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bmagogm boodsndy

boggobdem bodyggdo: pasbmenmgoa®o Jocfagado mgsp®do, goot memo dgondo, bt mengdols AGHsbb gem®dsgos

3060093003 bbgaslbgy bobgmmabgdm ©etado 3GoBalnmo dgbhomeo godmofzos, dgbodsdobom, bymmabgdals
378039038 ¢, 396dmE, mgontnl dmmasfggeds 0gtdbgl bododmhmgds, Gm3, dgbodmms, gedfyostoygm Jog-
Fo6o bgmmzebly o doygncgdgml Bmdob. bedmgspmgdol gbogmmmgondo s Jamdatagmo gebFymdobs oo
Bogotrmgdol gssbbgdol mgsmbsBmobom, sypomgdgmo asbos m3z0bgdMngo bmagsgogdols 89dndsggds. dogbgdes
sbomo ggm®dgoobs o bghbgdol, mgoh®ol dmwogogatgds oy Hsbbam®dotmgds gdbddgdsgmn®o dgdomwooal
30dm§393900bs0d0. 8939, 0Ll Jombgzs, GddEbs MERLIIO 0gm Hygbmamagngdal 8gbgg®d mgoHGmeb,
60909680 3o386r0MES dMEMMmE0bo 3bmzgmaygmagmo msbsddhmdmmdnby ©s 6 dggagd0 gedmolggms be-
dmgmme. 53 bo3ombgdBg 30be706gd GIb03dg d3hmydhol dsgsmomBy, 396rdm, begstrmggmmdo gedsbmym
mbmsob mgopGOmG 8gbhozemgddy, 30gbgdol mbmonb Jombgsedg o Lbgs. boobhghgbms, 3sbpgdaols dgd-
©a™d, 04gbgdgb o7 96 MgepHGIMYM bgmmzbgdol Fecrdmdswaggbmagdn 360Bobymo 3géhomeal odymgdom
36bgbogml, 33mmobbdmd gogdm (Hggbmmmangdl?! bmdomos, Hm3 ggbdtgdegmn®n gomatgds oy Bmgswsw,
360800, dngmgbsms gsbgomatgdal Bobsgsbo mmgngom, dghFoaw dmdl dthmamgbl.

Bogamgs ®9dsdo, dogomomol dmbobdmdsw dogdstmss dmmmbym mgah®bsg, eEash 3gmbos, ™3 mzgsmdo-
Boggdo o sebsbadbogns dmmmbgm bgmmgsbms doamadgde Fogdm 3gw7dmsb. 3530d6md, boggmolbdms
©d 39008, 3g0dmgds ghma35» 388 dmEymosg dmgosdhmm Jetmgmo Ggsmmdobsmzgol dsmo bmgshmmmo
0009900, G®3Mgdbog 33mg30L Fggasw gedmoygbgogb, mamby Mgzobmbgda, sbgsg bymmabgdol bbgs Fotm-
dm3o0ggbmgdog.

01939, 90bgdmdl astizgnmo dgdrnrggdog mgep™do gogtnmo Hggbmmmagngdol 3odmygbgdsbmeb ©sges-
Botrgdom. dydbmmmaon®o, 3ob@nsgrndo Ggogmmool bobhpgds dmombmal, mameg d7dbmgmgdmagdal, oby
3ogn®dmgdols HBs63sBo6 GromEgbmds, Joldhsdl. gl Lodornmggdo ombmal dsmam bhsbosbhgdl sdstrsd-
Grnm-36mg6edymo goesefyghob gnmbom. sbggg, bobhgdedy dmdndogg Hggdbogmbgdol Fgbsdsdal 23malb. hgdo
Bogmbaghgbgom dmblgbgdog, Bsdhmocngsm, 938 Go3acbom ©o38dndogg - 39bgdonc 30mdkYdsdo Gmagme
3179m ggbo mgad&ds (ggbmmmanné bednsmgdgdl s Gmgm sobobs gogdm dgenddo mgopGemndo bg-
@mm3bgoo.

Bmass, 30080bo, mgmgbsms gsbgomomgdol  GeEash sbesbeb, st oby Jmegnm ©O™Bo, gaomm-

