meticulously restrict her. What people claim to see in my films usually
surprises me. The creator's role is to open the world to his audience, not to close it.”
(Fellini, 1997:205)

A number of themes and sub-sections explore and analyze different types of audience
identification. The target groups, their needs from the film as art but also as a product for
the market. But also for the general and most common identification of films with their
authors - the film directors.

In the world of feature cinema, the director cannot be separated from his works. They are
inextricably linked. Therefore, the director's communication with the audience and
identification with the audience is dichotomous, that is, both with the director's
personality and his social behavior, but also with his works, which are a consequence of
his personality and his behavior. There are many examples of directors who for one
reason or another wanted to highlight their work, but in most cases it was without
success. The director shares the fate of his works, and the works share his fate, living in
mutual love and mutual hatred - at the same time. The directors also live with the fact that
the audience that will identify with him does not know, experience, reinterpret and
objectify his films as he expected from the moment of the birth of the idea for the film
until its screening. "As | have already written, art primarily affects the emotions of a
person, not his reason. It seeks to soften it, to shake the human soul and prepare it for the
reception of the Good. After all, when you watch a good movie, picture, listen to music,
the idea, the meaning is not what disarms and enchants from the beginning, unless it is
your art. Moreover, the idea of the great work is hypocritical, ambiguous (as Thomas
Mann would say) multidimensional and indeterminate like life itself. That is why the
author cannot count on everyone to experience his work in the same way and in the way
that he himself experiences it". (Tarkovsky, 2017:192)

The director is in constant cyclical motion through his animated life and through the
fictional life of his films. Directors-authors create an identification with society through
events that define common life as such, and very often this is an initiation into the themes
and content of their films. Directors share others or create their own causes that are
related to the majority of causes, attitudes and conditions of the society in which they

live. Directors in their films characterize certain public figures who have a social
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presence or events and phenomena that these people as individuals or groups create in
society. Too often, artists take the opposite side to be interpreters of this reality. "It seems
to me that every creator subconsciously dreams of creating a viewer according to his
performance and expectations. A meaningless and vain desire, because the creation of
man is not human, but the work of God. But in spite of everything, in order not to lose his
sincerity and pride, the creator must close his eyes and ignore the fact of this
helplessness.” (Konchalovski, 2004:381)

Techniques for personal promotion and establishing communication with the
audience.

In the sixth chapter, we analyze techniques of communication with the audience and their
identification with the director and his works through forms of joint communication
through a group, organization or association. But how can the director himself establish
communication with the audience? This is the hard way. And this path first leads through
establishing communication with the public, with society as a whole, i.e. by creating a
personal presence of the director and his works in the focus of interest of that part of
society that follows or consumes information related to the entertainment industry, the
world of art or that social phenomenon that in Europe is called culture. How do we get to
the point where the audience identifies someone or a work? Here we need to define two
fundamentally related, but at the same time completely different things. How do we
separate the director from his film? Is such an undertaking possible? “Although The
Great Dictator was a great success and very popular with the American public, it
undoubtedly created an insidious animosity towards me. | felt it for the first time after |
returned to Beverly Hills and found the press—an eerie group of about twenty people
sitting on the glass porch and silent.” (Chaplin, 1968: 501)

In the world of feature cinema, the director cannot be separated from his works. They are
inextricably linked. Therefore, the director's communication with the audience and
identification with the audience is dichotomous, that is, both with the director's
personality and his social behavior, but also with his works, which are a consequence of

his personality and his behavior. There are many examples of directors who for one
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reason or another wanted to highlight their work, but in most cases it was without
success. The director shares the fate of his works, and the works share his fate, living in
mutual love and mutual hatred - at the same time. The directors also live with the fact that
the audience that will identify with him does not know, experience, reinterpret and
objectify his films as he expected from the moment of the birth of the idea for the film
until its screening. "As | have already written, art primarily affects the emotions of a
person, not his reason. It seeks to soften it, to shake the human soul and prepare it for the
reception of the Good. After all, when you watch a good movie, picture, listen to music,
the idea, the meaning is not what disarms and enchants from the beginning, unless it is
your art. Moreover, the idea of the great work is hypocritical, ambiguous (as Thomas
Mann would say) multidimensional and indeterminate like life itself. That is why the
author cannot count on everyone to experience his work in the same way and in the way
that he himself experiences it". (Tarkovsky, 2017:192)

The director is in constant cyclical motion through his animated life and through the
fictional life of his films. Directors-authors create an identification with society through
events that define common life as such, and very often this is an initiation into the themes
and content of their films. Directors share others or create their own causes that are
related to the majority of causes, attitudes and conditions of the society in which they
live. Directors in their films characterize certain public figures who have a social
presence or events and phenomena that these people as individuals or groups create in
society. Too often, artists take the opposite side to be interpreters of this reality. "It seems
to me that every creator subconsciously dreams of creating a viewer according to his
performance and expectations. A meaningless and vain desire, because the creation of
man is not human, but the work of God. But in spite of everything, in order not to lose his
sincerity and pride, the creator must close his eyes and ignore the fact of this
helplessness.” (Konchalovski, 2004:381)

