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V dramatiki enaindvajsetega stoletja se na Slovenskem, pa tudi drugod po Evropi in 
zahodnem svetu, dogajajo korenite spremembe. Odnos med dramskim besedilom in 
odrom se vedno znova zaostruje ter niha enkrat k besedilu, drugič h gledališkemu 
dogodku. Soobstaja več pristopov oz. pogledov na dramski tekst, ki se med seboj 
prepletajo, se izmenjujejo in producirajo nove izzive tako za dramsko pisanje kot za 
njegovo uprizarjanje.

Tako smo bili že ob koncu šestdesetih let prejšnjega stoletja priča t. i. performativnemu 
obratu (Erika Fischer-Lichte), ki je v nadaljevanju vplival na pojav postdramskega 
gledališča (Hans-Thies Lehmann) oz. nove estetike performativnega (Erika Fischer-
Lichte), na področju dramskega pisanja pa je v osemdesetih in devetdesetih letih 
prinesel ne več dramske gledališke tekste (Gerda Poschmann) oz. postdramska 
besedila. O renesansi dramske pisave smo govorili ob gledališču »u fris«, ki se je 
razvilo v devetdesetih letih prejšnjega stoletja v Veliki Britaniji in je vplivalo na 
razvoj dramatike po vsej Evropi. Po letu 2000 se je predvsem v nemški literarni 
teoriji in teatrologiji začel uveljavljati nov način pisanja za gledališče, ki ga Birgit 
Haas imenuje »dramatisches Drama« oz. v slovenščini »dramatična drama«. Gre za 
gledališka besedila, ki ponovno v večji meri gradijo na dialogu in prepoznavnem ter 
vsaj delno koherentnem dramskem dejanju, obenem pa jih zaznamuje poudarjena 
politična / družbeno angažirana poanta. Hkrati so se začela uveljavljati nova 
poimenovanja dramskih pisav onstran postdramskosti, npr. neodramsko (Anne 
Monfort) ali postpostdramsko gledališče (Élisabeth Angel-Perez), v katerih 
avtor ohranja svojo prisotnost z lirizacijo in epizacijo. Sodobna dramatika nas 
tako izpostavlja dekonstrukciji nasprotja med reprezentacijo in prezentacijo, 
hkrati pa kljub motnjam v fikcijskem besedilnem kozmosu vzporedno vseeno 
vzpostavlja močan proces redramatizacije, vbrizganja dramskega in dramatičnega 
v postdramsko tkivo iger.

O teh vprašanjih so raziskovalci razmišljali na Amfiteatrovem znanstvenem simpoziju, 
ki je potekal oktobra 2021 v Ljubljani. Na podlagi teh razmislekov in raziskav je 
nastala tokratna tematska številka revije, ki odpira štiri temeljne teme: 

1. Kako ohraniti gledališki dogodek, ki mu je besedilo le izhodišče in ki je bistveno 
določen z vsakokratno avtopoetsko feedback zanko? Kako torej sploh pristopiti k tem 
uprizoritvenim besedilom?

1 Uredništvo te številke in pisanje uvodnika je potekalo na AGRFT Univerze v Ljubljani v okviru raziskovalnega programa 
Gledališke in medumetnostne raziskave P6-0376, ki ga financira Javna agencija za raziskovalno dejavnost Republike 
Slovenije iz državnega proračuna.



10 2. Koliko je postdramsko gledališče res prelom oz. ali je njegov prelom z reprezentacijo 
mogoče iskati že v tradiciji metadrame?

3. Kako radikalno prelamlja postdramsko gledališče z nekaterimi temeljnimi elementi 
teorije drame (npr. z dramskim značajem)?

4. Katere so vsebinske in formalne značilnosti dramatike, ki jo piše najmlajša 
generacija t. i. milenijcev?

Prvo temo odpre Aleksandra Jovičević, ki raziskuje sodobna uprizoritvena besedila. 
Slednja morajo upoštevati tako spremembe besedilne predloge v uprizoritvi kot 
tudi aktivno vlogo gledalcev, ki ta hipertekst soustvarjajo. S študijami posameznih 
uprizoritev ali uprizoritvenih praks ta razmislek dopolnjujejo Zuzana Timčíková, 
ki piše o avtentičnosti v sodelovalnem gledališču na Slovaškem, Zala Dobovšek z 
natančno analizo Hlapca Jerneja Žige Divjaka, ki uporablja pristope dokumentarnega 
gledališča, in Hana Strejčková z raziskavo ambientalne avtorske drame.