BEmboqyoo, 6md gdbhtgdomydo g0motgds o, 3y 3hmahgbb. 33magzs dbndlb ogefym 83 mgdoo,
30bogobo mmgngom, 3gpTomom do@gdl bmm-  domu®ads 38bwydoy™as, vby sbegmds dmzmgbsd, dgd-
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d6o bodpogos, Mmgs bozstm Loghggdo b3gdhozmol
d5d0 gmgmso dg7dmgogmo gobo. mpdgs, dbgmds
300069003, gbhmo 3bog, bgmmzebgdl godmedydbobs
30Yn6909mmsb Hhmogbhommools bbgs gméds, obo-
30b03 go3m0ygbgl hggbogn®o o3 hadbmmmaonto bs-
Fnoggdgdo ©s Jgdmagmozsdal 3oy mbmsob bdgd-
Hogamgdol hofgcs, mbmsnb abggbogda, mbmsnb do-
9bgdols 3ombgs... 8333860 3OMydhgdo yzgmasdb bmer-
309mEIdMEs. m733s, bodstrmmoasbmdobsmgol b
obog 3mg30m, (M3 sbgmo m®ds Jomae sbomog o
adbamsm - dbgmog 30 0gm M3y sbemals dg4dbs, G-
adb hmgdol dogé gl 0dymgdomo sEsd(HsEes mom-
Jmbs megobmsgao dmbs, 3339060 3gdmddgogdomo
30bEg3hnegaBdab gotgdy, dghog, §Ma39Md© goysd-
690mosE 30. 3bowos, yzgms babgmmgbgom dgwg-
mmds gdbabythgdmes ghm doBsobl - (md mgsdtom:-
60 ofgbgdnmagdgdo gosmhgbomogm 86 dbmmme
93mbm3ognéo mz0mbedhobom, s6vdgn mgsdtomy-
60 237539006 dm@Hogogool doBbomesg, vbn sPgomydg-
@0 0gm 0d gabgool Jgbodhgbgds, ™3 8 (mgsd™do)
Gomog 3b0dzgbgmmasbo bpgds. hggb gognsdhgm, Gma
sbagmo godmf3930L 330mmos8y, dogmosb dmgmg m-
30, 968 dmdbotngm €rgegtrgds, 3 dmydBowgdamm-
003 m830bmoge Foedmdzs €odwgbody 3trmdemgde:
3otggamo - dgbodedobo dydbozol strombgdmds s 3g-
mhy - 36bOMbdEM Zobsmmgds, ganmobbdmd ¢hgd-
berygmmgon®o nbobgdol sbEmEbsb, Hmamey Myzolm-
60b, 0bg Jbsbomdgdol dbérowsb, bmdmgdbsg dbmemme
0953680 3n3emdol godmgomgds 3Jmbos. sgdmh-
bos, ™3 36 36bgdmdl Fgbodsdol dydbogmbms ggm-
®0, 439mog3géo 3s0bg, 30hymeo, bhsgbsgon® ggbm-
396500 MM, 3306 gsgtdgms mbmsnb gmmdsdol
095060b 33mg39, MEa0 vGlydmBl Gogo doBgBgdo,
6873 J3gdmom 30bondcgd. mgaddo bmd gmebomo do-
©god/omgdol gm®dss, gagms gotipmemat geodgbab
- 30090 35©M06d8L, mbsnb 3gbggtgdl, mbmasnb
090(HGsdgdnm 3hmgdhgdl o bbgs - o6 dmogal
gmEbsmo ga39ddo. ob Mbmme, 9368687 Fobdmoagbo-
0 bogobos, gmpbamby s Mgomyml 3gsdmmgdl. bm-
googmnéo Jbgmgdo oggd doygncgdgmmsb dobsbgmgm
9939906 Bodgomyos, bmmm mgoh®gdel wsbytzol
OHMY60m3S 30mdMYddd 8360 bogtmby dyddbs. eng-
3000360 gohbos abgmo 373839 © bgocdmMmpm
30mbggdog, GmImgdog bdoMow azgbdmes bmendy,
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by, 3ogemomoE: ©EasbaMyal o 8t 3obwgdod mg-
shergné bgmmgbgdsl? bmd o6 o363l mgo@H®O
0009bhmdsl? gogmm 3g07ddo bedywsdmo bmd 86
30000833 gdl mgoHe0? mgshtomaé bymmabyds-
8o Impgsfy 3hmagbombomms 2anegol, Mo osbods-
mos v, bfmbgosg o6 gndmose megobo dmag-
boo bgbol dogds, godrnegrds 3ggdbsb (mgspdals
hagbognéo 3gébmbomal, goggtymo Hgdbmemmangdal
bdggooaabpms  Eogbdsdgowe). JIWHIhIW 3o~
dmEEomgosdy ommo F3omds bnmm gogdm dghoo ot-
0ol 9dmEsbol, Gm3 0bwognwgody gebsgomstrmb
Bosbgng, Lsgnmomo dgbsdmgdmmdgdo. mogol Foabdo
30ob boeygdo (Chris Salter, Entangled: Technology
and the Transformation of Performance) §géb - gmggm
O™3do, Hydbmmmgngdol gobzomomgdslmeb ghme,
bgmmgebgdo LFGOReE mPmmogh gdsl sbsgmo gme-
dg00l Jgboddbgmo - go@gm 0bbgemsgns, gogm
30060670900 8 bbgs. 83 3tmegbl meb brgsl gdbdg-
60dgbphgdol dmItsgmgds ©o, Bgbodedobs, v3hmt0
b30al sbgo gombgal: Bgodamgds oy 06 (Hggbmmmao-
83 ®30bgdM0z00 FoMEsgdbsl mgahtn? hgdo sBG0m,
doBgBo 0dobo, ™3 360Bobnm Loggogosdo o6 dmbeos
36rma Lo, 560l obs, 6m3 (Hgdbmmmansl, mamg 0b-
O30, by 86 0ygbgdbgb. gl Badbogl 0dsb, (03
hagdbmmmgns, 93 Bgdmbggzoda, dogomomom - g3ts-
b0 - 38gbdomyds bymmazsbl bbgs aBomog godmbsgml
bomddgamo Logégol semgdobsl s obg 893wga. gb dgd-
mm, dogagmoms, bodngm 0g3g9h3ds (Samuel Beckett),
356 ofgdo LadgmggoBom 3ogbs ,Guad, Gm3gmog
o6 Jgogogh osmmal o 83hmmol dogé dommme
dnd6remdgdn/dndstmymygdgdns domomgdgmo. boms-
30603m (Hgbpob boggma 393900 a3o73@al Lsbggbm
d0dobhomnmgdgdl, Moy mogobmegew 0f3gsb Focdmeo-
3960l ,dggoboBagosl.