Filmmakers establish communication with the audience in the way they communicate not
only about issues related to film, art or culture, but also about events and people that are

present or part of the memory of the past, thus influencing the present. In principle, there
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is no case of a director-author who has remained uninterested in living life and the
possibility of engaging in this living reality through a direct or metaphorical account of it.
The courage to be part of the art of living life essentially makes them what they are -
unlike those filmmakers - conformists who have no intention or creative need for an
artistic commentary on time past, present and future. This creative urge to be an
interpreter of reality with the instrument of lies called film and to take sides, to share an
idea with one social group or another, can turn the director into an artist and his works
into art. The need to preserve the spirit of the times in film art is what distinguishes the
ordinary from the director-author. Art is always a spiritual state.

Here we do research and analysis of the identification with the director, which can also be
a certain type of manipulation with the audience and the general public.

There is no possibility of being a director and living outside the realities of life, even for a
period of time that can be called long. In fact, the moment the director becomes a creator,
the audience begins to connect with him and communication is established. At this point,
the functional, practical use of the audience as a tool for work in the art of directing
begins. “So in a way I don't care about the future success of the film because the work is
already done and | can't change anything. | also don't believe directors who say they don't
care about the audience. Every artist, dare | say it, thinks deeply about the viewer's
encounter with his work, thinks, hopes and believes that his work will be a part of time
and as such necessary for the viewer, that he will touch the most hidden secrets of his
soul. There is no absurdity in the fact that I, on the one hand, do nothing special to please
the viewer, and on the other hand, I hope with a trembling heart that the viewer will
accept and love my film. The ambiguity of this statement shows, in my opinion, the
essence of the problem in the relationship between the artist and the audience. A
relationship that is deeply dramatic.” (Tarkovsky, 2017: 196)

We get down to the nitty-gritty of the director's communication with the audience, and
this is the answer to the question, is this relationship manipulative? Basically making a
movie is a manipulation, there is nothing true in this whole grueling process. It is a great
and difficult battle with the centrifugal forces of reality as it is, as opposed to the lie about

reality that the filmmaker makes to make it all true or ultimately a new reality. Is this
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communication with the audience something that can be called a constant lie in trying to
be a part of someone's life, or to initiate someone’s life or the lifestyle of another person,
through the director's life or through the content or characters of his films? Yes. The
ultimate goal of this communication is for the director to increase the number of
individual viewers in the form of an audience that will identify as having the same or
approximately the same views on events of reality or fiction with the director's views as a
demiurge, creator of truth, or teller of fiction. or real stories in the form of movie reality.
We cannot help but face the fact that communication and identification as a tool for the
director's work in the art of directing is only possible if the director is aware of the
complexity of the entity consisting of hundreds, thousands, millions of different people of
different origins, upbringing, education and after all, different needs and expectations
from filmmaking. But the most important thing to know is that this communication, this
identification of the audience with the director, is not created easily and painlessly. “The
crowd is impulsive, fickle and irritating. It is governed almost exclusively by the
unconscious. The impulses to which the crowd obeys may be noble or cruel, heroic or
cowardly, but in each case they possess a commanding power which cannot express any
self-interest, not even self-preservation. The crowd does nothing with thinking. Even
when she wants something passionately, it never lasts long because she is incapable of
being persistent. She tolerates no delay in getting what she wants. It has a sense of
omnipotence: the idea of the impossible disappears for the individual in the crowd.”
(Freud, 2019:154)

In this sense, the audience as an instrument for the director's work can be called working
with the impossible, with something that, at the beginning and at the end of everything, is
the only thing that the director cannot control, because he does not create it. Audiences in
the world of film are a given that can be augmented, nurtured, directed and even in some
ways modeled and especially manipulated. But it cannot be managed. It is the audience
that, in its own special and possible way, establishes its authority over the director and his
works. This is the end of the journey called film - giving oneself and one's works into the
possession of the audience, into its absolute ownership of everything that the director will
create in his life, completely melting into the memory of the audience as a state that

exists only as history , which is constantly and constantly questioned - is it true? Or
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maybe not? Depends on the viewpoint. The film and the world of art are only the point of
view of the individual at the moment as he sees what is called a work of art. It's all just
perspective. And nothing less than that. The film begins and ends at the moment the
director defines it, captures it, and remains at his point of view. That's my point of view.