Drugo temo odpira Lada Čale Feldman, ki razpravlja o nasprotju med reprezentacijo 
in prezentacijo v postdramskem gledališču ter se sprašuje, ali bi lahko odmik od 
reprezentacije iskali že v metadramskih tekstih v preteklosti. Pokaže na presenetljive 
podobnosti med sodobnimi teksti (Zapiranje ljubezni Pascala Ramberta, 2011, in Avtor 
Tima Croucha, 2009) ter med Shakespearovim Hamletom in Calderónovim Velikim 
gledališčem sveta. Nadalje temo analizirata Krištof Jacek Kozak, ki se ukvarja z odmevi 
klasičnih tragedij v postpostdramskih besedilih Elfriede Jelinek, Stefana Hertmansa 
in Vinka Möderndorferja, ter Lara Jerkovič, ki se ukvarja z dramsko formo in etičnimi 
razsežnostmi gostije Simone Semenič.

Tretjo temo začrta Jure Gantar z razmislekom o dramskem značaju, ki v 
postdramskem gledališču razpada oz. postaja vedno bolj fragmentaren, a se zdi, 
da v postdramski komediji ni povsem tako. Različne teme v sodobnem dramskem 
pisanju analizirata tudi Pavel Ocepek, ki raziskuje temo seksualnosti v dramah 
Simone Semenič, in Hanna Veselovska, ki analizira vpliv družbenih omrežij in 
njihovo uporabo v dramskem pisanju.

V četrto temo se najprej uvršča razprava Lucije Ljubić in Martine Petranović o poetičnih 
tendencah v sodobni hrvaški dramatiki. Podobo najmlajše generacije slovenskih 
dramates pa izrišejo Varja Hrvatin, Maša Radi Buh in Jakob Ribič. Benjamin Zajc 
vzporeja prav to generacijo (Iza Strehar) tudi s hrvaškimi (Dino Pešut) in srbskimi 
pisci (Gorana Balančević).

Tematski del zaokrožujeta razpravi, ki vsaka na svoj način dopolnjujeta opisano sliko. 
Matic Kocijančič analizira uprizoritve Sofoklejeve Antigone na slovenskih poklicnih 
odrih in tako razširja članek Krištofa Jacka Kozaka. Luka Benedičič pa s poskusom 



povezati Brechtov pojem gestusa z ritualom in tabujem ponovno odpira temo etične in 
politične moči gledališča.

Razpravam dodajamo dva eseja. Prvega, o aktualni makedonski dramatiki in njenih 
(ne)možnostih uprizarjanja, je napisala Ivanka Apostolova Baskar, o svojih prevajalskih 
srečevanjih s slovensko dramatiko in o razlogih za prevode del pa razmišlja bolgarski 
teatrolog in literarni znanstvenik Ljudmil Dimitrov.

Številko zaključujejo recenzije aktualnih monografij s področja. Tokrat predstavljamo 
Gledališče upora Alda Milohnića, zbornik Adapting Greek Tragedy: Contemporary 
Contexts for Ancient Texts, ki sta ga uredila Vayos Liapis in Avra Sidiropoulou, ter 
Ekvinokcij Marjana Kozine Boruta Smrekarja.

Sodobno gledališko pisavo in gledališče zaznamuje soobstoj različnih praks, ki segajo 
od postdramske oz. ne več dramske pisave do postpostdramske ali kar dramske pisave. 
V tem soobstoju različni pristopi vplivajo eden na drugega, se izmenjujejo v opusih 
posameznih avtorjev ter se vedno znova preoblikujejo ob prenosu na gledališki oder. 
Tudi slednji se predvsem z aktivnim vključevanjem gledalcev vedno znova kaže kot 
pojav, ki se izmika opredelitvam in se ne pusti zlahka zajeti v teoretični diskurz. Tako 
drame, gledališke uprizoritve in teorija eden drugemu postavljajo vedno nove izzive. 
Vse to pa je tisto, kar dela naše raziskovalno polje izredno vznemirljivo. Tokratna 
številka odstira številna vprašanja in izrisuje kompleksno podobo dramskega pisanja 
zadnjih dvajsetih let.

Gašper Troha
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13Contemporary Drama after the Year 2000

Radical changes are taking place in 21st-century drama in Slovenia, as well as elsewhere 
in Europe and the Western world. The relationship between the dramatic text and the 
stage is becoming more and more complex, swinging from the text to the theatrical 
event. Several of the approaches or perspectives on the dramatic text are intertwined, 
interchange and produce new challenges for both playwriting and performance.

Already at the end of the 1960s, we witnessed the so-called performative turn 
(Erika Fischer-Lichte), which further influenced the emergence of postdramatic 
theatre (Hans-Thies Lehmann) or a new aesthetics of the performative (Erika 
Fischer-Lichte). In the field of playwriting, the 1980s and 1990s brought about 
no-longer-dramatic theatre texts (Gerda Poschmann) or postdramatic texts. The 
renaissance of playwriting has been discussed in the context of in-yer-face theatre, 
which marked the 1990s in the UK and influenced the development of drama 
throughout Europe. After 2000, a new mode of writing for the theatre began to 
emerge, which Birgit Haas calls dramatisches Drama, “dramatic drama” in English. 
These are theatre texts that are once again based to a greater extent on dialogue 
and a recognisable and at least partially coherent dramatic action. At the same time, 
they are characterised by an accentuated political/socially engaged point of view. 
New names have been used to describe these plays beyond postdramatic theatre, 
such as neo-dramatic (Anne Monfort) or post-postdramatic theatre (Élisabeth 
Angel-Perez), in which the author maintains one’s presence through lyricisation 
and episation. Contemporary dramaturgy thus exposes us to the deconstruction of 
the opposition between representation and presentation. At the same time, despite 
the disruption of the fictional textual cosmos, it nevertheless establishes a powerful 
process of redramatisation and the injection of the dramatic and the dramaturgical 
into the postdramatic fabric of the plays.

