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Preface

Maja Sorli, Editar-in-Chief of Amfiteater

Ana Stojanoska, Editar-in-Chief of Ars Academica

The present issue is a joint edition of two journals of performing arts, namely, the
Slovenian journal Amfiteater and the Macedonian journal Ars Academica. The motive
behind this decision was the bilateral research project Macedonian-Slovenian Theatre
Relations (from 1990 until the Present), carried out during 2017 and 2018 by the Faculty
of Dramatic Arts, Skopje and the Academy of Theatre, Radio, Film and Television,
University of Ljubljana. The main goal of the project was to determine, record and
evaluate the mutual cooperation of theatre artists from both countries in the period
1990-2015. The results of the project are presented in the special editorial, prepared by
the heads of the Macedonian and Slovenian teams, Ana Stojanoska and Aldo Milohnic¢.

The thematic block brings four articles examining Slovenian-Macedonian relations
that have developed in theatre festivals and in the area of dance and drama, plus two
interviews, one with choreographer, dancer and dance teacher Dejan Srhoj, and the
other with theatre director Slobodan Unkovski, which provide further insights and
shed more light on Slovenian-Macedonian relationships.

In addition to the articles dedicated to international cooperation, this issue also
includes three contributions delving into research themes particularly relevant for
Slovenian theatre. Barbara Orel’s article discusses the origins of postdramatic theatre
in Slovenia, which she detects already in Balbina Battelino Baranovi¢’s Experimental
Theatre (1955-1967). Mateja Fajt provides the first in-depth investigation of the
backstage work done by seamstresses, tailors, dressers and shoemakers in Slovenian
institutional theatre, while Tomaz ToporiSic reviews the book Heteronomija umetnosti
in avantgard [The Heteronomy of Art and the Avant-gardes] by Ales Erjavec, and finds
that it is “a fresh and immensely readable book that brings comprehensive insights
into the radical politicised avant-gardes”.

The team of the project Macedonian-Slovenian Theatre Relations and the editors of the
journals Amfiteater and Ars Academica wish you a pleasant read and a happy 2019!

Translated by Katja Kosi






YBoOHUK

Maja Illopnu, raBHa U OATOBOPHA YpeIHNUKA Ha cricanueTo Amfiteater

Awna CrtojaHocKa, I7IaBHa 1 Of[TOBOPHA VpeJHUUKa Ha cricaHueTo Ars Academica

I[Ipen Hac e 3aeMHMYKMOT OpOj Ha [BETE CIIMCAHMja 3a W3BENYBauKd YMETHOCTH, Ha
CJIOBEHEUKOTO cricaHue Amfiteater u Ha Make[OHCKOTO Ars Academica.

[IpyurHaTa 3a TakBaTa O[JIVKa Oellle OWIaTepaaHMOT HPOEKT MakegoHCKo-C0BeHeuKu
wweauiapcku spcku (og 1990 go gerec), o 3aegHnuKy Oemie BofieH Bo 2017 1 2018 ropuua, of
crpaHa Ha DakynTeToT 3a ApaMcKu yMeTHoCTH Bo CKomje M AKajieMujaTa 3a TeaTap, pajuo,
(huM 1 TeneBu3Kja Bo Jbybsbara. [aBHaTa 1ie/1 Ha IIPOEKTOT Oellle 1a ce nAeHTU(URYBaar,
eBUJIEHTHPAAT M U Jla Ce OIleHAT yJecTBaTa Ha TeaTapCKUTe YMETHUIM Off IBETE 3eMju
3a mepuogoT 1990-2015 roguHa, Kako HITO € HPeTCTaBeHO BO M0Ce0eH BOBENEH TEKCT,
TIOATOTBEH Of] CTPaHa Ha BOJUTENIUTE Ha MeI'YHapOZHUOT IPoeKT AHa CTojaHOCKa 1 Ao
MunoxHuK.

Bo TemMaTCKHOT 010K BO KOj ce BKIYUeHH UETHPU HAyUHW TPYAOBM BO KOM aBTOPHUTE U
ABTOPKHUTE T'M MCTPAKyBaa CJIOBEHEUKUTE U MAKeJTOHCKUTE OJJHOCH, IIOTOUHO 00JIaCTHTE
Ha TearapckuTe (heCcTMBAMM, TAHIIOT ¥ J[pamara ce JoflaJieHH VIITe JiBe WHTepBjya. Bo
pasroBopuTe co Kopeorpadot u TaHuapot [lejan Cpxoj u pexucepor CnoboaH YHKOBCKH,
Ce 0CBET/I MaKeJJOHCKO-CJIOBeHeUKaTa copaboTKa Ha MajIKy MojieTajleH HaukH.

OcBeH MeryHapoHaTa copaboTKa, IMaMe TpH CJIOBeHeUuKu mpupoHecu. bapbapa Open Bo
CBOjaTa CTy[Mja I'M BTEMeJIyBa MOYETOLUTe Ha MOCTAPaMCKUOT Teatap Bo CroBeHuja, BO
ekcriepuMenTanHioT Tearap (1955-1967). Mareja ®ajt ja mpeTcTaByBa IpBaTa ceoldaTHa
aHKeTa Ha 3aTcleHcKara paboTa Ha IMMBAuKMTe, KPojauuTe, rapmepodaTa, U UeBIapuTe
BO CJIOBEHEUKMOT UHCTUTYI[MOHAsIeH TeaTap, Tomax Tomopuinuk, rma BO peljeH3ujaTa Ha
KHUraTa XeulepoHomuja Ha ymewHocwla u asaxiapgauwia Ha Anewr Epjasey Tmpemno3HaBa
IleKa ,HOCH CBEK M MCTOBPEMEHO HCKIIVUMTENHO J00pPO UMTIMB M 3a00JIeH IIOITIe[] Ha
pajMKajHaTa MoaMTU3MpaHa aBaHrapya!”.

TumoT Ha MaKeIOHCKO-CTIOBeHEUKUTe TeaTapCKi BPCKY M YPEJHUIITBOTO HA CIMCaHKjaTa
Amfiteater u Ars Academica Bu mocakyBa JoOpo unTame U MHOTY cpeka Bo 2019 roguHa!






Uvodnik

Maja Sorli, glavna in odgovorna urednica revije Amfiteater

Ana Stojanoska, glavna in odgovorna urednica revije Ars Academica

Pred nami je skupna Stevilka dveh revij za scenske umetnosti, in sicer slovenske
revije Amfiteater ter makedonske revije Ars Academica. Povod za tako odlocitev je
bil bilateralni projekt Makedonsko-slovenske gledaliske vezi (od leta 1990 do danes),
ki sta ga med letoma 2017 in 2018 izvajali Fakulteta dramskih umetnosti iz Skopja in
Akademija za gledalisce, radio, film in televizijo iz Ljubljane. Glavni namen projekta
je bil ugotoviti, zapisati in oceniti sodelovanje gledaliskih umetnikov iz obeh drzav
v obdobju 1990-2015, predstavljen pa je v posebnem uvodniku, ki sta ga pripravila
vodji tega mednarodnega sodelovanja Ana Stojanoska in Aldo Milohnic¢.

V tematskem bloku smo Stirim razpravam, v katerih avtorice in avtorji pregledajo
slovensko-makedonske odnose, ki so se spletli na gledaliskih festivalih ter na podro¢jih
plesa in dramatike, dodali Se dva intervjuja. V pogovorih s koreografom, plesalcem in
plesnim pedagogom Dejanom Srhojem ter z reziserjem Slobodanom Unkovskim tako
Se malo podrobneje osvetljujemo slovensko-makedonske razmere.

Poleg prispevkov, posvecenih mednarodnemu sodelovanju, so Se trije, ki obravnavajo
domace teme. Barbara Orel v svoji razpravi utemeljuje zametke postdramskega
gledalisca na Slovenskem, ki jih razkriva ze v Eksperimentalnem gledalisc¢u (1955-
1967) Balbine Battelino Baranovi¢. Mateja Fajt predstavlja prvo temeljito raziskavo
zaodrskega dela krojacic, Sivilj, garderoberk, garderoberjev in ¢evljarjev v slovenskem
institucionalnem gledaliscu, Tomaz Toporisic pa v recenziji knjige Heteronomija
umetnosti in avantgard AleSa Erjavca ugotavlja, da ta »prinasa svez in hkrati izjemno
dobro berljiv ter zaokroZen pogled na radikalne politizirane avantgarde«.

Ekipa projekta Makedonsko-slovenske gledaliske vezi in urednistvi revij Amfiteater
ter Ars Academica vam Zelimo lepo branje in srecno v letu 2019!
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An Introduction to Macedonian-Slovenian 7
Theatre Relations (1990-2015)

Aldo Milohni¢ and Ana Stojanoska

The articles published in this joint issue of Amfiteater (Ljubljana) and Ars Academica
(Skopje) have been developed during the two-year (2017-18) bilateral research project
Macedonian-Slovenian Theatre Relations (from 1990 until the Present) carried out by the
Faculty of Dramatic Art, Skopje and the Academy of Theatre, Radio, Film and Television
of the University of Ljubljana (UL AGRFT). It was generously supported by the Slovenian
Research Agency and the Macedonian Ministry of Education and Science. The main goal
of the project was to determine, record and valorise the mutual cooperation of theatre
artists from both countries. The research comprised collaborative practices in all main
fields of performing arts (drama, opera and ballet/dance theatre), including visits
from individuals and whole ensembles. The reception, criticism and important artistic
achievements accomplished by these artists and art institutions were also studied by
the Macedonian and Slovenian researchers involved in this project.!

The final results of the project were presented at a conference organised by the
Faculty of Dramatic Art in Skopje on 5 November 2018. It was the first academic
conference focused entirely on Macedonian-Slovenian theatre relations in the last 25
years. It should be mentioned, however, that during that same period several other
conferences devoted to bilateral (and partly also regional) cultural cooperation took
place in Macedonia and Slovenia. If we mention only a few of them organised by the
project partners of the research presented in this joint issue of Amfiteater and Ars
Academica: the Faculty of Dramatic Arts, Skopje held several international theatre
conferences (Balkan Theatre Sphere, 2003; Intercultural Theatre, 2005; Theatre and
Identity, 2006; Theatre and Memory, 2007), where theatre scholars from Slovenia
took part among other active participants while the most recent international
conference organised by the UL AGRFT was Performing Arts, Migration, Politics:
Slovenian Theatre as an Agent of Intercultural Exchange (in the frame of the Maribor
Theatre Festival, 2015) where Ana Stojanoska presented a paper on the topic of
Macedonian-Slovenian theatre relations.?

1 Members of the Macedonian team: Hristina Cvetanoska, Sasho Dimoski, Dragana Miloshevski Popova, Ana Stojanoska
(head of the team), Sonja Zdravkova Djeparoska; members of the Slovenian team: Zala Dobovsek, Aldo Milohni¢ (head of
the team), Maja Sorli, Ga$per Troha.

2 Ana Stojanoska. “Makedonsko-slovenske gledaliske povezave” [Macedonian-Slovenian Theatre Relations]. In Uprizorit-
vene umetnosti, migracije, politika: slovensko gledalisce kot sooblikovalec medkulturnih izmenjav, edited by Barbara Orel.
UL FF and UL AGRFT, 2017, pp. 281-306.



Macedonia and Slovenia were a part of the same state for almost seventy years: firstly,
in the Kingdom of Yugoslavia (between WWI and WWII) and then in the Socialist
Federative Republic of Yugoslavia (1945-91). Cultural collaborations and exchanges
between Slovenia and Macedonia in the last 25 years have been generated from the
relatively rich cultural connections established in the previous decades. Macedonian
and Slovenian theatres have their own history of continuous relations; relations
that are based on similar and close theatrical traditions and the permanent desire
for cooperation. During the institutionalisation of national theatres within the same
state apparatus, especially in the time before and after WWII, that meant deliberately
linking theatre centres from all cities of the former common country. In the preceding
period, however, these relations were kept alive thanks to the travelling theatre
practices as well as the vision and dedication of some theatre enthusiasts. In the last
decades of the previous century, the relationship between Macedonia and Slovenia on
the theatre level was built mainly through mutual participation on different festivals
and visits of respective artists from both countries.

Because of various limitations (in terms of time, finances and human resources),
our research could only be a pilot project aiming to provide a basis for further,
more complex and more detailed research on the topic. One of the most useful tools
developed within this project for future researchers of Macedonian-Slovenian theatre
relations is a digital database containing information on theatre artists, performances
and institutions that have participated in the bilateral cooperation in the last 25
years.? Although we have collected relevant data from different sources (such as
the Slovenian Theatre Annual published by the Slovenian Theatre Institute, an early
version of the Macedonian theatre database maintained by Faculty of Dramatic Art,
Skopje, the archives and documentation of theatres, reliable Internet sources, etc.)
and we have done our best to create as complete picture of this bilateral cooperation
as possible, we are completely aware that the database is still incomplete and needs
improvement. Therefore, we would be grateful to any institution or individual who
might contribute corrections and/or additional data.

The data collected within the project was processed according to several methodological
principles set up by our research group. The main division was between guest performances
and visits (or collaborations) of individual artists. Guest performances were further divided
into two subcategories: first, the performances from one country invited by theatres
from other county as occasional guest practices, and second, the performances from one
country taking part in the programmes of theatre festivals in the other country. Bilateral
collaborations of individual artists were also divided into two subcategories: first, the artists
on short (or occasional) visits, typically for taking part in respective theatre productions
or for contributing plays, music, etc. (we call this group “guests” or “non-residents”), and

3 The database is accessible at the following link: www.fdu.ukim.edu.mk.



second, the artists originally coming from one country and staying for a considerably long
period (many years) in the other country (we call them “residents”). These divisions into
categories and subcategories were the most important methodological tools not only in the
phase of data collecting but also in the phase of data analysis.

Although it may be incomplete in the present state of the project, the database allows us
to draft at least preliminary statistics. The most important finding of the quantitative part
of our research is the fact that Macedonian-Slovenian theatre exchange is significantly
asymmetric in all categories and subcategories. As in Bronislaw Malinowski’s famous
description of “Kula”, a traditional form of exchange from Trobriand Islands, where two
kinds of artefacts are constantly travelling in opposite directions,* in Macedonian-Slovenian
theatre exchange, performances are mainly travelling from Slovenia to Macedonia while
theatre artists are predominantly travelling from Macedonia to Slovenia. It is quite obvious
if we compare the data collected in our database: in the observed period (1990-2015),
69 Slovenian productions participated in the Macedonian theatre festivals and only 33
Macedonian productions in the Slovenian theatre festivals (in addition, 13 Macedonian
productions were invited by Slovenian theatres to perform as guest performances at their
stages). On the other hand, Macedonian artists accomplished 227 individual collaborations
(105 as “guests” and 122 as “residents”) or on average 8.4 collaborations per season, while
their Slovenian colleagues participated in productions of Macedonian theatres only 52 times
(all of them as “guests”) or on average 1.8 collaborations per season. The most common
professions of Macedonian theatre artists regularly or occasionally working in Slovenian
theatres are: among “guests”, the first three professions are director, music designer and
opera singer, while among “residents”, the two most frequent professions are dancer and
dramaturg. In the case of Slovenian theatre artists collaborating in Macedonian theatres, the
three top professions among “guests” are playwright, director and dancer, while we could
not detect any Slovenian “resident” in Macedonian theatres.

Zala DobovsSek and Sasho Dimoski, authors of the text on Macedonian-Slovenian
exchange in the context of theatre festivals, utilised the quantitative methodological
approach in analysing the statistical data. On the one hand, the authors analyse the
presence of the Slovenian theatre productions at the various theatre festivals in
Macedonia, and on the other, the presence of the Macedonian theatre productions and
theatre artists at different theatre festivals in Slovenia. In the conclusion of the paper,
they present the cumulative results of the bilateral research, emphasising the most
frequent exchange habits through Macedonian and Slovenian theatre festivals in the
last 25 years. Two festivals deserve to be highlighted in terms of presenting Macedonian
theatre productions in Slovenia and vice versa: the Slovenian festival Ex Ponto and the
Macedonian festival MOT - Mlad otvoren teatar (Youth Open Theatre). During the

4 Necklaces of red shell in one direction, bracelets of white shell in the opposite direction; see Bronislaw Malinowski.
Argonauts of the Western Pacific. London: Routledge, 1932, p. 81.



almost two decades of its existence, EX Ponto presented to the Slovenian audience a
lot of different genres, artists, themes and formats of Macedonian theatre. Founded
in 1975, MOT is the leading Macedonian festival profiled as a festival of experimental
theatre forms and stage laboratories. A special phenomenon, analysed more in detail
in Dobovsek’s and Dimoski’s article, is the constant presence of the Mladinsko Theatre
(SMG - Slovensko mladinsko gledalis¢e, meaning “Slovenian Youth Theatre”) at MOT; in
the observed period, MOT hosted 25 performances produced by the Mladinsko Theatre.

This impressive number of guest performances by the Mladinsko Theatre at MOT is also
part of a wider topic elaborated in the text written by Sasho Dimoski, Ana Stojanoska
and Hristina Cvetanoska. It is a phenomenological study analysing the individual factors
of influence of the Slovenian theatre on the Macedonian theatre production. The main
focus of the authors is on the influence of the aesthetics of the Mladinsko (especially
through its continuous presence at MOT) and the influence of several contemporary
Slovenian theatre directors to the poetics and aesthetics of the Macedonian theatre.
A close research of the influence of Slovenian theatre on the trends in Macedonian
theatre in the last three decades led the authors to the conclusion that the influence of
many guest Slovenian theatre productions as well as the work of Slovenian directors in
different Macedonian theatres has left considerable traces in the Macedonian theatre
scene and significantly influenced its aesthetics.

In the period of its existence, the Yugoslav federation provided not only material
support to professional theatre institutions, but also stimulated cultural collaboration
among the federal republics. In their article on Macedonian-Slovenian relations
in ballet and contemporary dance, Sonja Zdravkova Djeparoska and Aldo Milohni¢
explain that especially nonverbal forms of artistic expression, such as ballet and
dance, were adequate communicators in a multinational and multilingual state as
was the Socialist Yugoslavia. However, the processes of dissolution of the former
Yugoslavia and the establishing of the independent states of Macedonia and
Slovenia produced significant changes in the field of dance and opera theatre. The
main characteristics of these changes were, on the one hand, a rapid diminishing
of collaborations between national ballet and opera institutions, and on the other
hand, a gradual increasing of cooperation between non-governmental organisations
active in the creation, promotion and exchange of contemporary dance production.
In the context of their article, Djeparoska and Milohni¢ also analyse the ratified
agreements between Slovenia and Macedonia in the field of culture. The “Agreement
on Cooperation in Education, Culture and Science between the Government of the
Republic of Macedonia and the Government of the Republic of Slovenia,” which was
signed in 1993, provided an appropriate legal background for further normative acts
that regulated concrete ways and forms of collaboration in culture. The main critique
of the authors is that the level of intercultural exchange presupposed in these bilateral



agreements is rather modest and unambitious, especially in the field of dance where
the exchange of folkloristic dance groups is explicitly stipulated while exchanges of
ballet and contemporary dance performances are not mentioned at all.

Hristina Cvetanoska and Gasper Troha have labelled the sporadic presence of texts
by Macedonian playwrights in the repertoires of Slovenian theatres and vice versa as
“polite ignorance”. The exchange in the field of the dramatic text seems to be almost
vanishing; in the period from 1990 till 2015, only six plays by Macedonian authors were
staged in Slovenian theatres and eight plays by Slovenian ones in Macedonian theatres.
Though at first sight it might seem to be a natural decline after the disintegration of
the former Yugoslavia, the authors think that it can be only partly the case. In their
article, they analyse the reasons for a reciprocal ignorance and detachment for the
recent, contemporary dramaturgy between these two countries. In their opinion, the
reasons for this indifference are neither the scarce translation nor unsuitable motives
and themes. Their analysis of the dramatic texts staged in Macedonia and Slovenia
shows some similarities in the motives that inspired the authors and motivated the
directors to stage particular texts. Their conclusion is that the mutual “polite ignorance”
is probably the result of a more general turn of Slovenian and Macedonian cultural
policies characterised by the decreasing of interest in historically and geographically
closer cultural environments and the increasing of interest in the EU, the USA, etc.

These academic papers are complemented by interviews with two artists: the first,
with Macedonian director Slobodan Unkovski who works frequently in Slovenian
theatres, and the second, with Slovenian dancer and choreographer Dejan Srhoj
who has a lot of experience in joint, collaborative choreographic projects and co-
productions between Slovenian and Macedonian nongovernmental organisations,
including regional dance platforms, such as the Nomad Dance Academy:.

The bilateral research project Macedonian-Slovenian Theatre Relations (from 1990 until
the Present) gives us an opportunity to explore the theatre ties between Macedonia
and Slovenia in the recent decades and the impact of social, economic and political
circumstances on collaborative theatre practices. A number of renowned directors,
choreographers, performers, composers, set and costume designers as well as entire
ensembles from Macedonia visit Slovenia and vice versa. Our papers published in
Amfiteater and Ars Academica are focused on a theoretical overview of their activities,
on an analysis of the mutual reception, impact on repertoires, manners, poetics and
aesthetics of theatre practices as well as on the potential collaborations that might
follow in both directions. We hope that our research will contribute to a better
understanding of the past processes of exchange and stimulate a more intensive
collaboration between Slovenian and Macedonian theatre artists and institutions in
the future.






Bosep Bo MakeOHCKO-C/IOBEeHEUKUTE TeaTapCKU :
Bpcku (1990-2015)

Anpmo Munoxuuk u Ana CtojaHocKa

TexcToBUTe o0OjaBeHH BO OBa 3aeJHHUKO H3maHHe Ha Amfiteater (JbyOmana) u
Ars Academica (Cromje), Oea pa3BMBaHM 3a BpeMe Ha paBorogumHuoTr (2017-2018)
OumatepajieH HCTPaKyBaUKU MpPOEKT MakegoHCKo-cl0BeHeuKu Wieawlapcku BpCKU
(og 1990 go gerec), KojuiTo Oellle M3paboTeH off cTpaHa Ha DaKyATeTOT 3a ApaMCKU
yMmeTHoctH, CKomlje ¥ AKajieMujaTa 3a TeaTap, paguo, GUIM U TejaeBusmja, /bydbaHa.
[IpoekToT Gelre mopapskaH ojf cTpaHa Ha CI0BeHEUKATa areHija 3a UCTPaKyBame U
MaKeJoHCKOTO MHUHKCTePCTBO 3a 00pa3oBaHHe W HayKa. [7laBHATa Iiell Ha MPOEKTOT
Oemre ofpenyBame, 3alMIIyBalme M NPOLEHYBakbe Ha 3aeJHMYKATa COPAabOTKa Mery
TeaTapCKUTe YMETHUIM Off iBeTe 3eMju. McTpakyBameTo ' 00eIMHU CHTe TIONHba Ha
13BeI0CHNTe YMETHOCTH (Opama, ormepa M OajeT/TaHI-TeaTap), BKIYUYBajKU IOCETH
07l CTpaHa Ha MHIWBMAVAIIM ¥ aHcaMOnu. PelemijaTa, KpUTHKara M BayKHUTE
YMETHUYKM JIOCTUTHYBama OCTBApPEHH O]l OBME YMETHUIIM M YMETHUYKM MHCTUTYIIUU
Oea, MCTO TaKa, MPOYUEHH Off CTPaHa Ha MaKeJOHCKUTE U CIOBEHEUKUTE MCTPaKyBaun
BKJIYUEHH BO IPOEKTOT. UleHOBU Ha MaKeJOHCKUOT THUM Oea: XpucTuHa lIBeTaHoCKa,
Camo JIumocku, [Iparana MunomeBcku-Ilonoa, AHa CTojaHOCKa (BOJUTENI Ha THMOT)
u Coma 31paBKoBa-Ilermapocka; 4eHOBM Ha CIOBeHEUKHOT TUM Oea: 3anma J[o0oBIIeK,
Anpo Munoxuuk (Boguren Ha Tumot), Maja Illopmu u Fammep Tpoxa.

KoHeuHuTe pe3y/ITaTu ol MPOeKTOT Oea Ipe3eHTUPAHU Ha KOH(epeHInja OpraHu3upaHa
ofi crpaHa Ha MaKynTeToT 3a ipaMcKu yMmeTHocTH Bo Ckomje, Ha 5.11.2018 romuHa.
Toa Geme mpBa akajeMcka KoHpepennuja (okycupana uckinyunBo Ha MakeoHCKo-
CJIOBEHEUKHUTe TeaTapCKu BPCKHU Bo Ioc/ieiHuTe 25 rouHu. Tpeba fa ce crioMmeHe ieka 3a
BpeMe Ha Toj epuo]i, HEKOJKY APYTH KoH(hepeHIun Oea MOCBeTeHH Ha OWIaTepaHUTe
(maprumjamHo ¥ pernoHaaHu) KYITYPHU COPabOTKM WITO ce ofpikaa Bo MakefoHUja
Bo CoBeHuja. AKO crioMeHeMe caMO HEeKOM Off HUB, OpraHu3UpaHu Off MApTHEPHUTE BO
MPOEKTOT, IPe3eHTHPaHU BO OBa 3ae[JHMUKO u3flaHue Ha Amfiteater u Ars Academica:
DakynTeToT 3a paMcku yMeTHOCTH - CKoITje ofipsKa HEKOJIKY Mel'VHapOjIHU TeaTapCKu
KoHepentyu (Balkan Theatre Sphere, 2003; Intercultural Theatre, 2005; Theatre and
Identity, 2006; Theatre and Memory, 2007), Kaje IITO 3e[0a Y4eCTBO TeaTPOIO3UTE
of, CroBeHuja, Mery JpyruTe aKTMBHU YUECHWIIM, JlofieKa, TaK, HA HajpelleHTHAaTa
MeryHapofHa KoH(epeHiuja opranusupana of AIP®T HacioBeHa Kako Performing
Arts, Migration, Politics: Slovenian Theatre as an Agent of Intercultural Exchange; Bo
pamku Ha Teatapckuot dectuBan Bo Mapubop, 2015) Kaje mTo aKTUBHO YUECTBO 3e[e



Ana CTojaHoCKa €O TIpe3eHTal[fja Ha TPYJOT MOCBETEH HA MAKeJ[OHCKO-CTIOBEHEUKHTe
TeaTapCKu BPCKU.!

Makegonuja 1 ClloBeHHja Peuncy celyMjieceT rOIMHE Oea JIey Off MCTa /IpyKaBa: MoarajKu
op, KpanctBoto JyrociaBuja (Mery aBeTe CBeTCKM BojHHM), ma ceé o ColujaiucTHuka
MepneparuBHa Penydmika JyrociaBuja (1945-1991). CopaboTkara Bo obacTa Ha Ky/lTypara
W Ky/ITypoJoniKaTa pa3MeHa Mery CroBeHuja U Make[joHHja BO M3MUHATHUTE 25 TOIUHH
M3rpajieHa e off pelaTMBHO OOTATH KYITYPOJIONIKA BPCKM, BOCIIOCTABEHH BO TIPETXO/THATE
mekagu. MakeJOHCKUTe W CIOBEHEUKUTe TeaTpH MMaaT CBOja CONCTBEHA MCTOPHWja Ha
KOHTHHYMPaHW BPCKU; BPCKM KOM Ce€ M3TpajieHd Bp3 CIIMYHUTE M OJMCKUTE TeaTapCKH
TPAJIUIIMK U MIOCTOjaHAaTa ejba 3a copaboTKa. 3a BpeMe Ha MHCTUTYIMOHAM3AIMjaTa Ha
HaIlOHAJIHUTE TeaTpH BO 3ae[JHUUKATA JIP}KaBa, 0C00EHO BO BpeMeTo mpef u o Bropara
CBETCKa BOjHA, Toa moJpa30upaiie HAMEHCKO IIOBP3yBaibe Mery TeaTapCKUTe LEHTPH Off
cUTe TPaioBU Of TOpaHellHaTa 3aefHAUKA Jp/kaBa. Bo MOHATaMONIHUOT Mepuof oBue
BPCKM Oea Ofp;KyBaHM OnarofjapeHue Ha MAaTyBauKUTEe TeaTpu Kako M Ha BHU3WjaTa U
TI0CBETEHOCTA Ha HEKOJIKY TeaTapCKu eHTy3ujacTi. Bo mocieqHuTe nelieHny Ha MUHATHOT
BEK, Bpckara Mer'y Makegonuja i C/ioBeHHja BO TeaTapcka CMHUCIA Oellle TpajeHa I7IaBHO
HU3 3aeTHAYKY YUECTBA HA Pa3INJHU (DeCTUBAJIU U TIOCETH Of CTPaHa Ha PecHeKTaOUTHU
VMETHHIIY Off IBETE 3eMjH.

3apajy pasINyHUTe OrpaHNuyBama (BO CMUC/IA Ha BpeMe, (DMHAHCHY U YOBEUKU PecypcH)
HAIIeTO HCTPAKYBakbe MOKe [ja Oijie caMo IUJIOT-TIPOEKT LITO Ke II0CTAaBU TeMeJI 3a MHUTE,
TIOCTIOKEHM U TIOfIeTAIHM MCTpakKyBamba Ha TemaTa. EfiHa off HajyIoTpeOIMBUTE alaTKU
3a WJHUTE UCTPAKyBauld Ha MaKeJOHCKO-CJIOBEHEUKUTE TeaTapcKy BPCKM, pa3BHEHA BO
PaMKK Ha 0BOj MPOEKT, e [AWrUTanHaTa 0a3a Ha MOJIATOLM Koja COMPMKU MH(pOPMALMK 3a
TeaTapCKUTe YMETHUIH, M3BeyBaul ¥ MHCTUTYIMK KOM VUeCTBYBajle BO OMjIaTepanHara
copaboTKa B M3MUHATUTE 25 rofHi. Miaro coOpaBMe pa3IMuHy IIOfJaTOLM Off Pa3INuHITe
M3BOPH (KaKo 1to e C0BeHeuKuoul Wiealapcku ZoguHUK WTo T0 u3gaBa CIOBEHEUKHOT
TeaTapcKy MHCTUTYT, NMPBUTE Bep3MM Of MaKeJOHCKAaTa TeaTapcka 0a3a Ha IOJATOLIA
Ofip;KyBaHa off cTpaHa Ha DakyITeToT 3a JpaMCKu yMeTHOCTH, CKoIlje, apXUBU 1 TeaTapCKU
JOKYMEHTH, TI0BEP/IMBY MHTePHET-U3BOPH UTH.) JaJjoBMe ce of cebe 3a [a ja u3rpajmme
IIeJIOCHATa C/IMKA 3a 0Baa OumarepajgHa copabOTKa M efHOBPEMEHO CMe CBECHH JieKa
oBaa 0a3a Ha MOJATOLM € Ce VIITe HelelocHa U Tpeba ja Ouje momoOpeHa. 3aToa, Ou
Oute OarofapHy 3a MCIPaBKUTE /WK JOAaBKUTE Ha MOJATOLM Off CTPaHa Ha CeKoja of
MHCTUTYLMATE WK IOeJUHINTE KOM MOJKAT [ia IPUJOHeCaT BO NCTPAKYBALETO.

CobpaHuTe MOJATOLM Of HPOEKTOT Oea 00paOOTEHM CIIOPe HEKOJKY METOMOMOLIKH
NPUHIIMIN TIOCTaBEHU O CTpaHa Ha MCTPaKyBaukuTe Tpynu. [7laBHata mojenba Oerre
TI0CTaBeHa Mer'y TOCTYBauKK M3BeI0M 1 TOCETH/TOCTYBatba (MM COPabOTKH) Ha MOeMHEUHH

1 Ana Stojanoska. “Makedonsko-slovenske gledaliske povezave” [Macedonian-Slovenian Theatre Relations]. Bo Uprizoritvene
umetnosti, migracije, politika: slovensko gledalisce kot sooblikovalec medkulturnih izmenjav, ypeeso o Barbara Orel. UL FF and
UL AGRFT, 2017, pp. 281-306.



yMeTHHUIM. ['ocTyBaukuTe M3Be0K, HaTaMy, Oea IOfielieHK BO JiBe IIOTKATErOPHML: HPBO,
M3BeJION O] eJiHAaTa 3eMja TIOKAHeTH Off CTPAaHa Ha TeaTpu BO JIpyraTa 3eMja Kako yecTa
MPaKTHKa Ha TOCTYBamba, M BTOPO - M3BEJOM Off eMHATa 3eMja KoW OWie BO paMKH Ha
TeaTapcku (hecTHBAIM BO Jpyrara 3emja. bumarepanHaTa copaboTKa Mery MOeIMHIN-
YMETHHIIH, UCTO TaKa, Oellle Mofie/ieHa Ha JiBe TIOTKAaTerOpHi: MPBO, YMETHHUIM Ha KPaToK
(MM HaMEHCKH) TIPeCTOj, HajuecTo O el Y4eCTBO BO PECIEKTUBHYU TeaTapCKU MPOAYKIMM
WM copabOTHUIIM Ha MPeTCTaBaTa, My3MKaTa 1 CJI. (0Baa IpyIla ja HapeKyBaMe OCTH T
»HEPe3uIeHTH") ¥ BTOPO, YMETHHUI[Y KO JloaraaT off e;lHaTa 3eMja BO pyraTa 4 OCTaHyBaaT
Ha OfIpeJieH IOfIONT TIepuoyi, (oBeKe TofMHM, I HapeKyBaMe pe3ujeHTH). OBUe mofenoun
II0 KaTeropuu 1 MoTKaTeropiu 6ea BayKHI MeTOMOJIONIKY a/laTKU He caMo ITPH COOMPaBeTo
Ha TIOJJATOIUTE, TYKY ¥ [IPU aHa/I3a Ha COOPAHUTE MOJIaTOII.

MaKo MokebO1 e HelleliocHa BO CeralliHaTa CoCTojba BO Koja MPOEKTOT ce Haora, 6a3aTa Ha
TIO/IATOL HY OBO3MO3KYBA 1A ja M3BJIedeMe OapeM IpelMMIHapHaTa CTaTHCTHRA. HajBaKHOTO
OTKDUTHE TPU KBAaHTUTATMBHHMOT JIE/ Off MCTPaKyBameTo e (DaKTOT JieKa MAaKeIOHCKO-
CIOBEHEUKaTa TeaTapcKka pa3MeHa € 3HAuMTe/IHO acHMETPHYHA BO CHUTE KaTeropud |
notkareropuu. Kako 1ITo e Toa BO MO3HATHOT ONMuc Ha bpoHuciaB MalMHOBCKY Ha ,Kyjia“,
TpajMIoHaHa (opMa Ha pasmeHa Mery TpoOpHjaH[ICKMTe OCTPOBH, Kaje IITO JiBa
pasIiMuHi BUfa apTe)akTd, KOHCTAHTHO IIaTyBaaT BO CIPOTHBEH IIpaBer’. Bo MaKemoHCKo-
CJI0BeHeuKaTa TeaTapcka pa3MeHa TeaTapcKaTa pa3MeHa HajuecTo MpeTCTaBKTe aTyBaaT off
CnoBenuja no MaremoHwja, ofieKa TOEJIMHEYHNTE TEATaPCKU YMETHHIIM MPeOMUHAHTHO
natyBaat oy Makemonwuja 1o CioBeHuja. MolIHe e OUUITIeHO aKO I CIIOPeIMe MOJaTOLUTe
BO 0a3aTa Ha MOJATOLM: BO IIEPUOZOT Ha KOj ce ofHecyBa ucTpakyBameTo (1990-2015), 69
CJI0BeHEUKa IIPOJIYKIIMja YIeCcTBYBajla Ha PasIMUHKTeE TeaTapcku (hecTrBamM Bo MakenoHHmja,
ZofleKa caMO 33 MaKe[OHCKM IIPOMYKIMM 3e/le YVUECTBO HA CJIOBEHEUKUTE TeaTapCKH
(hectiBaM (Kako [ofaBKa, 13 MaKeJOHCKM IPOAYKLMM Owie IOKaHeTH Off CTpaHa Ha
CJIOBeHEUKUTE TeaTpH CO Le/l [Ja HACTalaT Kako TOCTH M3BeJlyBaul Ha HUBHUTE ciieHH). Of
Ipyra CTpaHa, MaKeJIOHCKUTe VMeTHHIM ocTBapuie 227 moefuHeuHu copabotku (105 Kako
rocTd 1 122 Kako pe3upeHTH) WK Ipocek of 8,4 copabOTKM II0 Ce30Ha, JoJeKa HUBHUTE
CJIOBeHEUKH KOJIETM YUeCTBYBaJIe BO MAKeIOHCKM MPOIYKIUM caMo 52 MaTH (CKTe KaKo TOCTH)
WK Tpocek of 1,8 copaboTka 1o ce30Ha.

HajuecTu nmpodhecioHa IHK IPymy Mer'y MaKeJJOHCKUTE TeaTapCK! YMETHHUIM KOU PeJOBHO
I MOBpPeMeHO paboTene BO CIOBEHEUKUTE TeaTapd Ce: Mery TOCTHTe, MPBUTE TPU
npodecru ce: aBTOP Ha My3HKa, PEXKUCED U OTIEPCKH T1ejad, I0ieKa Mer'y Pe3uyIeHTUTe, JIBe
HajuecTy mpodecuy ce 6aJIeTCKU Urpad/TaHyap U ApaMatypr. Bo cyuajot Ha cJIoBeHEUKH
TeaTapcKy YMETHUIM KOM copaboTyBaie CO MaKeJOHCKUTE TeaTpd TPHUTEe TOI-TPodecru
MeI'y TOCTHTE Ce ]PAMCKH aBTOP, PEKUCED M TaHJap, HO He MOKEBME J1a JIETEKTHPaMe HUTY
eJleH CJIOBEHEUKHU pe3ujieHT Bo MakemoHuja.

2 Tepnian off LpBeHH MIKOMKH BO efieH MpaBell, 6pasieTHu ofi 6e/u MKO/KH BO CIPOTUBHUOT Mpasel]. Bupy Bo: Bronislaw Ma-
linowski. Argonauts of the Western Pacific. London: Routledge, 1932, p. 81.