»30bob bogteg® - 9dz3060 dgbogyzobo Jgdmodal
3096 mg30b mogol bodhmaddo ,3mmgddhonto obhg-
madpo“ (Pierre Levy, Collective Intelligence). gb bogégg
860l Bggdbognto Lednsmgdgdem godmbodammo, dsatod
0bhgmaddomao mydgool sdyndsggdom Bggdbommo
§™Ebs. 0l mosBgds, Mmgmeg JogmdMomdaly J0dg6-
BodgommBo dmbrotgdol Bgogao, 803, 30dgMLoghEgd
aoblby dbohgtygmo 3gdmgdggdobmgol sbagno gée.
0730 gOmbobs dbmmmE ©o©ydem 3mbhgdbhdo dm-
3008619000 30dg6b03eEgL, 3edmuol, ™3 3sb bymmg-
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bg00l sbagno g3m®3gdols gohgbsl BgnFym bgamo. gb ym-
8050030 30bEg3(swPMIR sbol, odghagmel
89dm0d70b. obs, Hmameg bogmdnbogsgom bodnomgdal
@oh3ds, sbomo Goggdbom 938330690l byammagsbls
b BoBmgomgdsl. MgomyMs, 3oadmo bymmabg-
30 860b Bmgowo dHyd3obo dbopgtnmmo bofatdmgools
©d 3Mogdhngol amagdabsmgal, Hmdmgdog 0ygbgdgb
3036 (hgdbmemmangol, Gmamby 8gdmddgwgdals
bofomb. m7dgs, gogtnmds bgmmgbydsd gotwsddbs
0bgmo bsgdosbmds, Mmamgdogss: bobgomo bymmg-
bg09, Jobozgdol 7660 o, gbowos, dnbogeg. dsge-
00, ,3ghMm3mmopgd ™m3gesed“ msgobo bomdg-
6o b3gdhogmydols domsdoto HEbLmsgos oofym
306mmgahtddo ©s dgdrga gb 0gs 693¢3d MmgoRH™-
35 addmoygbo. 93sb, dsbromag Mygsgrnés gobatrs
37©0(HMM0d, M13Ed ghmazethom dgenghbs (Htrsoago-
7m0 0godhmOmI bodgstm s bognm®og mgohho-
o 30megbgdo.

bgammgbgdol budgstrm dgwoals bvdgammbosb N33y me-
bog306MB0m0d, ZodrnemyMmds 860l (Hydbogn®dmdabs
0 bgmmgbgdal gabgomatgdoly Ggamggdbos. gogdymo
bgammgbgde 3o, dmagblgbgdem, sbom Ledgstrmbmsbos
39380680. eob, 1330, BoMBIOWIM0 byrmgbgds gbg-
30 dboghggabs s gbmgphogndlb, Gmdgmag 89dndegy-
37m0d 36d3s(gb0sE NG © 9GR8 NM Jmbhgdbhdo,
6o 030 b08bogl, rm3d g3gbgdom obgm badydggze6l, Gm-
dgmog 960l 86 3mbihyhnmo mdogdho, dGddge Nby-
e, gobEoP30me Pbobm  mdogdho. dmaggblgbgdsm,
g39mo badgdbegmgdmm bymmgbgds msgabo d1bgdom
99639603900 nmos. ggdsbgmo bmgommmgols - agh-
3ot Fgamggl (Gerhard Schulze) - 83600, ggldgeodgb-
ha 3OmEdhgddy IBsboo Jmmbmgbs ©yzsbogmo
omob ghm-ghomo yzgmedy 360336gmmasbo dsbsbosmyg-
dgmo0s. 30683060 0bRHIOOIHoIOMIY ,gmEbema” mg-
3Ol L3gghegmBo 8godmgds domFgnmo agml bmgos-
o 3gnol bodgegdom, 3m3307Hgbmsb Jogdomoom.
Leogodgmnéro dgoos mbmesnb boghggs. dobo dgdzgmdom
a00(hmE0sl 3gndamos gsdmbspmb gdmgos, hsghmml
0bggbosdo s ghmmdmoagse ,dgddbsb” mgsddsmyto
Fo6rdmagbs, Gomsg Famomog dgodobml msdsdnégo-
a0 baogdgmol 8gdgsbgdedo o sbg d98wga. gb mogob-
030008 BFmbgo dHygbmmmaondo dopfgzgdal dgwgao,