Conclusion

The problems of the director and directing in the art and film industry, with a separate
development of the reasons that lead to the creation of these problems in the process of
film production, in this dissertation are discovered and defined as existing notions and are
divided into two separate groups. The first group are the tools for the director's work and
their application as a generator of conflicts and problems, and the second group are the
tools for the director's work, which, when used incorrectly, lead to bad results, often to
obstacles, delays, and sometimes even a complete collapse of the film. production. Film
is not only art, but also a product for the market. Film is an industry that includes many
other economic, craft, but also very special individual practices and artificial activities.
But what makes this industry special is its almost one hundred percent dependence on the
human factor, that is, the impossibility of producing a film with technology alone, in
every single and smallest segment, even in the most peripheral sector of the industry,
without a person involved as a technical or creative performer. And what makes this
industry even more complex is that from the first venture to the last, the end result of this
product is decided by one person who is involved in everything, and that is the director as
author, unique and integral creator and producer. My research and analysis of the causes
of conflicts and problems, and in many cases huge organizational and financial losses, led
to the director, who, with his behavior and the way he organizes, manages and practices
his central position, creates conflicts in the internal structure of the film industry.
production, but also a conflict with the external, mainly financial nomenclature that pays
for the final product - the film that the director must produce for a certain time, for certain
means and ultimately with a certain quality. What | found during my research, in the
period of creating this thesis by studying, analyzing and synthesizing other findings or

practical findings about certain segments of the whole process, through the personal
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experience of other directors, producers, actors and performers in the field of the arts and
the film industry, led to the need to establish a principle of comparative analysis of close
or related professions or positions.

It is a fact that in the art and industry of the film, the greatest researches are in the art of
acting, as well as analysis and study of the generators that create conflicts in the practical
application of acting as a profession that is part of the art and film industry. My research
has shown that other professions and jobs have not been scientifically researched to the
point of serving the principle of comparative analysis. Thus | was forced, in order to
define the problems of the director and directing in relation to the application of tools and
means of work, to study and analyze other related and close professions and positions in
film art and film production, which are in close creative and practical dependence on the
director and the direction. In this dissertation, they are fragmented and set with the
ultimate goal of identifying the problems of directing and the director in relation to his
profession and position. What can be defined as the final result of this dissertation is the
proof of the thesis that the director and his competences, qualifications, knowledge and
skills in using the tools and means of work are the causes that generate all the other
problems in the production process on film. This dissertation proves the thesis that only
the director who participates and makes decisions about the final product, in all stages of
the film production, from the idea to the distribution, as a creator but also as a producer,
i.e. owner of part of the value or of the entire product, can create a lasting work of art and
a product for the market with a certain financial value. This dissertation proves the thesis
that the adequate and functional application of the tools and means of the director's work
in the art and film industry is the only path that leads to the human, spiritual and
professional success of the director.

In the art of film problems with this thesis, during its creation, | discovered and defined
several completely new and previously unexplored problems in art and the film industry.
| recognized, defined and separated as a separate segment of the internal structural
creation of the film, the phenomenon of mise-en-scéne as separate from mise-en-scéne. |
defined and defined the mise-en-scene as a different process from the mise-en-scéne and
identified all the forms of mise-en-scéne and the ways of its application as the

dramaturgy of the film, that is, as a separate means of work in the directing art. Also with
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this thesis, the phenomenon of kinogeny was separated from the phenomenon of
photogeny as the main factor of the viewer's identification with the film through
identification with the subject, i.e. with the human actor, as the basic cell of film art. With
this dissertation, cinematography is defined not only as a phenomenon of the special
presence of the human face in the frame, but also of the special presence of a person in
terms of his complete physical presence, but also in terms of his spiritual presence. This
dissertation has made a clear segmentation and definition of directors as performers of a
certain film work, of directors as artists and authors who initiate and create a certain work
of art, but we have also established the special place of the director as a complete author,
but also as a manager who manages the business venture, i.e. the economic activity or
business called the film industry. As a separate part and a separate thesis, this dissertation
proved that the final stage in which the director participates is not the production process,
nor the struggle to participate in the post-production process by achieving the director's
right to participate in the film editing process, but as the final goal, that is, as a means of
work, | defined and proved the process of popularization and distribution, defining the
director and his personality as an integral part of the spiritual and material content of the
product called film. I believe that this dissertation will lead to further research in the areas
| have listed because in Macedonia and the Balkans these are areas in the art and film
industry that are least or not at all researched. This dissertation is a synthesized work that
covers all the phenomena that define directing and the director as a demiurge that leads to

the creation of a film work with a clearly defined artistic and market value.

Contributions

1. The present dissertation will contribute to the expansion and complement of research
related to the problem of directing in organized production in the film and television
industry, and to the creation of a separate branch of research in film art that deals with the
director as author and producer.

2. This dissertation will contribute to the development and improvement of organized
film and television production through improvements and adaptations in the internal

organization and structure of film and television productions.
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3. This dissertation will contribute to promoting the personal development of directors by
detecting and correcting anomalies in their actions in the process of management and
management at all stages of production in the art and film industry.

4. The dissertation will contribute to the promotion of new research and dissertations
related to other professions and positions in screen art and organized film and television
production, especially the professional practice of the position of producer, which in
Macedonia and the Balkans together with the director are two persons of the same coin.

5. This dissertation will contribute to the process of demystifying the profession of
director and permanent and irreversible definition of directing as an inseparable
symbiosis between artistic creativity and the system of organized production as a
categorical pragma, with the ultimate goal of creating an original, unique and functional
product for the art market and for the market of industrial products.
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