3ana Jlo6oBurex u Caiio [IMMOCKH, aBTOPHTE Ha TEKCTOT 3a MaKeIOHCKO-C/IOBeHeuKaTa
pa3MeHa BO KOHTEKCT Ha TeaTapCcKuTe (heCTHUBAJIM, 'O MCKOPUCTHja KBAaHTUTATUBHUOT
METO/JOJIONIKYM MpPUCTAaN NpPY aHaIM3Mpame Ha CTaTUCTUUKuTe mnopatouu. Of efHa
CTpaHa, aBTOPUTE I'0 aHAIM3KMPaa MPUCYCTBOTO HA C/IOBEHEUKUTE TeaTapCKU MPOIYKIUK
BO pa3/MYHU TeaTapcku decTHBaaM Bo MakeJoHuja, a Off Apyra IaK, MPUCYCTBOTO Ha
MAaKe[[OHCKUTe TeaTapCKu MPOJIYKIMU U TeaTapCKU YMETHUIIM BO Pa3/IMUHU TeaTapCKu
thectuBanu Bo CrioBeHuja. Bo 3aK/Iy40KOT Ha TPYAOT, THE TH TPE3eHTHPAAT KyMYIaTUBHUTE
pesyiITaTi of OMIaTepasHOTO MCTPaKyBarbe, HarjacyBajKu I'M HAjuecTUTe HAaBHKU Ha
pasMeHa Ha MaKeJIOHCKHUTe M CJIOBeHEeUKHUTe TeaTapcKu (hecTUBAIU BO MOCIETHUTE 25
roguHU. JIBa (ecTHBaIM KOU 3aCiyKyBaaT MOTEHI[Pahe BO CMIC/IA Ha MIPeTCTaByBabe
Ha MaKeJlOHCKaTa TearapcKa Mpopykuuja Bo CJloBeHWja M 00paTHO: CJIOBEHEUKUOT
tdectuBan Ex Ponto u maxemonckuot ecruBan MOT - Maag Owisopen Teatutiap. Bo
peurcu [BOJELeHNCKOTO mocToeme Ha Ex Ponto, mpep cloBeHeukaTa myOmuKa Ouie
IPETCTABEHN Pa3IMYHM KAHPOBU, YMETHHUIM, TeMH M (DOPMATH Of] MaKeTOHCKUOT
teatap. OcHoBaH Bo 1975 roguHa, MOT e Bofieuky Make[ZoOHCKU (hecTUBa MpoQuIrpaH
KOH eKCIIepUMEHTaIHUTe TeaTapcKu (opMu M CLieHCKH abopatopuu. CrerpduueH
(heHOMeEH, JIeTalHO aHAIM3UPaH BO TEKCTOT Ha [oOoBIIeK ¥ [IMMOCKH € II0CTOjaHOTO
npucyctBo Ha CMI' (CrnoBerHcko MiaguHcKo riepamuinye) Ha MOT; Bo HaO/bygyBaHHOT
nepuo, MOT 6un momakun Ha 25 mpopykiuyd Ha CMI. OBoj uMmpecuBeH 0poj Ha
rOCTyBala € KBaHTUTATHBEH MHIMKATOp Ha 3HAUajHOTO BJIMjaHHe Ha CIIOBEHEUKUOT
TeaTap BO MaKe[JOHCKaTa TeaTapcka MpojyKiuja. MIMmpecuBHaTa OpojKa Ha TOCTYBAUKH
npetcraBd Ha CMI' Ha MOT e mcTo Taka Jen of MONIIMpPOKaTa TeMa enabopupaHa BO
Tpymot HamuinaH off Camo Jlumocku, Ana CrojaHocka u Xpuctuta l[Betanocka. Toa e
(heHOMEHOJIONIKA CTY/Mja Koja I'M aHAJIW3KMpa MHAWBUJYaIHUTE (DAKTOPKM Ha BIIMjaHUEe
Ha CJI0OBEHEUKHOT TeaTap BO MaKeJoOHCKaTa TeaTapcKa MpoAyKiMja. [aBHUOT (hoKyC Ha
aBTOpUTE € BIMjaHMEeTO Ha ecreTrRara Ha CMI' (moceOHO HU3 MOCTOjaHOTO IPUCYCTBO
Ha MOT) u BIMjaHHeTO Ha HEKOJIKY COBPEMEHHM TeaTapCKU PeXKUCePH Ha MOeTHRATa U
ecTeTMKaTa Ha MaKeTOHCKHOT TeaTap. [IpelM3HOTO MCTpa)kyBame Ha BJIMjaHHETO Ha
CJIOBEHEUKHOT TeaTap Ha TPEHIOBUTe HAa MaKeJJOHCKUOT TeaTap BO TOC/IETHHUTE TpPH
TielleHU}, T BOJIU aBTOPUTE [0 3aK/IYYOKOT JleKa BJIMjaHMeTO HAa MHOTYTE IOCTYBAuUKU
CJIOBEHEUKHM TeaTapCKU MPOJAVKIIMK, KaKo U paboTaTa Ha CJIOBEHEUKUTE PEKHCEPH BO
pa3MUHA MaKeJOHCKM TeaTpd MMa OCTaBeHO 3HAUMTeNHAa Tpara Ha MaKeJ[OHCKaTa
TeaTapcKa CIieHa U CUrHU()MKAHTHO BIIMjaHUe BO HEIOBATa eCTETHKA.

Bo mepuopioT Ha CBOETO MOCTOee, JyrocyiaBuja OBO3MOKYBallle He caMO MaTepHjajHa
MOAIPIIKA 3a MPO(eCHOHAJHUTE TeaTapcK¥ HHCTUTYLMM, TYKY M ja CTHMYIMpAIe
KY/ITYpONIOLIKAaTa copaboTKa Mery pemyOmukuTe Ha demepanujata. Bo HUBHHOT Tpy7 3a
MaKeJIOHCKO-CTIOBEHEUKUTe BPCKU BO 0A/leTOT W COBpeMeHHOT TaHIl, Coma 3apaBKOBa-
[Temapocka u Anjio MUoXHHK o 00jacHyBaart Toa Jieka, 0co0eHo HeBepOaiHuTe (hopMu Ha
YMETHHUKOTO M3Pa3yBarbe, KaKko IITO ce 6aIeToT M TaHIOT, 6ea COOBETHI KOMYHURATOPH
BO MY/ITUHAIIMOHATHATA 1 MY/ITWIMHTBATHATA JIP;KaBa, KakBa 1ITo Oerre ColujaucThuKa



Jyrocnasuja. Ho, mpoijecoT Ha pacmarameTo Ha JyrociaBuja U (hOpMHPaETo Ha HOBUTE
He3aBUCHM JipkaBu, MakenoHuja M CioBeHHja, MpeIU3BUKa 3HauajHu POMEHU 0COOEHO
BO TOJIETO HA TAHIIOT U Orepara. [7laBHaTa ofilMKa Ha OBMe MPOMEHH, Off efJHA CTPaHa,
Oere 6p30TO0 OClabyBame Ha cOpabOTKaTa Mery HAal[MOHATHUTE OAJeTCKA U OIEPCKU
MHCTUTYIIMM, a Off JIpyrata CTpaHa - TOpacT Ha copabOTKaTa Mery HeBJIaJMHUTeE
OpraHu3aly BKJIYYEHH BO CO3/[aBabeTo, MPOMOIMjaTa ¥ pa3MeHaTa Ha COBpeMeHUTe
TAHIIOBU MPOJYKI[MK. Bo KOHTEKCT Ha HUBHUOT TPy, Ilemapocka 1 MuioxHUK, MCTO TaKa
M aHa/mM3Kupaa patuuimpanute noropopu Mery CroBeHnja U MakeJjoHHja BO MOJETO
Ha Kyntypara. [loroBopoT 3a copaboTKa BO 00pa30BaHMETO, KYITypaTa M HayKaTta Mery
Bnapara Ha Penyonuka Makemonuja u Bnagara Ha Penyouika CrioBeHuja, moTmuinas Bo 1993
roiMHa 00e30e/1 3aKOHCKA TM03a/IMHa 38 HaTaMOIIHA HOPMAaTUBHY aKTH 3a Perynpame Ha
KOHKPeTHU HauMHH 1 (hopMu Ha copabOTKa BO Ky/ITypaTa. [7aBHaTa KpUTHKA Ha aBTOPUTE
e JIeKa CTeleHOT Ha MHTe/IeKTyaIHa copaboTKa BO OBUe OMJTaTepasTHU OTOBOPH € CKPOMEH
¥ HeaMOMIIOo3eH, 0c00eHO BO TOJIETO Ha TAHIIOT Kajie WITO € 3arapaHTHpaHa pa3MeHaTa
Ha (ONMKIIOPHKTE TPYIIH, JI07leKa pa3MeHuTe BO OAJIeTOT M COBPEMEHUTe TaHI[OBH U3BeI0H
BOOIIIIITO He e HU CTIOMEHYBaar.

Xpucruna [[Betanocka u ['ammep Tpoxa ro uMeHyBaaT peTKOTO MPUCYCTBO HA TEKCTOBH Off
MaKeJJOHCKK JIPaMCKH MHCATell Ha PerepoTapuTe Ha CJIOBeHEUKHUTe TeaTpH, U 00paTHo,
KaKo ,,Jby0e3HO MTHOpHpame”. Pa3sMeHaTa Ha JpaMCKH TEKCTOBU PEUMCH MCUE3HYBa: BO
nepuozoT o, 1990 mo 2015 r. camo 6 TeKCTOBM 0ff MAaKeJOHCKU aBTOPHU OxJie MOCTaBeH! Ha
CIIeHa BO CJIOBEHEUKUTE TeaTpH, ofieKa 8 c/IoBeHeuku Bo MakejoHcKuTe. Ha mpB mormen
TOA JIMUM JieKa e IPUPOJIHA peakIiyja 10 pacmajioT Ha MopaHellHaTa JyrociaByja, Ha MITO
aBTOPUTE CYrepupaaTr feKa JelyMHO e TOYHO. Bo HMBHHMOT TEeKCT, THe ja aHa/IM3UpaaTr
IPUUMHATA 32 PELUIIPOUHOTO UTHOPUpAIe U Hempu(aKame Ha COBPEMEHUTEe aKTYeTHH
IpaMaTUKU Mery iBete 3eMji. Ciopes; HUBHOTO MUCIIEHbe, IIPUUMHITE 32 MHAM(EPEHTHOCTA
He Ce HUTY BO MPEeBOJIUTe HUTY BO HempudaTeHuTe MOTHBY U TeMu. HuBHaTa aHami3a Ha
IpaMCKUTe TEKCTOBU IocTaBeH Bo MakemoHuja M Bo CJI0BeHHja IOKaKyBa CIIMYHOCTH
BO MOTHBMTE IITO T MHCITMPUpaJie aBTOPUTE U T MOTHBHUPAJe PEKUCEPUTE Jla MOCTaBaT
Ha CIleHa OfpeflleHd TeKCTOBM. HMBHHOT 3aK/IyUOK e JieKa 3aeJHHUUKOTO ,JbyOe3HO
WrHOpMpame" e HajBepojaTHO Pe3y/ITaT Ha MPOMEeHaTa KyPCOT Ha KyATYPaTHUTE OMTUTHKH
Ha CroBeHMja 1 Ha MakejoHuja, BPTEjKHU ce Off 0JIMCKUOT MCTOPUCKH U reorpadcKu MHTEpec
koH EY, CAJl utH. TeKcTOBU 0f] MAKeJJOHCKH APAaMCKHM IMCATe PETKO Ce T0CTaByBaaT Ha
perepToapuTe Ha CJIOBEHEUKUTE TeaTpH, KaKoB IIITO € ¥ 00paTHUOT ciydaj. OBKe HaydHH
TPYIOBU Ce 3a0KPY:KeHH CO MHTEpBjya Ha [iBajlla YMETHMIIW, ITPBO, CO MAKEJOHCKHOT
Tearapcku pexkucep CroboaH YHKOBCKM, KOj UeCTo paboTes BO CJIOBEHEUKUTE TEATPH, U
II0TOA CO CTIOBEHEUKHOT TaHuap 1 Kopeorpad [lejan Cpxoj, Koj MMa roieMo MCKYCTBO BO
3aeJHUYKKUTE, COPA0OTYBAUKK KOpeorpadcKul IIPOEKTH 1 KOMPOLYKIIMHI MEI'Y CTIOBEHEUKHUTE
1 MaKeIOHCKUTeE HeBJIaJIMHI OPraHM3alliK, BKITYUyBajKU PErMOHATHY TAHIIOBY ITaT(OPMH,
Kako 1rro e Nomad Dance Academy.



BunatepaniHAOT KCTPaKyBauKé MPoeKT MaKeJOHCKO-CTIOBEHEUKH TeaTapcKu BPCKU (Of
1990 1o eHec) HYE 1TaBa MOKHOCT J1a TM UCTPakKMMe TeaTapcKuTe jasmi Mer'y Makemonuja
1 CrioBeHWja BO MUHATUTE JIeKajld, KaKo W BJIMjaHUETO BP3 COLMjATHUOT, €KOHOMCKH
¥ TIOIMTHUKY OPUEHTHD Ha copabOTKaTa Ha HMBO Ha TeaTapCKU MPAKTUKU. T'omem Opoj
PEHOMHUpAHU peKucepH, Kopeorpacdu, W3BelyBaud, KOMIIO3UTOPH, clieHorpagu wu
KocTuMorpadu, Kako u 1enu aHcam6iu of MakeoHuja ja mocerune ClioBeH1ja M 00paTHo.
Haumre TeKcTOBM, pa3BMBAHM HU3 OMIATEPaTHUOT MCTPAKYBAUKU MPOEKT M 0bjaBeHU
BO 3aeJIHUUKOTO U3faHue Ha Amfiteater u Ars Academica ce (oKycHpaHU Ha TEOPUCKOTO
pasriieflyBame Ha OBUE aKTMBHOCTH, HA aHAJTM3a Ha 3aeIHMYKATa pelleliyja, BjujaHue BP3
pernepToapy, HAUMHU Ha U3Be0a, MOETURM M €CTeTHKU Ha TeaTapCKUTe MPAKTUKH, KaKo
¥ MOTEHIWjaJTHA COPabOTKM TITO MOKAT Jla cyieflaT Bo JiBeTe Hacoku. Ce HajleBaMe JieKa
HaIIeTO UCTPaKyBabe Ke MpUjoHece KOH Mofo0po pa3dupame Ha MPoLecuTe Ha pa3sMeHa
0] MHHATOTO M Ke CTHMY/IHpa IIOCHIHA COPaboTKa Mery MaKeOHCKHTE 1 CIOBeHEUKHTe
TeaTapcKy YMETHUIY U MHCTUTYI[U BO UTHAHATA.









Uvod v makedonsko-slovenske gledaliske E
vezi (1990-2015)

Aldo Milohni¢ in Ana Stojanoska

Prispevki v pric¢ujoci skupni Stevilki revij Amfiteater in Ars Academica so nastali v
okviru bilateralnega projekta Makedonsko-slovenske gledaliske vezi (od leta 1990 do
danes), ki je potekal dve leti (2017-2018) v sodelovanju med Fakulteto dramskih
umetnosti iz Skopja in Akademijo za gledalisce, radio, film in televizijo iz Ljubljane.
Projekt sta podprla Agencija za raziskovalno dejavnost Republike Slovenije in
Ministrstvo za izobraZevanje in znanost Republike Makedonije. Glavni cilj projekta
je bil ugotoviti, zapisati in oceniti sodelovanje gledaliSkih umetnikov iz obeh drzav
v obdobju 1990-2015. Raziskava je zajela vsa glavna podrocja scenskih umetnosti
(dramo, opero in balet/ples), vklju¢no z obiski posameznikov in celotnih ansamblov.
Makedonski in slovenski raziskovalci, ki so bili vkljuceni v projekt, so proucevali tudi
recepcijo, kritiko in pomembne umetniske dosezke teh umetnikov in institucij.!

Koncni rezultati projekta so bili predstavljeni na konferenci, ki jo je 5. novembra
2018 organizirala Fakulteta dramskih umetnosti v Skopju. To je bila prva znanstvena
konferenca, ki je bila v celoti posvecena makedonsko-slovenskim gledaliSkim
povezavam v zadnjih 25 letih. V tem obdobju so se vendarle zgodila tudi nekatera
druga znanstvena in strokovna srecanja v Makedoniji in Sloveniji, ki so se ukvarjala
z bilateralnim (delno tudi regionalnim) sodelovanjem v kulturi. Ce omenimo
le nekaj konferenc, ki sta jih organizirali partnerski instituciji v raziskovalnem
projektu, katerega izsledke predstavljamo v tej skupni Stevilki revij Amfiteater in Ars
Academica: Fakulteta dramskih umetnosti iz Skopja je organizirala ve¢ mednarodnih
konferenc o gledalis¢u (Balkanska gledaliska sfera, 2003; Medkulturno gledalisce,
2005; Gledalisce in identiteta, 2006; Gledalis¢e in spomin, 2007), na katerih so
sodelovali tudi raziskovalci iz Slovenije, medtem ko je na nedavni mednarodni
konferenci Uprizoritvene umetnosti, migracije, politika: slovensko gledalisce kot
sooblikovalec medkulturnih izmenjav (v okviru Festivala Borstnikovo srecanje, 2015),
ki jo je organizirala Akademija za gledalisce, radio, film in televizijo iz Ljubljane, Ana
Stojanoska predstavila referat o makedonsko-slovenskih gledaliskih povezavah.?

1 Clanice in ¢lan makedonske raziskovalne skupine so bili Hristina Cvetanoska, Sao Dimoski, Dragana Milo$evski Popova,
Ana Stojanoska (vodja tima) in Sonja Zdravkova DZeparoska; ¢lanici in ¢lana slovenske raziskovalne skupine pa Zala
Dobovsek, Aldo Milohnié¢ (vodja tima), Maja Sorli in Gasper Troha.

2 Stojanoska, Ana. »Makedonsko-slovenske gledaliske povezave.« Uprizoritvene umetnosti, migracije, politika: slovensko
gledalisce kot sooblikovalec medkulturnih izmenjav, ur. Barbara Orel, FF UL in UL AGRFT, 2017, str. 281-306.



Makedonija in Slovenija sta bili skoraj sedemdeset let del iste drzave: od Kraljevine
Jugoslavije (med svetovnima vojnama) do Socialisticne federativne republike
Jugoslavije (1945-1991). Sodelovanje na podrocju kulture in kulturna izmenjava
med Slovenijo in Makedonijo temeljita na sorazmerno bogatih kulturnih povezavah,
vzpostavljenih v preteklih desetletjih. Makedonska in slovenska gledaliS¢a imajo
lastno zgodovino nepretrganih povezav; povezav, zgrajenih na podobnih in sorodnih
gledaliskih tradicijah ter stalni Zelji po sodelovanju. V casu institucionalizacije
nacionalnih gledalis¢ v skupni drzavi, zlasti v ¢asu pred drugo svetovno vojno in po njej,
je to pomenilo namensko povezovanje gledaliskih centrov iz mest nekdanje skupne
drzave. V nekem drugem obdobju so te povezave vzdrzevala potujoca gledalisca ter
vizija in posvecenost nekaj gledaliSkih navdusSencev. V zadnjih desetletjih preteklega
stoletja so se gledaliske vezi med Makedonijo in Slovenijo vecinoma gradile s skupno
udelezbo na razli¢nih festivalih in z obiski uglednih umetnikov iz obeh drzav.

Zaradi razlicnih omejitev (v smislu casa, financ in ¢loveskih virov) je lahko nasa
raziskava le pilotski projekt, ki bo kvec¢jemu zagotovil solidno podlago za prihodnje
zahtevnejSe in podrobnejSe raziskave na to temo. Eno najuporabnejsih orodij za
prihodnje raziskovalce makedonsko-slovenskih gledaliskih povezav, razvito v okviru
tega projekta, je digitalna podatkovna baza z informacijami o gledaliskih umetnikih,
uprizoritvah in institucijah, ki so bilateralno sodelovali v preteklih 25 letih.? Ceprav
smo zbrali razlicne podatke iz razlicnih virov (kot so Slovenski gledaliski letopis, ki ga
izdaja Slovenski gledaliski institut, prva razlicica makedonske gledaliske podatkovne
baze, kijo je pripravila Fakulteta dramskih umetnosti v Skopju, arhivi in dokumentacije
gledaliS¢, izbrani spletni viri itn.) in smo si mocno prizadevali, da bi ustvarili ¢im
popolnejso sliko bilateralnega sodelovanja, se zavedamo, da je podatkovna baza
Se pomanjkljiva in bi jo bilo treba dopolniti. Zato bi bili hvalezni institucijam ali
posameznikom, ki lahko prispevajo morebitne popravke in/ali dodatne podatke.

Podatke, ki smo jih zbrali v okviru projekta, smo obdelali v skladu z nekaj metodoloskimi
naceli, ki sta jih dolocili raziskovalni skupini. Glavna razdelitev je bila narejena med
gostujoCimi predstavami in gostovanji (ali sodelovanji) posameznih umetnikov. Gostujoce
predstave so bile naprej razdeljene v dve podkategoriji, in sicer predstave iz ene drzave, ki
so gostovale v drugi drzavi na povabilo posameznih gledaliSc iz te drzave, ter predstave iz
ene drzave, ki so gostovale v drugi v okviru gledaliskih festivalov. Bilateralno sodelovanje
med posameznimi umetniki je bilo prav tako razdeljeno v dve podkategoriji, in sicer
umetniki na kratkem (ali obCasnem) obisku, najpogosteje z namenom sodelovanja
v posameznih gledaliskih produkcijah kot avtorji besedil, skladatelji ipd. (to skupino
imenujemo gostje oziroma nerezidenti), ter umetniki, ki prihajajo iz ene v drugo drzavo in
v njej bivajo vec let (imenujemo jih rezidenti). Te razdelitve v kategorije in podkategorije
so bile pomembna metodoloska orodja tako pri zbiranju podatkov kot pri njihovi analizi.

3 Baza je dostopna na spletnem naslovu www.fdu.ukim.edu.mk.



Ne glede na to, da je podatkovna baza v sedanji fazi projekta morda nepopolna, nam
omogoca pripravo vsaj zacasne statistike. Najpomembnejsa ugotovitev v okviru
kvantitativnega dela raziskave je dejstvo, da je makedonsko-slovenska gledaliska
izmenjava dokaj asimetricna v vseh kategorijah in podkategorijah. Podobno kot
v primeru tradicionalne menjave na Trobriandskih otokih (»kula«), ki jo je orisal
antropolog Bronislaw Malinowski,* ko dve zvrsti dobrin nenehno potujeta vnasprotnih
smereh, predstave najpogosteje potujejo iz Slovenije v Makedonijo, medtem ko
gledaliski umetniki ve¢inoma potujejo iz Makedonije v Slovenijo. Ta ugotovitev izhaja
iz primerjave zbranih podatkov: v obdobju, ki ga je zajela nasa raziskava (1990-
2015), je 69 slovenskih produkcij sodelovalo na razlicnih gledaliskih festivalih v
Makedoniji, medtem ko je samo 33 makedonskih produkcij nastopilo na slovenskih
gledaliskih festivalih (poleg tega so slovenska gledalisS¢a povabila Se 13 makedonskih
predstav, ki so gostovale na njihovih odrih). Po drugi strani so makedonski umetniki
izvedli 227 posamic¢nih sodelovanj (105 kot gostje in 122 kot rezidenti) ali v povprecju
8,4 sodelovanja na sezono, medtem ko so njihovi slovenski kolegi v makedonskih
produkcijah sodelovali le 52-krat (vedno kot gostje) in tako opravili v povprecju
1,8 sodelovanja na sezono. NajpogostejSe poklicne skupine med makedonskimi
gledaliskimi umetniki, ki so redno ali obcasno delali v slovenskih gledalis¢ih, so
med gosti reziser, avtor glasbe in operni pevec, medtem ko sta najpogostejsa poklica
med rezidenti plesalec in dramaturg. V primeru slovenskih gledaliskih umetnikov,
ki so sodelovali z makedonskimi gledalis¢i, so v kategoriji gostov vodilni poklici
dramatik, reziser in plesalec (v makedonskih gledaliscih nismo zaznali prav nobenega
slovenskega gledaliSkega umetnika, ki bi ga uvrstili v naSo kategorijo rezidentov).

Pri pisanju prispevka o makedonsko-slovenskih izmenjavah v okviru gledaliskih
festivalov sta Zala DobovSek in Saso Dimoski izhajala iz zbranih kvantitativnih
podatkov in njihove statisticne obdelave. Avtorja analizirata prisotnost slovenskih
predstav na gledaliskih festivalih v Makedoniji in makedonskih na festivalih v Sloveniji,
v sklepnem delu ¢lanka pa predstavita kumulativne rezultate bilateralne raziskave in
izpostavita klju¢ne znacilnosti te oblike izmenjav v zadnjih 25 letih. Festivala, ki si
zasluzita posebno omembo v smislu predstavitve makedonske gledaliske produkcije
v Sloveniji in obratno, sta slovenski festival Ex Ponto in makedonski festival MOT -
Mlado odprto gledalisce. V skoraj dveh desetletjih obstoja je festival Ex Ponto slovenski
publiki predstavil razlicne umetnike ter zvrsti, teme in formate makedonskega
gledalisca. MOT, ki je bil ustanovljen leta 1975, je vodilni makedonski festival,
naravnan k eksperimentalnim gledaliSkim oblikam in odrskim laboratorijem. Pojav,
ki sta ga avtorja posebej izpostavila, je stalna prisotnost Slovenskega mladinskega
gledalisc¢a (SMG) na MOT; v opazovanem obdobju je MOT gostil 25 produkcij SMG.

4 Ogrlice iz rdecih Skoljk v eno, zapestnice iz belih $koljk pa v drugo smer; prim. Malinowski, Bronislaw. Argonavti
zahodnega Pacifika. Aristej, 2018.



To impresivno Stevilo gostovanj SMG na festivalu MOT je hkrati del SirSe teme, ki so jo
v posebnem c¢lanku obdelali Saso Dimoski, Ana Stojanoska in Hristina Cvetanoska. V
tej fenomenoloski Studiji avtorji analizirajo posamezne dejavnike vpliva slovenskega
gledalisca na makedonsko. Pri tem se osredotocajo na vplive estetike SMG (zlasti skozi
njegovo kontinuirano prisotnost na festivalu MOT) in na vplive nekaterih sodobnih
slovenskih gledaliskih reziserjev na poetiko in estetiko makedonskega gledalisca.
Poglobljena raziskava vpliva slovenskega gledaliSca na gibanja v makedonskem
gledaliscu v zadnjih treh desetletjih je avtorje pripeljala do sklepa, da so Stevilna
gostovanja slovenskih predstav pa tudi sodelovanja slovenskih reziserjev v razli¢cnih
makedonskih gledalisc¢ih pustila opazne sledi na makedonski gledaliski sceni in
obcutno vplivala na njeno estetiko.

V casu svojega obstoja je Jugoslavija poklicnim gledaliskim institucijam nudila ne le
materialno podporo, temvec je med republikami federacije spodbujala tudi kulturno
sodelovanje. V njunem c¢lanku o makedonsko-slovenskih izmenjavah v baletu in
sodobnem plesu Sonja Zdravkova Dzeparoska in Aldo Milohni¢ razlagata, da so
bile zlasti neverbalne oblike umetniSkega izraZanja, kot sta balet in ples, ustrezni
komunikatorji v vecnacionalni in vecjezi¢ni drzavi, kakrSna je bila socialisti¢na
Jugoslavija. Proces razpada Jugoslavije in oblikovanje novih neodvisnih drzav,
Makedonije in Slovenije, je povzrocil pomembne spremembe zlasti na podrocju plesa
in opere. Glavni znacilnosti teh sprememb sta bili po eni strani hitro zmanjsevanje
sodelovanja med nacionalnimi baletnimi in opernimi institucijami ter po drugi strani
krepitev sodelovanja med nevladnimi organizacijami, vkljuCenimi v ustvarjanje,
promocijo in izmenjavo sodobnih plesnih produkcij. Avtorja analizirata tudi
bilateralni sporazum in poznejse programske dokumente o sodelovanju v kulturi, ki
sta jih Makedonija in Slovenija ratificirali od svoje osamosvojitve do danes. Sporazum
o sodelovanju v izobrazZevanju, kulturi in znanosti med Vlado Republike Makedonije
in Vlado Republike Slovenije, podpisan leta 1993, je zagotovil zakonsko podlago za
sprejem normativnih aktov za urejanje konkretnih nacinov in oblik sodelovanja
na podrodju kulture. Avtorja menita, da je raven medkulturnega sodelovanja, ki jo
predvidevajo ti bilateralni sporazumi, zal prevec¢ skromna in neambiciozna, zlasti na
podrocju plesne umetnosti, kjer se izrecno ureja izmenjava folklornih plesnih skupin,
medtem ko izmenjave na podrocju baleta in sodobnega plesa niso niti omenjene.

Besedila makedonskih dramatikov se redko uvrScajo na repertoarje slovenskih
gledalis¢, enako je z uprizarjanjem slovenske dramatike v Makedoniji. Hristina
Cvetanoska in GaSper Troha ta pojav imenujeta »vljudna brezbriZnost«. [zmenjava
dramskih besedil je tako rekoc¢ zamrla: v obdobju med letoma 1990 in 2015 je bilo le
Sest besedil makedonskih avtorjev uprizorjenih na odrih slovenskih gledalis¢ in osem
besedil slovenskih avtorjev v makedonskih gledalis¢ih. Ceprav je to na prvi pogled
morda videti kot pricakovano zmanjSanje po razpadu nekdanje skupne drzave, avtorja



menita, da to ne drzi povsem. V ¢lanku analizirata moZne razloge tega vzajemnega
ignoriranja in trganja vezi med drZavama na podrocju sodobne dramatike. Po njunem
mnenju razlogi za to indiferentnost niso ne redki prevodi ne neprimerni motivi in
teme dramskih besedil, saj njuna analiza besedil, ki so bila uprizorjena v Makedoniji
in Sloveniji, kaZze prav nasprotno. Avtorja skleneta, da je »vljudna brezbriZnost«
najverjetneje posledica splosnih sprememb v usmeritvah kulturnih politik Slovenije
in Makedonije, za katere je znacilno upadanje zanimanja za geografsko in zgodovinsko
bliZja okolja ter obracanje k EU, ZDA itn.

Znanstvene clanke dopolnjujeta pogovora z makedonskim reziserjem Slobodanom
Unkovskim, ki je pogosto delal v slovenskih gledaliscih, ter s slovenskim plesalcem
in koreografom Dejanom Srhojem, ki si je veliko izkuSenj nabral s skupnimi
koreografskimi projekti in koprodukcijami med slovenskimi in makedonskimi
nevladnimi organizacijami, vklju¢no s plesnimi platformami, kot je Nomadska plesna
akademija (Nomad Dance Academy).

Bilateralni projekt Makedonsko-slovenske gledaliske vezi (od leta 1990 do danes) je
omogoCil pilotno raziskavo gledaliskih vezi med Makedonijo in Slovenijo v preteklih
desetletjih ter analizo vpliva druZbenih, ekonomskih in politicnih razmer na
bilateralno sodelovanje gledaliskih institucij in posameznikov. Veliko Stevilo uglednih
reziserjev, koreografov, performerjev, skladateljev, scenografov in kostumografov
ter celotnih ansamblov iz Makedonije je obiskalo Slovenijo in obratno. Clanki, ki so
nastali v okviru bilateralnega raziskovalnega projekta in so objavljeni v skupni Stevilki
slovenske revije Amfiteater in makedonske revije Ars Academica, so osredotoceni na
teoretsko obravnavo teh izmenjav, analizo vzajemne recepcije, vpliv na repertoarje,
nacin izvedbe, poetike in estetike gledaliskih praks pa tudi na potencialna sodelovanja,
ki bi lahko sledila v obeh smereh. Upamo, da bo nasa raziskava prispevala k boljSemu
razumevanju procesov izmenjave v preteklosti in spodbudila sodelovanje med
makedonskimi in slovenskimi gledaliSkimi umetniki ter institucijami v prihodnosti.
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The paper offers two perspectives for analysing this specific cultural collaboration based
on statistical analyses of the data collected during the bilateral research project between
Macedonia and Slovenia in the field of the theatre. On the one hand, the authors analyse
the presence of the Slovenian theatre productions at the various theatre festivals in
Macedonia, and, on the other, the presence of the Macedonian theatre production and
theatre artists at different theatre festivals in Slovenia. In the conclusion, they present
the combined results of the bilateral research, emphasising the most frequent exchange
habits found in the Macedonian and Slovenian theatre festivals during the last 25
years, The total sum reveals a discrepancy in the bilateral collaboration: 69 Slovenian
productions participated in the Macedonian theatre festivals; 33 Macedonian productions
in the Slovenian theatre festivals and 13 Macedonian productions in various theatres in
Slovenia. The international festivals Ex Ponto (Slovenia) and MOT (Macedonia) played a
crucial role in this relation.

Keywords: theatre, festival, collaboration, production, Macedonia, Slovenia




The Theatre Bridge between Macedonia and  *
Slovenia: Theatre Festivals

Zala DobovsSek and Sasho Dimaski

Introduction: A post-Yugoslav theatre bridge

Being part of the former Yugoslav federation for a long period of time, Macedonia and
Slovenia have built a strong cultural collaboration, both bilaterally and with the other
federal republics. Since 1991, the year when both countries became independent
states, bilateral collaboration between Macedonia and Slovenia in the field of
performing arts has continued with relatively high intensity through the exchange
of theatre performances, work on co-productions, festival participations as well as
the exchange of individual artists (actors, directors, costume and stage designers,
composers, choreographers, etc.).! In this article we focus on the theatrical crossroads
that are most crowded and accessible to Macedonian and Slovenian spectators, that
is, theatre festivals, which also offer a social context. As Willmar Sauter puts it in his
text about festivals as theatrical events: “A theatrical event is not only the encounter
between a performance and its audience in a given place ata certain time, butincludes
also the complexities of the society in which it takes place. A theatrical event does not
happen in a vacuum, but is closely related to such factors as aesthetics, the economy,
education, attitudes, status, traditions, etc.” (“Festivals” 18-19). He goes on to “extend
these aspects of the theatrical event to the scale of an entire festival”.

Accordingto statistical data collected within the bilateral research project Macedonian-
Slovenian Theatre Relations (from 1990 until the Present), in the period 1990-2015
there were 46 Macedonian productions in Slovenia and 69 Slovenian performances in
Macedonia. The article is thus structured in two parts. In the first part, we present all
the different festivals and theatres that invited Macedonian theatre to Slovenia, that s,
33 productions at festivals and 13 guest performances at selected Slovenian cultural
institutions. In the second part, we concentrate on Slovenian events in Macedonia,
which were all organised within festivals. Again, we name all the festivals and list
the theatres that toured to Macedonia since the independence of both states. In the
conclusion, we expose the strongest connections between both states: the festivals Ex
Ponto and MOT. In this article, the data has been arranged into tables to offer insight
into the relational forms of the bilateral collaborations; especially to see the proportion

1 For more on Macedonian-Slovenian theatre relations since 1913, see Stojanoska (“Makedonsko-slovenske gledaliske
povezave”).



between festivals and other guest performances in Slovenian theatres. The data
referring to the Slovenian side of theatre production and festivals was collected from
the Slovenian Theatre Annual published by the Slovenian Theatre Institute (SLOGI)
which offers the best overview of the Macedonian and Slovenian collaborations. The
data from Macedonia is based on an early version of the Macedonian theatre database
maintained by Faculty of Dramatic Art, Skopje, archives and documentations of
theatres, reliable internet sources, etc.

First Driveway: From Macedonia to Slovenia

The Macedonian theatre was presented to the Slovenian audience mostly within
various international festivals. There were also a few “independent”, one-off guest
performances at Slovenian national and other theatres such as: Slovenian National
Theatre Drama Ljubljana (SNG Drama Ljubljana), the Drama of the Slovene National
Theatre Maribor (Drama SNG Maribor), Slovene National Theatre Nova Gorica (SNG
Nova Gorica), Mladinsko Theatre (Slovensko mladinsko gledalisce), Celje People’s
Theatre (Slovensko ljudsko gledaliSce Celje), PreSeren Theatre Kranj (PreSernovo
gledalisce Kranj), Cankarjev dom Cultural and Congress Centre (Cankarjev dom),
most of the time based on a kind of bilateral “agreement”. As we will see, the most
important role in collaborating with Macedonian theatre productions was played by
the International Festival EX Ponto (based in Ljubljana), followed by the Primorska
Summer Festival (Slovenski primorski poletni festival), then Ljubljana International
Festival of Pantomime (Ljubljanski mednarodni festival pantomime) and then a few
guest performances at Maribor Theatre Festival (Festival BorStnikovo srecanje),
Festival Exodos and the Week of Slovenian Drama (Teden slovenske drame). In
the observed period, Slovenian festivals and individual theatres hosted 46 guest
performances (including co-productions) from Macedonia.

Table 1. Slovenian festivals hosting Macedonian performances (1990-2015)

Slovenian festivals hosting Macedonian performances pgn-l;:)t:'lr):::cfes
Ex Ponto Festival 17
International Mime Festival in Ljubljana 3
Primorska Summer Festival 3

KluZe Festival 2

Week of Slovenian Drama 2
Maribor Theatre Festival 1




Slovenian festivals hosting Macedonian performances NUmBEROE

performances
European Month of Culture 1
Exodos International Festival 1
Festival Ljubljana 1
Mej(ni)fest - NETA Festival 1
International Philosophical Symposium Miklavz Ocepek 1
Total 33

Table 2. Slovenian theatres hosting Macedonian performances (1990-2015)

Slovenian theatres hosting Macedonian performances pg‘l;omrlr)r::nocfes
PreSeren Theatre Kranj 3
Mladinsko Theatre 2
Slovene National Theatre Nova Gorica 2

Celje People’s Theatre 2
Slovenian National Theatre Drama Ljubljana 1
Drama of the Slovene National Theatre Maribor 1
Cankarjev dom Cultural and Congress Centre 1

Koper Theatre (Gledalisce Koper) 1

Total: 13

Ex Ponto (1993-2016)

The Ex Ponto International Festival was one of the most important theatre
organisations which highly valued inter-cultural contacts between the countries
of the former Yugoslavia. Ex Ponto was launched in 1993 (before other important
international festivals in Slovenia such as Exodos (1995), City of Women (1995)
and Young Lions (Mladi levi) (1998)) by the B-51 Cultural Society, whose work has
been rooted from the outset in a solid humanistic, political and social foundation.
At the beginning, EX Ponto was a festival with minimal financial support but a huge
amount of enthusiasm and strong belief. Focusing on maintaining connections
with other parts of the former Yugoslavia and South-Eastern Europe, the annual
Ex Ponto festival presented national and international contemporary theatre
and performing arts works. EX Ponto was also a member of the New European
Theatre Action (NETA) and since November 2007 served as the seat of the NETA



Secretariat. “During its over 16 years of activity, Ex Ponto has succeeded to
achieve its initial goal to stimulate communication and international cooperation
and exchange between the Balkans and other East European countries, as well as
with Western Europe, through presenting contemporary theatre and performing
and visual arts productions to Slovene and international audiences” (“Depot: Ex
Ponto”, online).