1 Phelan, The Politics, 1993, p. 146.

2 dgb0sdobo, bgemmgbgdols, 2013, ag. 9.

3 boodsndy b, go0dmsmato boghrol segdal bgembo, 2024.
4 Weber, Theatricality, 2004, p. 7.

353603 0bog 5m360dbmm, Grmd BgdmepmFatom 3hmpgll
3506 o6 Bgmdmos (HOdEOEoIMo mgedhomydo dowgm-

dg00b, L3ggog0dol dgame o6 hobogzmgds. dombgsgsw
0d0bs, ™3 g0gom, bgmmzgbgdols boffotdmgdals 3gddbs/

Fomdmgds b goghiggmgds EOHMEIEMO™M 033MYdIMES ©O
dgomEmmmgng®o,  gbomgholdni-godmadbobzgmmdomo,
3B, 0 Mo (HEbbaym®dsgogdo ebm stsboéml oym
bgmmgbgdobomgal, g mazstn @otamdmogo hobhm do-
0bg bothnbogdmps, goblbgeggdom gadgm Fmwogdmmo
3086 nmo bgmmzgbgoolbogsb.

0bhyMoghon®mds gobos mobsdgotmgg 3gwndg-
30emgol dmogatn dobsbosmgdgma, Moy mogabors-
300 3obolbgog90L bgammgbgdols abhmmonl sébogm
0080l BmEgdnmmogol. d3zmgzstn 3ga0 gggmebo
(Peggy Phelan) s3@gopgol, GmA ,b3gdpegme o6 dgod-
mgds 0gmb dgbsbyamo, hefFgbomo, ©m3ndgbhotgdn-
™o, MoEadsh ol bpgds Momsg bbgs, g0ty gmebsmo
Fgbrgamgds™! 0300agdd [mgohtemndo] syds, Gm-
dgmBgi Lagdbmol gommbmagmbo gembgé 69bosdo-
bo o 0¢b0dbogl, Gm3d sn6s Jhgds 3obmdtmoydgool
Omb: ,dH3d003a00 Ggdhmngo®gdoomdol gdmdsdo
bF 60 bymmgbgdols boFoddmgdol sndol sdmbrgdes
bgamo“? gl opts 033mmbndo Ggogdgoss, d8gomoms,
b3ggddogmBo dbobomogde, dogncgdgmmsb 3mdnboge-
300l obadystydms, géhm-9hm gmeds dodobms-
390 0bhgtagosl ©o dogghgdmol dgaobgdgdoby o
0337mbgools Fobobfatrn Bgabmdom, 73sbybgdgd me-
30000 ©obdym Fg300mbzgdls, Gm3magdog, gbswns, o6
0bdol, 3ogced 833868 03t dbmds. 3530dOmdm, O3
gbos agmol ghm-ghomo godmabsphggmo dmbihnmspo,
6G®3gmBgs 30mbg® 696083060 boydcO™AL.?

090hMob mgméol dgbobgd ghm-gho yggmsdy
360336gmmgsb F0gbdo gommbmambo Ledggm g9d9-
6o (Samuel Weber) 533mol, 63 ,0goh-6romyhmds,
hmgmhy  bbggmol 30mdmgdol ©s dobo  ymaobols
36rmdgmgdol gosdtol ndzgmabo gm®3ds, Nbos 0gbsl
3%390mmo  Logygobodygom, Gmgmeg dgoopdo™t o3-
oo gebobomagl mgahtsgnémdsl dob dgwos 3ob-
Bm3ogmgdedo, 390960 s08mahgbl ogg®logm demal,
O mdgmbog Bgpdamod gosgdemb obsgmudo mgepéo
©d gmggwogy P93gmobe @Omasb megdwg, dbds-
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dobo, mgoheo Fomdmhbogos, Mmamtg gbh®ndee-
70 3Eo(ham®ads. 390960l 03ko hmad ogodm§dmom,
gl 060l 370dogmmmos adagnagalbs s gedmebswgool
dmbob. gb dgoydo 06 r3zg3L Fotmbnmobs o dmdsg-
ol ©0b5dodaL, 867 Jombmmmgogmmdsb.