Researchers discussed these questions at the Amfiteater Academic Symposium, 
which took place in Ljubljana in October 2021. Based on these reflections and 
research, we have created this thematic issue of the journal, which raises four 
fundamental themes: 

1. How do we analyse a theatrical event for which the text is only a starting point and 
is essentially determined by an autopoietic feedback loop? How do we approach these 
performance texts at all?

2. To what extent is postdramatic theatre really a break, or can its break with 
representation be traced back to the tradition of metadrama?



14 3. How radically does postdramatic theatre break with some of the fundamental 
elements of drama theory (e.g., with dramatic character)?

4. What are the characteristics of form and contents in plays written by the youngest 
generation of the so-called millennials?

Aleksandra Jovičević, who researches contemporary performance texts, opens the 
first topic. She argues that such analyses must consider both the changes in the textual 
template in the performance and the active role of the audience, who co-creates this 
hypertext. This reflection is complemented by studies of individual productions 
or performance practices by Zuzana Timčíková, who writes about authenticity in 
devised theatre in Slovakia, by Zala Dobovšek, with a detailed analysis of Žiga Divjak’s 
The Bailiff Jernej and His Rights, which uses the approaches of documentary theatre, 
and by Hana Strejčková, with an investigation of site-specific author’s drama.

Lada Čale Feldman opens the second theme as she discusses the contradiction 
between representation and presentation in postdramatic theatre and wonders 
whether a departure from representation could be found already in metadramatic 
texts of the past. She points to striking similarities between contemporary texts 
(Pascal Rambert’s The closure of love (2011) and Tim Crouch’s The Author (2009)) 
and Shakespeare’s Hamlet and Calderón’s The Great Theatre of the World. The second 
theme is further analysed by Krištof Jacek Kozak, who deals with the echoes of 
classical tragedies in the post-postdramatic texts of Elfriede Jelinek, Stefan Hertmans 
and Vinko Möderndorfer, and Lara Jerkovič, who deals with the dramatic form and 
ethical dimensions of Simone Semenič’s the feast.

Jure Gantar outlines the third theme with a reflection on dramatic character, which in 
postdramatic theatre is disintegrating or becoming more and more fragmented, yet 
in postdramatic comedy seems not entirely the case. Pavel Ocepek also analyses the 
different themes in contemporary playwriting as he explores the theme of sexuality in 
Simona Semenič’s plays. Hanna Veselovska analyses the influence of social networks 
and their use in playwriting.

The fourth theme is first discussed by Lucija Ljubić and Martina Petranović with an 
analysis of the poetic tendencies in contemporary Croatian drama. Varja Hrvatin, Maša 
Radi Buh and Jakob Ribič describe the image of the young generation of Slovenian 
playwrights, and Benjamin Zajc compares Slovenian playwrights of this generation 
(Iza Strehar) with Croatian (Dino Pešut) and Serbian writers (Gorana Balančević).

The thematic part is complemented by two discussions, each of which in its own way 
completes the picture described above. Matic Kocjančič analyses the productions 
of Sophocles’s Antigone on Slovenian professional stages, thus extending the article 
by Krištof Jacek Kozak. Luka Benedičič, on the other hand, reopens the theme of the 



ethical and political dimension of theatre by attempting to link Brecht’s notion of 
Gestus with ritual and taboo.

We add two essays to the discussions. The first, on current Macedonian drama and its 
staging possibilities, is by Ivanka Apostolova Baskar. In the second, Bulgarian theatre 
and literary scholar Ljudmil Dimitrov reflects on his encounters with Slovenian drama 
in translation and the reasons for his selection of works.

Contemporary theatre writing and theatre are characterised by the coexistence of 
different practices, ranging from postdramatic or no-longer dramatic writing to post-
postdramatic or simply dramatic writing. In this coexistence, different approaches 
influence each other, alternate in the works of individual authors and are transformed 
again and again as they are transferred to the theatre stage. The latter, especially with 
the audience’s active involvement, is also repeatedly revealed as a phenomenon that 
eludes definition and evades theoretical discourse. Drama, theatre performance and 
theory are thus constantly posing new challenges to each other in a dynamic that is 
what makes our field of research so exciting. This issue unpacks many of these issues 
and draws a complex picture of playwriting over the last twenty years.

Gašper Troha
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