According to Ana Perne, the festival’s name already announces its aim - to build a
bridge between former republics of Yugoslavia. She points out the tendency of Ex
Ponto to be a highly multimedia festival, at least during the first decade. Ex Ponto
had two main programme components: first, to retain connections not only with but
also between the republics of former Yugoslavia (which have been burdened with
nationalism, ethnic conflicts and economic difficulties) and second, “to acquaint
the Slovenian audience with their performing trends and wider social situation”
(“Druzbenokriti¢ni angazma” 195). The painful context of war gave EX Ponto the
impulse to give these kinds of political (and yet intimate) themes a place and time
to be seen, articulated, interpreted. Especially at the very beginning, the festival
always included all nations from former Yugoslavia, later, it also invited artists from
other countries (Romania, Bulgaria, Hungary, etc.). In the second part of her article,
however, Perne becomes more critical, saying that the programme of Ex Ponto was
focused on new approaches in performing art - yet every year it became more and
more disperse, sometimes giving the impression that its programme was made
almost by chance. According to Perne, by trying to attract a wider audience, Ex
Ponto put a greater emphasis on quantity instead on quality (199).

The New European Theatre Action (NETA) was established in Nova Gorica, Slovenia,
in 2005, with an aim to promote cultural co-operation between European countries
(including Macedonia) by exchanging performances, artists and engage in publishing
projects. NETA became a big and crucial part of the Ex Ponto programme and art
politics. According to the portal Culture.si, “NETA seeks to remove the obstacles which
stand in the way of creating a ‘no-visa/no-border cultural space’ for theatre and to
enhance general cultural co-operation.”

2 The same portal describes NETA as follows: “In 2014 the NETA network comprises 69 theatres and festivals from 20
European countries. [...] The idea of setting up a professional European theatre network was first raised in November
2004 at the inaugural meeting of representatives of theatres and festivals from Albania, Bosnia and Herzegovina, Bulgaria,
Montenegro, Croatia, Macedonia, Russia, Slovenia, Serbia, and Turkey, which was held in Bitola, Macedonia. Striving to
overcome local, regional, and national interests in a sense of developing synergies on a European level, NETA members
engage in international co-productions and exchange of performances, thus contributing to cultural diversity and intercul-
tural exchange” (“New European Theatre Action”).



Table 3: Macedonian theatre productions (excluding co-productions) at the Festival
Ex Ponto (1990-2015)

THEATRE PERFORMANCE YEAR
National Theatre Kumanovo V. Plavevski: Break up 2003
Turkish Drama Theatre Skopje W. Shakespeare: The Tempest 2005
Na.tlon.al Theatre Vojdan Cherno- B. Brecht: Drums in the Night 2008
drinski, Prilep
. S. Beckett: Krapp’s Last Tape (performed
Skopje City Theatre at Festival Kluze)' 2009
Sofija Ristevska V. Andovski: Border 2009
Sofija Ristevska Dirty Stories 2009
. D. Dukovski: Other Side (performed at

Small Drama Theatre, Bitola Festival Mej(ni)fest - Neta Festival) 2009
Na.tlon.al T_heatre Vojdan Cherno- B. Brecht: The Caucasian Chalk Circle 2011
drinski, Prilep
Small Drama Theatre, Bitola F. G. Lorca: The House of Bernarda Alba 2012
The Theater of an Actor, Skopje; )
Intercult, Stockholm Plato: The Apology by Socrates 2012
Small Drama Theatre, Bitola;
Drama-Puppet Theater Vratza, E. lonesco: The Chairs 2013
Bulgaria
National Theatre Vojdan Cherno- | B. Brecht: Schweik in the Second World

A 2014
drinski, Prilep War

* The KluZze Festival was produced by the B-51 Cultural Society, which also founded the Ex Ponto International Festival.

In Table 3, we see that during almost two decades of its existence, Ex Ponto presented
not only many different genres, artists, themes and formats of Macedonian theatre but
also its ideological and artistic shapes to the Slovenian audience, although the guest
performances were mostly from national institutions (National Theater Kumanovo,
Skopje City Theater, National Theater Vojdan Chernodrinski, Prilep, etc.) and based on
some classical, well-known playwrights (Plato, Shakespeare, Lorca, Brecht, Beckett,
Ionesco, among others).

International Mime Festival in Ljubljana (2003-2006)

The short-lived International Mime Festival in Ljubljana also played an important role
in hosting Macedonian performance artists in Slovenia. The first edition of the festival
happened in 2003, its aim was to establish pantomime as equivalent to other performing
art practices and genres as well as to make a step in the wider popularisation of
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pantomime as such. The festival collaborated with two Macedonian pantomime artists
between the years 2004 and 2006. Vojo Cvetanovski (1981), who performed twice at
the festival, graduated in 2003 from the National Academy of Theatre and Film Arts
“Krsto Sarafov” in Sofia. Trajce Gjorgiev (1967), who performed at the festival in 2006,
graduated from the Faculty of Drama Arts in Skopje and since 1997 has been working in
the Macedonian National Theatre (MNT). Working with deaf people for seven years in
the field of mime, he has produced seven performances with this community.

Table 4. Macedonian theatre productions at the International Mime Festival in
Ljubljana (1990-2015)

PANTOMIME ARTIST PERFORMANCE YEAR
Vojo Cvetanovski Imagination 2004
Vojo Cvetanovski Love tales/stories 2005
Trajce Gjorgiev Human 2006

Maribor Theatre Festival

Inthe period 1990-2015, the Maribor Theatre Festival firsthosted a Macedonian guest
performance in Slovenia in its accompanying programme in 1993, the performance by
Akademski teatarski laboratorij, Skopje, which staged Zanina Mir¢evska'’s play Dream
(Son). Since then, the Maribor Theatre Festival, the oldest and the most prominent
theatre festival in Slovenia, has never hosted any performance from Macedonia -
despite the fact that its focus has become strongly international in the last decade.

The Week of Slovenian Drama (1971-)

The Week of Slovenian Drama is the central festival for performances of Slovenian
plays, organised annually by the PreSeren Theatre Kranj with the support of the
Ministry of Culture of the Republic of Slovenia and the Municipality of Kranj. It
encourages the staging of performances of national drama as well as its production,
promotion and presentation abroad. To achieve that, the festival cooperates with
Slovenian and international theatres and theatre institutes.* The Week of Slovenian
Drama also presents Slovenian playwrights’ works staged abroad.

3 Important contributions to the encouragement of creating Slovenian drama are annual playwriting workshops, men-
tored by renowned Slovenian and foreign playwrights, reading performances and presentations of the nominated plays
and cooperation with the Academy of Theatre, Radio, Film and Television and the Faculty of Arts, both of the University of
Ljubljana. The festival started in 1971.



The Week of Slovenian Drama hosted the most recent Macedonian guest performance in
Slovenia till now. It was The Gorge (Zrelo) by Zanina Mir¢evska, a Macedonian playwright
and dramaturg who has been based in Slovenia for more than two decades. Mircevska's play,
subtitled as “drama-grotesque,” was staged by Drama Theater Skopje in 2014. In Slovenia,
the play was nominated for the annual Slavko Grum Award for the best new Slovenian play
and had its first production at SNT Drama Ljubljana in 2009.* It was described as “one of
the most original Slovenian texts to appear in the past couple of years” and as “a humorous,
original and bold comment on the globalised world” (“Zanina Mir¢evska”, online). In this
play, we can find a certain subtext of the author’s double identity position; she is an ethnic
Macedonian, based in Slovenia who in this case describes some basic Slovenian national
“archetypes” while the play is being staged in a Macedonian theatre in Skopje.

Only one other author appears in this context - DuSan Jovanovi¢ (also a theatre
director and essayist), whose drama was staged at the National Theatre Kumanovo
(1993) and was presented to Slovenian public in 1994. His Antigone (as part of his
Balkan Trilogy) stands for one of the most important plays in the Slovenian history of
drama because of its strong political and yet symbolical message and connotations. As
the play is set in the middle of wartime, in the centre of a besieged town, the gesture
of producing this performance in Macedonia and presenting it in Slovenia - during
a period when the war in ex-Yugoslavia was at its most intense - was extremely
important, both politically and artistically.

Table 5. Macedonian theatre productions at the Week of Slovenian Drama (1990-2015)

THEATRE PERFORMANCE YEAR
National Theatre Kumanovo D. Jovanovié: Antigone 1993
Drama Theatre Skopje 7. Mir¢evska: The Gorge 2014

Exodos (1995-)

In the next case, we see the rare occurrence of a dance performance from Macedonia
to be hosted at a Slovenian festival. In 2011, Dance Studio Zodijak (Prilep) came to the
Exodos Festival in Ljubljana with the performance Bug’s, featuring the Macedonian artist
Kire Miladinoski. In 1998, Miladinoski established Zodijak, a dance studio for research,
production and education in contemporary dance. He received the Best Choreography
Award at the state festival for modern dance Mak Dance, Kumanovo. In 2008, he

4 For further data and analysis of Macedonian-Slovenian plays see article by Gasper Troha and Hristina Cvetanoska in
this issue.



was a Nomad Dance Academy® student and the following year, he participated in the
scholarship programme DanceWEB as part of Impulstanz in Vienna. Bug’s, named after
the famous Las Vegas Drag Queen bar, is a performance inspired by marginalised groups
in the heterosexist societies, representing the imagery through which imagination,
concentration and outward appearance develops.

The Exodos International Festival of Contemporary Performing Arts was established in
1995 and was always directed to give a mixture of practical, theoretical and educational
aspects. As the main programme was always rounded out with other festival formats such
as discussions, round tables, workshops or interventions into the public space, non-drama
performing practices were consistently included (performances, lecture performances,
contemporary dance, physical theatre, etc.). From 1999 till 2011, Exodos Institute organised
the festival annually; the following editions have been biennial, following sudden financial
cuts from Ministry of Culture (it lost about 2/3 of its previous budget), which threatened its
existence. Anyway, it has made many connections and connected international projects and
until now has presented more than 600 artists from all continents, including Macedonia.

The Primorska Summer Festival (1993-)

In the years 1997-99 Macedonian theatre production frequently attended the Primorska
Summer Festival, launched in 1993 as a co-production with the Koper Theatre. The
main goal of the festival is to present performances in the specific natural ambient of the
Slovenian coast and local city architecture. The summer period gives an opportunity to
perform outdoors, in the wider public sphere, not only to get away from the black box
format, but also and mostly to discover and redefine some interesting historical spots in
different towns - infiltrating them with performances. We could say that a strong purpose
of the festival is to re-create towns by spreading out different performative spaces.

Table 6. Macedonian theatre productions at the Primorska Summer Festival (1990-2015)

THEATRE PERFORMANCE YEAR
\S(ﬁgl‘g};eCultural Center Skopje MKC, G. Stefanovski: Bacchanalia 1997

Youth Cultural Center Skopje MKC,

Skopje; Eurokaz, Zagreb Caesar 1998

Alexander Morfov: Decameron, or Blood

National Theatre Bitola . .
and Passion after Boccaccio

1999

5 See an interview with Dejan Srhoj in this issue. He is a freelance performer who works in the field of contemporary dance
and is actively involved in developing programmes for the Nomad Dance Academy network which he co-founded.



Two of the three performances came from the Youth Cultural Center (Mladinski kulturen
centar MKC), based in Skopje. Opened in 1972, in the recent years, MKC has become an
alternative venue for numerous events: concerts, exhibitions, performances, festivals ...
MKC offers a wide range of events for all age groups and interests, supporting the non-
mainstream scene and especially the young artists from Macedonia.

Guest performances in theatres

Although the vast majority of guest performances from Macedonia were presented at
festivals, some of them were hosted by Slovenian theatres as well. Evidently, there was a
huge lack of Macedonian presence in Slovenia during the period 1995-2002, when there
was no guest performance at all. Most of the events involved national theatres from
Macedonia which were hosted by various institutional theatres in Slovenia (Slovene
National Theatre Nova Gorica, the Drama of the SNT Maribor, SNT Drama Ljubljana,
Celje People’s Theatre, Preseren Theatre Kranj, etc.).

Table 7. Macedonian theatre productions at various Slovenian theatre institutions

(1990-2015)

THEATRE PERFORMANCE HOSTING THEATRE YEAR
Academ.la Stage Laborato- 7. Mir¢evska: Dream SNT Drama Ljubljana 1993
ry, Skopje
Albanian Drama, Skopje B. Brecht: Baal Cankarjev dom Cultural 1994
and Congress Centre
National Theatre Bitola R. Krle: Money Kills SNT Nova Gorica 2003
National Theatre Bitola R. Krle: Money Kills Mladinsko Theatre 2003
Macedonian National The- | D. Dukovski: Balkan Is | Drama of the SNT 2003
atre, Skopje not Dead Maribor
Tanec, Skopje Tanec PreSeren Theatre Kranj 2003
Macedonlz_in National The- | H. Pinter: The Care- Celje City Theatre 2004
atre, Skopje taker
National Theatre Bitola Af P Chekhov: Three SNT Nova Gorica 2004
Sisters
National Theatre, Ku- .
manovo; Global Theatre, S. Stanescu: Balkan Mladinsko Theatre 2004
e Blues
Ljubljana
National Theatre Shtip ST(;;(osu Metamorpho- Celje City Theatre 2005
Tanec, Skopje Tanec Preseren Theatre Kranj 2006
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THEATRE PERFORMANCE HOSTING THEATRE YEAR

Theatre 57, Skopje L CUIa.kOVSkl: Blood PreSeren Theatre Kranj 2006
Wedding

Ljupco Todorovski - Upa N. Simon: Anniversary | Koper Theatre 2008

Second driveway: from Slovenia to Macedonia

The theatre collaboration between Macedonia and Slovenia in terms of Slovenian
theatre participation at the theatre festivals in Macedonia can be divided into three
general segments:

1. Participation of the Mladinsko Theatre at the Youth Open Theatre (MOT);
2. Participation of different Slovenian theatres at Ohrid Summer Festival;
3. Participation of different Slovenian theatres at other festivals in Macedonia.

These three topics sketch the influence that the Slovenian theatre production has on the
Macedonian theatre production, emphasising the influence of the new theatre methods
presented by the Slovenian theatres at the Macedonian festivals. On the other hand, the
participation of the various Slovenian theatres at the Macedonian festivals is the most
important cultural cohesion accomplished by the two countries. Strong ties developed
through the constant presence of Slovenian theatres at Macedonian festivals, especially
the Mladinsko at MOT, can help us to shed light on the Mladinsko’s influence on the way
theatre is both produced and interpreted in Macedonia in the last two decades.

Mladinsko Theatre and Youth Open Theatre (MOT)

The Mladinsko Theatre was established in 1955 as the first professional theatre for
children and youth in Slovenia. The main switch of the theatre’s profile happened around
1980 when the innovative performative procedures started to attract different age
audiences which made the Mladinsko one of the leading stage laboratories in this part of
Europe.® Having this laboratory profile as a trademark of the repertoire, the Mladinsko’s
stage productions have been determined as the most attractive in the region in the sense
of the development of the experimental stage language. The directors who have marked
the Mladinsko’s profile as innovative as shown in the recent history of the theatre are all
unique postdramatic directors with an authentic approach to building their own stage
semantics; this trait has been one of the channels of influence of the Slovenian theatre

6 More about the history of the Mladinsko Theatre in Toporisi¢ et al.



production on the Macedonian one. The Mladinsko’s performances shown at MOT have
pointed to the importance of finding a new way of thinking about theatre’s contemporary
meaning, as shown in the article about the Mladinsko’s influence on the Macedonian stage
productions in this issue. A main characteristic that has been continuously displayed in
the structure of the theatre performances is the importance of the actor’s approach to
the body as a linguistic instrument on the one hand, and the poly-semantics of the audio-
visual design of the productions on the other. These stage laboratories have brought to
audiences new and fresh focalisations of the theatre’s components: the importance of the
intellectual method (multilingual) in the director’s approach to the chronotope on which
the performance is based on (emphasising the case of Tomaz Pandur’s presence at the
different theatre festivals in Macedonia, beginning from MOT); the innovative approach
to the body in all the linguistic possibilities and all the other reasons for the Mladinsko’s
self-definition of being “Not just a theatre”.

Founded in 1975, MOT is the leading Macedonian festival profiled as festival of
experimental theatre forms and stage laboratories; logically, it becomes the spot where
the Mladinsko feels at home.” In its history, MOT has been presenting the work of many
important European stage directors, including ones from Slovenia: Tomaz Pandur,
Diego de Brea, Tomi Janezic, Vito Taufer and others who have strongly influenced the
Macedonian stage production over various periods. Having MOT as a display of the stage
laboratories and a way on which the European stage production heads to, Slovenian
stage directors have directly created part of the contemporary Macedonian theatre
productions: de Brea at the National Theatre in Bitola and at the Turk Theatre in Skopije,
Janezic¢ at the Macedonian National Theatre, and Pandur at the Macedonian National
Theatre, although his King Lear unfortunately never premiéred due to his death.

Since 1983, with the first participation of the Mladinsko at MOT with Class Enemy,
all further participations of the Mladinsko at MOT became one of the most expected
events for the audience.

Table 8: The Mladinsko Theatre at MOT (1990-2015)

PERFORMANCE YEAR (staged at MOT)

B.-M. Koltes: Roberto Zucco 1995
I. Buljan, Z. Klavdija: Butterendfly 1995
E. Filip¢i¢: The Puzzle Home 1996
7. Mir¢evska: A Place I've Never Been 1996
V. Taufer: Silence Silence Silence 1996

7 More about the history of MOT in Nikodinovski Bish.
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PERFORMANCE YEAR (staged at MOT)

Strindberg: Miss Julie 1997
E. Hrvatin: Male Fantasies 1997
B.-M. Koltes: In the Solitude of Cotton Fields 1998
D. Zlatar Frey: Tirza 1998
Who's Afraid of Tennessee Williams? (talk show) 1999
V. Yerofeyev/M. Oblak: Moskovsk 1999
Shakespeare: A Midsummer Night’s Dream 2000
A.Jarry: Ubu 2002
P. Weiss: Marat/Sade 2003
A. Chekhov: Three Sisters 2004
P. Handke: Kaspar 2005
B. Strauss: The One and the Other 2006
T. Stivi¢ié: Fragile! 2009
0. Frlji¢: Damned Be the Traitor of His Homeland! 2010
P. P. Pasolini: Amado Mio 2010
Dostoevsky: Crime and Punishment 2011
N. Alen: Nijinsky’s Last Dance 2011
K. Mann: Mephisto 2012
Visconti, D’Amico, Medioli: L'Innocente 2013
A. E. Skubic: Pavla Above the Precipice 2014

The importance of the Mladinsko Theatre’s presence at MOT is seen in the aesthetic
innovation for which the Mladinsko is very well-known in Europe. In this way, the
Mladinsko’s impact on the Macedonian theatre production is reflected in the new
directorial approaches and methods seen on the different Macedonian stages, as
well as in the possibility for co-production between the Mladinsko Theatre and the
Macedonian theatres. However, the first co-production happened only recently, the
one between Theatre Dzinot (Veles) and the Mladinsko in 2016.8 It premiéred at the
Impact Festival in Veles and in the same year participated in the Festival of Antique
drama Stobi and MOT, but unfortunately it did not appear at any Slovenian festival or
theatre.

Beside the participation of the Mladinsko in MOT, in the period 1990-2015 there are
15 other productions of Slovenian theatres that appeared at MOT:

8 It was Phaedra by Sasho Dimoski, directed by Aleksandar Ivanovski, with Marusa Oblak from the Mladinsko Theatre in
the leading role.



Table 9. Slovenian theatres at MOT (1990-2015)

THEATRE PERFORMANCE YEAR
SNT Drama Ljubljana D. Jovanovi¢: Antigone 1993
Glej Theatre, Ljubljana Every Word a Gold Coin’s Worth 1995
Glej Theatre, Ljubljana M. Kle¢: Xanax 1996
Glej Theatre, Ljubljana Hamlets 'n’ Roses 1996
Glej Theatre, Ljubljana Grapefruit: Elvis de luxe 1997
Cankarjev Dom, Ljubljana Melancholic Thoughts 1998
Glej Theatre, Ljubljana Jezus E 1998
Mladinsko Theatre, MKC and Shakespeare, Brecht, Krum, Georgievski,

. 1998
Eurokaz Zagreb Garvanlieva: Caesar
Cultural Association B-51 (Ex
Ponto), Ljubljana; Intercity R. Garcia: In a certain moment of life you 2007
Festival, Florence; Théatre Saint should definitely stop the nonsense
Gervais, Genéve
Via Negativa Viva Verdi 2008
EnKnapGroup In Between (Earth and Sky) 2008/09
Glej Theatre, Ljubljana D. Avdi¢: Bridge over Blood 2010
Maska, Ljubljana All Together Now! 2014
Maska, Ljubljana J. Rusjan: Skrip Inc. 2014
Preseren Theatre Kranj, Ptuj City Dead Man Comes for his Sweetheart 2016
Theatre

To summarise the data, in the period 1990-2015, MOT hosted 40 Slovenian theatre
productions which indeed is an important number of theatre performances structured
in the methods of theatre laboratories and stage experiments. This makes MOT the most
important platform for presentation of the Slovenian theatre production in Macedonia.

Ohrid Summer Festival as host of Slovenian theatre productions

Ohrid Summer Festival, founded in 1961, is the most important Macedonian
international festival.” Organised in two main programmes (drama and music), Ohrid
Summer Festival has hosted renowned contemporary stage artists, composers and
instrumentalists from all over the world. In the period 1990-2015 the festival hosted
the following Slovenian productions:

9 More about Ohrid Summer Festival at www.ohridskoleto.com.mk.



Table 10. Slovenian productions at Ohrid Summer Festival (1990-2015)

THEATRE PERFORMANCE YEAR

Acadgrr}y of Theatre, Radio, Film and Aeschylus: Darius at the Tomb 1993

Television

Mladinsko Theatre E. Filip¢i¢: Home joys 1996

SNT Nova Gorica E. Ionesco: The Bald Soprano 1997
. Bernard Marie Koltes: In the Solitude

Mladinsko Theatre of Cotton Fields 1998

SNT Nova Gorica C. Goldoni: Fishermen’s Fights 2003

SNT Drama Ljubljana E. Ionesco: Waiting for Godot

SNT Maribor (Ballet Ensemble) Romeo and Juliet ballet 2006

Pandur Theaters, Ulyssis Theatre and . .

Festival Mittelfest L. Pandur: Tesla Electric Company 2007

SNT Drama Ljubljana Moliére: Tartuffe 2008

SNT Drama Ljubljana E. Lubitch: When I was Dead 2013

SNT Drama Ljubljana Si.aS;tefanovskl: Figurae Veneris Histo- 2015

SNT Drama Ljubljana S. 1. Witkiewicz: The Crazy Locomotive 2016

The twelve Slovenian productions that have participated in the official selections of the

festival’s editions prove that the collaboration between Macedonia and Slovenia has

been very important for sustaining the international profile and meaning of this festival.

Other participations of Slovenian theatre productions at Macedonian

theatre festivals

In the period 1990-2015, several festivals hosted a total of seventeen Slovenian

theatre productions. Four Slovenian performances, all of them from SNT Drama

Ljubljana, were guests at the Spring Festival in Skopje:

Table 11. Slovenian Theatres at the Spring Festival (1990-2015)

THEATRE PERFORMANCE YEAR
SNT Drama Ljubljana L. Tolstoy: Ana Karenina 2006
SNT Drama Ljubljana V. Bartol, D. Jovanovi¢: Alamut 2006
SNT Drama Ljubljana Dostoyevsky: The Brothers Karamazov 2006
SNT Drama Ljubljana Christopher Marlowe: Edward I1 2006




In the same period, four Slovenian productions were part of the official selection of
the Festival Risto Shishkov in Strumica. The festival, founded in 1992 as memorial
festival to the great Macedonian actor Risto Shishkov and profiled in the chamber
stage festival model, marks four Slovenian productions in the observed period:

Table 12. Slovenian theatre productions at the Festival Risto Shishkov (1990-2015)

THEATRE PERFORMANCE YEAR
Mini Teater Ljubljana L. Jankovi¢: Like me 2008
Muzeum, Ljubljana B. Novakovié¢: Source Image 2012
Mini Teater Ljubljana E. lonesco: The Chairs 2013
Slovenian Theatre Institute (SLOGI) M. Knez: Irena! No, I can’t anymore! 2016

The Impact Festival, founded in 2011 in Veles and designed as a stage laboratory
platform for experimental theatre, presented in its very short history four theatre
productions from Slovenia.

Table 13. Slovenian productions at the Impact Festival (1990-2015)

THEATRE PERFORMANCE YEAR
Mladinsko Theatre M. Oblak: Diva, Saint, Mother, Bitch 2011
Glej Theatre N. La Bute: Reasons to be Happy 2011
Mladinsko Theatre M. Tompkins: Wind of Foolery 2014
Mladinsko Theatre U. Kaurin, V. Weis: Hero 1.0 2014

The Monodrama Festival in Bitola, founded in 2001 and determined in its title, hosted
one Slovenian production in 2013: SKUC Theatre’s The Case of Inge M. by Heiner
Miiller. In addition, two dance festivals (LocoMotion and Tanc Fest) hosted four
Slovenian dance productions.

Marking the theatre bridge: a general picture

In the period 1990-2015, 69 stage productions were part of the official selections in
various theatre festivals in Macedonia, most of them at MOT. The fact that Mladinsko’s
productions, labelled as forms of experimental theatre and stage laboratories are
most frequent participants at theatre festivals in Macedonia speaks about the impact

10 For a more detailed elaboration see article by Sonja Zdravkova Djeparoska and Aldo Milohni¢ in this issue.



they have on the Macedonian theatre productions, especially those oriented towards
experimenting with direction and acting, as well as audio-visual stage design.

Conclusion: Defining the festival theatre bridge

To summarise the facts of the research, the theatre bridge between Macedonia and
Slovenia and vice versa, in the frame of bilateral festival participation, we see that
69 Slovenian productions have participated in the Macedonian theatre festivals, and
33 Macedonian productions have been part of the selection of the Slovenian theatre
festivals (plus 13 as individual guest performances staged at various Slovenian
theatres). These numbers show that the Slovenian presence at the Macedonian theatre
festivals is quite stronger than the Macedonian one at the Slovenian festivals. This
disproportion opens the question of lack of proportion in the bilateral cooperation,
which guides us to finding different models of equalisation and invigoration of the
Macedonian presence at the Slovenian theatre festivals. On the other hand, the
strong connection between the Mladinsko and MOT points to an important theatre
bridge which has made a serious impact on the Macedonian authors/productions
through the history of the collaboration. Through the importance of the laboratory
approach to the stage production, the Macedonian theatre has gained several strong
partners, authors/directors that have shaped the contemporary Macedonian theatre
production, especially through placing the postdramatic techniques on different
Macedonian theatre stages. Emphasising the method of textual reduction (Lehmann
78) in the case of de Brea, as well as the so-called perfume distillation method (Lukic¢)
in the case of Pandur, the appearances of these directors at the various theatre festivals
has influenced new paths for exploring the contemporary theatre possibilities and
stage innovations in the wide approach to the theatre. The participation of the
Slovenian theatre productions in the Macedonian theatre festivals marks an important
bridge through which the Macedonian theatre production develops into more open,
experimental performances that can be marked as postdramatic.

The Ex Ponto Festival played a key role in presenting Macedonian theatre to the
Slovenian audience; 17 Macedonian theatre performances were part of its programme.
This number is half of all Macedonian performances hosted at Slovenian theatre
festivals. The international festival Ex Ponto was one of the most important theatre
organisations which highly valued inter-cultural contacts between the countries of
the former Yugoslavia. Without this festival, the Slovenian audience would have been
strongly deprived of seeing former and contemporary tendencies in Macedonian
performing arts. On the other hand, it remains an open question if the Macedonian
performances shown at Ex Ponto were really representative ones; as the festival’s
policy in general did not always emerge from the intent to show the “best of”.



Sadly, the selection of festival performances depended mostly on the financial (dis)
ability and sometimes also on “friendly” (reciprocated) agreements. As elaborated
in the first part of this article, Macedonian performances were presented only
sporadically at other Slovenian theatre festivals, so we can hardly say that Slovenian
theatre was influenced by Macedonian theatre as strongly as we can notice in the
case of the impact of Slovenian theatre on the trends in Macedonian theatre in the
last 25 years.
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Tearapcku moct Mery Makemonuja u CinoBeHuja:
TeaTapckuTe (hecTUBaIH

Knyunu 300poBu: TeaTap, IpofyKiMja, copaboTKa, bunatepana, (hectuBau, CoBeHuja,
Maxkenonuja, MOT, Ex Ponto, craTicTika

BuBajku fien of MopaHelIHaTa JyrocioBeHcKa (efepanuja Bo fonr mepuos, MakemoHuja
u CroBeHuja W3rpajuie CWIHAa MelyceOHa KYIATYpHA cOpabOTKa Of eJHa CTpaHa,
OuaTepaHa, a o ipyra - co ocraHatute deneparusau penyonury. Op 1991, Kora iete
IpJKaBH CTaHaze He3aBUCHH, OMmaTepaaHaTa copadoTka Mery Makenonuja u ClioBeHuja BO
II0JIETO HA U3BeIYBAUKUTE YMETHOCTH ITPOJOJIKIMIIA CO PEJIATUBHO BUCOK UHTEH3UTET IIPEKY
pa3MeHaTa Ha TeaTapCKM MPeTCTaBH, cOpabOTKAa HA HUBO Ha KOMPOJYKLMK, yUecTBa Ha
(hecTHBaIM, KaKO U Pa3sMeHa Ha YMETHHIIM-TIOCMUHIM (aKTePH, peskucepu, KocTumorpadu,
ciieHorpau, Kommosutopu, Kopeorpacdu utH). Bo oBoj Tekct, (hokycoT ce craBa Ha
TeaTapcKUTe BPCKU KaKO MHTEH3UBHU COPAOOTKH IITO I'M MOBP3YBAaT U MaKeJOHCKUTE U
CTIOBEHEUKHUTE [7IeJaul, OHOCHO (DeCTUBAIUTE CTaBEeHH BO OIIITECTBEH KOHTEKCT.

Cropej cTaTHCTUYKATA ONepalioHa/IM3al1ja co cOOpaHUTe MOJATOLM BO OMIaTepPaTHUOT
npoeKT MaKeIoHCKO-CIOBeHeUK Teatapcku Bpcku (of 1990 o meHec), BO MepHOMOT
mery 1990 u 2015 r. ce HoTHpaaT 46 MaKeJOHCKH MPOIYKIMK KOM OKle TIPETCTAaBeH! BO
CrnoBeHuja u 69 croBeHeuKa MPOyKIMja mpeTcTaBeHa Bo Makemonuja. OBaa IojgoBHA
TOUKA 0 OpraHu3Mpa TeKCTOT BO /iBa Jiefia. Bo MpBUOT fief I IpeTcTaByBaMe pas3InuHuTe
TeaTapcKu (DeCTUBAIH 1 TeaTapCKKU MHCTUTYIMI KOM IIOKAHHIe MAKeJOHCKH POJYKIIUU BO
CnoBennja, 33 decTrBaICKY yuecTBa U 13 rocTyBauKy 13801 BO CJIOBEHEUKU MHCTUTYLIAK
o obracta Ha Kyarypara. Bo BToprot fief, (hoKyCOT ce cTaBa Bp3 IIPETCTaBYBambeTO Ha
CJIOBEHEUKUTE MpeTcTaBu BO Make[joHHja, OJHOCHO HUBHOTO YU4ECTBO Ha (pecTHBajUTe,
OMIejKK He MOCTOM MHCTUTYIIMja Koja YTOCTHIIA CJIOBEHEeUKa MPOAYKIIMja €O LeJl Ia 0CTBapy
BAKOB THII cOPabOTKa. Bo TEKCTOT ce MMeHyBaaT cuTe (hecTUBAIM U TeaTPH KOU FOCTyBajie
Bo Makeyionuja off He3aBUCHOCTa Ha JiBeTe JipaBu. Bo 3aK/IYUOKOT, ' MOTeHIUpame
Haj3HauajHUTe BPCKY Merl'y iBeTe apskasu: dectuBamute Ex Ponto u MOT.

Bo TekcToT, coOpaHuTE MOJATOLHM ce 00e/Ie}KaH! BO pas/MUYHU Ta0eIy KOU HyfaT HoIies BO
BUJIOBHTE BPCKM CO KOY 0Baa OuiaTepaHa copaboTKa ce 0CTBAPYBa, €O LITO Ce COrieNyBa
mpornopuujata Mery (ecTHBAICKUTE pasMEHH M MPETCTABYBAIeTO Ha CJIOBEHEUKUTE
IIPOJVKLMK BO MAKeIOHCKIITe TeaTpu. [le/1 0/ oJaToL|Te KOU Ce OffHeCYBaaT Ha CJIOBeHeuKara
CTpaHa o7 copaboTKaTa: TeaTapcka pofyKiuja i (hectusaiu Oerte cobpad o CIOBEHEUKMOT



TeaTapcku TOIMIIHUK 1ITo To u3faBa CroBeHeuknoT Teatapcku uHctutyT (CJIOIH), Koj ja
HY/IM HajmoOpaTa 6a3a off Koja MOjKe Jla ce MCTIMTYBAAT acTieKTUTe Ha OusiaTepasara, iofieka
MaKeJIOHCKaTa cTpaHa obe30eflyBaiie MOZIATOIM Off TIpBUTe Bep3uu Ha MakeoHCKaTa
TeaTapcka 6a3a Ha IOJ]aTOIM Koja ja ofipkyBa DakyaTeToT 3a APaMCKK YMETHOCTH, KaKo U O]
apXUBU U [IOKYMEHTAI[1ja off TeaTpH, OBePJIMBU UHTEPHET-U3BOPU UTH.

Co 1en ja ce cymupaaT (haKkTUTe Ha CTPAKYBAILETO 3a TeaTapCKUOT MOCT Mer'y MakemoHuja
u CrioBeHuja ¥ 0OpaTHO BO paMKaTa Ha OuaTepanHuTe (heCTUBATICKU YUeCTBa, MOJIATOIUTe
TIOKaKyBaaT 69 c/oBeHeUKa IPOJYKIMja IITO YJIeCTBYBaja Ha MaKeJOHCKUTE TeaTapCKu
(hecTHBaHM Off eIHATA CTPaHA ¥ 33 MaKeIOHCKM MPOAYKIMHU IITO OWje [ Off CeNeKIInTe
Ha CJIOBEHEUKHTe TeaTapcku (pecTHBaIM (Kako W 13 MHAMBUIYAIHYM TOCTYBAUKU W3BEIOM
Ha MaKeJOHCKH TPOJYKIMM Ha CIIeHMTEe Ha Pa3/MuHi CI0BeHeuku Teatpw). OBUe OpOjKu
MOKAKYBAaT JeKa C/IOBEHEUKOTO MPUCYCTBO HA MAKeMOHCKUTE TeaTapcKu (pecTHBamM
€ MHOTY TIOCHJIHO OTKO/IKY YUeCTBOTO Ha MaKef[OHCKUTe MPOAYKIMM Ha CJIOBEHEUKUTe
(hecruBayn. OBaa JMCIPOIIOPLIMja TO OTBOPA IPAIAkETO 3a HEJOCTATOK Off YUEeCTBO BO
OunmarepanaTa, IITO BOJAM KOH M3HAOIAme DAsIMUHM MOJETH 3a M3PaMHYBambe - IPEKy
3aCHJTyBabe Ha MAKeJIOHCKOTO MPUCYCTBO Ha CJIOBEHEUKHTe TeaTapcku (hectuamm. Off ipyra
crpaHa, cunHaTa Bpcka mer'y CMI' 1 MOT ykaskyBa Ha BaKHUOT TeaTapCKU MOCT TIPEKY Koj ce
BPIIHM B/IKjaHKe BP3 MaKeJOHCKITe aBTOPH/IPOAVKLIMK KOM ja 0CTBapuIe HCTOpHjaTa Ha 0Baa
copaboTKa. YUecTBOTO Ha C/IOBEHEUKHTE TeaTapCKU MPOJYKIIMA Ha MaKeJIOHCKUTe TeaTapCKu
(hectBa/M OenekM BaskeH MOCT IPEKy KOj MaKeJOHCKUTe MPOAYKIMU ce pasBuiie KOH
OTBOPEHH 1 eKCIIePUMEHTa/THH 3BeI01 KOU MOJKaT Jja OMaT MapKUPaHK KaKo MOCTAPaMCKH.

MectuBasior Ex Ponto ofurpal riaBHa yiora BO PETCTAaBYBameTO Ha MAKEIOHCKHMOT TeaTap
Tpe] cloBeHeukaTa MyOmuKa; 17 Make[JOHCKH TeaTapcKu U3BenOK Ouje fen of Heroparta
cenexuyja. OBa e 1ojJI0BMHA Off BKYIIHMOT OPOj Ha MAaKeJIOHCKU IIPOJVKLMHU MIPUKaKAaH! Ha
cnoBeHeuruTe (hectuBai. MeryHaponauoT dhectuBain Ex Ponto Gellie efieH off HajBajKHUTE
TeaTapCcKy OpraHM3allii IITO BUCOKO TO IieHea MHTEPKYITYPHHOT KOHTAaKT Mery 3eMjuTe
of, mopaHemiHaTta (enepanuja. bes oBoj (ectuBaj, cioBeHeukaTa IyOIMKa Ke Oerie
OHEBO3MOKEHA Jla M B TOPAHeNIHMTe M COBPEMEHM TEHJEHIIMH BO MaKeJJOHCKUTe
u3BefyBauku ymeTrHoctd. Of Apyra cTpaHa, OCTaHYBa OTBOPEHO MpallalkbeTo Aajiu
MaKe[JOHCKUTe IIPOJYKIMK IprKakaHu Ha Ex Ponto Oue HaBICTHHA Pelpe3eHTaTUBHH,
MMajKu ja IIpefIBU/ IIONUTHKATA Ha (heCTUBATIOT KOja He CeKoralll ro Hyjiena . HajgoopoTo”.
3a Kaj, cenexkuujaTa Ha (hecTHBANCKU M3Be[0M HAjuecTo 3aBucea of (pUHAHCHCKATa
(HE)MOKHOCT W UeCTO ,IpujaTejicKuTe” (peLUIpPoYHH) [oropopu. Kako mro e
e71a00pUPaHo BO MPBHOT JIeJT O] TEKCTOT, MaKeJIOHCKUTE IPOAVKIIMY O1JIe CTIOpaiuuHO
IIPeTCTaBeH! Ha JPYruTe CI0BEHOUKM TeaTapcku (hecTHBA/IM, TaKa IITO eiBaj MOKe Ja
Ce 3aK/Iyud JleKa MaKeJOHCKUOT TeaTap BJMjaes BP3 CJIOBEHEUKUOT TOJIKY CHUIIHO KAaKo
IIITO BJIMjaesie CJIOBeHeUKUTe MPOAYKIMK BP3 TPEHIOBUTE BO MAKeJOHCKUTE TeaTPU BO
U3MHUHATUTE 25 TOAMHMU.