30gOmo 390730 9339398 9Ygbgdl dbsbomadals
Lbgnmb brgbedy o, 8dsbomebegg, dobowda @HMso-
307 30306 mgdsbeg. 3dgdomoms, Hogyd Jobhmdo
(Tadeusz Kantor) bggbsBg pbnmem 3sbg396L nyggbgdl
33960000 3bobomdgdl. mdngdho mndgd Pbymme, doa-
603 o6 899bgol 93393938 Lymoghl, Gmamdy sbgob;
Fotbymbe o dmdogemlb oé dhzgbgdl gého b®3o,
3b Lbgmaml 86 Hog®ogh glmmm bogbols 3g83gmdom,
63000 dbdbomdo  dgmEbmgol ©d 36033bgmmzsb
0gn6-gbomghodn® Gmmb s30b60g0L bggbsdy dsbg-
396L. by B3 86 brgds gogtnm dgoonddo, 8ya30d-
@od 3o303g0bmm dvgomomom: 2014 Fgmb dmenm-
bgmds Mygobm®ds Mombmseg Mohogds (Radostaw
Rychcik) sbggg ©owo d3mmmbgmo 3mghob - ssd dog-
3030hol (Adam Mickiewicz) - 3mgds ,,dod0” ©o©aD.
3mgdsdo Fom3dmhgbogmo bedgotm mogobnamgdsl go-
6d30l o, Mmambg 333mg3900 EmGOMms bobbmagbgs
(Dorota Sosnowska) 830mob, XIX bopgnbol gb hadbho
30093 gémbgm ssbhntgdl, Gmgmbo mbsbamos
3Mbgtmbhsgns, dodomonmo dowomo ©s Jgncoggd-
mmds mdbodgtmgg bodgsbmbmgobsg. Gopmad g3-
660? M1(hm3 dg3lb godmygbgdnmao g3tsbo Myzobmel
dogmo  b3ggdhogmol gobdsgmmdsdn? (Hgmgzedmen
dggmos o 0bsbagh ®Fdgbobs s 0@ggoal, gdmeog-
30l 6o3bbghgggdl. b3gghegmBo bgbsdy Mowasb ©ask
1H9m9308mM0, 06508 Jombzd: gb ymzgmogzg Jmobm-
Jo3L o7 9618 3gGlbmbozb? gb ghmo g3tsbo, mdgmog
gl bgbsdg dmgmo L3gdhogmol gebdsgmmmdsdo,
360l ghmazato homhm, gboggmbomydo doposby. 93-
6ob0m Ogz0bmedy ssdosbol 0Egbhmds gedmazgms,
3b 83 3mbihyghnm 8gdmbggzedo Mgzobmmds gémds-
bygols ondotobdots g3tobo s dbsbomdo, hmgme
©m30bsb(H0. Mgz0bmmal 93 Jmbggdpnsmn®o doam-
3o, (hgbmmmans Eddomabdotgdnmos gmgbom bbg-
7E0sb 8 Ggegmol sxgdsg 83 O™l Bgoshgdom
GO omEgos. 9939 9839399 370 doma mgaddoal dgbo-

5 Sajewska, Sosnowska, Body, 2018.
6 Wasilkowska, Jakub, N103, 2011, p. 89.
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bgo. dogagmoms, g0 ghmpmabiol (Jerzy Grotowski)
bergos, g3mgs ymggmagzoto adbdoty oblhérndgbhg-
30bgob admn300909mo bgemmzbgds - 3mbiomdobs s
30bomgdal, gotg bdol gg39dhgdol gotydy, Gems dobo
090h60 ,EMEbOMO* ymazogmoym.

Boobhgtgbms ghm-ghmo mgohesmndo d6hmyd-
ho, G®Igmog dmmmbymdo gabsbmbrogmgl Mgz0-
Bergd3d - 30308Hma3 gatrddhgsbzo s k306 Hgima
(Krzysztof Garbaczewski and Marcin Cecko), d6mbol-
o3 3060bmgbgol (Bronistaw Malinowski) ¢gdbdol
(,30m7Ogd0L  bygbmemyto gbmahgds The Sexual
Life of Savages) LoggndggmBg. o Fotdmeagbomo
306MOG0Mdd bgogngds 03 dobdihodl, Gmdgmog go-
bolibgaggol dednsbl Gmamty bmaggmal, obg dob-
Jobobogab. of d1bgos o6 s6bgdmol hydbmemmangdols
306ydy, 396bmbezggdn 96006 ggmycgdo, Gmdmagdog
3600039 99389096 MObedgermag FogomoBogosl
0 9F0bssdgagdnsh 3edodomobdnt bobhgdol, boga-
0860 0030 byho boznmegdel 3bgdol spostrgdol go-
693g. 33393560 EMOMMS brbbmglgs sbdgbl, (ma
0083000700 Sbangdol gbmggmido d1dHsbdyonl, dhgd-
beogmmgon®o s6bgdgoal gb dmdo 8doo doml Hobol
3om0bmgbgol 130nGgboe Gogombomolhné, dom-
mMRoMeE 8g7dbgdnm dmBogosl*.’