Gledaliski most med Makedonijo in
Slovenijo: gledaliski festivali

Kljucne besede: gledalisce, festival, sodelovanje, produkcija, Makedonija, Slovenija

Clanek Gledaliski most med Makedonijo in Slovenijo: gledaliski festivali se osredoto¢a na
obojestransko razmerje med gostovanji gledaliskih uprizoritev v Makedoniji in Sloveniji,
ki so v najvecji meri potekala pod okriljem njunih razli¢nih festivalov. Drzavi, ki sta bili
dolgo del nekdanje Jugoslavije, sta med seboj vzpostavili moc¢ne kulturne povezave, ki
sta jih v obdobju med letoma 1990 in 2015 ves ¢as ohranjali in krepili. Veliko vlogo pri
njunih gledaliskih izmenjavah so imeli razli¢ni festivali v obeh drzavah, saj so predstavljali
kontinuiteto gostovanj in prostor za uresnic¢evanje koprodukcij ter tudi individualnih
visoka frekvenca obcinstva, hkrati pa imajo tamkajsnji dogodki znacaj dostopnosti (do
SirSega obcinstva), s cimer kaZejo svoj Sirsi socioloski, ne le umetniski znacaj. Kot opomni
Willmar Sauter, festivali niso le srecanje med uprizoritvijo in ob¢instvom, ampak stopajo
iz tega vakuuma in vkljucujejo ve¢jo dogodkovno kompleksnost, ki se kaze skozi prizme
estetike, ekonomije, izobrazbe, tradicij itd.

Raziskavaje pokazala,dajevobdobju1990-2015vSloveniji gostovalo 46 makedonskih
gledaligkih dogodkov, v Makedoniji pa 69 slovenskih. Clanek je strukturiran dvodelno:
v prvem delu predstavi in reflektira razli¢ne slovenske festivale, ki so v svoje programe
povabili makedonske gledaliske produkcije (teh je 33), medtem ko je v preostalih
gledaliskih institucijah (individualno) gostovalo 13 makedonskih uprizoritev.
Drugi del ¢lanka se osredotoca na slovensko gledalisko produkcijo, ki je gostovala v
Makedoniji in je potekala izklju¢no pod okriljem razli¢nih festivalov. Najzasluznejsa
gledaliska festivala za neprekinjeno izmenjavo med drzavama sta bila MOT in Ex
Ponto. Podatki o gostovanjih so v ¢lanku razporejeni in osvetljeni prek razli¢nih
statisti¢nih razpredelnic, ki ponujajo vpogled v dinamiko obojestranskih sodelovanj
ter prikaZejo tudi raznovrstnost oziroma tendence dolo¢enih avtorskih imen, besedil
in Zanrov. Podatki izhajajo iz serije gledaliskih letopisov, strokovnih publikacij, ki jih
Ze desetletja izdaja Slovenski gledaliski institut (SLOGI), in iz baze dokumentiranega
gledaliSkega arhiva, ki ga hrani Fakulteta za dramsko umetnost v Skopju.

v

predstavljena v okviru festivalov - med njimi so Ex Ponto, Teden slovenske drame,
Primorski poletni festival, Ljubljanski mednarodni festival pantomime, Festival



Borstnikovo srecanje -, obcasno pa so makedonske uprizoritve gostila tudi posamicna
gledalis¢a (SNG Drama Ljubljana, SNG Nova Gorica, Slovensko mladinsko gledaliSce,
Slovensko ljudsko gledalisce Celje, Cankarjev dom, Presernovo gledalisc¢e Kranj).

Gledaliskasodelovanjaslovenskih uprizoritevvMakedonijilahko okvirnorazporedimo
v tri segmente: gostovanje Slovenskega mladinskega gledalis¢a na festivalu MOT,
gostovanje razlicnih slovenskih gledaliS¢ na Ohridskem poletnem festivalu in
gostovanja razli¢nih slovenskih gledalis¢ na drugih festivalih. Vse tri strukturne enote
ponujajo oris visoke dinamike gostovanj, hkrati pa se v tem kontekstu vzpostavi
tudi vpliv slovenskih gledalis¢ na makedonsko gledalisko sceno. Redna gostovanja
Slovenskega mladinskega gledalis¢a na festivalu MOT naj bi osvetljevala vpliv, ki ga
je SMG v zadnjih dveh desetletjih imelo na makedonsko gledalis¢e - tako z vidika
produkcije kot kreacije.

Razmerje med sodelovanji in gostovanji med Makedonijo in Slovenijo v obdobju 1990-
2015 je bilo vendarle disproporcionalno, v Makedoniji je gostovalo 69 slovenskih
gledaliSkih produkcij (v Sloveniji 46 makedonskih). To razmerje odpira vprasanja tako
kulturne politike obeh drzav kot tudi umetniskih afinitet do posameznih gledaliskih
imen. Ce je v Makedoniji klju¢no vlogo pri vzpostavljanju odnosa (in mestoma
vpliva) s slovenskim gledaliSkim prostorom prevzel festival MOT, je slovenskemu
obcinstvu vec¢inoma makedonsko produkcijo prezentiral festival Ex Ponto, ki je bil
Ze v samem izhodiScu zasnovan kot festival, ki je gojil trdne medsebojne kulturno-
gledaliSke stike med drzavami nekdanje Jugoslavije. Hkrati se je treba zavedati, da
je forma festivala (pre)pogosto podvrzena recipro¢nim, zal vcasih tudi prijateljskim
vezem, ki lahko dolocenim programskim odlocitvam odvzemajo kredibilnost, obenem
pa na oblikovanje programa moc¢no vplivajo tudi finance. Pojavlja se neprijetno, a
neizbezno vprasanje, ali so bile umescene gostujoce uprizoritve vselej rezultat Zelje
po posredovanju najkakovostnejsih ali drugace izstopajocih uprizoritev ali pa je bila
njihova navzoc¢nost na festivalu plod bolj zasebnih dogovorov.

Makedonske gledaliSke produkcije so bile po razpadu Jugoslavije v Sloveniji sicer
ves ¢as navzoce, a v sporadi¢ni dinamiki, zato lahko sklenemo, da je makedonsko
gledalisce imelo manjsi vpliv na slovensko kot obratno.






UDC 792(497.4):792(497.7)

The article is part of the bilateral research project of the Faculty of Dramatic Arts
(UKIM, Skopje) and the Academy of Theatre, Radio, Film and Television (University
of Ljubljana) examining Macedonian-Slovenian (and vice versa) theatrical relations. It
contains the concluding observations about the specific theatre relations between both
cultures, statistically processed in the three individual phases of the research, and @
phenomenological study analysing the individual factors of influence of the Slovenian
theatre to the Macedonian theatre production. The main focus is on the influence of
the aesthetics of the Mladinsko Theatre (SMG), which is a constant guest at the Young
Open Theatre (MOT) Festival in Skopje and the influence of several contemporary
Slovenian theatre directors to the poetics and aesthetics of the Macedonian theatre,
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The Influence of Slovenian Theatre in
Macedonia (from 1990 until the Present)

Sasho Dimoski, Ana Stojanoska, Hristina Cvetanoska

Setting up the coordinates of the study

In the introductory text of the voluminous book Writing and Rewriting National
Theatre Histories, edited by S. E. Wilmer, contemporary theatre theorist Erica Fisher-
Lichte writes about the critical remarks of theatrical historiography and mentions the
significance of periodisation, statistics and concretisation of the context (social and
political) in order to establish an argumented, well-maintained and serious history
of a theatre (whether national or not, but especially emphasising the importance
of national theatres). In her opinion, determining the exact time and space, as well
as the significance of that time and space in relation to the creation of a theatre, a
theatre play, a repertoire, a repertoire policy, as well as the creation of the theatre
aesthetics (of a national or a community theatre) is extremely important and should
be the foundation of any research (“Some Critical Remarks” 2-3). When it comes
to presenting scientific research results, which implies comparing the aesthetics
of two different cultures (which at one time of their existence were part of a joint
multinational state), special consideration should be given to the suggestions by
Fischer-Lichte, because the definition of time and space, as well as the context, can
say a lot about a theatre or a theatre culture. When it comes to the influence that one
theatre culture has on another, the time period, the social context and other important
factors that help establish this relationship should be mentioned.

The bilateral project Macedonian-Slovenian Theatre Relations (from 1990 until
the Present) explores the ways of achieving theatre communications between the
Republic of Macedonia and the Republic of Slovenia in the period from when they
declared their independence from the Yugoslav Federation (from the declaration of
independence of the two countries) up to 2016. This part of the research refers to the
ways through which this bilateral communication has been achieved in Macedonia in
a quarter-century time span and therefore generates two optics.

The firstopticsincludes the presence of different profiles of Slovenian theatre directors
in the theatrical productions in the Republic of Macedonia. Through this optics, the
direct influence of the contemporary Slovenian theatre tradition in the Macedonian
theatre production is perceived within the time frame in which the research is set.



This influence is also recognised through the way the theatre in Macedonia is treated
by the domestic theatre artists after a guest visit by some Slovenian author, as well
as a director’s influence on an ensemble which can be mostly seen by the way he/
she can change the entire aesthetics of a theatre. Until now, this impact has been
researched on a small scale, and because it exists and is recognisable, it is important
to devote greater and more focused attention to the same. Till now, there have been a
few papers/articles about these connections, but it has been researched as the main
subject. Thus, this article is a starting point for further research about the influence of
the Slovenian Theatre in Macedonia.

The second optics, however, is generally dedicated to the guest visits by Slovenian
productions to Macedonian theatres and festivals. The procedures of the research
project open two basic perspectives: the first, in which the data collected in the
research is summarised according to a common method,' and the second, in which
the dense places where the cooperation is realised are being analysed, that is, the
theatre festivals where the Slovenian productions have most frequently visited.
These frequent visits of certain Slovenian theatres to Macedonian theatre festivals
have become initial points from which the detailed, direct influence of the Slovenian
theatre (as a general determinant) into the Macedonian theatre production is further
perceived.

There were 52 visits of individual artists and 69 festival participations in this period.
These numbers led us to research the influence in two different ways: the direct
artistic achievement of Slovenian theatre artists in the Republic of Macedonia and the
influences of festival visits by Slovenian productions in the Republic of Macedonia.?

About the research data: the dense places of cooperation

When we look closely at the data gathered, we notice two significant topoi. The first
refers to the participation of the Mladinsko Theatre (Slovensko mladinsko gledalisce,
SMG or the Mladinsko) at the Young Open Theatre Festival (hereinafter referred to as
the Mladinsko and MOT, respectively), and the second, presented in the subsection
on case studies, reveals the general framework for the impact that the Slovenian
theatre directors have had on the Macedonian theatre, directly and indirectly. We
can recognise the influence of the Mladinsko on the Macedonian theatre not only
statistically according to the number of productions that have visited MOT, but also
according to what each of those visits provoked, as seen in the Macedonian theatre

1 The common method used by the teams working on the bilateral project: collecting the data about the different types of
collaboration and putting them in different frames according to the subject of interest.

2 Slovenian theatre productions have participated in the following six theatre festivals in Macedonia: MOT in Skopje, Ohrid
Summer Festival, IMPACT in Veles, Spring in Skopje, Risto Shishkov in Strumica, Monodrama festival in Bitola.



productions as well as in the work of some Macedonian theatre directors. For this
purpose, the research of theatre reception and repertoires in Macedonia, especially
those with younger artistic staff, imposes the conclusion that after numerous visits
of this Slovenian theatre to MOT, a specially profiled aesthetics has been transferred.

The Mladinsko and MOT

MOT was created in the 1970s. According to one of its founders, Ljubisa Nikodinovski-
Bish, the festival “expressed the spirit of the latest theatre aspirations in the world at
the time and was an expression of the cultural ideas and endeavours of Macedonian
alternative theatre artists, aesthetics and cultural organisers” (Nikodinovski-Bish 9).
From the first plays shown in 1970 until today, MOT offers a contemporary, avant-
garde, provocative theatre programme dedicated to the young people in Macedonia.
This basic nomenclature of the festival is of course the most adequate for the aesthetics
offered by the Mladinsko.

The baseline statistics highlight the participation of the Mladinsko at MOT on twenty-
five occasions (in the time period being researched in our project), listed in the table
included in the article on festivals by Sasho Dimoski and Zala DobovSek published in
this joint issue of the journals, indicating the similar profile of the two institutions.
Namely, after the change in 1980 (up until then, it was a children’s and youth theatre),
the Mladinsko profiled itself as an authentic type of scenic laboratory which nourishes
innovative stage forms of performance. On the other hand, from its formation in 1970,
MOT has also been profiled as a theatre festival for experimental theatrical forms and
stage laboratories. This similarity makes MOT the most accessible platform for the
presentation of the Mladinsko productions in the Republic of Macedonia. The first
participation of the Mladinsko on MOT was in 1982 with the performances Smrad
opera directed by DuSan Jovanovi¢ and Mass in A Minor, a theatre adaptation of A
Tomb for Boris Davidovich by Danilo Ki$, directed by LjubiSa Risti¢. In the article
“Macedonian-Slovenian  Theatre Relations/Makedonsko-Slovenske gledaliske
povezave”, Ana Stojanoska wrote about this first participation and its influence on
Macedonian Theatre.

In 1995, when MOT celebrated its jubilee, several forums were organised. According to
the text by Nikodinovski-Bish, “for the Slovenian theatrical moment, the performances
of the Mladinsko Theatre and Glej, which are often present at MOT, were being
discussed, as well as the director MatjaZ Pograjc, who staged all three performances
this year at MOT” (Nikodinovski-Bish 114). This forum, together with the thematic
block called Slovenian Theatre from the ninth edition of MOT (1-23 September 1984),
were the initial impulses for the theoretical description and determination of the



influence of the Slovenian theatre at MOT. The meaning of the Mladinsko in Macedonia
is discussed in the portrait entitled “Contemporary theatre concept” from this block,
in which the organisers of the festival emphasise the influence of the Mladinsko as
“MOT’s greatest friend”. This romantic reference distinguishes the Mladinsko as a
unique partner of MOT from the first reading, as a theatre that has had an enormous
influence on the Macedonian theatre.

The influence of the Mladinsko can be closely studied in a contemporary theatre
project through the way of treating the stage, the dramatic text and the relationship
with the actors. The National Theatre “Jordan Hadji Konstantinov-Djinot” from Veles
had a direct cooperation with the Mladinsko in 2016. The immediate experience
in the co-production Fedra (S. Dimoski/A. Ivanovski, 2016) clearly indicates the
principle of work according to which the Mladinsko operates on several different
levels, especially in the acting process. The co-production was accomplished through
the exchange of artists: Marusa Oblak interpreted the title role in the play, while the
Veles Theatre co-produced both the artistic and technical aspect of the co-operation.
Already in the preparations for the production, the actor’s approach towards the
dramatic text by Oblak is easily determined as a principle of self-referencing, that is,
building an internal biography of a character through extremely personal and even
intimate sensors. Since this is a play in which the body language dominates the verbal
line, Marusa Oblak presented (during the rehearsals and the performances of the
play) exceptional body articulation and a conscious body to which the spoken line
is almost superfluous. During the rehearsals, the actress pointed out the importance
of the Mladinsko ensemble in this regard and their dedication to the body and the
possibilities for expression that it offers, as well as its consciousness and keeping it in
full fitness and willingness for stage labs that have the body in focus. This is one of the
rare experiences of direct cooperation which implies the influence of the Slovenian
theatre on the Macedonian theatre practice.

The Mladinsko’s concept of observing the society and its critical approach can be seen
through the projection of ideas by the contemporary Macedonian theatre after each
visit. As it is stated in the founding determinants of the theatre that speaks loudly, a
theatre that is intended for more than just viewing. When describing its theatrical
concept, the Mladinsko states that it “critically observes our society, comments on it
and strives to shape it. Mladinsko is a theatre organism that tries to penetrate into the
public space from the stage, so that for us, the public space becomes an equal space
for performance. MLADINSKO IS NOT JUST A THEATRE” (“About Mladinsko”). It is not
an epigonic influence, but just like the basic maxims of both theatrical poetics, it is
the critical thinking of the theatre and its placement at the centre of the artistic and
critical approach.



Directors

The case studies in which we can directly see the influence that the poetics of Slovenian
directors have on the Macedonian theatre production have been divided into two
groups: Immediate - through the directing of theatre plays in the Macedonian theatres
(such as the directing of Diego de Brea and Tomi Janezi¢), and Indirect - through the
participation of notable plays at various festivals in the Republic of Macedonia (Tomaz
Pandur, as a special stage poetics).

Tomaz Pandur

The process of creating a specific theatre, determined as postdramatic according
to its characteristics, developed in three phases in Pandur’s career (1963-2016).
In the first, Ljubljana phase (1980-89), he sketched his poetics through stage labs
and experiments. In the second, Maribor phase (1989-96), as the director of the
Slovene National Theatre Maribor, he shaped it not only on the Slovenian, but also on
the European theatre stage by developing the basic elements of his poetics in high-
production stage spectacles; and the third, the European phase (1996-2016), in which
he completed his approach in an authentic, paradigmatic, postdramatic manner. In
addition to the four existing Chronotopes,® Luki¢ determined Pandur’s as an authentic,
fifth, sacral chronotopos in order to define Pandur’s poetics. Summarising his opus
magnum in general determinants, and according to the alphabet of postdramatic
theatre, the stage semantics in Pandur’s plays are encoded in counterpoints: text/
stage, word/movement, speech/action and sound/picture. Luki¢ called these four
procedures (which resonate with each other in the unity of the theatre play) “a
method of intellectual perfume distillation”, which is actually a procedure for creating
a hybrid stage language. Profiled for elitists, intended mainly for those viewers called
second-level viewers by Eco (Eco 7), the high intellectualism in the plays touches the
first-level viewers as well through powerful, heated scenic images that have an almost
hypnotic effect on the audience and are reflected in the emotional apparatus of the
viewer: one feels what cannot be interpreted.

The Macedonian audience has so far had the opportunity to see several plays by Pandur
from all of his phases: at the sixth edition of MOT, Heavy Curtains by Slavko Grum,
production by his own company Tespisov voz (The Carriage of Thespis), Maribor; at
the seventh edition of MOT, 1982, Dead Man Comes for His Mistress, production by
The Carriage of Thespis, Maribor; at the ninth edition of MOT, 1984, Night Shifts; at
the fourteenth edition of MOT, 1989, Scheherazade by Ivo Svetina, production by the

3 In order to determine Pandur’s stage poetics, Luki¢ defines the constitutional elements of his handwriting as a fifth
chronotope. More about this online, at www.pandurtheaters.com.



Mladinsko; Caligula by A. Camus production by the Gavella Theatre, Zagreb, at Ohrid
Summer Festival 2008; Medea according to Euripides (Dubrovnik Summer Games -
Co-Production Company) at the MNT Fest 2014; and Faust, production by SNT Drama
Ljubljana and Festival Ljubljana, again at the MNT Fest in 2016, posthumously. Finally,
the direct and fatal encounter between the Macedonian theatre and Pandur happened
on the occasion of his direction of Shakespeare’s King Lear, at MNT, season 2016, for
which the curtain never lifted.

The influence that Pandur’s poetics has in the (Macedonian) theatre is very strong,
especially through the entire stage speech of the plays from his last phase, and is easily
recognisable in many performances staged by Macedonian directors, for example, in
the performances of Dejan Projkovski. Still, Pandur’s influence is not recognised in
the density of the semantic knots diluted in a theatre play, but in the copied solutions,
adapted in plays with different titles that can easily carry a working subtitle - inspired
by Pandur. For example, Projkovski directed On the bottom at National Theatre Shtip
using Pandur’s spatial organisation and semantics, applying water as a prime element
of the scenography, as well as noir-labelled costumes as seen in Pandur’s Caligula.

There are many plays that may be subject to such a comparison: Prometheus (Turkish
Theatre, 2016, Skopje, Aeschylus/Projkovski); The Tempest (Podgorica, Montenegro,
2017, Shakespeare/Projkovski); another example is the influence that the structural
elements of the stage hybrid language of Pandur had in the play Romeo and Juliet
(National Theatre Istanbul, 2017, Shakespeare/Projkovski). Projkovski took the
solutions for space shaping directly from the authentic hybrid stage language of
Pandur: he uses water (which is a principle of Pandur, rather than a circumstance/
condition on stage) as an amorphous mass around which he places various solutions
already seen in several plays of Pandur: he also places a swimming pool in which a part
of the dramatic action takes place - a solution that Pandur offers in his Medea. Through
this visual building of a part of the stage language, Projkovski clearly indicates the
influence that Pandur had on him, and shows as well as cites it in his own production.
As general manager of MNT, Projkovski surely met Pandur in 2016 - since Pandur was
his choice for directing King Lear in that season. This parallel is only one of many that
can be found in a number of directors. A more appropriate influence might be one in
which the director creates his own, authentic hybrid language, following the example
of the technology of creating a play, uniquely recognisable for Pandur, who melted
himself in his works through creating an incredible stage poetry* and disappeared,
leaving a great mark.

4 “When the artist somehow melts himself into an artwork and then he himself disappears, then that is incredible poetry.”
- Pandur in an interview for Dnevnik HRT, a few hours before the premiere of Medea (28.07.2012).



Diego de Brea

Diego de Brea (1969) is a Slovenian director with unique postdramatic theatre
thought who directed three plays on Macedonian stages: on the stage of the National
Theatre - Bitola, Crime and Punishment from Dostoevsky (2016) and Shakespeare’s
Othello (2014) and on the stage of the Turkish Theatre in Skopje, King Lear (2017).
In the poetics of de Brea, the theatre play is seen as a reduction of the dense scenic
semantics performed through a textual reduction of the basic story/problem.
Produced through a reduction procedure of this type, the dense scenic semantics
are actually an approach to the text through which the form becomes a sign of the
historical impossibility for a tragedy in five acts (Lehmann 75). His primary research
for each play, in his words, starts from the idea that “the purpose of the theatre is to
open things that are deeply hidden, embalmed when man is relaxed” (ToporiSic).

In the dramaturgical procedure on the texts for the plays, de Brea thickens the play’s
dramatics through re-textualisation as a procedure of the post-dramatic theatre. Re-
textualisation, which rests on the integral text (in the case of Othello) is performed by
assembling textual collages from the source in order to focus the play only on the basic
problem (Lehmann 7). He does what Lehmann points out as the main feature of the post-
dramatic theatre, “to violate the conventionalized rule and the more or less established
norm of sign density. It is either too much or too little. In relation to the time, to the
space or to the importance of the matter, the viewer perceives a repletion or conversely
a noticeable dilution of signs. We can recognize here an aesthetic intention to make
space for a dialectic of plethora and deprivation, plenitude and emptiness” (Lehmann
89). What Lehmann writes, de Brea does (regardless of the fact that he set these plays
on other theatre stages as well, with the same or similar concept), thus setting up a new
reduced, collected or sign-defined aesthetics of the Macedonian theatre.

De Brea also reduced the characters of the source, explicitly shown in King Lear
(Turkish Theatre, 2017), where the dramatic action is built only by the directly affected
characters, the royal family from Shakespeare’s source: the king, his daughters and
sons-in-law. In the audio-visual shaping, de Brea uses pure and clear semantic signs
that facilitate the reception of the play, setting the actor’s play (in the micro and macro
format) as a dominant feature onstage.

It should be noted that both in the theatre in Bitola and in the Turkish Theatre, de
Brea has completely changed the way of treating the stage, introducing novelty into
the stage treatment in Macedonian theatre. In the Macedonian theatre practice, the
National Theatre of Bitola is famous for its contemporary and current theatre, which
is usually framed in a tremendous, rough and extensive scenography. The staging of
Othello showed how the empty stage can be treated and opened the possibilities for
the theatre in Bitola. The Turkish Theatre mainly stages plays that focus on the cultural



and authentic expression of the Turkish culture, along with the idea of profiling
modern aesthetics based on a traditional culture. The arrival of de Brea showed how
young actors from the ensemble could act, regardless of their cultural background, a
practice which had been insisted upon over the years.

Overall, as a conclusion, with the directing of these three plays in the Macedonian
theatres, Diego de Brea set an aesthetic principle of changing the contemporary and
current theatre that “eased” the burdened, multi-signed, theatrical aesthetics which
defined and interpreted the theatre to the spectator and turned it into the simplest,
but strongest theatrical aesthetics conceived by Peter Brook in the last century: The
theatre should make us imagine!

Tomi Janezic¢

Tomi Janezi¢ (1972) appeared on the Macedonian theatre stage for the first time
in 2004, at MOT (The Three Sisters) with the Mladinsko ensemble. Since then, the
Macedonian audience had the opportunity to see his work twice more: in 2005, when
he worked with the actors of the Macedonian National Theatre directly applying
his poetics to the Macedonian acting sensibility in The Blind, and in 2013, again at
MOT with another drama of Chekhov, Seagull, performed by the actors of the Serbian
National Theatre, Novi Sad. Tomi JaneziC is one of the most interesting European
theatre directors of his generation and is internationally recognised as one of the
experts in the field of creating new acting techniques, referring to psychodrama as a
specific field of interest.

Janezi¢’s directorial poeticsare based primarily on the principles ofthe psychodramatic
technique by Jacob Levy Moreno, but also communicate with all the predecessors
who dealt with the study of play-acting, from Stanislavski to Brecht and Grotowski.
The way that an actor in JaneZi¢’s performances achieves distancing from the
character he interprets (a characteristic of Brecht's theatre) is through the principles
of psychodrama. He is called upon to gain a psychological flexibility to interpret
different roles that will allow him to develop different views of the given situation or
story, to look at it from multiple perspectives and to be spontaneous and authentic
according to the definition given by Moreno. Moreno does not identify spontaneity
with a series of uncontrolled impulses; on the contrary, he thinks that it is focused
on creativity, that it is the way we react to repeating patterns of life, templates, the
routine which we often fail to avoid, and that ability to react again to a given situation
is related to adapting to a new perspective, with a new role, by replacing the role,
by a fresh outlook at things. In the productions by Janezi¢, the collective dynamics
created in the theatre ensemble is of utmost importance. One cannot speak of Tomi



Janezic¢ only as a theatre director, because he himself refuses to be defined as a
director only, so it may be more appropriate to talk about a creator, a moderator who
creates/provides space for exchange. In his approach to work, the actor constantly
communicates with the character he interprets, at one moment, he distances himself
and becomes a spectator, the character has the opportunity to directly confront his
own pains that materialise in front of himself in a new character, in his antagonist, etc.
What is actually happening onstage is a lively, active, creative analysis of the specific
play. In this way, very specifically and very real, in front of our eyes, the dynamics,
tensions and conflicts that are contained in the dramatic situation unfold. According
to Janezic, stage does not imitate life, but it creates a life, and this is also reflected in
his plays, which often last for hours. JaneZi¢ experiments with space, and this is mostly
reflected in his staging of Maeterlinck’s drama Blinds, but the focus always remains
on the actor as the pivot of the play. Psychodrama, as an actor’s technique with the
help of which a certain character is built, still makes its way into the world of theatre
art. It is somewhere halfway between art and therapy. However, in Janezi¢’s poetics,
psychodrama is more a foundation for a play than therapy. It serves to break down the
personal and interpersonal blockages that arise among actors confronted with the
creative process. The three plays by Janezic¢ received an exceptional response by the
audience, however,among the Macedonian directors one cannot find a counterpart for
this principle of work. JaneZi¢’s influence is recognised in the interest of the younger
generation of Macedonian theatre directors and their performances mainly working
for independent productions.

General determinants of impact

Each of these three directors brought changes to the Macedonian stages that are
evident and easily recognisable. Regardless of whether it was done through directing
a play in a Macedonian theatre or through a play that was performed at a Macedonian
festival (mainly at MOT), every one of these three directors made a visible impact on the
Macedonian theatre. The actors in these plays, the entire ensembles of the plays directed
in Macedonia by these three directors, talk about their incredible experience from
working with them, and the way their play-acting and the treatment of the theatre has
changed. A testimony for this is the prizes that these productions received from festivals
in Macedonia and abroad. The play King Lear by Shakespeare, directed by Diego de Brea
won three important awards at this year’s (2018) MTF “Vojdan Chernodrinski” in Prilep
- the first one was for Diego de Brea’s directing; the second one for best young actress for
Ebru Musli, who played Cordelia; and the third one, which emphasises the influence of de
Brea in the Macedonian theatre, was entitled: “A special award for contemporary acting
expression and innovative approach to stage classics”.



The play Seagull by Chekhov, directed by Tomi Janezi¢, shown at MOT festival, 2013,
brought a theatre that was remembered for a long time. We can also talk about the
phenomenon of Janezi¢ and his influence on the Macedonian theatre. One of the play
reviews cites the excitement of both the critic and the audience watching the play
because, unlike when watching many other plays, the audience stayed until the very end
and increased in number, despite the fact that it lasted seven hours. For this play, Liljana
Mazova says that, “it delights everywhere with the implementation of the director’s idea,
with the complete performance that can simply be considered as a completely clever
theatre”. The performance is also an attraction because of its length - about seven hours.
For example, it began at 5:15 pm on the stage of the Macedonian National Theatre and it
ended at 0:30 am. The length is not an issue because this is a theatre that thinks, plays,
the spectator is a participant, the actor is thinking through an actor’s prism and through
a prism of a spectator who watches that play. And something unusual happened: the play
started with 100 spectators (the capacity of the old stage) and ended with 130!

Pandur’s influence is most dominant in several directing instances of some
Macedonian directors, especially, as pointed out by this text, in the directing of Dejan
Projkovski. The idea to make a dream from the theatre, or as described by Darko
Luki¢, “dreams are the main key word. All seven plays [in the period 1989-1996] give
the impression that they should be read as a book of dreams” (“Mapping Pandur’s
theatre”), and to break down the linearity as a feature of time, maybe the closest to the
Macedonian audience and theatre, precisely because of the inheritance that we have
and the specific relation to mythology and narration. Unfortunately, Pandur failed to
direct a play in Macedonia, but his influence is visible and recognisable today, and his
plays are mentioned all the time.

Each of these three directors has had a specific impact on the Macedonian theatre,
and thus the connection between the two theatre cultures can be followed directly.
Besides through the directors, the influence through the theatres or actors is also being
followed. There are some cases® where the acting approach offered by the Mladinsko
actors through the treatment of body language in a crisis caused the development of the
author-actor speech of this type and its implementation in several theatre plays, usually
defined as aesthetic incidents in the Macedonian theatre.

The research of the relation between the Macedonian and the Slovenian theatre shows
adirectand immediate, continuous influence that can be determined and theoretically
explained. The influence is continuous from the first visit at MOT to the present and is
followed directly in the Macedonian production. It is not the only case of influence but
a part of the many different influences that enabled the Macedonian theatre to build
its own author’s aesthetics. Based on the ethno-theatre tradition and the folk drama,

5 The specific usage of the body as narrative instrument of the actor, shown in various performances of the Mladinsko.



the contemporary Macedonian theatre profiled itself with the help of the outside
influences and created an authentic author’s expression. The 1970s mark the creation
of the new, current, progressive theatre in Macedonia, which, thanks to the outside
experiences, especially from the Slovenian theatre (the Mladinsko as a direct initiator
for the same), is today recognised by its author’s practice and aesthetics.

The findings of the project Macedonian-Slovenian Theatre Relations (from 1990 until
the Present) are further proof of the existence of the relationships between these
two theatre cultures. In the spirit of the intercultural theatre thought, this influence
is not rigid, and it is not focused on subordinating one culture to the other, but on
the exchange of experiences, which is reflected in the mutual understanding of the
two cultures. As defined at the beginning of the research, the period of the 1970s
(when the aesthetic of postmodern theatre was developed in Europe and the Western
world) was the time when this direct relationship began to develop, and the social
context - the joint state, Yugoslavia, and then after the independence of Slovenia and
Macedonia, the contacts that were created - shows that it is the dominant factor for
such cooperation. The main potential for this influence was recognised in the existence
of MOT as a festival of the new avant-garde theatre, and thus the opportunity to see
plays from Slovenia that would influence the Macedonian theatre.
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BriujaHreTo Ha CJIOBEHEUKHMOT TeaTap BO
MakegoHuja

Knyunu 300poBH: BMjaHie, MaKeJOHCKM TeaTap, CJIOBEHEUKM Tearap, TeaTapCKu
(hecTuBaNM, peRUCEPH

OBOj HayueH TPy e [ien off OMIaTepaaHUOT MPOeKT MaKeJOHCKO-CTIOBEHEUKH TeaTapCKu
BPCKH, IIITO I'M MCTPaKyBa HAaUMHUTE Ha IPUI00MBabe Ha TeaTapCcKaTa KOMyHUKALMja Mery
Penyoruka Makefonuja u Penyonuka CrioBeHuja, Bo IIepHOZIOT 0ff HUBHOTO [IPOITIACYBakbe
Ha He3aBHCHOCTa Off JyrocioBeHcKaTa (emepatja, of 1990, ma cé mo 2016 r. OBoj
creUUeH JIe 0] UCTPaKYBaBETO Ce OfHeCYBa Ha HAUMHUTE Ha KoM OMjlaTepajiHaTa
KOMYHUKaI[ja e cTeKHaTa Bo MaKefloHMja BO JiBaeceT U MeT TOIUHY, MMAjKU TO TJTABHUOT
(hoKyC KOHIIeHTPUPAH Ha BIMjaHUETO Ha ecTeTHKaTa Ha CJI0BeHCKO MTAJMHCKO IIeajTiIIye
(CMT) 1 BMjaHHeTO Ha HEKOMKYMUHA COBPEMEHHU CJIOBEHEUKH TeaTapcKu PEeKUCEpH, Urja
MOeTHKA ¥ eCTETUKA BJIMjae Ha MaKeJJOHCKUOT TeaTap.

HcTpaxyBameTo e reHepupaHO HU3 [iBe ONTUKM BO KOU ce TIpelio3HaBa B/IMjAHUETO.
[IpBaTa omnTHMKa ro BKJIyUyBa MPHUCYCTBOTO HA Pa3lTMUHUTE MPOMUIN HAa CIOBEHEUKHTE
TeaTapcKy YMETHHMIM BO TeaTapcKuTe MpoAyKLun Bo PemyOmiika MakeoHuja: peskucepu,
aKTepH, IPaMCKU aBTOPH, JpaMaTyp3u, Kopeorpadu, kommo3utopu u ciieHorpagu. OBaa
»MUTpalja“ BjIxjaesia Ha TOj HAUMH IITO OJHOCOT KOH TeaTapoT Bo MaKke[joHMja ce cMeHyBa
Ol CTpaHa Ha JIOMAIHUTe TeaTapCKU YMETHMIIM, OTKAKO Ke MMa TI0CeTa Off CJIOBeHeUKH
aBTOp, KaKo ¥ Ha MMpoMeHaTa Ha KoMyHMKalujata. Co IMHAMMKaTa CO Koja KpeaTUBHUOT
THM pabOTH Ha MPeTCTaBaTa, HajuecTo HaIpaBeHa Off PEXKUCEPOT, ce MPOMEHYBa U LiejlaTa
ecTeTHKa BO TeaTapoT. BropaTa oOITHKa, reHepajHO, e TOCBeTeHa Ha TOCTYBAUKUTE
CJIOBeHEUKH MPOJIYKIIMK BO MAKeIOHCKUTe TeaTpy 1 Ha (hectuBajmTe. Criopes] 3aKIy4onTe
IITO MAKeJIOHCKUOT HMCTPAKYBAUKM TMM TM JI0OM II0 aHAJM3MTe Ha IPUCYCTBOTO Ha
C/IOBeHEUKUTe TeaTapCku YMETHUIM JUPEKTHO BO MaKeTOHCKUTEe TeaTapCKu MPOAYKIMK
¥ YUECTBOTO HA CJIOBEHEUKHUTe TPOJYKIMK Ha (heCTHBAJIICKUTE CIleHW BO Perny0Onmka
Makefonuja, crioper dhoRanu3alyjaTa, ce 3a0eeKyBaaT Ba 3HauajHu Temarty. [IpBuor,
pedepupa Ha yuectBoTo Ha CMI' Ha Mnap oTtBopen Teatap (MOT), co BkymeH 0poj of
TBaeceT ¥ MeT (heCTUBAJICKU MOCETH, a BTOPUOT € TeHepaiHaTa paMKa Ha BJIMjaHUETO Off
C/IOBeHEeUKUTe TeaTapCKy PEKUCePH IITO T'0 UMAaT BO MaKeJOHCKMOT TeaTap, JUPEKTHO U
MHAUPEKTHO, TIpe3eHTHPaH BO TOI/IaBjeTo Ha CTYIUM Ha CITy4aj.

CroBeHCKO MJIAJUHCKO I7iefaIjiinge ce ]'IpOd)I/UII/[pa KaKO aBTe€HTHUYHa d)opMa Ha CIeHCKa



nabopaTopuja cO WHBEHTMBHM W CBeKM clieHCKH (opmu Ha u3Bezda. Ojff HEroBoTo
thopmupame Bo ceymaecertute rogunu, MOT, ucto Taka, ce mpodhuipa Kako TeaTapcku
(ectuBanm Ha eKkcrepuMeHTaNHN TeaTapcku (opmu u creHcku maboparopun. OBaa
cimmynoct ro mpaBu MOT HajgocranHa mnatdopma 3a mpe3eHTalyja Ha TPOAYKIMKUTE Ha
CMT Bo PenryGrika MakemoHuja.

bpojoT Ha moceTH He € eIUHCTBEHHOT pPe/ieBaHTEH 3HAK Ha OBa BJIMjaHHe; CIIENEjKU o
perepToapoT Ha MaKeJOHCKUTe TeaTpH, UCTO KaKo U aBTOPCKATA MOeTHKA 1 eCTeTUKA Ha
MaKeJJOHCKUTE PeKUCEPH, MOKe Jia ce 3a0e/eKu JUPeKTHO Biujanue. Biujanuero og CMI
MO3Ke Jia Oujie M3y4yBaHO Of0/IU3Y MPEKY COBPeMEHHOT TeaTapCKi MPOeKT Ha KOj HaukH e
TpPeTHpaHa ClieHaTa, [PAMCKHOT TeKCT 1 paboTaTa co akrepuTe. HapopHuoT Teatap ,,JopraH
Xar KoncranruHos-IIudot” o Benec umaiie gupextHa copaborka co CMI' Bo 2016 .
HermocpeaHoTo ucKycTBo co kompopykiujata ,Pempa” (C. Tumocku/A. MBanoBcku, 2016)
jacHo ru ToKayka MPUHIMIHUTe Ha padoTa criopex kKou CMI" omeprpa Ha HEKOMKY pa3/IMuHu
HUBOA, II0CEOHO BO aKTEPCKUOT TIPOIIEC.

CrymuuTe Ha CiIy4yaj, Kajie MITO BIMjaHUETO Ha MOETHKATA Ha CJIOBEHEUKUTEe pPeKucepu e
IUPEKTHO BUIEHA BO MaKeJOHCKUTe TeaTapCKu MPOAYKIINH, MOXKe Jla ce MofieNiaT Ha JiBe
TPVIIM: HEToCPeJHO - MPeKy pejkijaTa Ha TeaTapCKUTe MPeTcTaBd Bo MakefoHuja (Kako
IITO € IIPUMEPOT co peskuute Ha [uero e bpea u Tomu JaHexuy) 1 MHIMPEKTHO — IIPEKY
YJeCTBOTO Ha HEKONKY IPEeTCTaBU Ha pa3fMuHu (hecTuBaniu Bo PemyOmuka MakemoHuja
(mpuMepoT co crerryHAaTA CLieHCKA HoeTiKa Ha Tomask ITammyp).

MakegoHcKaTa 1y0OiMKa VIITE OflaMHA ja MMalle MpHIMKaTa Jla Ce CPeTHe CO HEKONKY
npeTcTaBu Ha [laHayp o cuTe HEroBHM aBTOPCKY mepuopu: , Tellku 3aBecu”, mpopyKiuja
Ha TecmucoB Bo3, Mapubop, (1982); ,MpTBHOT YoBeK joara IO HeroBaTa JbyOOBHMIIA®,
(mpomykumja Ha TecrmucoB Bo3, Mapu6op, (1984); ,,HokHu cMeHM“, HCTO TaKa MPOAYKLHja
#a TecmmcoB Bo3, (1989); ,Illexepe3aga“, mpopykuuja Ha CMI'; , Kanuryna“, mpoaykimja Ha
I'K ,TaBena“ o 3arpe0; ,Memeja“ criopen EBpunup (Konpoaykiuja Ha JyOpOBHUUKUOT
neteH ectusan), Ha MHT ®ecrt, (2014) u ,Daycr”, mpopykiuja Ha CHI JIpama, mpukakaHa
noctxymuo Ha MHT ®ecr, (2016).

KoHeuHo, peKTHaTa 1 (haTaHa BPCKa Mel'y Make[IOHCKUOT Teatap U [laHayp ce cyuu mpu
pexujara Ha [llexcrmposuot ,,Kpan Jlup“ Bo 2016 . Bo MHT, 1o Koja ,3aBecaTa HUKorall He ce
nogurHa“, BrmjanyeTo Ha noetukara Ha Ilaszyp 1o ro uMa Bo (MakeJioHIja) TeaTapoT e MHOTY
CIJIEH U jacHO Ce TIPerio3HaBa BO MHOTY TIPETCTABU MOCTaBEHH Off MAKEOHCKH PEXKICEpH (Ha
npumep ,,Pomeo u Jymmja“, Bo pexkuja Ha [lejan [TpojkoBCKM 1 TipoiyKiMja Ha McTaHOyICKUOT
HaroHaseH Teatap off Typiuja). Cermak, HeroBOTO B/IjaHKe He e HElPero3HaTo BO IYCTUHATA Ha
CeMaHTHUUKWTe ja3/i Pacrope/ieHu BO TeaTapcKaTa IpeTcTaBa, TYKY BO KOMpPaHKTe pellieHuja.

Jluero pie Bpea (1969) e coBeHeuKkM TeaTapCKU PEKMCEDP CO VHUKATHA MOCTApaMaTHuKa
TeaTapcKka MHC/Ia IITO MMa PEKMPaHO TPH INPETCTaBM Ha MaKelOHCKUTe cleHu. Ha



ciiedaTa Ha HapopmuoT Teatap Bo burona: ,31moctopeTBo u KasHa“ ofi JloctoeBcku (2016)
u lllekcrmosuot ,Oteno” (2014) u Ha crenara Ha TypckuoT Tearap Bo CKomje, Apamara
HKpan JTup“ (2017). Tpeba z1a ce 3abenesxu feka [le bpea Bo gBarta TeaTpu 1 Bo burtona 1 Bo
TypckuoT TeaTap, KOMIIETHO IO CMEH! HAUMHOT Ha TPETUPAbeTO Ha ClieHaTa, BOBETYBajKu
HOBUTETHU BO TPETUPAHETO Ha CIieHaTa Ha MaKeJOHCKUOT TeaTap.

Tomu Janesknu (1972) ce mojaBy Ha MaKeJOHCKUTe TeaTapCKM CIieHH, 3a mpB mat Bo 2004
r., Ha MOT (,Tpu cecrpu”) co ancambnor Ha CMI. Op Toraii, MakeJZoOHCKarta IyOJIMKa,
ja MMaIle MOXKHOCTA Jia ja By paboTaTa Ha 0BOj peskucep ABa matu, ciegnara 2005 r.
(,Cnemiu"), kora paboreiie co akrepute Ha MHT, mupeKkTHO mpiMMeHYBajku ja cBojaTa
TIOeTHKA Ha aKkTepckaTa ceH3uommHoct, u Bo 2013 r., moBropHo Ha MOT, co apyra mpama
Ha YexoB, ,[ane6“, usBegeHa o akrepure Ha CpICKO HapofHO mosopuinte - HoBu
Cap. TpuTe npeTcTaBu Ha JaHe}KHY, MMaa HeBepojaTeH MpHEM Off MyOIMKaTa, HO U Mery
MaKeJIOHCKUTe PeKUcepy, BO KOUIITO He MOKe Jia ce Hajle coofjBeTeH TpuMep Ha 0BOj
HauMH Ha pabora. BnmjaHueTo Ha JaHe)KWY e Mpero3HaeHo BO MHTEPeCOT Ha MoMJIajjaTa
reHepallyja MakeJOHCKY TeaTapCKU pekKucepr U HUBHUTE MPeTCTaBU, HajuecTo OUTpaHu
BO HE3aBMCHA MTPOJYKIIMja.

Cekoj off TpojliaTa peskKcepy JOHece MPOMEHH Ha MAKEOHCKUTE CLIEHH IIITO € eBUIeHTHO 1
JIeCHO TIPEIo3HaTIMBO. be3 pa3yiuKa jaiv e Toa HaPaBeHO CO IMPEKTHA PEKUja BO MAKEIOHCKY
Tearap WIK MPeKy MpeTcTaBa 1ITo Oyla MpUKaKaHa Ha MaKeJOHCKH (ecTUBa (HajuecTo Ha
MOT), cekoj ofi TpojliaTa perKicepy HalpaBy BUIMBO BiljaHIe BP3 MaKeJOHCKHOT TeaTap.
AKTepuTe BO THe TIPETCTABH, IIEJIMOT aHCAMOJT Ha IIPETCTABUTE PeKMpaHd Bo MaKeoHHja off
OBHeE Tpojila PeXKUCEPH, 300pyBaaT 3a HUBHOTO HEBEPOjaTHO MCKYCTBO Off pad0TaTa Co HUB, U
KaKo e CMeHeT HIBHKOT HauKH Ha I7lyMa U TpeTHpaibe Ha TeaTapoT.






Vpliv slovenskega gledalis¢a v Makedoniji =
(od 1990 do danes)

Kljucne besede: Makedonija, Slovenija, izmenjave, festivali, Mlado odprto gledalisce (MOT),
Slovensko mladinsko gledaliste (SMG), TomaZ Pandur, Diego de Brea, Tomi Janezic¢

Raziskava je del bilateralnega projekta Makedonsko-slovenske gledaliske vezi, ki
raziskuje gledaliSko komunikacijo med Republiko Makedonijo in Republiko Slovenijo
v obdobju od razglasitve neodvisnosti od jugoslovanske federacije leta 1990 pa vse
do leta 2016. Ta del raziskave se ukvarja z gledaliSko komunikacijo, do katere je v
omenjenem obdobju prihajalo v Makedoniji, pri ¢emer se osredotoca predvsem na
vpliv estetike Slovenskega mladinskega gledaliS¢a (SMG) in nekaterih sodobnih
slovenskih gledaliskih reZiserjev na poetiko in estetiko makedonskega gledalisca.

Raziskava je razlocila dve podrodji tega vpliva. Prvo vkljuCuje navzocnost razli¢nih
profilov slovenskih gledaliSskih umetnikov v gledaliSkih produkcijah v Makedoniji:
reziserjev, igralcev, dramatikov, dramaturgov, koreografov, skladateljev in scenografov.
Ta »migracija« je vplivala na odnos domacih umetnikov do gledali$¢a v Makedoniji po
obisku slovenskega avtorja, spremenila pa je tudi komunikacijo/dinamiko v skupini,
ki ustvarja predstavo, kar navadno naredi reziser, in sicer tako, da spremeni celotno
estetiko gledaliSc¢a. Drugo podrocje so na splo$no gostovanja slovenskih produkcij na
makedonskih odrih in festivalih. Po ugotovitvah makedonske raziskovalne skupine, ki
je analizirala neposredno navzocnost slovenskih gledaliskih umetnikov v makedonski
gledaliski produkciji in sodelovanje slovenskih produkcij na festivalskih odrih v
Makedoniji, je mogoce, v skladu s fokalizacijo, zaznati dva motiva. Prvi se nanasa na
sodelovanje Slovenskega mladinskega gledalis¢a na festivalu MOT (Mlado odprto
gledaliS¢e - Miiag oTBopeH Teatap) s skupaj 25 festivalskimi gostovanji, drugi pa je
splosni okvir za posredni ali neposredni vpliv, ki ga imajo slovenski gledaliski reziserji
na makedonsko gledalisce in je predstavljen v poglavju s Studijami primerov.

SMG se je profiliralo kot avtenti¢ni tip scenskega laboratorija, ki neguje inovativne
odrske forme predstav. Od svoje ustanovitve leta 1970 je tudi MOT profiliran kot
gledaliski festival za eksperimentalne gledaliSke oblike in odrske laboratorije. Zaradi
te podobnosti je MOT najdostopnejSa platforma za predstavitev produkcij SMG v
Makedoniji.

Stevilo obiskov ni edini relevantni pokazatelj tega vpliva; ¢e spremljamo repertoar
makedonskih gledaliS¢ pa tudi avtorske estetike in poetike makedonskih reziserjev,



lahko opazimo neposredni vpliv. Vpliv SMG v sodobnih gledaliskih projektih podrobno
proucujemo glede na to, kako ti projekti vzpostavljajo odnos do odra, dramskega
teksta in igralcev. Narodno gledalisce Jordan HadZzi Konstantinov-DZinot je s SMG
neposredno sodelovalo leta 2016. Neposredna izkusnja pri koprodukciji Fedra (S.
Dimoski/A. Ivanovski, 2016) jasno kaZe na nacin dela, po katerem SMG deluje na
razli¢nih ravneh, posebej pri igralskih procesih.

Studije primerov, pri katerih je viden neposredni vpliv, ki ga imajo poetike slovenskih
reziserjev na makedonsko gledaliSko produkcijo, so razdeljene v dve skupini:
takojs$njo - rezije gledaliskih del na makedonskih odrih (na primer rezije Diega de
Bree in Tomija Janezi¢a), in posredno - sodelovanje pomembnih predstav na razli¢nih
festivalih v Makedoniji (Tomaz Pandur kot posebna odrska poetika).

Makedonsko ob¢instvo je imelo do zdaj priloZnost videti ve¢ Pandurjevih predstav iz
vseh avtorjevih obdobij: najprej Trudne zastore; leta 1982 predstavo Mrtvec pride po
ljubico; leta 1984 Nocne prizore, vse tri v produkciji Pandurjeve skupine Tespisov voz
iz Maribora; leta 1989 Seherezado (SMG) in Kaligulo (Dramsko gledali$¢e Gavella iz
Zagreba); leta 2014 Medejo po Evripidu (v koprodukciji z Dubrovniskimi poletnimi
igrami) na festivalu MNT Fest; leta 2016 pa posmrtno Se Fausta, produkcijo SNG Drama
Ljubljana, znova na festivalu MNT Fest. In kon¢no, neposreden in usoden stik med
Pandurjem in makedonskim gledaliS¢em se je zgodil ob njegovi reziji Shakespearovega
Kralja Leara leta 2016 v Makedonskem narodnem gledaliscu, ki ni dozivel premiere.
Vpliv, ki ga ima Pandurjeva poetika na (makedonsko) gledalisce, je zelo mocan in
lahko prepoznaven v Stevilnih predstavah, ki so jih uprizorili makedonski reziser;ji
(npr. Romeo in Julija v produkciji Narodnega gledalisca iz Istanbula v reziji Dejana
Projkovskega). Vendar njegov vpliv ni prepoznaven v Stevilnih semanti¢nih vozlih,
razredcenih v gledaliski igri, ampak v kopiranih resitvah.

Diego de Brea (1969) je slovenski reziser z edinstveno postdramsko gledalisko mislijo,
ki je na makedonskih odrih reziral tri igre. Na odru Narodnega gledalisca Bitola Zlocin
in kazen Dostojevskega (2016) in Shakespearovega Othella (2014), na odru TurSkega
gledalisca v Skopju pa Kralja Leara (2017). Omeniti je treba, da je de Brea tako v Bitoli
kakor tudi v Turskem gledaliscu v celoti spremenil makedonski odnos do odra in vanj
vpeljal novosti.

Tomi Janezi¢ (1972) se je na makedonskem gledaliSkem odru pojavil leta 2004 na
MOT (Tri sestre) z ansamblom SMG. Od takrat je imelo makedonsko obcinstvo
priloznost videti njegovo delo Se dvakrat: leto pozneje (Slepci), ko je delal z igralci
Makedonskega narodnega gledalis¢a in neposredno uporabljal svojo poetiko za
igralsko senzibilnost, ter leta 2013, znova na MOT, z drugim delom Cehova Galebom,
ki so ga uprizorili igralci Srbskega narodnega gledaliSca. Vse tri JaneZziceve predstave
so dozivele izjemen odziv pri obcinstvu, vendar med makedonskimi reZiserji ne



moremo najti primerljivega nacina dela. Janezicev vpliv lahko prepoznamo v interesih
mlajSe generacije makedonskih gledaliskih reziserjev in njenih predstavah, ve¢inoma
neodvisnih produkcijah.

Vsak od omenjenih treh reZiserjev je na makedonske odre vnesel spremembe, ki so
ocitne inlahko prepoznavne. Ne glede na to, alije do tega prislo z rezijo vmakedonskem
gledaliscu ali s predstavo, ki je bila odigrana na makedonskem festivalu (veCinoma
na MOT), so vsi trije vidno vplivali na makedonsko gledaliSce. Igralci v njihovih
predstavah, celotni ansambli, s katerimi so v Makedoniji sodelovali omenjeni reziserji,
pripovedujejo o svojih neverjetnih delovnih izkusnjah z njimi in kako so te spremenile
njihovo igranje in odnos do gledalisc¢a.

Prevedla Barbara Skubic
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Our aim in this text is twofold: first, to offer a preliminary overview of cooperative activities
between Slovenian and Macedonian ballet and dance artists, national institutions and
non-governmental organisations in the last 25 years, that is, in the period of independence
of both states, with a short excursus into the time preceding that period; and second,
to offer a kind of a prima vista analysis of the main achievements as well as obstacles
in those collaborative practices. In the period of its existence the Yugoslav Federation
provided not only material support to professional theatre institutions, but also stimulated
cultural collaboration among federal republics. Especially non-verbal forms of artistic
expression, such as ballet and dance, were adeguate communicators in a multinational
and multilingual state as was the Socialist Yugoslavia. The official cultural policies of the
newly established states declaratively (i.e. in ratified bilateral agreements) advocated the
preservation of cultural connections that existed from the era of the former Yugoslavia,
However, the level of intercultural exchange presupposed in these bilateral agreements is
rather modest and unambitious, especially in the field of dance. The processes of dissolution
of the former Yugoslavia and the establishing of the independent states of Macedonia
and Slovenia produced significant changes in the field of dance and opera theatre., The
main characteristics of these changes were, on the one hand, a rapid diminishing of the
collaboration between national ballet and opera institutions, and on the other hand, @
gradual increasing of cooperation between non-governmental organisations active in the
creation, promotion and exchange of contemporary dance productions.

Keywords: ballet, dance, Slovenia, Macedonia, collaborative practices, dance festivals




From Yugoslav Ballet to Post-Yugoslav
Contemporary Dance:

Permutations in Collaborative Practices
between Macedonian and Slovenian Dance
Scenes

Sonja Zdravkova Djeparoska and Aldo Milohnic

The corpus of historiographical and theoretical studies of Macedonian and Slovenian
ballet and dance has been significantly growing in the last few decades, but we
are still lacking a synthetic study on the mutual collaboration of Macedonian and
Slovenian artists and the interstate exchange of guest performances. Our aim in this
text is thus twofold: first, to offer a first (and rather preliminary) overview of these
cooperative activities in the last 25 years, that is, in the period of independency of
both states, with a short excursus into the time preceding that period; and second,
to offer a kind of a prima vista analysis of the main achievements as well as obstacles
in the collaborative practices between Slovenian and Macedonian ballet and dance
artists, national institutions and non-governmental organisations. In addition, we will
offer some basic insights into the bilateral collaborative practices in the field of opera,
rather as a supplement (or a corollary) to our focus on ballet and dance.

At the very beginning of the research process, we were eager to see whether the
analysis of the hard data we collected within our research project could detect some
broader aspects of the social context. In other words, we were concerned with the
question: is it possible through dance - as an art that deals with the aesthetic side of
shaping the body as the basic medium of expression - to detect and decode a wider
context with all its features on the social, political and cultural level? Can we identify
a certain modus operandi of the social and political tendencies in these collaborative
practices, especially on the level of both national and bilateral cultural policies? To
put it shortly, how are these two spheres (dance and politics) connected and possibly
even interdependent?

One of the first dance artists trying to answer this question was American dancer and
choreographer Martha Graham. In her text “A Modern Dancer’s Primer for Action” she
wrote “art does not create changes, it only records them” (166). In other words, any



attempt to proclaim art as a tool for social change would be unrealistic and would
impose a heavy burden on artistic practices; on the other hand, recording changes
through dance, including collaboration practices related to it, might offer a useful
source for exploring specific relations between dance practices and social, political
and economic circumstances of its production in respective historical contexts. Not
only Graham was interested in defining the relationship between society and art
production. In his essay entitled “Theatre Sociology”, Italian theatre theoretician
and historiographer Marco De Marinis comments on the impact of society on artistic
production and, more specifically, on performing arts practices: “Presentation and
performance both derive from the current cultural norms of the time they exist in,
they change influenced by them, ultimately functioning as a ‘secondary modeling
system’, expressed by the words of the Russian Formalist Lotman” (63). Slovenian
sociologist and cultural theorist Rastko Moc¢nik has developed a productive theory
of a specific relation between art and society also inspired by Russian Formalists
(although not by Yuri Lotman but by Pavel Medvedev). In his seminal essay
“Eastwest”, Mocnik explains that art practice does not relay directly to social reality
buttakesthealreadyideologically “refracted” reality as its material and “works upon”
it: “In this sense, artistic practices perform a sort of secondary elaboration upon
ideologically ‘refracted’ material” (21). Andrew Hewitt takes a different position
in his book Social Choreography: Ideology as Performance in Dance and Everyday
Movement proclaiming that choreography is not only a secondary representation
but also a primary performance of the modern organisation of society: “I wish to
demonstrate how choreography has served not only as a secondary metaphor for
modernity but also as a structuring blueprint for thinking and effecting modern
social organization: it is not only a secondary representation but also a primary
performance of that order” (14). These are only several inspiring theses on the
subtle relation between art (or, more specifically, dance) practices and the social
reality. We could mention many others. However, since this text is based mainly on
empirical research, we will continue with presenting the data collected within our
project and analysing it in the context of collaboration between Macedonian and
Slovenian dancers and the exchange of their performances.

Ballet as a catalyst of cultural exchange in the former
Yugoslavia

In the last century, Macedonia and Slovenia were part of the same state for just over
70 years. In the period between WWI and WWII, that state was the Kingdom of
Yugoslavia; in the period after the liberation until 1991, it was the Socialist Federative



Republic of Yugoslavia. Due to this long common history in the 20 century, it is
not surprising that cultural collaborations and exchanges between Slovenia and
Macedonia in the last 25 years are based on the continuity of cultural connections
from previous decades. Having in mind these facts, it is useful to compare the level
of cultural interactions in the Yugoslav period with that in the period after these
two countries gained independency. The connections and relations in the federal
state from 1945 till the last days of Yugoslavia were mainly designed and promoted
by the governing bodies. In her essay “Cultural Policy and the Political Nature of
Culture”, Carole Rosenstein writes about cultural policy and its connection with
politics and the centres of power:

Policies impact the distribution of cultural resources: policies project and promote
certain cultural values and narratives as being shared and public; they shape the ways
in which people gain access to places where legitimate and valorized expressions of
this shared public culture are created; and they can provide opportunities for people to
develop their capabilities to critique and restate such shared and public values in terms

that resonate with their own experiences. (24)

Although Rosenstein analyses contemporary democratic society, yet during the
period of socialism, the way that cultural policies could be modelled in accordance
with a particular ideology was even more visible. The best reflection of this tendency
can be found in the slogan “brotherhood and unity” promoted by president Josip
Broz Tito as one of the fundamental values of the federation. A grid of institutional
collaboration, the exchange of guest performances on festivals and other
manifestations, etc., supported the idea of increasing cultural ties with an emphasis
on the presentation of the nation’s own culture, but at the same time, accepting
the culture of others (including their ethnic and national diversity) in order to
strengthen the unity, cooperation and integration into a great multicultural image
of the Yugoslav socialist society. Regular cultural exchange among the republics of
the former Yugoslavia was an integral part of the official cultural policy on the level
of the federation as well as of the respective republics:

The Cultural Community of Slovenia encouraged cultural co-operation with other
Yugoslav nations. The republics put forward a list of cultural projects of shared
importance (approx. twenty projects every year) for which the republics agreed to
cover the entire costs of the participation of their own groups (for example, the opera
and ballet biennial, drama meetings, meetings of poets and writers). Some of these
events were highly respected by cultural workers. (Cultural Policy in Slovenia 229)

Regarding institutional cultural ties between Macedonia and Slovenia in the period
of the former Yugoslavia, the three most significant manifestations connected with
opera and ballet are of our crucial interest: the Ballet Biennale and the Meeting of
Yugoslav Ballet Dancers located in Ljubljana and the festival May Opera Evenings
located in Skopije.



The first Ballet Biennale took place in Ljubljana from 30 June to 10 July 1960 in the frame
of the 7% Ljubljana Festival. At that time, it was called the Revue of the Yugoslav Ballet
(Revija jugoslovanskega baleta). Due to bad weather conditions, all the performances
were performed on the stage of the Slovenian National Theatre Opera and Ballet
Ljubljana® (instead of the open-air stage Krizanke, the usual location of Ljubljana
Festival events). Along with ballet performances from five Yugoslav institutions
(Ljubljana, Belgrade, Sarajevo, Zagreb and Skopje), two accompanying programmes
were presented: a congress of Yugoslav ballet artists (1-2 July) and an exhibition of
Yugoslav ballet (1-12 July, in Moderna galerija).? The ballet ensemble of the Macedonian
National Theatre from Skopje took third prize and its member, Natka Penusliska, won
the prize as the best classical solo dancer.? It was the first and the last time at the Ballet
Biennale that Yugoslav ballet institutions and artists competed for prizes in different
categories; already at the second Ballet Biennale this practice was abandoned. This
manifestation was continuously organised (with short interruptions in the late 1960s
and the early 1980s) until 1989, when it took place for the last time. In addition to 1960,
the ballet ensemble of the Macedonian National Theatre was represented at the festival
editions in 1962, 1972, 1974, 1981 ... In the 1970s, the Ballet Biennale experimented
with a new practice - along with guest performances from Yugoslav ballet institutions,
several editions of the festival presented special joint productions (ballet concerts) with
ballet dancers from these institutions, including some participants from Skopije.

The positive experiences of concert ballet performances with dancers from all around
Yugoslavia gave rise to establishing a new ballet manifestation in Ljubljana called the
Meeting of Yugoslav Ballet Dancers (Srecanje jugoslovanskih baletnih umetnikov). The
first meeting took place in 1978 and was organised annually until 1989 (twelve editions
in total). The first six manifestations were organised by Slovenian ballet dancer Lidija
Sotlar* and her group, while from 1984 on, several other organisers took care of it (Iko
Otrin 1984, Vlasto Dedovi¢ 1985-87 and Ivo Kosi 1988-89). Macedonian ballet dancers
were regularly invited to this manifestation, among them Marin Crvenov, Aleksandar
Hadzimanov, Ana Husein, Zoica Purovska, Jagoda Slaneva, SneZana Spasovska (also as
choreographer), Zoran Velevski ...° Every edition of the Meeting was an important cultural
event in Ljubljana. The manifestation was important as a kind of “showcase” of many

1 At that time the official name of the theatre was Opera of the Slovenian National Theatre in Ljubljana. See also footnote 14.
2 Artefacts selected for the exhibition came from ten Yugoslav ballet institutions and were documented in an exhibition
catalogue. However, it was not the first publication of its kind - a monograph on Yugoslav ballet intended for international
readership (the language of the edition was English) was published in Belgrade in 1958.

3 For a more detailed report on this event, see “Prva nagradna revija” and Neubauer 64-65. The first four editions of the
Ballet Biennale are extensively described and visually illustrated in the recently published book Ko se zgodi ples. Zapisi,
dokumenti, spomini (Kraigher 130-167).

4 Lidija Sotlar was a renowned Slovenian ballet dancer and choreographer. She was the selector of the last Ballet Biennale
in Ljubljana (1989) and a member of the jury (as well as a member of the Advisory Board in the last years of its existence)
of the Yugoslav Ballet Competition (Jugoslovensko baletsko takmicenje) in Novi Sad, another festival of Yugoslav ballet
established in 1982 by ballet critic Branka Raki¢ and devoted to young dancers from Yugoslav ballet schools and theatres.
The festival was organised for the last time in 1991.

5 For a more detailed list of dancers and choreographers, see Sotlar 154.



leading ballet dancers from all Yugoslav ballet ensembles and at the same time it was a
meeting point for them, that is, it offered them a possibility to meet at least once a year to
collaborate on a joint project and to keep vivid old (or to establish new) professional ties.

May Opera Evenings (Majski operski veceri) is a manifestation established in 1972 as an
opera festival. In the early period, soloists, conductors and ensembles from Yugoslavia
and neighbouring Balkan countries were invited. Later on, the programming concept
of the manifestation changed; the programme originally based on Yugoslavian and
Balkan collaborations was enriched with artists coming from Europe, America, Asia and
Australia. Apart from operas, the programme included concerts and ballet performances.
Performances were held in general in the Macedonian National Theatre, but in the first
decadetherewere three concertsin the Hall ofthe Macedonian Philharmonic Orchestraand
three concerts in the Church “Saint Sophia” in Ohrid.® “At the very beginning, every opera
house from the former Yugoslavia’'s opera centres had an evening with complete soloists
casts and a conductor. The opera houses from Belgrade, Zagreb, Ljubljana, Sarajevo and
Novi Sad were presented continuously” (Kouuiuku 26).” The data from the programmes
at the May Opera Evenings show that this trend was carried out consistently in the first
decade of the festival. As part of the manifestation May Opera Evenings from 1973 to 1983,
the competitions “Meetings of young opera talents - Tome Grncharovski” were held, in
which young Slovenian opera singers were constantly present from the very beginning
until 1981. In 1984, the principle of representation of opera houses with complete teams
was abandoned and a new festival tendency was creation of performances featuring
soloists from different theatres. Slovenian singers and conductors were frequent guests
at the May Opera Evenings, but their number significantly decreased after 1984, because
of the transition to a different model/concept of organisation. Despite this negative trend,
Slovenian artists were still present. On the other hand, it is difficult to understand why
there was not a single guest appearance of Slovenian ballet on the May Opera Evenings
in the previous 45 years. Unlike the constant presence of Macedonian ballet artists at the
Ballet Biennale and the Meeting of Yugoslavian Ballet Dancersin Ljubljana, the Macedonian
audience in Skopje has not been able to follow the performances of the Slovenian national
ballet. This deficit on the side of the Slovenian ballet (non)appearance in Macedonia could
not be sufficiently explained on the level of the proclaimed cultural policy of the former
Yugoslavia, thus there must be other reasons for it.2

6 For a detailed analysis and data of the festival, see Kounmku.

7 The entire cast of soloists with the conductor from the Slovenian National Theatre Ljubljana performed on May Opera
Evenings is as follows: Aida (1972), Carmen (1973), The Barber of Seville (1974), Madame Butterfly (1975), La Bohéme
(1976), Il trovatore (1977), Carmen (1978), Rigoletto (1980), La Bohéme (1981).

8 As the main focus of our research was the period 1990-2015, we limited the analysis of ballet and dance exchange
practices between Macedonia and Slovenia in the time of Socialist Yugoslavia to festivals, leaving aside other forms of
collaboration from that period, such as respective exchanges of individual artists or performances. Needless to say, in-
dividual guest performances (starting with Taglioni’s and Lindpaintner’s Danina choreographed by Pia and Pino Mlakar
and performed in Skopje in 1951) and guest choreographers (such as Pino Mlakar’s choreography of Devil in the Village
in 1955 or Maks Kirbos’s choreography of Stevan Hristi¢’s The Legend of Ohrid in 1956, both in the Macedonian National
Theatre in Skopje, to mention just a few early examples) would require a separate analysis with a different research focus.



Institutional and interstate exchange after 1991

The previous tendency of relatively frequent cultural exchanges between Macedonia
and Slovenia also continued in the Yugoslav federation’s last year of existence, in the
period when the disintegration process was gradually intensifying. In 1990, four
Slovenian singers were guests of May Opera Nights (Neven Belamari¢ in Nabucco,
Ciril Cvetko and Ferdinand Radovan in Rigoletto and Zlatimira Nikolova in Aida).
This number from the 1990 season is larger than the number of guest appearances
in the field of ballet and opera performances in the research period of 25 years. In
addition, Jasna Knez created choreography for the theatre performance Cardboard
Box that premiéred in January 1991 in the Turkish Theatre in Skopje. Reciprocally,
from the Macedonian side, Jagoda Slaneva worked in the Slovenian National Theatre
in Ljubljana as part of an inter-institutional state cooperation. She choreographed
Euripides’ The Bacchae with the ballet ensemble in the 1989/90 season. Singer
Boris Trajanov sang in the Slovenian National Theatre Opera and Ballet Ljubljana in
Donizetti’s Lucia di Lammermoor in 1990 and in Mozart’s Cosi fan tutte in 1991.°

The official cultural policies of the newly-established states declaratively
advocated the preservation of cultural connections that existed (in a very active
and well-developed form) from the era of the former Yugoslavia. This approach
could be traced in ratified agreements between Slovenia and Macedonia in the field of
culture. The “Agreement on Cooperation in Education, Culture and Science between
the Government of the Republic of Macedonia and the Government of the Republic of
Slovenia,” which established the basis for further cooperation at the level of national
governments, was signed on 8 July 1993.1° This agreement provided an appropriate
legal background for further normative acts (called “Programmes”) that regulated
concrete ways and forms of collaboration in culture. So far, four such “Programmes”
were signed between Macedonia and Slovenia.'! In the first two “Programmes” the
field of theatre was elaborated more precisely, including the list of manifestations and

9 From the methodological point of view of the research project of which this article is a part, we make a difference be-
tween so called “guest artists” and “resident artists” (see the introduction by Ana Stojanoska and Aldo Milohni¢ for a more
detailed elaboration). It is the reason that among the names of “guest artists” mentioned above there are no names of the
artists born in Macedonia but settled in Slovenia for a fairly long time (for instance, ballet dancers Redjep Ramadani and
Slavco Stoleski who have been permanently employed as ballet dancers in Slovenian national theatres in Ljubljana and
Maribor since 1990).

10 This and other interstate documents regulating bilateral cultural cooperation between Macedonia and Slovenia were
kindly provided by Maja ZuZek and Tadeja Marini¢ from the Ministry of Foreign Affairs of the Republic of Slovenia and a
representative of the Sector for International Cooperation and Cooperation with UNESCO in the Ministry of Culture of the
Republic of Macedonia.

11 Cultural cooperation programme between the Government of the Republic of Slovenia and the Government of the Re-
public of Macedonia for the period 1995 to 1997 (signed on 30 March 1995); Cultural cooperation programme between
the Ministry of Culture of the Republic of Slovenia and the Ministry of Culture of the Republic of Macedonia for the years
1998, 1999 and 2000 (signed on 10 June 1998); Cultural cooperation programme between the Ministry of Culture of the
Republic of Slovenia and the Ministry of Culture of the Republic of Macedonia in the years 2004, 2005 and 2006 (signed on
24 March 2004); Programme of cooperation in the field of culture and art between the Ministry of Culture of the Republic
of Macedonia and the Ministry of Culture of the Republic of Slovenia for the years 2010 to 2013 (signed on 24 September
2010; valid until the conclusion of the new Programme).



festivals which were recognised as major agents of the interstate cultural collaboration
atthattime -in Slovenia: Festival Ljubljana and the International Youth Singers Festival
in Celje; in Macedonia: Ohrid Summer Festival, Interfest Bitola, May Opera Evenings,
Youth Open Theatre and International Jazz Festival (the last three in Skopje).'? In the
period covered by the first “Programme” (1995-97), opera theatres in Ljubljana and
Skopje were expected to exchange three singers (soloists) and one conductor. Drama
theatre exchange would be represented by one guest performance “of smaller theatre
groups and individuals”. The “Programme” stipulated some other, albeit more general
provisions, such as governmental support for “the exchange of theatre directors,
scenographers, costume designers, actors, etc.” and “staging plays by Macedonian
playwrights in Slovenia and plays by Slovenian playwrights in Macedonia”. Our general
impression is that the level of intercultural exchange presupposed in these bilateral
agreements is rather modest and unambitious, especially in the field of dance where
the exchange of folkloristic dance groups is explicitly stipulated (“one or two guest
performances by folklore ensembles in larger Slovenian and Macedonian cities”)
while exchanges of ballet and contemporary dance performances are not mentioned
atall. Furthermore, it seems that Slovenian and Macedonian governments lost interest
in more detailed arrangements of cultural exchange towards the end of the 1990s; itis
quite obvious when we compare the first two “Programmes” signed in the 1990s and
those signed in 2004 and 2010 - the last two “Programmes” are far less elaborated,
written in a more general diction, especially in articles regulating bilateral exchanges
of theatre artists and performances. Even more, in the last “Programme” there is an
explicit statement that it is “valid until the conclusion of the new Programme”. And
eight years later, nobody knows when (if ever) the next bilateral “Programme” will
be signed ...

Nevertheless, in the first years of independence, Macedonian opera art was fairly
present in Slovenia. For instance, singer Boris Trajanov performed in Don Carlos
in 1993; Cvetan Stojanovski was invited to the Slovene National Theatre Maribor
in 1995 where he performed in Donizetti’'s Lucia di Lammermoor and Verdi's
Troubadour; three ballet dancers - Goran and Aleksandar BoZinov in the season
1995/96 and Ivana Kocevska in the season 2004 /05 - danced in annual programmes
of the national theatres in Ljubljana and Maribor. Although a first impression might
be that established relations had continued, the situation changed drastically. As
emphasised in Singh’s theory of international cultural policies, “the constructivist
ideas of regulative (quotidian) versus constitutive social norms and facts are also
relevant [...] in demarcating the lines between what ‘is’ and ‘how’ it came into being”
(6). Respective national strategies which were based on bilateral collaboration
between state organisations like national theatres or festivals, put on paper these

12 This presupposed framework for exchange of artists and theatre institutions was supplemented in second “Programme”
by several new manifestations (Sintezis in Skopje; Festival Lent in Maribor and Summer Theatre Festival in Koper).



established relations from the previous political system, but this projection did not
function that well in practice. In fact, all the mentioned artists and their artistic
appearances in Slovenian theatres were part of other kinds of initiatives (open
auditions, personal invitations, etc.) rather than part of the existing programmes of
the interstate cultural collaboration between Macedonia and Slovenia. Despite these
bilateral state agreements and programmes, the national opera and ballet institutions
- Macedonian Opera and Ballet,'® Slovenian National Theatre Opera and Ballet
Ljubljana* and Opera and Ballet of the Slovene National Theatre Maribor?® - as well
as the festivals with a long tradition (of which we wrote about earlier in this text)
did not show enough interest in continuing the cooperation. The data for the period
1990-2015 shows a rather disappointing image of the continuation of collaboration
between the national opera and ballet theatres after these two former Yugoslav
republics gained independence. As a result of the connections at a higher official
institutional level, only three Slovenian artists were guests of the National Opera and
Ballet in Macedonia in the last 25 years: Maksimilijan Cen$i¢ conducted Nabucco in
2009, Simon Krci¢ was assistant conductor on Simon Boccanegra in 2014, and Mojca
Majcen was assistant choreographer on Red room in 2016. The Slovene National
Theatre Maribor presented the ballet performance Romeo and Juliet on the Ohrid
Summer Festival (Festival Ohridsko leto) in 2006, the only guest ballet performance
from Slovenia presented on this festival so far. Another Macedonian festival that
presented at least one guest ballet performance from Slovenia!® was the Dance Fest in
Skopje, presenting Yin & Yang, a ballet performance of the Slovenian National Theatre
Opera and Ballet Ljubljana in 2008. This is the only ballet performance which the
Macedonian audience could see from the Slovenian national theatre in the more
recent history of the Macedonian National Theatre; the result of the activities of an
independent non-governmental organisation led by Risima Risimkin. On the other
hand, only one Macedonian choreographer, Risima Risimkin, worked in the Slovenian
national ballet institutions in that period; she staged her author’s project Samorog
in Ljubljana in 2010. But this collaboration was also the result of various personal
connections rather than official interstate agreements and proclaimed programs of
cultural cooperation.

13 The structure of the Macedonian National Theatre (previously consisted of drama, opera and ballet ensembles) es-
tablished in 1945 was changed in 2004, when MNT continued only as a drama ensemble and was dislocated into a new
building. The opera and ballet ensembles became a new organisation named the Macedonian Opera and Ballet.