03 L3ggdhogmol dbohzacds samgglobodes gobogm-
3m3b30d (Aleksandra Wasilkowska) 3ggdbs 30mbggdpya-
Semd© Hggdbmzshonmo, d3hmbmdon®o oblheme-
g0s - 3030 3nbdnmo. 0go 930mdl: ,31bd7mo gehbs
hgdo godoggdel godm. dmbodgmymo 306 Pbngm de-
b0, OmEgbsg Feedmzoggb dmdsgam bodgsgo-
b, GmdgmBog ot 3obgobydn, vG3gE Hybohmdos
b9393L, boog dobgtomymo bodygstrml ddsthrmggmm-
300 5330569089, 8do@hm3 Jobpms dghgzgbgdnbs, Grnd
Haeohm®0osl snE0mgdms d©d30060 86 83mbEHEM-
mgob, s6rwdge dogbodatn ggmgdo, dsb8o ddsgmnmo

“p

63300m00 O Bvomaghonto bethgbgdo“.

aby ™3, hzgb Bgazodmos hydbogndo domfgzgdal
30dm3mobgdd o 8030b900 Mgep™do mMbsomd® go-
303M0 O JdHOMSE 3mgd3vm, Omd gl mezobmogsm
030030860 30maMgbods ©d 830m, 0330MMNMS,
Fo30600300 30093 MgoHEOL ol gmebamo Ggagmgdbos,
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6o hbgds dogndgdgml o dbsbomol dméol, hm-
gbog dbsbomdgdols gdmeogto 033nmbgdol mebsdm-
bofogmgbo 3bgdnm bommdyg. 30650006 bbgnmo ©s dg-
08 E0sbdg Fotrdmsagbyb Ihsgomaghmgeb, dsgtod
aobLbgaggdnam md0gdhol, gmgbsmo bbynmo bérnmoo
86 96 Boobogsls (hgg60308, dogbgsgsm 0dobe, md
3o, bdFnbatd M, oo sENdSMMO0M, dg3l 0y 30~
bo dogmog o Jgbadmgdammdsg.

30gOImo Hggbmmmangdols 1bst0s - gsdmbsdml
b sbdbmlb hgamdo phm, mEs bebgmmgbgdm dobs-
ol goggtrnamo 396bod 0gdbgds. 8dgweb godmdwbaty,
ol byapogamo 3hmndhos, Gmgmtg sbgmo, Gm3gmog
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TECHNOLOGICAL ADVANCES OF THE DIGITAL
AGE AND THEIR IMPACT ON THEATRICAL ART
(ON THE EXAMPLE OF GEORGIAN AND POLISH

PROJECTS)

Sopiko Nadibaidze

Keywords: Technological advances in theater, Digital medium, Performance Transformation

The pandemic caused the period of crisis in various artistic fields, so artists theater workers in particular, felt the
danger that there might be an interactional gap between the artist and the audience. From the point of view of the
psychological and cultural disposition and needs of society, it became necessary to ensure qualitative innovations,
finding new forms and ways, modification or transformation of theater to meet the challenges of extreme times.
Was the encounter between technologies and theater an organic process? What results did it eventually bring
about? | will talk about these issues on the examples of several projects, namely online theater festivals in Georgia,
online reading of plays, etc. It is interesting whether the representatives of theatrical art use the forced arsenal of
the crisis period after the pandemic, meaning digital technologies. It is known that extreme conditions or crises in
general, with the internal logic of development, mostly give rise to progress.

In my research topic, | will refer to Polish theater as an example, because the approaches of Polish artists to the
digital medium are striking and remarkable. It is significant and we may consider their innovative ideas as a kind
of ready-made model for Georgian reality, which will be used as a result of research by both directors and other
representatives of art.