14 The Slovenian National Theatre Opera and Ballet Ljubljana is the official name of this national institution since 1992.
Until 1968, it was called the Opera of the Slovenian National Theatre Ljubljana and from 1968 till 1992, the official name
was the Opera and Ballet of the Slovenian National Theatre Ljubljana.

15 At the beginning, the ballet ensemble of the national theatre in Maribor was not represented in the official name of the
theatre. However, only a few years after the renaming of the national theatre in Ljubljana, the name of the national theatre
in Maribor has been also changed to the Opera and Ballet of the Slovene National Theatre Maribor.

16 Otherwise the Dance Fest has managed to establish cooperation with many regional and European national ballet com-
panies which became part of the festival programme in the last ten years: National Theatre Belgrade, Serbia (2005); State
Ballet Ankara, Turkey (2005); Hungarian National Ballet Pecs, Hungary (2006); State Ballet from Hildesheim, Germany
(2006); National Ballet Lisbon, Portugal (2007); National Ballet Theatre Istanbul, Turkey (2008, 2011); National The-
atre Prishtina, Kosovo (2008, 2010, 2014); Netherlands Dance Theatre (2011); National Ballet Theatre, Antalya, Turkey
(2013); State Opera and Ballet from Izmir, Turkey (2016).



Contemporary dance as a new common denominator of
collaboration

The processes of democratisation, followed by the disintegration of the former
Yugoslavia and the process of gradual integration into the European Union have
created quite different social conditions. The centralised system of maintaining the
cooperation among Yugoslav federal republics was replaced by a new approach of
cultural institutions to initiate, realise, achieve and maintain cooperation on their
own and to increase and develop intercultural relations based on the European
principle of the development of cultural values. Unlike the bulky organisation
of the national institutions, which did not respond to the new needs in terms of
cooperation, exchange and networking, the new non-governmental organisations
that have intensified domestic and international cooperation in this period have
established themselves as a parallel system of the cultural offer. Within this
group, our special interest is devoted to the most propulsive independent (non-
governmental) centres that have involved dance in their programmes, dominantly
or segmentally, at different levels - production, education, festival programmes, etc.

In 2006, Tanzquartier in Vienna hosted several theatre artists and researchers from
the former Yugoslavia who came to the residency with an ambition to create a kind
of manifesto for a laboratory they provisionally called “East - Dance - Academy”.
A text with the same title, which was later published in several theatre journals
and anthologies, is important for the second vector of research we are developing
in this paper - contemporary dance and its material as well as organisational
preconditions. Although we focus here on relations between Macedonian and
Slovenian ballet and dance artists and institutions, “East - Dance - Academy” might
be the right place to start.

The authors of the manifesto remind us that there are hidden histories of the Eastern
European art (including dance). On the other hand, performing arts production in
Eastern European countries in the last few decades of the 20" century “incorporated
not only material elements of dance but - and that is even more important - a mental
operation of ‘thinking-through-dance’, which was not merely aesthetic, but also had
important political implications” (Jansa et al. 20). The main thesis of the manifesto
is that in the political circumstances of the “Real Socialism” (Eastern/Soviet Block)
as well as the “Self-governing Socialism” (Yugoslavia) dance could not find its own
institutional status and was instead “piercing through” other performative media,
such as visual arts, performance art, experimental music and theatre, etc. In other
words, “in the Eastern context, dance and performance arts were produced in rather
poor material conditions, in a spontaneous manner, and even on the edge of political
or/and cultural incident” (Ibid. 22).



In Slovenia, in the late 1960s and early 1970s, the neo avant-garde groups OHO and
the Pupilija Ferkeverk Theatre put on the agenda the issue of corporeality in theatre
and performance. This concept was partly maintained in the early 1970s by the
experimental theatres Glej, Pekarna and Nomenklatura, while in the late 1970s and
early 1980s it was revived in performances stimulated by the opening of the SKUC
Gallery in Ljubljana (1978). Corporeality was only constituted in a developed and thus
conceptualised form in the 1980s, when it was accepted and treated as such by theatre
critics but also thanks to the emerging contemporary dance scene. A turning-point in
the history of Slovenian contemporary dance was the year 1984, when a renowned
Slovenian dancer and choreographer Ksenija Hribar founded Dance Theatre Ljubljana
(Plesni Teater Ljubljana - PTL) as the first professional contemporary dance company
in Slovenia. PTL was an integral part of the alternative cultural scene in Ljubljana'’
and at the same time an important incubator of dancers and choreographers (Tanja
Zgonc, Sabina Potocki, Andreja Obreza, Sinja OZbolt, Mateja Rebolj, Sanja Neskovi¢,
Mare Mlacnik, Branko Zavrsan, among others); many of them are today leaders of
propulsive dance groups and/or cultural non-governmental organisations (Iztok
Kova¢ - EN-KNAP, Matjaz Fari¢ - Flota, Branko Poto¢an - Fourklor, Mateja Bucar -
DUM, etc.).!® At the end of the 1990s, PTL opened the first permanent theatre venue
for contemporary dance in Ljubljana (probably also in Slovenia) which became a
place for production as well as rehearsal and dance education.

In the 1990s, the Slovenian contemporary dance scene was strongly influenced by a
“new wave” of Flemish choreographers such as]Jan Fabre, Anne Teresa De Keersmaeker,
Jan Lauwers, Wim Vandekeybus ... A confirmation of that trend in Slovenia was the
theatre festival called “Belgian Explosion” which took place in Ljubljana in 1990. A
year after, PTL launched the Video-Dance Festival; the Slovenian producer Miran
Sustersi¢ and two guests from Belgium - Cis Bierinckx and Koen Van Daele - curated
the festival. At that time, several Slovenian-trained dancers, mostly from the circle of
PTL, went to Belgium and then, as returnees, brought back to Slovenia new knowledge,
contacts and experience. An important achievement was also the establishment of the
Contemporary Dance Association Slovenia in 1994 (the Association of Ballet Artists
of Slovenia was founded already in 1962). According to data collected by Rok Vevar,
in the second half of the 1990s, the quantity of the contemporary dance production in
Slovenia grew by over 50% (Vevar, “The Story” 91).

There is evident continuity in the development of contemporary dance in Slovenia
from the 1980s until today and precisely that continuity is probably the biggest
achievement of the non-governmental organisations in that field of art production

17 The contextualisation of PTL within the alternative culture in Ljubljana is elaborated in Vevar and Zaloznik, “Metamor-
phic Punk”.

18 At the beginning, Ksenija Hribar collaborated also with choreographer and founder of the Plesno gledalisce Celje (1976)
Damir Zlatar Frey, but he stayed with PTL only two years before he founded a small theatre house called Koreodrama.



and education. However, dancers and choreographers in Slovenia are still working
in precarious conditions. In such circumstances, the freedom of the dance profession
cannot be more than an illusionary substitute for poor working conditions and the
struggle to survive. More intensive international collaboration in such an unstable
situation is hardly possible and it is quite understandable that Slovenian dance artists
and their organisations cannot develop as close collaboration with their potential
partners from Macedonia as we may expect.

In Macedonia, the second half of the first decade of the new millennium brought new
ways of collaboration and opened new perspectives, especially in the field of dance
art. Two non-governmental organisations were important for continuity in the dance
collaboration between Slovenia and Macedonia: Interart and Lokomotiva. Interart
(1996) and Macedonian Dance Centre - MDC (2002) were founded by Risima Risimkin
as non-governmental organisations aiming to promote modern and contemporary
dance through art productions. She also established the festival Tanc Fest in 2005.*
Biljana Tanurovska-Kjulavkovski and Iskra Shukarova, among others, founded
Lokomotiva, the centre for new initiatives in art and culture, which commenced its
operation in 2003. This centre works to accomplish a dance-related programme; it is
focused primarily on further education and on creating conditions for realisation of
co-productions of foreign artists and domestic choreographers as well as on exchange
of performances. Lokomotiva was also the organiser of the LocoMotion festival from
2008 to 2015.% In its programme framework, it adopted the criteria for staging only
performances from contemporary dance production, which gives uniqueness to the
festival. Interart and Lokomotiva represent a new form of organisation characterised
by the quick and active establishment of connections and relations leading to cultural
and artistic fluctuation and distribution. Their mobility reflects the wish to be part of
the global processes, to accept the norms of European cultural action and to promote
issues that sometimes are not included in the official national cultural policy. These
new cooperative practices are developing vivid regional networking processes where
production and educational experiences are intensively exchanged, shared and joined.
Their way of networking is characterised by the exchange of productions, experiences
and contacts established through numerous festivals, platforms, collaborations
and joint projects. In her article “A Historical Construction of the Development of
Contemporary Dance Scene in Macedonia”, Biljana Tanurovska-Kjulavkovski tries to
define the new way, idea and functioning of this structure:

19 The most recent collaboration between Slovenian and Macedonian dance scenes was the dance project Orlandina cho-
reographed by Risima Risimkin and performed by Slovenian dancer Rosana Hribar. This coproduction of PTL (Ljubljana)
and Interart (Skopje) premiéred in PTL in March 2018 and the following month it opened Tanc Fest in Skopje.

20 Since 2015, a new project space for contemporary performing arts and culture called Kino Kultura was established by
Lokomotiva. Contemporary dance projects are regularly included in its program, such as Platform(a) for Contemporary
Performing Arts etc. In the frame of Kino Kultura several Slovenian performers and performing arts theoreticians were
presented to Macedonian audience in the last few years. More about it on www.lokomotiva.org.mk and www.kinokultura.
org.mk.



The new perception of the dance or the introduction of new dance practices as well as
the expansion of the field of choreography did not happen only in the institutions but
began to live in a whole new segment, that is, in the civil sector. As a need to introduce
innovations and to stimulate new dance expression, in the first decade of the 21 century
as part of the civil sector or the independent cultural scene, there appeared initiatives
and organizations that supported different production processes, logic and philosophy
about the dance art and choreography. (Tanurovska-Kjulavkovski and Zdravkova-
Djeparoska, online)

As a result of these new artistic organisations that showed a particular degree of
independence and their own vision, the once completely interrupted cooperation in
the sphere of dance art now continued and intensified. The first official appearance
of Macedonian artists organised by Lokomotiva was the presentation of Macedonian
contemporary dance on the Platform of Contemporary Dance in Celje in 2003. Kire
Miladinoski as a choreographer and Kire Georgievski as a dancer presented the
performance Short Cuts 2 in 2009 as part of the programme prepared by Fico Balet
in coproduction with Lokomotiva.?! In the programme of LocoMotion®* but also of
different programmes?* and festivals,?* Slovenian dancers are constantly present
on the Macedonian stage (which was not a regular practice in the previous period).
Collaborations in the process of choreographing became a characteristic production
model of the contemporary dance scene in both countries. In that sense, one creative
duo is of specific interest in the frame of this research, that is, the choreographers Iskra
Shukarova from Macedonia and Dejan Srhoj from Slovenia who worked together on the
dance project Formula. This choreography can be named “work in process”, because
the audience can follow the results of this long-term creative process through several
presentations. Formula was presented at the Regional Contemporary Dance Event in
Skopje in 2005, and then on the festival LocoMotion in Skopje in 2008. The Macedonian-
Slovenian choreographic team realised a residency in KanjiZa, Serbia, with the world
renowned choreographer Josef Nadj. They performed Formula on the Balkan Dance
Platform in Athens, Greece, in 2007, and on Dance Festival in Orleans, France, in 2009.
This performance reveals its own vitality, actuality and mutual relations which are not
set at the level of the exchange of products (visits), but at the level of the exchange of
experiences, creative concepts and a collaborative research process.

211In 2011, Miladinoski returned to Ljubljana with his choreography Bug’s performed by Dance Studio Zodijak (Prilep) at
the festival Exodos.

22 Slovenian dancers and choreographers are frequent guests at the LocoMotion festival: Goran Bogdanovski with John
in 2008; Dejan Srhoj and Iskra Shukarova with Formula in 2008; Bara Kolenc with Atelier and Jurij Konjar with Ulysses
in 2008; EnKnapGroup with Cut Out / Brake / In Between / Sky in 2009; Snjezana Premus$ with MOVE-AS/Stories of the
Body 4 in 2010; Sabrina Zeleznik with Movement of Love in 2015.

23 In the same year (2005) when Formula was performed on the Regional Contemporary Dance Event, Dejan Srhoj held a
few seminars with students of the State Ballet School in Skopje within the organisation of Lokomotiva.

24 For instance, since 1995, a number of Slovenian dance performances as well as theatre performances with prevailing
choreographed components were presented at MOT Festival in Skopje, mainly produced by Glej Theatre and directed by
Matjaz Pograjc (Every Word a Gold Coin’s Worth, 1995) and Toma Strucl (Xanax, 1996; Hamlets n’ Roses, 1996; Jezus F.,
1998) but also produced by Cankarjev dom / Vitkar (Branko Potoc¢an’s Melancholic Thoughts, 1998) and Mladinsko The-
atre (Nijinsky’s Last Dance, 2011).



The regional network Nomad Dance Academy was established in 2005 by six
organisations from Belgrade (Station), Ljubljana (Fico Balet), Sarajevo (Tanzelarija),
Skopje (Lokomotiva), Sofia (Brain Store Project) and Zagreb (Tala Dance Center)
as a platform for collaboration, creation, promotion and education in the field of
contemporary dance. By establishing the network, the partners responded to real
and urgent needs to foster professionalisation of contemporary dance in the region,
to develop education and research opportunities for dancers and choreographers,
to improve production conditions in the sector, and last but not least, to develop the
audience and to promote dance as a socially relevant art practice. The network activities
resulted in many collaborative projects, among them several dance festivals, including
LocoMotion in Skopje and Pleskavica in Ljubljana (in 2012 it merged with several other
initiatives into CoFestival), cultural advocacy projects (such as Nomad Dance Advocates
aiming to stimulate the development of regional cultural policies in the field of dance as
well as to improve the working conditions for dancers and choreographers in the region)
and many other regional collaborative projects (one of the most recent examples is the
Balkan Dance Tour, co-organised by NDA for the partners of the European Dancehouse
Network who visited Ljubljana, Zagreb, Belgrade, Skopje and Sofia in 2018).

Anotherimportantprojectwithregional characteristics which also involve Macedonian
and Slovenian performers and choreographers is the Balkan Dance Project.?> Igor
Kirov from Macedonia is involved in this project as a choreographer, while Adrijana
Danchevska from Macedonia and Mojca Majcen from Slovenia participate as dancers
in an international dance team.?® As a part of this joint project, the group performed
Kirov’s choreography Stories in Velenje,> Sarajevo and Belgrade in 2015. Balkan
Dance Project Vol. 1 had a mini tour in Macedonia (Skopje, Bitola, Veles and Shtip)
in the same year. As a part of the joint project Balkan Dance Project Vol. 2, Kirov's
choreography The Cube Untold with Slovenian dancer Mojca Majcen was performed
in Slovenia, Bosnia and Herzegovina, Serbia, and Croatia. Balkan Dance Project Vol. 3
involved the same creative team, but unfortunately without appearances in Slovenia
and Macedonia.

Collaborative platforms like the Balkan Dance Project and the Nomad Dance Academy
show a new initiative and a new way of establishing connections and fostering
collaboration among artists from the region, including bilateral collaboration between
Slovenian and Macedonian dancers and choreographers. These activities could not

25 This initiative should not be confused with the Balkan Dance Platform, a project initiated by Cosmin Manolescu and
Dessy Gavrilova in 2000, co-curated by Exodos (Ljubljana) and Lokomotiva (Skopje), among others (more about it on
https://balkandanceplatform.wordpress.com/balkan-dance-platform-2011). It is among the collaborative projects that
appeared after 2000s in changed cultural and political landscape in the region in order to intensify collaboration between
the contemporary dance scenes on the Balkans.

26 Other performers and choreographers involved in the project that are not in the focus of this research are not listed.
27 The beginning of his collaboration with the Velenje Festival as a choreographer was the performance He, he, helium in
2013 (dancer Mojca Majcen was involved in this project as well); the same year the performance was invited to Autumn
Music Festivities (Esenski muzicki svec¢enosti) in Skopje.
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be possible without highly dedicated and professional work of the artists based in
Macedonia and Slovenia. Of course, a number of young dancers who were educated
abroad have stayed there and continue their work outside their homelands, but the
mobility is an integral part of contemporary culture. An obvious example is Igor Kirov,
who associates his career as dancer and choreographer with the countries of Western
Europe (currently he is head of the Ballet of the Croatian National Theatre in Split),
but at the same time he is a representative of Macedonia in the Balkan Dance Project.

Lessons learned and prospects for the future

At the beginning of our research, we could only presuppose that politics strongly
influences not only the basic social order and everyday life of people, but also the way
artistic practices are being performed. Now, when we are approaching the end of our
journey through the collaborative practices between the Macedonian and Slovenian
dance scenes in the last 25 years (and briefly also in the 45 years of the existence of
the Socialist Federative Republic of Yugoslavia), we can say that we got confirmation
for that hypothesis - yes, artistic practices and especially the way that artists and their
institutions collaborate, cannot be studied and analysed in isolation from a broader
political context. In the period of its existence, the Yugoslav federation provided not only
material (financial, infrastructural, etc.) support to professional theatre institutions,
but also stimulated cultural collaboration among federal republics. Even more, the very
existence of the federation as a political frame lead to many initiatives - not only politically
dictated from above but also spontaneously generated from below - of cultural exchange
among Yugoslav nations. Especially non-verbal forms of artistic expression, such as ballet
and dance, were adequate communicators in a multinational and multilingual state as
it was the Socialist Yugoslavia. Besides many other direct and indirect professional
ties between Slovenian and Macedonian dancers and choreographers (but also opera
singers, composers and conductors), there were also important festivals in Ljubljana (the
Ballet Biennale and the Meeting of Yugoslav Ballet Dancers) and Skopje (the May Opera
Evenings) where they regularly met, collaborated in joint festival projects and exchanged
their performances. The functioning of these manifestations as well as other channels of
communication and collaboration was certainly not perfect. There were also different
misunderstandings and distortions, but the motivation for collaboration and the federal
political context were synergic and stimulating for the development and maintaining
collaborative practices of Macedonian and Slovenian dance artists.

After 1991 and the dissolution of Socialist Yugoslavia, Macedonia and Slovenia
became independent states and the previous common political frame disappeared.
What remained was the memory of almost seventy years of living in the same country
(albeit with different political regimes) as well as personal and professional ties



among people. Official connections between cultural institutions, however, were
diminished and in some cases, even broken. Both ballet manifestations in Ljubljana
ceased to exist, priorities of international collaboration have changed (especially in
East-West relations). Macedonian and Slovenian governments signed the agreement
regulating interstate cultural cooperation already in 1993, followed by four bilateral
programme documents in 1995, 1998, 2004 and 2010, but they were rather modest
and unambitious, especially in the field of dance. Not only these bilateral normative
acts, but also concrete, hard data collected and analysed within our research project,
give us sufficient material evidence for the following conclusion: the processes of
dissolution of the former Yugoslavia and establishing of the independent states of
Macedonia and Slovenia produced significant changes in the field of dance and opera
theatre. The main characteristics of these changes were, on the one hand, a rapid
diminishing of collaboration between national ballet and opera institutions, and
on the other hand, a gradual increasing of cooperation between non-governmental
organisations active in the creation, promotion and exchange of contemporary dance
production. The organisations like PTL, EN-KNAP, Flota, Fico Balet, Fourklor, Emanat,
Maska, etc., in Slovenia or Interart and Lokomotiva in Macedonia have opened new
perspectives in bilateral cultural collaboration between the newly established states.
Even more, they have been willing and able to initiate and develop new platforms
of regional collaboration, such as Nomad Dance Academy and Balkan Dance Project.
However, cultural non-governmental organisations in Macedonia and Slovenia
are working in poor material conditions; some of them are even struggling for
survival. We hope that the national cultural policies of both countries will finally
recognise their importance and more generously support their efforts to improve
dance production in their local environment as well as to develop their bilateral,
regional and international collaboration. Furthermore, we would recommend a more
proactive governmental policy in fostering bilateral cultural cooperation on the level
of Macedonian and Slovenian national cultural institutions in general and theatre,
ballet and opera institutions in particular.

01
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TI0CTJYTOCTIOBEHCKUOT COBPEMEH TaHII;

[TepMyTaly Bo Kojra00paTUBHUTE MMPAKTUKY MEI'y
CJIOBEHEeUKaTa ¥ MaKeIOHCKaTa TaHL0Ba CLieHa

Knyunm 300posu: 6aser, Tauii, CrioBenuja, Makeqomja, KomabopaTUBHM PAKTHKI, (DeCTHBAIM

Hamata 11en1 Bo 0BOj TEKCT e [IBOjHA: HAjIpPBUH, Jla Ce HAIpaBU IPBUYEH Iperyief] Ha
3aeJHMYKKTE, K0labopaTUBHM aKTMBHOCTH BO OajleTcKaTa i TaHIloBa cepa Ha CrioBeHMja
1 Ha MaKeJoHHja BO OHOC Ha COPAOOTKUTE HA YMETHUIMTE, HALMOHATHUTE HHCTUTYIUY
W HeBTaJiHUTe OpTraHW3ald BO TOC/IeTHWTe 25 TOAWHHM, ONHOCHO BO TNEPUOJOT Ha
He3aBUCHOCTA Ha JIBeTe IPKaBH, CO KPAaTOK €KCKYPC BO BPEMETO IpeJ Toa, U [0Toa, Ja
TIOHY/TMMe efieH BUJ] prima vista aHa/mM3a Ha IIaBHUTE JI0CTUTHYBaba, KaKo U IIPeuKuTe BO
THe MPAKTHKY Ha copaboTKa.

Bo Bpcka co MHCTUTYLIMOHAJIHUTE KYITYPHU BpcKu Mery Makemonuja u CroBeHHja BO
TepUoZIOT Ha MOpaHellHa JyrociaBuja, Off CYIITMHCKA BaKHOCT Ce TPU MaHu(ecTaluu
TI0OBP3aHu Co onepara u Oanetot: Baletski Bienale u Srecanje jugoslovanskih baletnih umet-
nikov noumpanu Bo Jby6sbana u dectuBanotT Majcku oliepcku Beuepu Koj ce OfipKyBa BO
Crormje. IIpBoTo banmetcko OueHane ce ofpxka Bo 1960 r. Bo pamkute Ha 7. JbyO/baHCKM
(hectuBat. banerckuot aHcam61 Ha Make[oHCKHOT HapopieH TeaTap ofi CKolje o0 TpeTa
Harpaja, a 6anmepunara Hatka Ilenymimicka ja mobu Harpaziata 3a Hajmobap OanmeTcKu
tandap. OBaa MaHuM(ecTalja KOHTHHYMpPAHO Oelre opraHusupaHa mo 1989 r. kora ce
ofipka 3a mocyefieH maT. Bo cemympecertute romunu, Baletski Bienale BoBeme HoBa
TIPaKTHKA - TIOKPaj OCTBAPYBAmbaTa Off jyrOCIOBEHCKUTE 0aeTCKU MHCTUTYIINH, BO HEKOTIKY
(ecTuBasICKY M37laHuja Oea TIpe3eHTHPaH! CIIeL[MjaIHU 3aeJHUYKM TPOAYKIMY (6aeTcKu
KOHIIEpTH) co OaneTCKy M3BelyBauy Off OBUe MHCTUTYIIMN MeT'y KO U HEKOJIKY YUeCHUITH
on Cxorje. [lo3uTHBHUTE MCKYCTBA OfI KOHI|EPTHUTE OA/eTCKU M3BeiOM CO TaHUapH Off
1eja JyrociaBuja oBezioa o opMupame HoBa Oanercka MaHu(ecrarnyja Bo JbyGbaHa
HapeueHa Srecanje jugoslovanskih baletnih umetnikov. TlpBuot hectuBan ce ofpska Bo 1978
rojiiHa 1 Oelle opraHu3KpaH cexoja roguHa 7o 1989 roguHa (T.e. BKYIIHO JBaHaeCeT IaTH).
MaxkefoHCcKuUTe Oa/leTCKy TaHYapy peIoBHO Oea KaHeTH Ha oBaa MaHuecTaryja. Majckuiue
otlepcku Beuepu e MmaHuecTarja ocHoBaHa Bo 1972 1., Kako onepcku (ectuBan. Bo panuot
nepuoy, Oea KaHeTH COMMCTH, JUPUTEHTH W aHCAMOM off JyrociaBuja U Off COCETHUTE
0a/IKAHCKH 3eMjH.
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[TomonHa, MpOrpaMCKUOT KOHIIENT Ha MaHM(ecTalyjaTa ce MeHyBaille, Mporpamara
IPBUYHO IIOCTaBeHa BP3 OCHOBA Ha jyroc/IOBeHCKaTa M Ha OaJIKaHCKaTa copaboTKa Oelie
30oraTeHa o YMETHHMIM Kou joaraa ofi EBpoma, AMepuka, Asuja u ABcrpanuja. OcBeH
OIepPCKU MPETCTaBy, MporpaMara BK/IydyBalle KOHIIEPTH U baneTcku mpetcTaBu. Bo 1984
r. Oellle HAYIITEH IPUHLUIIOT Ha 3acTalyBakbe Ha OePCKU KYKU CO KOMIUIETHU THUMOBH, a
HoBaTa (hecTHBAJICKa TeH/IeHIIHja Oellle Co31aBambeTo Ha PETCTAaBK CO COMUCTH Off Pa3/IMUHU
tearpu. CJIOBeHEUKUTe Mejault i JUPUIeHTH Oea uecTr rocTu Ha Majckuitie oiiepcku Beuepu,
HO HMBHHUOT OpOj 3HAUMTEJTHO ce HaMajyBaile 1o 1984 r., mopaau IpeMIHOT KOH pa3IndyeH
MOJIeJT / KOHIIENT Ha OpraHu3ariyja.

OduriujanHuTe KYITYPHA NOJMTUKMA Ha HOBO(OPMHUPAHUTE APKABH JIE€K/IApPaTUBHO Ce
3ajlaraa 3a 3auyyByBame HAa KYITYPHUTE BPCKU IITO MOCTOe/le BO epaTa Ha MopaHellHa
JyrocnaBuja. OBoj MHpUCTam MOKe [a ce Clefd IPeKy paTH(UKYBaHWTE [OTOBOPH
mery CroBenuja u MakefoHuja BO oOnacTa Ha KyirypaTta. JJozosopoili 3a copaboilika 8o
00pasosaHueltio, Kyauypaitia u Haykauwia tiomeéy Bnagaiia Ha Petiyoauxa MakegoHuja u
Bnagaiua Ha Petiybauka CnoseHuja, Koj ja IOCTaBKM OCHOBaTa 3a HaTaMOIIHa copabOTKa Ha
HUBO Ha BiaguTe, Oeie notnumal Bo 1993 roguuna. OBoj moroBop 006e30eu coofBeTHa
NpaBHa M03a/MHA 32 TIOHATAMONIHM HOPMATUBHU aKTH CO KOU Ce PerylupaHd KOHKPeTHH
HAuMHK 1 00/THIIM Ha cOpabOTKa BO KY/ITypaTa.

HammoT ominT BrieyaTok e fieKa HUBOTO Ha MEI'VKYITYpHA pa3MeHa MpeJiBUjieHa CO OBUe
OwiaTepajHu JIOTOBOPH € MPWIMYHO CKPOMHA M HEaMOWIMO3HO MOCTaBeHa, 0COOEHO
Ha MOJIeTO Ha TAHIOT, Kajie IITO eKCIUIMIUTHO € HarjlaceHa pa3MeHa Ha (hONKJIOPHU
TAHIIOBY TPYIIH, JI07leKa BOOIIIITO He ce CIIOMeHYBaaT pa3MeHH Ha OaJleTCK U COBpeMeHH
TaHIoBK mpeTcTaBu. Ilogatorute 3a mepuogot (1990 - 2015) moxkaKkyBaaT MPUIAUHO
pa3ouapyBauka CJIMKa 3a copabOTKaTa Mery HaIllMOHAIHUTE ONIEPCKYU U OAJIeTCKU TeaTpu
TI0 TIPOTTIACYBAbETO Ha HE3aBMUCHOCTA Ha OBME JIBe TIOPAHEIIHU jyTOCTIOBEHCKU PelyOIuKM.
Kako pe3y/iTaT Ha BpCKHTE Ha TOBHUCOKO O(DUIMja/THO MHCTUTYIIMOHATHO HUBO, CaMO TPOjLia
CJIOBEHEUKM YMETHHULM Oea roctd Ha MakemoHcKara omepa M 0OajieT BO IOcCaefHuTe 25
roguHu. C/IOBEHCKO HApOJ[HO Tyieamuiye Bo Mapubop ce mpeTcTaBu o efHO OaneTcKo
meno Ha ¢ectuBanoT Oxpugcko aeiio Bo 2006 r. u C7IOBEHCKO HAPOFHO I7eaMKIIue BO
Jbybipana, uMaiie efieH Oanercku Hacran Ha Tawy ¢ecii Bo Ckomje Bo 2008 r. Op mpyra
CTpaHa, caMo efleH MaKeJJOHCKM Kopeorpad paborele BO CJIOBEHEUKHTEe HAI[UOHATHH
0ajieTCKu MHCTUTYL[MK BO TOj TIeproI; Toa Gellie Pricma PUCHMKYH, Koja ro OCTaBU CBOjOT
aBTOpCKH IpoeKT Bo JbyObana Bo 2010 r.

3a pas3iiiKa off I/IoMa3HaTa OpraHu3aiija Ha HaljHOHaTHITe MHCTUTYI[UM KO He O[Ir0BOpHja
Ha HOBHTe IIOTpeOM BO CMMC/Ia Ha 0Op30 M e(UKACHO BOCIIOCTaBYBaie COPabOTKa,
pasMeHa M BMPEKyBame 10 PacrmajjoT Ha IOpaHelllHa JyrociaBuja, HOBUTe HeBJIaUHHA
OpraHM3al[uK Ce HaMeTHaa KaKo mapajieieH CHCTeM Ha KyITypHa moHyaa. Bo mctopujata
Ha CJIOBEHEUKHOT COBPeMeH TaHI KiyuHa Gemie 1984 r., kora Oere hopmupan Plesni Teater



Ljubljana - PTL xaxo mpBa mpodecroHanHa KOMIIaHHija 3a coBpeMeH TaHI| Bo CJioBeHHMja.
PTL Gere cocTaBeH Jien Ha ajTepHaTUBHATa KyITypHA ciieHa Bo JbyOibaHa, a BoemHO U
BayKeH MHKYOATOP Ha TaHUapy M Kopeorpadhu; MHOTY OfI HUB JIeHeC ce JIMJIepy Ha IPYIIH 3a
COBPEMEH TaHI i/UIM KYITYPHI HeBaJiHI oprausaiuu. Bo MakegoHuja, iBe HeBaguHK
opraHu3aruu 6ea Ba)KHU 3a KOHTUHYUTETOT BO TaHI[yBaukaTta copaboTka Mery CloBeHHja
1 Maxkenonuja: Hniiepapiu (og 1996) u Jlokomouiusa (om 2003). Tuie npercraByBaaT HOBa
(hopma Ha opraHu3alyja Koja ce KapaKTepH3upa co Op30 M aKTHBHO BOCIIOCTABYBaibe
BPCKHY 1 OJTHOCH KOH JIOBeTYBaaT /10 KYITYPHU U YMETHUYKY (DIIVKTYAIly W TUCTPUOYITH]ja,
BK/IYUYBajKM ¥ JIBA Ba)KHU TAHIOBM (hecTMBaIM MHMLMpaHu of HuB: Tany Deciu (of
2005) u LocoMotion (2008 - 2015). Make JOHCKHUTE U CIOBEHEUKHUTE KYATYPHU HeBIaIUHK
OPraHM3aIK Ce aKTUBHHU ¥ Ha PeTMOHATHUTE TaHI[OBY MiaTdopMi. PerroHamHaTa Mpeska
Nomad Dance Academy e octoBana Bo 2005 r. of mect opraHusanuu (Mery xou ®duuo
oaset op Jby6bana u Jlokomouiusa of, CKorije), 1 [iejcTBYBa Kako miaTgopMa 3a copaboTKa,
Kpeuparbe, MPOMOIIMja 1 elyKalyja BO JIeJIOT Ha COBPeMEHUOT TaHIl. [[pyr BakeH MPOEKT
CO peTHOHAIHM KApaKTepPUCTUKH, KOj, UCTO TaKa, BKIyUyBa MAKEITOHCKH U CIOBEHEUKH
TaH4apu 1 Kopeorpadu, e Balkan Dance Project.

Bo meproyioT Ha CBOETO MOCTOEHe, jyrocioBeHcKaTa (hefiepaliija He caMo IITo obe36eau
MaTepujajiHa Mo Iplika 3a mpoQecrHoHaTHITe TeaTapCKy MHCTUTYIIMH, TYKY 1 ja IOTTHKHA
KY/ITYpHaTa copaboTKa Mer'y efiepaHute penyoauru. OcobeHo HeBepOanHuTe (hopMU Ha
YMETHHUKO M3Pa3yBame, KaKo IITO ce 0ajeToT W TaHIOT, Oea aJleKBaTHU KOMYHUKATOPH
BO MYITHHAIMOHAJIHATa M IOBeKejasWuHa [p:KaBa, Kako IuTo Oemre ColujanucTHUKa
JyrocnaBuja. IIporiecute Ha ie3MHTerpaljaHaOpaHellHa JyrocaB1jai BOCIIOCTaBYBambeTo
Ha He3aBHCHH JipkaBy - Makemonuja 1 CJloBeHuja Tpeju3BIKaa 3HAUMTETHI IIPOMEHH Ha
TI07IeTO HA TAHIOT ¥ OMEPCKUOT TeaTap. [TlaBHKUTEe KapaKTePHCTHKY Ha OBKE IIPOMeHH Dea,
O]] e[THa CTpaHa, BUJIMBOTO HaMajlyBame Ha copaboTKaTa Mery HalliOHAJIHUTe OaneTCKU
¥ OIEPCKU MHCTUTYIMM, a Off Ipyra CTpaHa, MOCTeNeHO 3rojieMyBambe Ha copaboTKaTa
Mery HeBNIaJMHUTEe OPraHM3alMi aKTHBHU BO CO3[[aBameTo, MPOMOIMjaTa M pa3MeHaTa
Ha COBpeMeHaTa TaHIIoBa Tpojykiuja. Cemak, KyITYPHUTE HEBJIAJIMHU OPTaHU3AIUU BO
Makeponuja 1 Bo CioBeHuja paboTat BO JIOLIK MaTepUjaIHK YCIIOBH.

Ce HajieBaMe JleKa HAIMOHAJIHUTE KYITYPHM TOMMTHKU HA JIBeTe 3eMju KOHEUHO Ke
ja mpemo3HaaT HMBHATa Ba)KHOCT M 3aCIEHO Ke T TOAJPKAT HUBHUTE HAIOpH 3a
TnofjobpyBaibe Ha TaHIIOBAaTa MPOAVKIMjaTa BO HMBHATA JIOKAaJAHA CpeluHa, Kako U BO
OJTHOC HA pa3BUBambe OWIaTepaHu, PETHOHAIHE U Mel'yHapoiHu copaboTku. [loHaTamy,
Ke mperopayame TOAKTMBHA BJajjMHA TOMMTHKA 3a MOTTUKHYBame Ha OwjlaTepajHaTa
KY/ITypHa copab0TKa Ha HUBO Ha MAKeJOHCKKTE 1 Ha CJIOBEHEUKUTe HallOHATHI KYITYPHU
MHCTUTYIIMH BOOIIIITO, @ 0COOEHO Ha TeaTapCKuTe, OaJIeTCKUTE U OMIePCKUTE HHCTHTYIIMH.
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0d jugoslovanskega baleta do 09
postjugoslovanskega sodobnega plesa:
premene sodelovalnih praks med

makedonsko in slovensko plesno sceno

Kljucne besede: balet, ples, Slovenija, Makedonija, sodelovalne prakse, plesni festivall

Namen tega prispevka je: prvi¢, ponuditi prvi (preliminarni) pregled sodelovanja
med slovenskimi in makedonskimi baletnimi in plesnimi umetniki, nacionalnimi
institucijami in nevladnimi organizacijami v zadnjih 25 letih, tj. odkar sta Slovenija in
Makedonija postali samostojni drzavi, s krajsim ekskurzom v ¢as pred tem obdobjem,
in drugi¢, predstaviti prima vista analizo glavnih doseZzkov pa tudi ovire pri teh
sodelovalnih praksah.

Kar zadeva institucionalne kulturne vezi med Makedonijo in Slovenijo v ¢asu nekdanje
Jugoslavije, so za naso temo najpomembnejSe tri manifestacije, ki so povezane z
opero in baletom: Baletni bienale in Srecanje jugoslovanskih baletnih umetnikov v
Ljubljani ter festival Majski operni veceri v Skopju. Prvi Baletni bienale je potekal leta
1960 v okviru 7. Ljubljanskega festivala. Baletni ansambel Makedonskega narodnega
gledalisca iz Skopja je dobil tretjo nagrado, njegova Clanica Natka Penusliska pa je bila
nagrajena kot najboljSa klasi¢na solistka. Ta manifestacija je redno potekala do leta
1989, ko se je zgodila zadnjic. V sedemdesetih letih je Baletni bienale eksperimentiral
z novo prakso - v okviru nekaterih edicij festivala so poleg gostovanja jugoslovanskih
baletnih institucij predstavili tudi posebne skupne produkcije (baletne koncerte)
z baletnimi plesalci iz teh ustanov, med katerimi so bili tudi udelezenci iz Skopja.
Pozitivne izkus$nje s koncertnimi baletnimi predstavami, v katerih so nastopali plesalci
iz vse Jugoslavije, so spodbudile nastanek nove baletne manifestacije v Ljubljani,
imenovane Srecanje jugoslovanskih baletnih umetnikov. Prvo Srecanje je bilo leta 1978
in je nato potekalo redno do leta 1989 (tj. skupaj dvanajstkrat). Makedonski baletni
plesalci so bili na dogodek redno vabljeni. Majski operni veceri je manifestacija, ki je
bila ustanovljena leta 1972 kot mednarodni operni festival. V zgodnjem obdobju so
na festival vabili soliste, dirigente in ansamble iz Jugoslavije in sosednjih balkanskih
drzav. Programski koncept manifestacije so pozneje spremenili; program, ki je prvotno
temeljil na jugoslovanskem in balkanskem sodelovanju, so razsirili na umetnike iz
Evrope, Amerike, Azije in Avstralije. Poleg opere je program vkljuceval tudi koncerte
in baletne predstave. Leta 1984 so opustili nacelo zastopanja opernih his s celotnimi
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ansambli in se preusmerili na ustvarjanje predstav s solisti iz razli¢cnih gledalisc.
Slovenski pevci in dirigenti so bili pogosti gostje na Majskih opernih velerih, vendar se
je njihovo stevilo po letu 1984 obc¢utno zmanjsalo zaradi prehoda na drugac¢en model
oz. koncept organizacije.