However, there are some restrictions regarding the use of digital technologies in theater. The system of technolog-
ical, virtual reality requires a huge number of both performers and spectators. These difficulties require high stan-
dards of hardware and software solutions, also respective groups of technicians working on the system. Actually,
my conference report will build on this aspect, showing how theater makes use of technical means in the pandemic
situation and how theatrical art is reflected in the digital medium.

tis known that extreme situations or crises in general,
with the internal logic of the development of events,
often lead to progress. | want to start my research with
this thesis, because recently, not so far away, the global
pandemic or a new event created a situation where it
became impossible to perform in a public space. Howev-
er, such a situation, on the one hand, made artists look
for other forms of communication with the audience, for
which they used technical or technological means and
even suggested online recording of performances, online
discussions, reading of plays online.... Such projects were
implemented everywhere. However, for the sake of jus-
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tice, we must also say that this form was not complete-
ly new. It was even difficult to create something new,
because this adaptation forced by the times seemed to
happen by itself, without sharp creative conceptualism,
even without thinking. It is clear that all artistic endeav-
ors served one purpose of saving theater institutions
not only in economic terms, but also to motivate theater
groups, i.e. it was necessary to maintain a sense that
something important is happening here (in the theater).
We realized that we had to respond to a new challenge
quickly, this lack of preparation itself creating several
problems: first, lack of appropriate equipment and, sec-
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ond, improper education, meaning lack of technological
knowledge and skills, both on the part of the director and
the actors, who only had experience working in theater.
It turned out that there was no relevant group of techni-
cians, everything remained stagnant. No one continued
to research online format theater for a number of rea-
sons, which | will discuss below. Theater is a form of live
reception/perception, and virtual elements: video story-
boarding, online meetings, online theatrical projects, etc.
do not bring about a live effect. It is an inanimate, on-
screen object separating us from the living and real. So-
cial networks have become an effective way to reach the
audience, and the temporary situation of theater closures
has created many threats. Legitimate, pressing, and ur-
gent questions arose: Will the pandemic destroy theater
art? Will theater lose its identity? Will theater move to
digital media forever? It is not a secret that groups of
professionals working in theater art cannot create be-
hind the stage, virtually (without the help of technical
staff of the theater, specialists of digital technologies).
Easy access to cultural experiences makes the task more
and more difficult for individuals to develop innovation
and self-awareness. In his book, Chris Salter (Entangled:
Technology and the Transformation of Performance)
writes, in every era, with the development of technolo-
gy, artists quickly find a way to create new forms: video
installation, video storyboarding, etc. This process is ac-
companied by the multiplication of experiments, so the
author asks, can technology qualitatively transform the-
ater? In my opinion, the reason that no progress has been
made in the crisis situation is that technology as a tool
has not been used properly. This means that technology,
in this case, for example, the screen, will help the artist to
express in another way when perceiving the space, etc.
This was achieved, for example, by Samuel Beckett who
wrote the television play Quad without dialogues, only
movements/directions indicated by the author. Instead of
a spoken text, Beckett gives us stage directions, which in
itself leads to the “mechanization” of the performance.
“Knowledge space,” a term coined by Pierre Levy
in his work Collective Intelligence, is a knowledge ex-
pressed by technical means, though created by process-
ing intellectual topics. It is considered a result of human-
ity’s porting into cyberspace, i.e. cyberspace has opened

a new era for artistic creativity. If we think of cyberspace
only in a positive context, it turns out that it has con-
tributed to the emergence of new forms of art. All this
creates a conceptually new cyber culture. As a form of
communication means, it connects the artist and society
in a new perspective. Actually, digital art is a general
term for artistic works and fields of practice that use
digital technologies as part of creativity. However, dig-
ital art has transformed such activities as fine arts, the
genre of sculpture and, of course, music. For example, the
Metropolitan Opera began broadcasting its opera perfor-
mances live in movie theaters, and many other theaters
followed suit. This actually increased the audience, but
in a way disrupted the traditional theater world and the
theatrical process itself.

The world of art is already relative to the world of
media, being virtual is a reflection of technical and ar-
tistic development. Digital art, as you know, is related to
the new world. Today, virtual art relates to things artistic
and aesthetic developed in an immaterial and non-phys-
ical context, i.e. that we are dealing with a work that is
not a concrete but inanimate, inevitably faceless object.
All performing arts are experimental in nature. According
to Gerhard Schulze, a German sociologist, the growing
demand for experimental products is one of the most im-
portant features of today. Direct interactivity in a “live”
theater performance can be achieved through social
media, with a computer connection. Social media is an
online space. Through it, the audience can express emo-
tion, engage in discussion and jointly “create” a theatri-
cal performance, also make o contribution to the knowl-
edge of dramatic speech, etc. This in itself is the result of
technological advances, but we should also note that the
above-described process cannot change or replace tradi-
tional theatrical approaches and specifics. Although we
know that the creation/production or distribution of an
artwork changes from time to time, and methodological,
aesthetic-representative, or ideological transformations
are no news to art, a kind of sectoral framework is still
maintained, unlike so-called digital art.