Uradne kulturne politike novoustanovljenih drzav so se deklarativno zavzemale
za ohranjanje kulturnih povezav, ki so obstajale v ¢asu nekdanje Jugoslavije. Tak
pristop lahko zasledimo v ratificiranih sporazumih med Slovenijo in Makedonijo na
podrocju kulture. »Sporazum o sodelovanju v izobrazevanju, kulturi in znanosti med
Vlado Republike Makedonije in Vlado Republike Slovenije«, ki je postavil temelje
za nadaljnje sodelovanje na ravni nacionalnih vlad, je bil podpisan leta 1993. Ta
sporazum je zagotovil ustrezno pravno podlago za nadaljnje normativne akte, ki so
urejali konkretne nacine in oblike sodelovanja v kulturi. Splosni vtis je, da je bila
stopnja medkulturne izmenjave, ki so jo predvidevali ti dvostranski sporazumi, dokaj
skromna in neambiciozna, zlasti na podrocju plesa, kjer je bila izrecno predvidena
izmenjava folklornih plesnih skupin, medtem ko izmenjave baletnih predstav in
predstav sodobnega plesa sploh niso omenjene.

Podatki za obdobje 1990-2015 kazejo dokaj klavrno podobo sodelovanja med
nacionalnimi opernimi in baletnimi hiSami po tem, ko sta se ti dve nekdanji
jugoslovanski republiki osamosvojili. Zaradi povezav na visji (uradni) institucionalni
ravni so v zadnjih 25 letih v Makedoniji gostovali le trije slovenski operni in baletni
umetniki. Po eno baletno predstavo sta izvedla Slovensko narodno gledalis¢e Maribor
leta 2006 na festivalu Ohridsko leto in Slovensko narodno gledalis¢e Ljubljana leta
2008 na festivalu Tanc Fest v Skopju. Po drugi strani pa je v tem obdobju v slovenskih
baletnih institucijah gostovala le ena makedonska koreografka - Risima Risimkin, ki
je leta 2010 v Ljubljani uprizorila svoj avtorski projekt.

Za razliko od okorne organizacije nacionalnih institucij, ki se niso odzvale na nove
potrebe glede sodelovanja, izmenjave in mrezenja po razpadu nekdanje Jugoslavije,
so se nove nevladne organizacije uveljavile kot vzporedni sistem kulturne ponudbe.
Za zgodovino slovenskega sodobnega plesa je bilo prelomno leto 1984, ko je nastal
Plesni Teater Ljubljana (PTL) kot prva profesionalna sodobnoplesna skupina v
Sloveniji. PTL je bil sestavni del alternativne kulturne scene v Ljubljani in hkrati
pomemben inkubator plesalcev in koreografov; mnogi med njimi so danes vodje
pomembnih plesnih skupin in/ali kulturnih nevladnih organizacij. V Makedoniji sta
bili za sodelovanje med Slovenijo in Makedonijo pomembni dve nevladni organizaciji:
Interart (od leta 1996) in Lokomotiva (od leta 2003). Predstavljata novo obliko
organizacije, za katero je znacilna hitra in aktivna vzpostavitev povezav in odnosov, ki
vodijo h kulturni in umetniski izmenjavi in distribuciji, vklju¢no z dvema pomembnima
plesnima festivaloma, ki sta jih sprozila: Tanc Fest (od leta 2005) in LocoMotion (od
leta 2008 do leta 2015). Makedonske in slovenske kulturne nevladne organizacije so



aktivne tudi v okviru regionalnih plesnih platform. Regionalno mrezo Nomad Dance
Academy je leta 2005 ustanovilo Sest organizacij, med njimi Fico Balet iz Ljubljane
in Lokomotiva iz Skopja, kot platformo za sodelovanje, ustvarjanje, promocijo in
izobrazevanje na podrocju sodobnega plesa. Drugi pomemben projekt z regionalnimi
znacilnostmi, ki vklju€uje tudi makedonske in slovenske izvajalce in koreografe, je
Balkan Dance Project.

V Casu svojega obstoja jugoslovanska federacija ni zagotavljala samo materialne
podpore profesionalnim gledaliskim institucijam, temvec je tudi spodbujala kulturno
sodelovanje med republikami. Zlasti neverbalne oblike umetniskega izrazanja, kot
sta balet in ples, so dobro funkcionirale v ve¢nacionalni in vecjezi¢ni drZzavi, kot je
bila socialisticna Jugoslavija. Proces razpada nekdanje Jugoslavije in vzpostavitev
neodvisnih drzav, med njimi Makedonije in Slovenije, sta povzrocila velike spremembe
na podrocju plesa in opere. Glavne znacilnosti teh sprememb so bile po eni strani hitro
upadanje sodelovanja med nacionalnimi baletnimi in opernimi institucijami, po drugi
strani pa postopno povecevanje sodelovanja med nevladnimi organizacijami, ki so
dejavne pri ustvarjanju, promociji in izmenjavi sodobne plesne produkcije. Vendar pa
kulturne nevladne organizacije v Makedoniji in Sloveniji delajo v slabih materialnih
razmerah. Upamo, da bodo nacionalne kulturne politike obeh drzav konc¢no priznale
njihov pomen in bolj podpirale njihova prizadevanja za izboljSanje plesne produkcije
v lokalnem okolju ter za razvoj bilateralnega, regionalnega in mednarodnega
sodelovanja. Poleg tega bi priporocili bolj proaktivno vladno politiko pri spodbujanju
bilateralnega kulturnega sodelovanja med makedonskimi in slovenskimi nacionalnimi
kulturnimi ustanovami, zlasti gledaliSkimi, baletnimi in opernimi.
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Polite Ignorance E

The Exchange of Drama between Slovenia
and Macedonia from 1990 till 2015

Hristina Cvetanoska and Gasper Troha

When we speak of Slovenian-Macedonian exchange in the field of drama it seems to
be a moderate one and mainly a one-way road. In the period from 1990 till 2015, six
Macedonian texts were staged in Slovenian institutions and eight Slovenian ones in
Macedonian theatres. Though it might be a natural decline after the fall of Communism
and disintegration of former Yugoslavia, this seems to be only partly the case.

Macedonian playwrights are almost unknown to the Slovenian audience. The Web
Yearbook of Slovenian Theatre Production lists three texts by Kole Casule (Vejka
na vetrot, 11 December 1957, Ptuj City Theatre, directed by Mirko Stefanovski;
Socialisticna Eva, 7 December 1962, Ljubljana City Theatre, directed by JoZe Tiran;
Vitel, 23 February 1978, Slovene Permanent Theatre in Trieste, directed by Ljubisa
Georgijevski). In the 1980s, those three texts were followed by two by Goran
Stefanovski (Let vo mesto, 14 March 1983, Celje People’s Theatre, directed by Mile
Korun; Hi-fi, 6 October 1983, Ljubljana City Theatre, directed by Zvone Sedlbauer).

After the 1980s, there is a gap of fifteen years till the next performance of Macedonian
drama. It returns with Goran Stefanovski (Bacchanalia) in the production of the final
year students of the Academy of Theatre, Film, Radio and Television (15 May 1998,
directed by Sebastijan Horvat). It took five years longer for a Macedonian text to be
staged in a professional theatre. However, it is the introduction of a new author, Dejan
Dukovski, with his Dracula (18 January 2002, the Drama of SNT Maribor, directed
by Aleksandar Popovski). Interestingly enough, it is the only text by Dukovski that
has been staged in Slovenian so far. The question remains why Dukovski’s most
important texts, such as Powder Keg (1994)%, a play which has been translated into
twenty languages worldwide; Damn He Who Started It (1997), winner of the Grand
Prix of the international theatre festival BITEF in 1997; The Balkans Are Not Dead
(1992), have failed to find their place on the repertoire of the Slovenian theatre
stages. Moreover, one of the best Macedonian playwrights, very important for the
development of the Macedonian dramaturgy in the 1990s, Jugoslav Petrovski (an
author of the same generation as Dejan Dukovski), winner of the Shakespeare Award

1 Powder Keg was staged in the off-scene by Dejmo stisnt teater in 1998.



M4

at the international drama competition in Exeter, Great Britain in 1995 for his play
Porcelain Vase, has never been staged in Slovenia. Till today, four more texts have
appeared in Slovenia, two by Goran Stefanovski (Odyssey, 10 October 2012, the Drama
of SNT Maribor, directed by Aleksandar Popovski; and Figurae Veneris Historiae, 16
October 2014, SNT Drama Ljubljana, directed by Aleksandar Popovski), and two by
Viktorija Rangelova (An Impossible Relationship, SKUC on 28 December 2012, and
Naked, SKUC and Ljubljana City Theatre, 12 October 2013, directed by Alen Jelen)2.

Hence, it is evident that Macedonian drama is virtually non-existent in Slovenian theatre.
After a long pause, there were some attempts, particularly by director Aleksandar
Popovski, to establish Goran Stefanovski in our consciousness, but with moderate success.

Slovenian drama in Macedonia reveals a different picture. It had a solid presence
in the last decade of Yugoslavia. In the past, Ivan Cankar was very much present
in Macedonian theatre; from 1945 till 1976 he had two texts performed in seven
productions (The King of Betajnova: 1946 in Skopje, MNT and in Bitola; 1954/55
in Prilep; 1950 and 1962 in Strumica; Scandal in the Valley of St Florian: 1976 in
Strumica and in Skopje - in a very short time period). In the 1980s, there were eight
texts staged by five different authors, one of them (My Dad, the Socialist Kulak by Tone
Partlji¢) even twice. This means that the Macedonian audience must have had quite
an overview of Slovenian contemporary drama, having seen: Karamazovs and Military
Secret by Dusan Jovanovi¢; My Dad, the Socialist Kulak by Tone Partlji¢; Slovene Sauna
and The Wedding by Rudi Seligo; The Great Brilliant Waltz and Klement'’s Fall by Drago
Jancar; and Medea by Dane Zajc.

After 1990, the situation seems at first glance to have not changed much. The
repertoire records eight texts by Drago Jancar, Dusan Jovanovi¢, Dane Zajc, Josip
Vandot, Andrej Rozman and Tina Kosi. When we look closely, however, the picture
changes significantly. Three of those were adaptations (Kekec and Mojca by Josip
Vandot was an adaptation of a movie scenario, Tartif (Tartuffe) was an adaptation
by Andrej Rozman Roza of the well-known Moliére play, and Tina Kosi wrote her
Metamorfoze (Metamorphoses) as an adaptation of a selection of stories by Ovid).
Furthermore, the majority of performances took place at the beginning of the 1990s:
Jancar’s The Great Brilliant Waltz in 1990, Zajc’s Medea in 1991, Jovanovi¢’'s Antigone
in 1993, and The Liberation of Skopje and The Life of Provincial Playboys in 2002.

It seems thus that the interest for Slovenian playwrights took momentum in the
1980s and almost ceased to exist at the beginning of a new millennium, thus leaving
out all contemporary authors who entered the scene after 1990 (for example, Matjaz
Zupancic, Vinko Méderndorfer, Evald Flisar, Simona Semenic ...).

2 There was another reading performance of a play Sophie’s Picture (Sofijina slika) by Maja Stevanovi¢. It was performed
on the festival Preglej na glas! 2007 on 5 December 2007.



What are the reasons behind these figures? Where were the texts staged, how were
they received by theatre professionals? These are the questions that we want to
discuss further in this article. We will do it by analysing the plays staged in Macedonia
and Slovenia respectively from 1990 till 2015. Furthermore, we will analyse reviews
and thus try to describe the reception and think of possible reasons for the ignorance
in our title.

Before we can dig into our matter, we need to mention a particular author. Zanina
Mircevska, a dramatist of Macedonian origin who was also educated in Macedonia,
but later emigrated to Slovenia where she works as an author, dramatist and in the last
years as a professor at the Academy of Theatre, Radio, Film and Television, University
of Ljubljana. She was awarded the Slavko Grum Award for the best new Slovenian play
in 2009 for The End of Atlas and she has collaborated in 43 performances in Slovenian
professional theatres. Zanina Mirc¢evska is thus analysed as a Slovenian author of
Macedonian origin, as she is writing in Slovenian language and she lives and works
in Slovenia. Furthermore, she has been accepted into the Slovenian literary canon by
winning the Grum Award for her play. It is surprising that only two texts written in
Slovene language have been staged in Macedonia (The Gorge in DramskKi teatar Skopje
in 2013 and A Place I've Never Been in NT Vojdan Cernodrinski, Prilep, both directed
by the same director, Zoja Buzalkovska). Furthermore, in Macedonia there is no book
with collected plays by Zanina Mir¢evska. She is present only in some anthologies.
Therefore, most of her plays are not accessible to the public.

Plays will be analysed in two groups (Slovenian drama staged in Macedonia and
Macedonian drama staged in Slovenia). Zanina Mir¢evska stands between these two
groups as we consider her to be a Macedonian and Slovenian author at the same time,
therefore, it seems that neither the Slovenian nor Macedonian audience considers her
to be a foreign playwright. Within each group, the analysis follows the chronological
order of the performances.

Drago Jancar: The Great Brilliant Waltz

Written in 1985, it was immediately staged at both national theatres in Slovenia (SNT
Drama Ljubljana, 6 March 1985, directed by Zvone Sedlbauer; the Drama of the SNT
Maribor, 8 March 1985, directed by Peter Vecek) and published by Cankarjeva zaloZba.
Its main theme sees history and the social system as a substitute for destiny that crushes
an individual, to be more precise, an intellectual. The Great Brilliant Waltz presents the
re-education of the historian Simon Veber, who, after a night on the booze, finds himself
in a mental institution with a telling name: Freedom liberates (an allusion to signs over
Nazi concentration camps “Arbeit macht frei”). Simon is to be re-educated into Simon
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Drohojowski, a Polish rebel, whom Veber is studying at the moment.

Simon resists all attempts by Doctor to persuade him into being Drohojowski, which is
why male nurse Volodja takes the initiative. Using brutal force, he cuts off Simon’s leg,
thus actually transforming Simon into Drohojowski, and takes control of the institution.

It is thus the brutal force of the system that transforms individuals into shapeless,
impersonal carnal forms with no values, ethics, or morals. At the end, we see a
grotesque scene of a dance, where inmates, completely crushed and apathic, dance
to the Chopin’s Great Brilliant Waltz, an example of romantic emotions and a lust for
freedom.

The first performance of this play on the Macedonian professional theatre stage
dates back to 1985 (directed by Branko Stavrev), the same year it was written
and staged on the boards of Janc¢ar’s native, national scene. It shows that the main
theme of this play was quickly recognised in the wider social context and confirms
the immediate connection between the professional theatre workers who worked
and lived in Yugoslavia. The second performance of The Great Brilliant Waltz in
Macedonia happened in 1990, directed by Stojan Stojanoski. The 1990s were marked
by significant economic, political and social crises. The years after the fall of the Berlin
Wall built lots of other walls in the Federal Republic of Yugoslavia. It was a time of
wars and political disturbance, the time of organising referendums for independence
in Slovenia and Croatia. If the first performance in 1985 somehow suggested the end
of the world that existed, the second one was staged in the middle of the creation
of another world that was fragile in its search for freedom. And staging this play in
such real madness could be good timing, but it could also pass by unobserved, as
it happened with the performance in 1990. Maybe it just was not a good time for
metaphors.

Dane Zajc: Medea

Dane Zajc wrote his Medea in 1988 and it premiéred at the Celje People’s Theatre (9
December 1988, directed by Franci Krizaj). The next season, it was restaged in SNT
Drama Ljubljana (6 January 1990, directed by Meta Hocevar), as well as in Zagreb
(Croatian National Radio) and Skopje (Skopje Drama Theatre, Budva, directed by Vito
Taufer), both 1989. Zajc took the end of the Medea myth and pictured the rise and
fall of Jason to the throne of Iolcus. It was Medea who helped him to Kill Pelias, the
king of lolcus. Later, Jason’s family has to flee the kingdom of Iolcus, because they are
condemned and prosecuted by Acast, Pelias’s son.

Jason and Medea want to run away from their destiny by getting married by Kirka,



though Medea sees their dark future. At the end, Jason falls in love with Glauce, the
daughter of Creon, who gives protection to the fugitives in Corinth. Jason sees his
love as his destiny but neglects to realise his debt to Medea. She is driven by jealousy
to murdering her own children and Glauce. The final scene is thus a variation of the
beginning. Jason is coming to lolcus again, however, this time he is only the shadow of
a former hero. He carries his sons and his wife on his shoulders, and Acast, who was
seeking his revenge before the Corinth, cannot see Jason in this feeble body.

Acast: You have not been Jason and you will never be. (Zajc 436)
Later, he surrenders him to his sisters, the daughters of Pelias.

The story of this play in Macedonia shows an interesting case of staging a play, as it had
four premiéres. The first one was in Budva in 1989, the second one in Ohrid, staged on
the occasion of the Ohrid Summer Festival, then in Skopje in Drama Theatre in 1991 and
againin Ohrid in 1991. In fact, the ensemble was always the same. What changed was the
setting. The director Vito Taufer experimented with the scenic space and scenography
and that gave new directions of the play. We do not have any information about how
long this play was on the repertoire in Drama Theatre in Skopje, so we cannot even say
how many spectators may have seen it, or how the public received it. There are only two
reviews about the performance in Ohrid and both are enthusiastic about the reception
of the play: “it was crowded and most of the people had to stand to watch the play or
sit on the ground”. The play was defined as a “ritual - spectacle” and compared to the
performances directed by Paolo Magelli and Ljubisa Risti¢ (Petreski 9). The reviews
were positive about the way of acting defining it as a “collective and balanced”.

Dusan Jovanovic: Antigone

The 1990s were marked by the change of the political and economic system in
Slovenia as well as by the disintegration of former Yugoslavia. The latter led to a
series of wars or intensive conflicts between neighbours of different nationalities.
Slovenia was the first to gain independence and the conflicts there were relatively
mild, as they lasted only ten days. The tragedy began afterwards in Croatia, Bosnia
and Herzegovina, and Kosovo. The loss of the larger cultural space of Yugoslavia as
well as the war influenced a number of plays by Slovenian authors. Perhaps the most
complex is the trilogy Antigone, The Puzzle of Courage and Who is Singing Sisyphus? by
Dusan Jovanovi¢. The three plays premiered at the SNT Drama Ljubljana from 1993
till 1997, when they were also published by Cankarjeva zalozba.

Antigone (SNT Drama Ljubljana, 15 October 1993, directed by Meta HoCevar) is based
on the myth of Oedipus and his sons. Jovanovi¢ took the myth as a symbol of the

1
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Balkan wars in former Yugoslavia. The main question asked by Sphinx is thus: “How
can Polyneices rule over the city without Eteocles losing it?” (Jovanovi¢, Balkan 19).

The question stays unanswered till the end and the conflict escalates to an orgiastic
Elimination, as Jovanovi¢ entitled this scene. Eteocles and Polyneices comment on
their actions as sport reporters until they are both dead and Creon finally takes the
throne. Antigone is the one who might have redeemed the city with her love and
forgiveness, however, she cannot act before both her brothers are dead. Her burial
of Polyneices of course leads to the condemnation and punishment of Creon, the
statesman. It is notable that Creon, a politician and a symbol of rational power, cannot
comprehend why the violence has to end: “I do not understand why hatred should
all of a sudden vanish from the face of the Earth
the simple fact that the plague should be no longer, he retorts: “What bullshit is this!”
(Ibid.)

1”

(37) And when Antigone insists on

Antigone is sentenced to death and taken away by the guards, however, Eteocles and
Polyneices cannot find peace. Jocaste lifts them up and they have to mime the whole
fight that seems to be going on over and over again. It is a depressing image that
resonates in the final lines given to the Old Woman (played by the same actor as the
Sphinx) who tells fortunes from human excrement: “It is a shame. Too bad, your shit
was so promising. Oh God, it was beautiful. There hasn’t been better looking shit in all
of Thebe!” (39) The final revelation to Antigone and Ismene alike: “You are pregnant!
And you are pregnant too!” (Ibid.) can be understood as hope for the future or as an
indication of the never-ending conflict.

If the staging of The Great Brilliant Waltz comes as a prophecy, The Liberation of
Skopje is a flashback to the recent past and the consequences of the war, the staging
of Antigone in 1993, is a perfect definition of the here and now theory on the power of
the theatre. It is theatre that is firmly integrated in its society. With its action situated
in Sarajevo, the play was not only happening in the theatre in Kumanovo (staged in
the National Theatre Kumanovo, on 16 October 1993, it was also performed at the
Week of Slovenian Drama in 1994) or in Kranj, but it was happening in Sarajevo while
it was played in the theatres, and this gave the performance the possibility to exist on
more than one level. It functioned even as meta-theatre, if we remember the phrase
“all the world is a stage”. Jovanovi¢ made an excellent move by adopting the old myth
and transferring it from Thebe to Sarajevo in the present, which was immediately
recognised as a crisis to be represented by the theatres in the countries, which were
part of Yugoslavia. The theme of the eternal fight between two brothers resonates
in the ethnic tensions between the city’s two different nationalities that once lived
together well, without the need to point a gun at each other. Eight years after the
performance in Kumanovo, the last major ethnic conflict will erupt into violence in
the territory of Macedonia.



Dusan Jovanovic: The Liberation of Skopje

The Liberation of Skopje is probably the best and most often staged drama by
Dusan Jovanovi¢. He wrote the piece in 1976 and 1977. It premiéred in SNT
Drama Ljubljana on 7 November 1978, directed by LjubiSa Georgijevski, and
was translated into six different languages. It was staged in all parts of former
Yugoslavia as well as in the UK. The drama is constructed out of fragmented
memories of a then-six-year old Zoran in the last months of World War II in
Skopje. It is an autobiographical play that goes beyond the author’s memories
in order to explore the theme of the impact of historical events on an individual.
These events take the form of destiny that shapes the protagonists’ lives. So, we
can observe a complex family life with the partisan Dusan, Zoran’s father, who is
absent and only arrives at the end as a liberator; members of the resistance in
Skopje, like his uncle Georgij, who is brutally tortured by the Bulgarian secret
police, etc. In contrast, there are a number of women protagonists, who try to
survive in difficult circumstances. Lica, Zoran’s mother, thus prostitutes herself
with a German officer in order to get food for her children and the whole family,
while his aunt Lence is giving piano lessons to a Jewish girl who is deported in
the middle of the play. Life is pictured as far more complex than it was presented
by the official ideology after the war. One of the most illustrative scenes is Act 3,
Scene 5, entitled “Orgy”. We see the flat of Zoran’s family, in which his mother is
dancing half-naked for the German officer, the Doctor is dictating to Lence a list
of provisions sent to the Partisan army in the basement, Grandma Ana is smoking
one cigarette after the other, next to her is her son Georgij, completely ruined by
the torture, drunk and singing a traditional Macedonian song. Zoran is observing
all this, unable to grasp the meaning of all the antagonisms.

No wonder that his friend Crazy Vavo in Act 3, Scene 8 reveals the truth of a lost
generation, saying to Zoran and his friends:

Vavo: You brats, you’ll never be happy! You've seen too much and understood too little.
You've experienced too much and lived too little. (Jovanovi¢, “The Liberation” 75)

Furthermore, at the end, Jovanovi¢ makes a statement about his generation to the
generation of his father, the liberators and founders of the former Yugoslavia. At the
end of the play, he explains his nightmare to his father Dusan:

Zoran: One night [ woke up at three o’clock from a peaceful sleep, without the shadow of
a dream. [ was woken by some unexpected realization: I felt [ have suddenly discovered
the meaning of my life. At first, it was like the soft, gentle transformation of blood into
clotting mud. Starting in the tiniest blood vessels at the extremities of my body; under
my nails, in my toes, my lips, at the bottom of my nose. Then the coagulation spread
through all my veins.
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At this very moment, [ had a peculiar feeling that I could destroy this experience, annul
it, and wipe it out. By disappearing. By flying away. By coming unstuck and leaving
behind the trammels of my body. The capillary vessels in my brain became filled with
this clotted blood and the neurons began to die one after the other. Then the arteries
hardened, the hearty stopped, died and burst in a great milky jet which spurted out and
filled all space. (“The Liberation of Skopje” 76)

The last line belongs to Dusan: “My son, [ don’t understand you.” (Ibid.)

The resistance, the heroic, mythic act of socialist authorities, is depicted as a
problematic one, the results and traumas of WWII being the main legacy of the next
generation. The text was written, published and staged at the end of the 1970s when
Tito’s power was diminishing, and national conflicts were rising again. It was the
time when intellectuals felt an urge to renegotiate the limits of freedom of speech
and the very foundations of the socialist ideology. They met some opposition from
the authorities, but mainly the plays were allowed to be staged, which gained them
high popularity and even created the impression that they helped to bring down the
system at the end of the 1980s.

The Liberation of Skopje had three performances in Macedonia, two in Skopje (1978,
2002) and one in Shtip (1979). The story is situated in Skopje, the city where Jovanovi¢
(and Zoran, the character in the play) lived when he was six. This biographical fact
created an interesting key for the play when staged in Skopje. In their everyday lives,
most of the public who went to see the performances passed by the house that still
existed on the street St. Klement Ohridski and in which the events took place. Written
in 1976, the play had its premiere two years later, due to censorship. After 24 years,
MNT decided to perform this play on the jubilee of the liberation of the city. The
theatre scholar and professor Jelena LuZina, in her text DuSan Jovanovié, the Liberator
of Skopje (yiiaH JoBaHOBHUK, ocsio6oauTes Ha Ckomje) published in The Liberation of
Skopje ( Ocno6onyBameTo Ha Ckorje, Liljana Mazova, 415) says that this incidental
and occasional staging of the play automatically meant - an unsuccessful one. On the
other hand, it was staged only one year after the war conflict in Macedonia. History
had created another context for this performance, without any consideration about
its first intention. And that makes things interesting.

Dusan Jovanovic: The Life of Provincial Playboys or Others’ We
Want, Ours We Keep (Zivljenje podeZelskih prejbojev ali Tuje
hocemo, svojega ne damo)

The Life of Provincial Playboys is the fourth drama by Dusan Jovanovi¢. It premiered
in Slovene Permanent Theatre in Trieste (Italy) on 14 April 1972, directed by the



author himself. It is a play that is marked by Jovanovi¢’s interest with a playfulness
and theatrical form. The latter brought him to the genre of the theatre of the absurd,
however in Playboys it was rather a dialogue with theatrical past. It was written as
a paraphrase of a canovaccio, a scenario of commedia dell’ arte, by an anonymous
author. There are ten dramatis personae on stage, five pairs of husbands and wives
who are constantly trying to cheat on his/her partner. In fact, they have all already
slept with each other, but they have managed to conceal the fact. Thus, they are
proud of their cunningness when they succeed, on the one hand, and terrified of
being cheated upon, on the other. The contrast between their beliefs and the truth is
a source of endless comic situations and it is a potential for a show-off of the actors’
brilliance and virtuosity.

It was restaged only once in the repertory theatres (SNT Drama Ljubljana in 2007/08,
directed by Jaka Andrej Vojevec). In Macedonia, The Life of Provincial Playboys was staged
at National Theatre Jordan Hadi Konstantinov-Dinot in Veles on 30 November 2002.

Zanina Mircevska

Slovenian playwright of Macedonian origin Zanina Mir¢evska has to be discussed
between the Macedonian and Slovenian playwrights as she represents a specific
case of Slovenian-Macedonian theatre exchange. We consider her as a Slovenian and
Macedonian playwright at the same time. She was born in 1967 in Skopje where she
has got her bachelor’s degree in theatre directing and dramaturgy from the University
of Kiril and Metod. In the 1990s, she moved to Ljubljana, where she has been working
ever since. She has become one of the most prominent Slovenian playwrights with five
nominations for the Grum Award for the best new Slovenian play, winning the award
in 2009 for her text The End of Atlas. Thus, neither the Slovenian nor Macedonian
audience takes her as a foreign author.

In the last 28 years, she has written fifteen plays in Slovenian language, six of
them staged in Slovenian theatres. It is thus interesting that only six texts were
also written or translated into Macedonian and that only four were staged
in Macedonia (Dies Irae in Makedonski naroden teatar, Skopje, 1991; Sen... in
Teatarska laboratorija, Skopje, 1993; A Place I've Never Been and The Gorge).

Zanina can thus be considered as a Slovenian playwright of Macedonian origin,
however, it is hard to believe that the Macedonian audience would see her works as
foreign plays when staged in Macedonian theatres. Nevertheless, we believe that it is
precisely the performances of her Slovenian dramas in Macedonian theatres that can
be considered as part of the Slovenian-Macedonian theatre exchange.
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The Gorge

The Gorge was written in 2006 and premiéred on 13 February 2009 at SNT Drama
Ljubljana, directed by Andreja Kovac. It is an image of contemporary materialist
society where an individual craves material things. The protagonist is “... the one who
ate his name” (26), a poor fellow who starves and dreams of earning money for food.
However, his appetite for food as well as for everything else is incessant. Already in
the first lines, when he finds some mushrooms in the woods and starts picking them
up, one can see the vicious circle of capitalist expansion.

If I sell two full baskets,

thatis

thatis

a pair of trousers, a shirt, some socks, snickers, toilet paper

if I sell three

a trout, bird eggs, Burrata cheese, fois gras, goat feta cheese, horse-meat steak, blond
and dark Bavaria beer, Président butter; I would taste it all; one needs two stomachs

like a kangaroo; one trolley is not enough; one needs two; three; five; nine; one needs a
truck, several trucks; the big ones, like Schwarzmiiller or Raba.

Pick them up, pick them up, do not leave any. I will open up a business for mushrooms.
[ will do business. I will export them. To Australia, Brazil, Argentina, Guatemala. Where
the hell is Guatemala? Where? Where Guatemalans live. Now is not the time to think.
GUATEMALA WON'T GO AWAY. A new chapter waits. It is a unique opportunity. It is
not a coincidence that mushrooms are a golden colour. No coincidence indeed. Every
symbol has its meaning. | HAVE TO PICK THEM ALL UP. Not to leave even one of them.
They are mine, all are mine. I will be so terribly, unbelievably RICH ... (27, translated
from Slovenian language by G. Troha)

The man is caught as mushrooms are the private property of an old woman, however,
he does get extremely rich as she recognises him as her lost son. The idea of owning
everything and having wealth without end sends the protagonist on a path of disaster.
On the one hand, he wants to have and to try everything. On the other, he even has an
urge to provide for others, especially for his employees, but his actions have negative
effects, like the death of a little girl’s rabbit.

At the end, we have a cyclic structure that brings the protagonist to the scene from the
beginning. He is back in the woods, hungry and searching for mushrooms. He meets
a bear named Haribo (again an allusion to modern consumerism) that sings him a
lullaby and puts him to sleep.



A Place I've Never Been

The play A Place I've Never Been by Zanina Mir¢evska was written in 1996 and
premiered at the Mladinsko Theatre on 16 June 1996, directed by Matjaz Pograjc.

It is a fantasy story of a small village on a hill that is surrounded by a Morass. The
latter is taking its toll from the villagers again and again. It is the story of Mayor
Peter, a competent vintner, whose bride was taken by the Morass only days after their
daughter was born. After eighteen years, Julia is getting married to the poor neighbour
Anton, but the Morass is here again. This time, a golden bell from the church falls into
the Morass and Julia has to sacrifice herself in order to get it back.

The curse spreads to both families, thus, Mayor Peter drowns himself from grief after
not being able to save his daughter. Anton flies away on a cloud with the help of his
rooster, the one who put the whole thing in motion by avenging himself to the villagers
for not letting him wake them up:

“Well, I also have a sharp beak, which can cut through the rope. Once the Bell has
fallen, you will be kneeling in front of me to herald the arrival of dawn. The Church
already caresses its wee Bell of gold. It combs and braids threads into a rope, as if it
were a maiden’s cloak of hair. Chanticleer dear, whet your rapier, while the Church
prepares its Bell of gold for the wedding vows to be told.” (Mircevska, A Place 6)

Julia surrenders to the Morass and the village institutions (The School, The Court and
The Church) restore the peace and order of the community.

It thus seems that Mircevska wants to show her readers/viewers that any deed
against nature and its laws has to be punished and it has unforeseeable consequences.
However, at the end, it is Bedlam who relativises this notion by the following lines:

Bedlam: Clad in a silken shirt flying in the wind, a man stood on a cloud, looking towards
the horizon with the hand shielding his eyes. He floated, and floated and reached a cloud
on which a girl stood, clad in a white silk dress. Both clouds united and flew off to the
horizon. They flew, and flew, and reached a cloud with three wee curly-haired children
on it, three large white steeds and a house with large windows and a huge door. This
cloud also joined the first two. All of them flew away on one big cloud, their gazes fixed
on the horizon. There must be something beyond the Morass. Nobody knows as nobody
has ever been there. But they may already have arrived there on this cloud. (21)

It is a variation of his vision that is repeated several times throughout the text, so it
gives an impression of hope, a hope that there is life beyond the conflict between the
Morass and people, between people and nature. One suspects a happy-end, a fairy-
tale about a couple with a house and three children that is told by Anton to Julia at the
beginning, is possible, but the last lines, spoken by Anton, leave us wondering in the
dark again:
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Anton: ...Maybe they have changed their course. Maybe they landed on another cloud
for some rest. Maybe they want to tease me a little. Let them have their fun. We'll play
hide-and-seek in the dark. The tired sun is standing on the very edge of the horizon. The
large orange slowly sinks into the Morass, as if it would like to observe me floating on
my cloud for a little while longer. Where am I floating to? Where!? Is there any harbour
for me somewhere?! Everything is infinitely empty. The sky, the Morass, the cloud and I.
Nothing else. A landscape of emptiness. The cosmic silence can be heard. This infinitely
silent landscape should drive me mad if there were no thoughts of Julia, to warm my
heart, no thought of the White Chanticleer to render courage to my soul. He is the
personification of true friendship. The quintessence of the absolute sacrifice itself. Self-
effacement in the name of friendship, in the name of humanity... How is one to fill this
realm of this cosmic silence? How?! ... Julia, Julia, Julia... (22)

It is a parable about the relationship between Society and nature as well as of
relationships within the society that is radically pessimistic. However, we have to
admit that Zanina Mir¢evska does open up a beam of light that might bring some hope
if one dares to go beyond, to think and act out of the box, so to speak.

Goran Stefanovski: Bakanalije [Bacchanalia]

Bacchanalia was the first play by a Macedonian author staged after 1990 in Slovenia.
Goran Stefanovski wrote it after The Bacchae by Euripides. It mainly follows the
original story and the conflict between Pentheus, the king of Thebe, as the rational
side and the god Dionysus as the intuitive one. In both plays, seeing a ritual is a crime
against the gods and has to be punished. Euripides puts Pentheus in the hands of his
followers led by Agave, Pentheus’s mother, who rips his body apart and brings his
head as a trophy back to Thebe. When Agave realises the truth, it is too late, and she
has to flee in exile together with her sisters while barbarian hordes led by Dionysus
destroy the city.

Stefanovski wrote his version after the wars in ex-Yugoslavia at the beginning of the
1990s. He introduced new dramatis personae (that is, Woodman, Guard, Fugitive),
thus, writing a commentary of the contemporary society and madness in the Balkans.
Furthermore, the author changes the ending. If Euripides in his Bacchae breaks the
cycle of the myth in a sense that it prevents Pentheus from rising from the dead,
Stefanovski restores the cyclic structure. Pentheus returns at the end to report of his
death and leaves together with Dionysus. It is, nevertheless, a disenchanted world
where Teiresias loses his prophetic powers but sees again, a messenger (Woodman)
becomes mute, the Guard is blind, Agave and Cadmus are exiled, and even Dionysus
has a hangover and is no longer sure what has been happening and what he wants. It
seems like the madness is becoming a perpetual state with no end.



Bacchanalia was staged in Nova Gorica (then the Drama Theatre of Primorska, today
the Slovene National Theatre Nova Gorica) as a co-production with the Academy of
Theatre, Radio, Film and Television, University of Ljubljana, on 14 May 1998, directed
by Sebastijan Horvat. It was the final production of the students at UL AGRFT. Its two
reviews mainly describe the event (Pintar; Pezdir, “Zmagoslavje”). They comment
shortly on Stefanovski’s text as well, mentioning mainly its connection to Euripides.
Slavko Pezdir, however, adds that it is “sometimes a rather ‘dry’ text”. Boris Pintar
judges the performance positively, stating that actors “are up to the professional task
with their acting and singing”. Less enthusiastic was Pezdir, who saw the performance
as “an abstract dramatic oratory that leaves a spectator untouched and distanced
from the topical theme and possible social engagement”.

The play was thus important, asit was the first Macedonian play to be staged in Slovenia
after almost a decade. However, its resonance was limited as it was a production of the
theatre academy from Ljubljana. It thus did not stimulate productions of Macedonian
texts in Slovenian professional theatres in the following years.

Dejan Dukovski: Dracula and the “theory of relativity”-+

The new trend of European drama, known as “in-yer-face” theatre in Macedonia
is introduced with the work of Dukovski. Actually, his drama Powder Keg [Bure
baruta], staged 15 October 1994, anticipates the productions of the plays written
by the major representatives of this trend - Sarah Kane and Mark Ravenhill. A
clear evidence for its popularity is the number of translations (the play has been
translated into twenty languages) and the fact that in 1998 it was turned into a film,
directed by Goran Paskaljevi¢. The theme of violence, sexual or physical, is always
present in the plays of Dukovski. And it always exists as a lack of love and kindness,
which, in this world of lost values, are impossible to reach and rediscover. Dracula,
written in 2002, premiered the same year in SNT Maribor, Slovenia. Written in two
languages, Macedonian and English, the play is based on the novel Dracula by Bram
Stoker, and other stories, (myths or truths) about Dracula. Titled identically as
Stoker’s novel, the play consists of twenty scenes in which every scene has its own
title and the last one is a summary of all the previous ones. Dukovski as an author is
always playing with tradition, old stories, myths and stereotypes. In this play, he is
also playing with his previous plays, he even includes in the text some monologues
from another of his plays. Who is Dracula in his play? Dracula is a hospital patient.
The story takes place in a mental hospital. This strange and unusual context gives
another direction to the story, where Dracula is not the only “troublemaker” or
incarnation of evil itself. Even if the focus still remains on this eternal fight between
good and evil, we begin to ask ourselves where is that border that decides what is
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good and what is bad? We have this feeling that “killing in the name of the Good”
is only an old meaningless expression. The legend of Count Dracula, the immortal
vampire who sucks blood, has its origins in the fantasy horror novel of Bram Stoker.
Dracula, in Romania is famous as a hero who fought for Christianity against the
Ottomans. Even his grave is located in a church. So, Dukovski finds a way to unite, to
connect these two different stories - one from history and collective memory and
the other from fantasy - and of course, to play with them. With his very unique kind
of humour, Dukovski depicts a world where violence can easily become an act of
love, where purity can suddenly become greed ...