Interactivity has become the main characteristic
of modern media ecology, which in itself differs from
the earlier basic assumptions of art history. Research-
er Peggy Phelan argues that “a performance cannot be
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preserved, recorded, documented because it becomes
something other than a live performance.”. The [theat-
rical] aura is lost. Philosopher Walter Benjamin argues
that the aura disappears during film production: “In the
age of technical reproducibility, it is the aura of the work
of art that loses its soul.”” This aura is an impulsive re-
action, for example, actors in a play, in order to commu-
nicate with the audience, use interaction as one of the
forms, and by knowing in advance the evaluations and
impulses of the audience, they will answer their ques-
tions, which, of course, are not heard, but clearly felt. We
think that this is one of the expressive postulates of the
aura that Walter Benjamin talks about®.

In one of the most important books on theater theo-
ry, philosopher Samuel Weber says that “theatricality, as
an ancient form of solving the problem of the body and
its presence, must be understood literally as a medium.”
The author discusses theatricality in its media dimen-
sion. Weber discovers the subversive power that can de-
stroy Western theater and everything from ancient times
to the present, so theater appears as a destructive plat-
form. According to Weber, it is the mediation between
concealment and revelation. This medium breaks the dy-
namism of past and future, that is, chronology.

The digital medium calls into question the body of
the actor onstage and, at the same time, the traditional
attitude towards it. For example, Tadeusz Kantor puts a
lifeless mannequin on the stage next to actors. Though
the object is inanimate, it does not question the spiritual
as such, not showing the past and the future at the same
time, i.e. does not oppress the body through an inanimate
object, because the actor brings it to life and assigns an
important ideclogical-aesthetic role to the mannequin
onstage. We can confirm with an example that this does
not happen in the digital medium: In 2014, Polish director
Radostaw Rychcik staged the poem Dziad by the great
Polish poet Adam Mickiewicz. The world presented in
the poem is fighting against freedom, and as researcher
Dorota Sosnowska says, this 19" century text reiterates
how organic the confrontation, eternal struggle and ir-

1 Phelan. The politics. 1993, p 146.
2 Benjamin, a work of art. 2013, p. 9.

reconcilability is for the modern world too. Why the
screen? Why has the director used the screen throughout
the performance? Television is old and holds the frag-
ments of beliefs, ideas and emotions. Since there is a
TV set onstage in the play, the question arises: does this
all absorb the character? This one screen, on the stage
throughout the performance, is a kind of frame, a univer-
sal chronicle. With the screen, the director outlines the
identity of a person, i.e. in this particular case, the direc-
tor opposes the screen and the actor as the dominant.
With this conceptual approach of the director, technol-
ogy is opposed to the living body, and the perception of
reality becomes relatively difficult at this time. Here the
myth about the theater is questioned. For example, Jerzy
Grotowski wanted to find an art independent of any aux-
iliary instruments, without costumes and lighting, exter-
nal sound effects, to make his theater “alive.”

An exciting theater projects implemented in Poland
by directors Krzysztof Garbaczewski and Marcin Cecko
is based on the text of Bronistaw Malinowski (The Sexu-
al Life of Savages). Humanity presented here transcends
the scale that separates man from both animal and ma-
chine. Here, nature does not exist without technology, the
characters are savages who are critical of modern civili-
zation and oppose the capitalist system, wanting them-
selves without recognizing the concept of ownership.
Researcher Dorota Sosnowska adds that “This tribe of
human copies, animalistic mutants, technological beings,
thus undermines Malinowski’s extremely rationalistic,
biologically-based stance.” *

The artist in this performance, Aleksandra Wasilkow-
ska, created a conceptually technocratic, autonomous in-
stallation, Black Island. She says, “The island came about
because of my passion. I’'m fascinated by inanimate mat-
ter when | imagine a future situation in which not ma-
chines rule, but a territory where the mineral world rules
over humans, so | wanted to show that the territory is not
necessarily controlled by humans, but by magnetic fields,
hidden oil and radioactive waste” 5.

So, we can understand the manifestation and utiliza-

3 Sofo Nadibaidze, The issue of perception of virtual space, 2024.https://en.theatrelife.ge/fvirtualurisivrcis
4 Dorota Sajewska, Dorota Sosnowska, Body as medium, Between theory and technology of theatre, Poland, 2018.https://
thetheatretimes.com/body-as-medium-between-theory-and-technology-of-theatre/

5 Wasilkowska, Jakub Papuczys. 2011, no. 103, p. 89.
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tion of technical achievements in theater in two ways and
really say that this is a self-sufficient progress and, thus,
it takes away from theater the live reflection that occurs
between the audience and the actor, when we become
complicit in the actors’ emotional impulses. Since the
body and the media are indeed diverse but distinct ob-
jects, the living body should not be completely absorbed
by technology, even though it, unfortunately, most likely
has the power and possibility to do so.

It is the ability of digital technology to express and re-
flect real time when a digital version of artistic material is
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