Dracula was staged in the Drama of the SNT Maribor on 18 January 2002, directed by
Aleksandar Popovski. It was the most successful performance of the season 2001,/02
in the Maribor theatre with fourteen nights on the repertoire and almost 5800
visitors. It is the only performance of a text by Dejan Dukovski till today. Naturally,
the reviews discuss the text as well mainly emphasise its intertextual connections to
Bram Stoker’ novel. One of the reviews also gave a short presentation of the author,
mentioning his scenario for the movie Powder Keg, directed by Goran Paskaljevi¢
(Gruden). The general impression was not particularly positive, though it is true that
the reviews do not discuss the play in detail, as they consider it to be a dramatisation
of Stoker’s novel. Petra Vidali thus wrote: “the play is interesting, sometimes even
excellent, a very good idea and flawless staging, however, it is predictable and not
entirely convincing” (12). Slavko Pezdir marks his general impression with “already
seen” (Pezdir, “V ogledalu”). Special praise is given to the actors, especially Radko Poli¢
Rac (Van Helsing) and Tadej To$ (Dracula). Lucka Gruden, on the other hand, sees an
imbalance between the two protagonists as Poli¢ Rac is an experienced actor, and To$
is younger, and adds here also the tension between pornography and philosophy as
well as the dramaturgy of fragment vs. a spectator’s need for coherence. Nevertheless,
her overall judgement is positive, describing Dracula as “a memorable performance
that will leave an impression with its dream-scenes” (Gruden).

It is surprising that Dukovski has not gotten a second chance in Slovenia. Dracula
had quite a success with the audience and critics. Perhaps it was the fact that it was
seen as an adaptation of a novel and not so much as an example of new Macedonian
writing. A much more present and well-known author is Goran Stefanovski.

Goran Stefanovski: Odyssey

Commissioned by the Ulysses Theatre, Brioni, for its ten-year anniversary, this play
was realised as a co-production between Ulysses Theatre, Brioni (Croatia); Atelier 212
Theatre, Belgrade; Gavella Drama Theatre, Zagreb (Croatia); SNT, Novi Sad; the Drama



of the SNT Maribor (Slovenia); Theatre Navigator, Skopje (Macedonia) and Sterijino
pozorje, Novi Sad. It premiéred on 20 July 2012. In his play, Stefanovski incorporated
fragments from Homer’s Odyssey and from The Trojan Women by Euripides. Structured
in 23 scenes, the story has a circular narrative, where the last scene is a continuation
of the first. Stefanovski takes only the skeleton of the epic tragedy of Odysseus and
changes the dimension from mythical to a more human and individual point of view,
giving voice to those who did not have the opportunity to speak. For example, Penelope
is not depicted as the symbol of a faithful woman who has spent twenty years of her
life waiting for her husband, on the contrary, she is an abandoned woman who has had
to raise a child all alone and take care of everything, life has not stopped for her, for
Telemachus and for the citizens of Ithaca after the departure of Odyssey, but continues
with all difficulties and problems it can bring. The people of Ithaca hardly remember
Odyssey, and those who remember him, seek revenge on him, the murderer of their
fathers, not the hero. In fact, Stefanovski questions the existence of a hero in the post-
war period. What does it mean to be a hero? Was Odyssey really a hero? Yes, if the war
is perceived as a chance for heroic acts, but in the play of Stefanovski the war is seen
as plunder. We see the consequences. The homecoming and the obstacles during the
journey are not in the focus, they are represented as a play within a play, with a certain
parody. Ithaca was not waiting still and unchanged for Odyssey to return. Everything
has changed, even Odyssey himself. By the time this play was written and staged,
almost twenty years had passed since the devastating war and conflicts that marked
these lands, establishing borders that were not only geographic, but also emotional.
Realised as a co-production, Odyssey brought together artists from countries that
were part of the former Republic of Yugoslavia. And they told the story of the hero
who returned home just to find that his home was totally changed and disintegrated.
And it took him twenty years to return home from war. If Ithaca, perceived in this way,
refers to the disintegrated Yugoslavia, are we still returning to our homes or are we
already there, but cannot recognise them? What means “home” for the generations
that lived in the period of transition? There is a scene in which the mother of Odyssey
tells him that a new generation has grown up and soon he will no longer have anyone
with whom he can speak about the war. Later, there is a conversation between the son
and the father, which reminds of the dialogue between Zoran and his father in The
Liberation of Skopje by D. Jovanovi¢. The son is waiting for the father to return, and
when he does, they have nothing to say to each other because they cannot understand
one another. In Stefanovski’s play, destiny also takes part, but as a political game
between the gods. They are represented as political manipulators who create our
destiny, seen in Odyssey’s words that are repeated as a refrain: “Who are you working
for?” Stefanovski’s Odyssey is a drama for the hero who got old.

The play was a vast Yugoslav co-production directed by Aleksandar Popovski and
with an international cast from participating theatres. It was on the repertoire for
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sixteen nights, thirteen of them on tour, and was seen by almost 9,300 spectators. It
was thus an exclusive performance that could be seen in Slovenia, more precisely in
Maribor, only three nights, thus a scarce number of two reviews is understandable
(one of the premiere on Brioni and the other one from the reprise in Maribor). Both
authors are enthusiastic about the actors, especially Ozren Grabari¢ (Odyssey) and
Natasa Matjasec (Athena), as well as about the meticulous direction of Aleksandar
Popovski. Less in tune are Peter Rak and Vesna Jurca Tadel at judging Stefanovski’s
text. It is “an excellent text” (23) for Rak and “an unbalanced text” (22) for Jurca Tadel.
Nevertheless, they both seem to stay rather cold in their final judgement. “Nothing
exceptional, but exciting enough to create an unusual theatre experience.” (Rak 23)
Jurca Tadel is more specific: “Nevertheless, the result of this performance is fascination
over form - over an excellent directing, extraordinarily natural acting of the leading
actor, over humour that is carefully scattered around the whole performance that is
aesthetically perfect and at some moments even inspiring” (22).

Odyssey was primarily a proof of possible co-operation in the region of former
Yugoslavia. It was a vast co-production that brought together some of the best actors
from different countries. It was seen in Slovenia as an experiment or perhaps better
as an exclusive theatre experience that did not, unfortunately, open up the doors for
similar projects in the future. Co-productions exist but are mainly smaller. One of
those featured Naked by Viktorija Rangelova.

Viktorija Rangelova: Naked (Gola)®

Written by the Macedonian dramatist Viktorija Rangelova, this play premiered on 12
October 2013 in Ljubljana City Theatre and co-produced by SKUC theatre. Naked is a
psychological drama that explores the relationship between a middle-aged woman
(Patricia, 47) and a younger man (Lev, 25). Everything happens in just one room.
Everything happens behind the closed door and the four walls. This claustrophobic
atmosphere is perfect for developing a third character, and in this play that is the
torridity, the unsupportable warmth. There is a possibility of escaping, but who
knows if that is the right way. The author leaves open the question of salvation “if they
go outside, it is possible that they could (not) find the right way” says at the beginning.
It seems that the characters are victim and villain at the same time. Composed of four
scenes, the play reveals the internal conflicts of each of the characters, which is typical
for psychological drama. In Lev that conflict results with a physical manifestation:
every time Patricia touches him, his leg performs some strange DANCE. The beauty of

3 The play was also performed on 28 December 2012 at SKUC Gallery as a reading performance directed by Spela Kravogel
under the title An Impossible Relationship [Nemogoca zveza). It was a part of a process that resulted in a performance of
Naked in 2013 that is analysed in more detail.



Patricia, her long beautiful legs, her eroticism is in contrast with her age, her loneliness
and her abandonment. The theme focuses on an old taboo, a myth connected to
the incest. The strange DANCE that we see repeat through the scenes, the sleeping
position of Lev that reminds one of a foetus, the words that Patricia repeats: “I love
you more, and that’s the way it should be,” are all signs that lead us to the moment of
culmination, in which Lev calls Patricia “Mother”.

The text was commissioned by association SKUC and co-produced by Ljubljana
City Theatre in 2013. It was staged on the small stage, which mainly puts mainly
experimental performances. It was directed by Alen Jelen and had a moderate success
with sixteen nights and almost 1200 visitors. Reviews were mainly positive, with
unanimous praise for Natasa Barbara Gracner, a very well-established actress from
SNT Drama Ljubljana, who played the role of Patricia, and a young graduate from
the UL AGRFT, Jernej Gasperin, who had just started his career at the Ljubljana City
Theatre and Lev was his first major role (Pezdir 16, Perne 22, Krecic).

It is interesting that none of the critics analysed Viktorija Rangelova’s text or tried
to put it in the context of contemporary Macedonian drama. As if there has not
been a gap of more than a decade from the disintegration of ex-Yugoslavia before a
Macedonian text (Dracula by Dejan Dukovski) was staged in Slovenia and yet another
decade passed before Odyssey by Goran Stefanovski and Naked followed.

Goran Stefanovski: Figurae Veneris Historiae

Goran Stefanovski was commissioned to write a play that would be directed by
Aleksandar Popovski in SNT Drama Ljubljana. The year 2014 marked one hundred
years since the beginning of World War 1. This occasion established a symbolic
dialogue with one of the largest wars in history, creating a pretext, which permitted
Stefanovski to take the war as the main theme in his new play. In fact, it became the
main character. Entitled Figurae Veneris Historiae, the play is based on Sexual History
of the World War, a book by Magnus Hirschfeld, a German Jewish physician and
sexologist, a book that Stefanovski discovered during his puberty in his father’s library.
The play premiéred on 16 October 2014, in SNT Drama Ljubljana. Written as a tragic
farce in two acts, it portrays eleven dramatis personae who represent different social
classes struggling to survive in the war conflict. The farcical code used to reconsider
the history, reminds us of the words of Marx, that all great world-historic facts and
personages appear twice: the first time as a tragedy, the second time as a farce.
Stefanovski has found the perfect way to look at the war from another angle. The war
in his play is perceived as a massive and organised violence, as an orgy, a bacchanalia.
The title Figurae Veneris Historiae gives a very simple message - there is something

129



130

pornographic in history, especially in conflict situations. Evil is like a plague. And
when there is a plague, everything turns upside down. The killer becomes a hero. The
war becomes a business. A necessity. The story is presented as a hypnotherapy, and
Magnus Hirschfeld appears as the narrator. This gives originality to the approach to
the theme of war in a way that it permits a more intimate, confidential viewpoint. In
a situation where violence has occupied us, we are hungry for love, for a kind word,
for warmth, but in a world where politics takes advantage of us, that is impossible.
From time to time, these characters stay still and try to listen to something: the silence
behind the chaos, the noise, the beautiful silence. But the immoral history of war and
conflicts is louder. After the First World War comes the Second, then the Cold one ... it
seems it has an infinite echo.

The first performance was quite successful with 21 nights on the repertoire and almost
5500 visitors, which pairs it to a dramatization of Die Zauberberg by Thomas Mann in
the same season. Reviews were mainly positive, some of them even characterising it
as: “one of the most coherent performances, and not only on this stage” (Rogelj). They
were unanimous in praising the actors, scenography and music, especially Janez Skof
as Magnus Hirschfeld. Nevertheless, some do mention a lack of contextualisation of
the main theme: “The most visible is the massive consumption of sexual tension, that
lacks clearer contextualisation, which could bring it to a more abstract level and make
it a relevant theme for the contemporary audience” (Arhar 17). Nika Leskovsek puts
it into the following question: “What does a performance like this tells us in a time
when one-third of the states on the globe are involved in different war conflicts - does
it manage to get through to our distanced position” (21).

Goran Stefanovski is thus the most popular and established contemporary Macedonian
author in Slovenian theatre. He was accepted into the Slovenian scene also with the
Vilenica International Literary Prize that is awarded by a jury comprised of literary
experts from different disciplines ranging from publishing business, comparative
literature and different languages of Central Europe. Slovenian theatre institutions
commissioned two of his analysed plays, however, it is notable that his compatriot
Aleksandar Popovski directed them both. As if his work does not get through to
Slovenian directors, as all three dramas (Bacchanalia, Odyssey and Figurae Veneris
Historiae) were well received by actors, audience and critics.



Conclusion

According to the statistics presented in this essay, the exchange of drama between
Slovenia and Macedonia from 1990 till 2015 was a scarce one. In a period of twenty-
five years, only six texts of Macedonian authors were staged in Slovenia, and eight
Slovenian ones in Macedonian theatres. In fact, during the 1990s, there were no
Macedonian play staged in Slovenia - an exception being Bacchanalia by Goran
Stefanovski that was produced by the Academy of Theatre, Film, Radio and Television
in the 1998 and Powder Keg by Dejan Dukovski in the off-scene by Dejmo stisnt teater
in 1998. The last play by a Slovenian author that was staged on the Macedonian
professional theatre scene dates back to 2005 (Metamorphoses by Tina Kosi). In
addition, the last Macedonian play staged in Slovenia was in 2014 (Figurae Veneris
Historiae by Goran Stefanovski). Furthermore, if we observe the basic data about
the performances in question, we can draw some further observations. From the
performance of Bacchanalia by G. Stefanovski (1998), four years have passed until
the next staging of a Macedonian author. Dejan Dukovski, one of the most translated
and famous Macedonian authors, was introduced to the Slovenian theatre scene
for the first time only in 2002 (surprisingly, Dejan Dukovski was not introduced in
Slovenia with his most famous plays that have made a revolution in dramaturgy
and are staged all over the world, but with Dracula, the only text by this author
that has been staged in Slovenia till today). The other two texts that followed, again
with a gap of a decade, were from the author that is already known to the Slovenian
audience, Goran Stefanovski with Odyssey in 2012 and Figurae Veneris Historiae in
2014. Furthermore, it is interesting that Aleksandar Popovski directed them both.
Until 1983, the Slovenian directors (for example, Zvone Sedlbauer, JoZe Tiran and
Mile Korun) showed an interest in staging texts written by Macedonian authors. On
the other hand, Macedonian directors directed four of the eight texts by Slovenian
authors staged in Macedonia.

What lies behind this fact? Could the reason be a scarcity of translated material? Or is it
a question of motives and themes that are not suitable? When analysing the plays staged
in Macedonia and Slovenia, we can find some similarities in the motifs that inspired the
authors and motivated the directors to stage particular texts, for example, the shadow of
the former hero (Jason in Medea by Dane Zajc and Odyssey in Goran Stefanovski’s play),
or the war, the eternal conflict between the individual and the society, etc. According
to the analysis of the reception of the Macedonian drama in Slovenia, we can say that it
is not a question of lack of interest. The reviews are quite positive and the numbers of
audience good ones. Unfortunately, we cannot reconstruct the Macedonian reception of
Slovenian plays, as relevant reviews do not exist.

As we mentioned earlier, one of the possible reasons for such moderate exchange
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could be the disintegration of Yugoslavia. In fact, the Slovenian authors that were
staged after 1990 are mainly the same authors that were introduced in the 1980s, well
known to the Macedonian theatre practitioners: Dusan Jovanovi¢, Drago Jancar and
Dane Zajc. So practically, these authors somehow represent a continuation of earlier-
known collaboration. Despite the fact that in 2006, with the financial support of the
Ministry of Culture of the Republic of Slovenia, a book of contemporary Slovenian
drama was published in Macedonian language and included the authors Sasa Pavcek,
Tina Kosi, Dragica Poto¢njak and Matjaz Zupancic, these texts have never been staged/
produced (except Metamorphoses by Tina Kosi). In this case, we can say that the reason
for this indifference does not lie in the scarcity of translation. The general impression
provided by these facts is one of a reciprocal ignorance towards and detachment
from the recent, contemporary dramaturgy between our countries. Contrary to the
collaboration in the other fields of theatrical practice (visiting directors and artists),
the exchange in the field of drama seems to be almost vanishing. It is probably the
result of a more general turn of Slovenian and Macedonian cultural policy and interest
in international relations. These focuses were and still are the countries of European
Union, the USA, and in the last years, India and China. An analysis of translations
and performances of Slovenian drama abroad between 1980 and 2015 clearly show
this trend (see Troha). It is hard to suggest what is to be done. Clearly, growth in
the number of new productions can only come about if Slovenian directors or other
theatre professionals take an active interest in Macedonian drama and vice versa.
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Jbybe3Ho urHOpUpabe

Pa3meHa Ha JpaMCKU TeKcToBU Mel'y ClI0BeHMja U
Makegonuja Bo nmepuogot oz, 1990 go 2015 roguHa

Knyunu 300poBu: c/oBeHeuka jipama, MaKeJIOHCKa Jipama, CIOBEHEUKO - MaKeJIOHCKH
Tearapcku Bpcku, ['opan CredanoBcku, Anekcangiap IlomoBcku, JlymaH JoBaHoBUK, [/[paro
Januap, Jlane 3ajii

[lenTa Ha 0BOj TPV, € [1a ' aHANIM3UPA CTIOBEHEUKO - MaKeIOHCKUTE BPCKU KOU eT3UCTUpaaT
BO o0nacra Ha pamatyprujata. Bo nepuogiot o 1990 no 2015 royjuua, Ha CIOBeHEUKHTe
npod)eCHOHATHY CIIEHU Ce MOCTaBeH! BKYITHO MIECT JPAMCKU TEKCTOBU Off MAKeJOHCKH
aBTOpH, Jlofleka Bo MakefioHMja ce OIMTpaHU OCYM JipaMU Ha CjloBeHeuku aBTopu. OBOj
MaJl TIPOI[eHT Ha OCTBAapeHM cOPAbOTKM BO 00/acTa Ha JIpaMCKaTa KHIKEBHOCT, 4eCTO
ce HaBeflyBa KaKO MOC/eJWL}a Ha efleH TOIMPOK MCTOPMCKUA KOHTEKCT, PacmajjoT Ha
JyrocnaBuja, MeryToa Toa e caMo ef{Ha Off MOKHUTE MTPUIUHH.

T'opan CrehaHOBCKM € NMPBUOT MAKEJOHCKU JPaMCKH aBTOP OJMIPAaH Ha CIOBEHEUKHTE
cuienn Bo 90-tute. HeroBarta npama baxananuu e usBefieHa Ha 15. 5. 1998 ., Kako jurioMcka
npoxykimja Ha AGRFT (Akajiemuja 3a Tearap, pajuo, GuiM u TeneBusuja - JbyGbana),
Bo peskija Ha Cebactujan Xopsat. [IpBUOT [{paMCKy TEKCT OfMIpaH Ha mpod)ecroHaniHa
clieHa, Cyiefi meT roguuu otmocie. CranyBa 300p 3a fgpamarta Ha [lejaH JJVKOBCKH,
Jpaxyna (18.1.2002, CHT JIpama Mapu6op, Bo pexuja Ha Anekcanziap [TomoBcku) co Koja
cI0BeHeuKaTa MyO/IMKa 3a MpB MaT To 3aro3HaBa Kako aBTop. OHa IITO Mpeu3BUKYBa
uHTepec e (DaKTOT IITO JOCETa OBa € eJMHCTBeHaTa ApaMa Ha JIyKOBCKY Koja e oiurpaHa BO
CnoBenuja. [lo fieH - ieHec, Bo ClioBeHHMja Ke ce TI0jaBaT caMo VIITe TPH APaMCKH TeKcTa Ha
MaKe[oHCKM aBTopu. J[Ba of1 HuB ce Ha ['opan CreanoBcku (Ogucej, 10.10.2012, CHT JIpama
Mapu6op, Bo pexkuja Ha Anekcanpap IlonmoBcku; Figurae Veneris Historiae, 16.10.2014, CHT
[lpama JbybspaHa, MCTO Taka BO pexkuja Ha AnekcaHpap [IomoBcKu) M elleH TEKCT e Ha
Buxkropuja Panrenosa (I'ona, 12. 10. 2013, Tearap LIKYII, MITI, Bo pexkuja Ha AjeH Jere).

Opn mpuiokeHuTe (hakTH MOKe Jla ce 3aK/Iy4d JieKa MaKe[[OHCKaTa JipaMa peurcu
1 BOOMIITO He (hurypupa Ha cileHaTa Ha clI0BeHeuyKHoT TeaTap. [lo fonra maysa, o
cTpaHa Ha pexucepoT Anekcanyap [lomoBcku ce 3a0esiexyBaaT 00MIM 3a TIOBTOPHO
uHTerpupame Ha ['opan CrechaHOBCKU KaKo aBTOP, HO CeTlak CO CKPOMEH YCIIex.
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CnoBeHeuKkaTa ipaMa Bo Make[oHMja laBa MaJIKy IIOMHAKBa C/MKa. PerepToapot Oenmexu
OCYM 13BeJIeHH TeKCTa Ha CJIOBeHeUKuTe ApaMcKu aBTopu: [paro Januap, /lyiaH JoBaHOBUK,
Jlane 3aju, Jocun Banpot, Anzipej Posman u Tuna Kocu. MefyToa JJOKONKY morjenHeme
0f0/IK3Y, C/IMKAaTa 3HAUMTENTHO ce MeHyBa. Tpu off HaBeJeHKTe TeKCTOBH ce amanTaruu (Keket
u Mojua ox Jocun BanpoT e aganTanyja Ha (hiIMCKo ciieHapyo, Tapitiug e aganTaiyja Koja
Auppej Posman ja mpaBu Ha [joOpo o3HaTaTa MojiepoBa jpama, a Tuxa Kocu ja mumiyBa
Metuiamopcho3u TOBUKYBajKu ce Ha pacKasuTe Ha OBupuj). OcBeH Toa, ToeM [ef off H3BenouTe
ce c/Iyunja Ha modyeTokoT Ha 90-Ture roguuu: osemuoiti OpuiujaHitien sauep Ha Jparo
Januap e noctaBeHa Bo 1990, Megieja Ha Jlane 3ajii Bo 1991, Anrurona Ha [lyiiad JoBaHOBUK
B0 1993, a camo Oczobogysareitio Ha Ckotije u Kugoitioiu Ha tiposuHyUCKuUite inejoou tiocae
Biuopaitia cseiticka BojHa, Off UICTHOT aBTOp, ce u3BeneHn Bo 2002 1.

EBU/IEHTHO € JIeKa MHTepPecoT 3a CJIOBEHEUKUTe JPAaMCKU TEKCTOBU OMJI Haju3pasuT
Bo 80-TUTe roilMHY HAa MUHATMOT BeK U MojieKa TOYHas Jla UCYe3HYBa Ha MOYeTOKOT Ha
HOBUOT MUJIEHMYM, 3aHEMAapyBajKul ro HOBUOT OpaH COBPEMEHU CIOBEHEUKU aBTOPU KOH
ce nojaByBaaT Bo 90-tute (Matjask Kymanuny, Cumona Cemennd, Eajg ®mucap u BuHko

Myzepuzgopdep).

Kako mocebeH mpumep ro aHajM3upaBMe TBOPEIITBOTO Ha jKaHuHa MupueBcKa, paMCcKu
aBTop, Apamarypr u npocecop Ha AGRFT Bo Jby6sbaHa, Koja e pojieHa Bo MakesioH1ja Kajie
IITO ¥ 'O 3aBPIIYBa CBOETO 00pa3oBaHue, HO skuBee 1 paboTH Bo C/IoBeHHja, MUNTYBAjKH I
CBOUTE TEKCTOBU Ha c/ioBeHeuky jasuk. Bo 2009 r., Hejsunarta apama Kpajoiu Ha Awunac ja
nobuBa HarpagaTa Grum 3a Hajmobap ApaMcKu TeKcT. Hej3SMHUOT TBOPEURHM oIyc, U Kako
ZIpaMaTypr M Kako [paMcKy aBTop, Opou 43 u3Bei0M BO C/IOBeHEUuKuTe MpoQecHoHaTHA
TeaTpu. MeryToa, caMo [[Ba Hej3sMHM TeKcTa ce onurpaHu Bo Makemonuja (Mgpeo,
llpamcku Tearap Ckomje Bo (2013) u Tamy kage witio He cym 6un Bo Hapopen teatap Bojman
YeproppuHcky, [Ipunen, u gBara Bo peskija Ha 30ja bysankoBcka).

3nenazyBa (hakToT 1mto Bo MakeyjoH1ja He MOCTOM 30MpKa Ha coOpaHu jipamu off KaHnHa
MupueBcka. IlpucyTHa e camo Bo HeKONKY aHTonoruu. [lopaju Toa, MHOTY 0ff Hej3UHHUTe
TEKCTOBH OCTaHyBaaT HeIO3HATH 32 MaKeJOHCKaTa jaBHOCT.

Koja e mpuunHaTa mo3ajiu cute oBue aktu? Moke i Kako I1aBeH (hakTop Ja ce HaBefe
HEeJJOCTaTOKOT Off COOZIBETEH IIPEeBOJ] Ha JIpaMcKuTe TekcToBu? Wmu ce paboTu 3a TeMu
M MOTHBU KOM KOHTEKCTYalHO ce TMOKajkaje HecooliBeTHHM?! AHamm3aTa Ha JPaMCKUTe
TEeKCTOBH MocTaBeHH Bo Makefonuja u CyioBeHuja, YKaka Ha HEKOU CIIMIHOCTH BO OJTHOC Ha
MOTHBUTE KOM TIOC/IYKIIEe KaKO MHCIMPaI[Mja 38 aBTOPUTE 1 KaKO MOTTHUK 32 PEKUCEPHUTE
Ila TO MOCTaBaT TOKMY TOj TEKCT, Ha IIPUMep - CeHKaTa Ha HEKOTalIHUOT Xepoj (JacoH BO
Megeja Ha [lane 3aji u Opucej Bo uctoumenaTa apama Ha I'. CredpaHOBCKM), M/ BojHaTa,
BEUHHOT KOH(IMKT Mel'y HIUBHYaTa U oiITecTBOTO UTH. CrIope] HallpaBeHaTa aHajn3a
Ha pellelijaTa Ha MaKkeJJOHCKUTe J[paMCKM TeKcToBY Bo CJI0BeHHja, MOKe Jla ce OTBPAH
JleKa MHTEPecoT 3a HUB He HeJl0CTacyBa: KPUTUKUTE Ce MPUIIMUHO MO3UTKHBHH, a U OPOjoT



Ha TOCETUTENTe He € 3a TOTIeHyBame. 3a Kal, He MO)e Jla Ce HAlpaBu pecreKTUBHA
PEKOHCTPYKIIMja Ha pelleNiyjaTa Ha CIOBeHEUKHUTe JipaMu Bo MakejjoHuja, Oupejku He
TIOCTOU COOJJBETHA 1 PeJIeBaHTHA KPUTUKA.

Kako efrHa o MO;KHITE IPHMUMHH 33 BAKBaTa CKPOMHA pa3MeHa, KaKo IITOo BeKe CIoMeHaBMe
U TI0TOPe, MOJKe Jla ce U3[IBOM PacrafioT Ha JyrocjiaBuja. BCylIHOCT, CTIOBEHEUKUTE aBTOPK
Kou 10 1990 r. ce ofurpaHu Ha MakefJOHCKaTa CIleHa Ce IJIaBHO UCTUTe OHWe KOM VIITe
Bo 80-TuTe OMIle TTpeTCTaBeHM MpeJ] MaKeJoHCKaTa Mybiuka - [lyian JoBaHOBUK, [Iparo
Januap u [lane 3ajii. EquHcTBenroT ucknydok e Tuna Kocu. MimeHo, oB1e aBTOpH Ha HEKOj
HAuMH IO MPETCTaByBaaT TOj KOHTMHYUTET Ha COPabOTKA BeKe BOCIIOCTABEH IPETXOIHO,
IITO JIOBeyBa JI0 CO3HAHUETO JIeKa HeMa OOMJM [ja ce PU3KMKYBa U [ja ce BHece HEeIlITo
HoBo. 1 mokpaj caxror 1rro Bo 2006 1., co hrHaHCKCKa TOAApLIKA Ha MUHICTEPCTBOTO 3a
Kyatypa Ha C/ioBeHHja, M3/lajieHa e KHATa Ha COBPeMeHa CI0BeHeuKa ipaMa Ha MaKeIOHCKH
ja3uK, ¥ BO Koja ce cofipKaHu TeKCTOBH Ha COBpPeMeHH CJIOBeHeUKH APaMCKU aBTOPH KaKo
Camra ITaBuek, Tuna Kocu, [Iparuua IloTouwsak u Matuja iKymaHumdy, oBHe TEKCTOBU
HUKOTAIll He To IPOHajIoa CBOjOT MaT JI0 MaKeJoOHCKarta ciieHa (ocBeH Meitiamopcho3u
Ha Tuna Kocu). Bo oBoj ciyuaj, He Mo)keMe Jia KOHCTaTHpaMe [ieKa PaMHOJVIIHOCTa
KOH CJIOBEHEUKUTEe JIPAMCKHU aBTOPM e Kpue BO (DaKTOT Ha HeJOCTAIHOCTA, OJHOCHO BO
pobeMoT Ha 1peBofoT. Off Toa MPOU3/IeryBa BIEUATOKOT JIeKa ce paboTH 3a PeLUpoyHa
He3anHTepecHPaHOCT, NTHOPAHTCKM OJJHOC KOj OBHe JIBe 3eMjH o co3jiajie efiHa KOH JIpyra
BO OJTHOC Ha COBpeMeHara JipaMaTypruja. 3a pasiuKa off copaboTKaTa Koja BO JIpyruTe
IO/Mba Ha TeaTapCcKaTa Mpakca e Ha 3aBUHO HUBO WM OapeM OIICTOjyBa BO HEKOM
TIOIIMPOKK PaMKH, copaboTKaTa Bo 00/1acTa Ha JipaMaTyprujara IIo/ieKa 3racHyBa, OJJHOCHO
PEeuNCH U He IOCTOU.
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Vljudna brezbriznost s

Izmenjave slovenske in makedonske
dramatike med letoma 1990 in 2015

Kljucne besede: slovenska drama, makedonska drama, slovensko-makedonske izmenjave,
Goran Stefanovski, Aleksandar Popovski, Dusan Jovanovic, Drago Jancar, Dane Zajc

Razprava analizira slovensko-makedonske gledaliske izmenjave na podrocju
dramatike. Zdi se, da so te v obdobju med letoma 1990 in 2015 redke in veCinoma
enosmerne, saj je bilo v Sloveniji uprizorjenih Sest makedonskih dramskih tekstov,
v Makedoniji pa osem slovenskih. Ceprav se na prvi pogled zdi, da je to posledica
razpada nekdanje Jugoslavije, je to le del resnice.

Goran Stefanovski je prvi makedonski avtor, ki je stopil na slovenske odre po letu 1990,
in sicer z Bakanalijami (diplomska produkcija AGRFT 15. 5. 1998, rezija Sebastijan
Horvat). Prva uprizoritev na profesionalnih odrih je sledila pet let pozneje. V SNG
Maribor so uprizorili Drakulo Dejana Dukovskega (18. 1. 2002, rezija Aleksander
Popovski), ki sicer ni najbolj znano in znacilno besedilo tega avtorja makedonske
razliCice gledalisca »u fris«, a je ostala edina uprizoritev kakega njegovega teksta. Do
danes sta bili uprizorjeni Se dve drami Gorana Stefanovskega - Odisej, 10. 10. 2012,
SNG Maribor, rezija Aleksandar Popovski; in Figurae veneris historiae, 16. 10. 2014,
SNG Drama Ljubljana, rezija Aleksandar Popovski. Med njima najdemo Se uprizoritvi
dveh dram Viktorije Rangelove. Nemogoca zveza je bila ena od verzij teksta Gola.
Bralno uprizoritev je doZivela v SKUC gledali$¢u 28. 12. 2012, reZija Spela Kravogel.
Gola je bila uprizorjena v koprodukciji SKUC gledali$¢a in MGL 12. 10. 2013, reZija
Alen Jelen.

Zdi se, da makedonska drama na slovenskih odrih skorajda ne obstaja. Po relativno
dolgem premoru je prislo do nekaterih poskusov, ki pa so omejeni na tri avtorje in so
bili ve¢inoma spodbujeni s strani reziserja Aleksandra Popovskega.

Slovenska dramatika na makedonskih odrih kaze drugacno sliko. Repertoar beleZzi
osem uprizoritev dram, ki so jih napisali Drago Jancar, Dusan Jovanovi¢, Dane Zajc,
Josip Vandot, Andrej Rozman Roza in Tina Kosi. Vendar pa nam podrobnejsi premislek
pokaZe drugacno sliko. Trije od teh tekstov so adaptacije (Kekec in Mojca je adaptacija
filmskega scenarija, Tartif Andreja Rozmana Roze je predelava znane Molierjeve
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komedije, Tina Kosi pa je svoje Metamorfoze napisala kot predelavo izbranih Ovidovih
zgodb). Poleg tega se je vecina uprizoritev zgodila na zaCetku devetdesetih let: Veliki
briljantni valcek Draga Jancarja leta 1990, Medeja Daneta Zajca leta 1991, Antigona
Dusana Jovanoviéa leta 1993, Osvoboditev Skopja in Zivljenje podezZelskih plejbojev pa
leta 2002.

Zdi se torej, da je bil interes za slovensko dramatiko posledica izmenjav v osemdesetih
letih in je skorajda izginil na zacetku novega tisocletja. Tako so makedonski publiki
povsem neznani avtorji, ki so se uveljavili po letu 1990 (npr. MatjaZ Zupancic, Simona
Semenic, Evald Flisar in Vinko Mdderndorfer).

Zanino Mirtevsko smo analizirali kot poseben primer, saj je dramaturginja,
dramaticarka in profesorica na UL AGRFT v Ljubljani, ki se je rodila in se Solala v
Makedoniji, a se je po koncu Studija preselila v Slovenijo, kjer deluje in piSe dramske
tekste v slovenscini. Leta 2009 je dobila Grumovo nagrado, nagrado za najboljse
dramsko besedilo za Konec Atlasa, njen opus pa obsega tudi 43 uprizoritev v slovenskih
profesionalnih gledali$cih, pri katerih je sodelovala kot dramaturginja, pogosto tudi
kot avtorica priredbe besedila. Kljub temu sta bila le dva teksta izmed tistih, ki jih
je napisala v slovens¢ini, uprizorjena tudi v Makedoniji (Zrelo v Dramskem teatru
Skopje leta 2013 in Mesto, kjer nisem bil v Narodnem teatru Vojdan Cernodrinski v
Prilepu - oba je rezirala Zoja Buzalkovska). Presenetljivo je dejstvo, da v Makedoniji
ni iz§la knjiga dram Zanine Mir¢evske, tako da je prisotna le v nekaterih antologijah.

Razprava iSCe vzroke za zgoraj nasteta dejstva. Gre za vprasanje prevodov? So redki
stiki posledica razli¢nih motivov in tem? Podrobnejsa analiza tekstov pokaze Stevilne
podobnosti med motivi in temami. Npr. vprasanje nekdanjih junakov (Medeja Daneta
Zajca in Odisej Gorana Stefanovskega), vojna, vec¢ni konflikt med posameznikom in
druzbo itd. Analiza recepcije makedonske dramatike v Sloveniji kaze, da so imele
uprizoritve dober obisk in povprecen medijski odziv, tako da tudi slab interes publike
ni pravi vzrok za opisano situacijo. Na Zalost makedonske recepcije slovenske
dramatike ni bilo mogoce analizirati, saj ni relevantnih zapisov o uprizoritvah.

Ena od mogocih razlag je razpad nekdanje Jugoslavije. Slovenski avtorji, ki smo
jih obravnavali, so po vecini tisti, ki so bili na makedonskih odrih prisotni Ze v
osemdesetih letih - DuSan Jovanovi¢, Drago Jancar in Dane Zajc. Izjema je le Tina
Kosi. Tako slovenski dramatiki predstavljajo nadaljevanje preteklih gledaliskih
izmenjav. Ceprav je leta 2006 v Makedoniji iz§la knjiga Sodobna slovenska drama,
ki je v makedonskem prevodu predstavila tekste Sase Pavcek, Tine Kosi, Dragice
Potocnjak in Matjaza Zupancica, so bile uprizorjene le Metamorfoze Tine Kosi.
Razlog torej prav tako ni v neobstoju prevodov.

Tako je splosni vtis o gledaliskih izmenjavah na podrocju dramatike nekaksna



vzajemna ignoranca gledaliskih ustvarjalcev (brzkone reZiserjev in direktorjev %1
gledalis¢) do sodobne dramatike obeh narodov. V nasprotju s podobo gledaliskih
izmenjav na drugih podrocjih (npr. pri izmenjavi umetnikov, reziserjev), ki so vsa ta

leta zelo zivahne in pogoste, teh v dramatiki skorajda ni vec.
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DAvignon (2018, Macedonian National Theatre), The Royal Bastards (2018, National
Theatre Dzinot) and others.
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Dejan Srhoj, dancer and choreographer st

Dance is an Overlooked Potential of
Intercultural Cooperation

Interviewed by Aldo Milohnic

Dejan Srhoj, a performer and author in the field of contemporary dance, celebrated
his 40 birthday on 31 October of this year. Currently, most of his work focuses on
the long-term project, Composition of Differences, where he researches choreographic
principles through dance improvisations, sharing practices and education. Upon
finding out that a robot could evoke emotions in him, he created a performance in
Sweden for a Nao robot who speaks, dances and thinks. In addition to that, he curates
CoFestival in Ljubljana and actively collaborates in developing the programmes of the
Nomad Dance Academy network, which he established together with colleagues from
Slovenia and the Balkans. Since 2001, he is an independent artist. A co-founder of Fi¢o
Balet, he collaborated as either a dancer or author in the performances 1:0, Sweat &
Soot, Emofad, Sun City, Confidance, Edge of Eden, Formula, 2:0 etc. During this time, he
also performed in dance and theatre projects with Janez Jansa, Ivica Buljan, Sebastijan
Horvat, Betontanc, Magdalena Reiter, Silvan Omerzu, Kaja Lorenci, and others. Before
that, between 1998 and 2001, he was a soloist at the SNT Opera and Ballet Ljubljana,
where he mostly danced principal roles in classical ballets.

In the 1990s, you danced in the performances of the ballet ensemble at the
SNT Opera and Ballet Ljubljana, but in the new millennium, you shifted to
contemporary dance and movement theatre. How and why did you make this
shift from classical ballet to contemporary dance?

Your question reminded me of the Fake it! project that we did with Emil Hrvatin, or
Janez Jansa. In the project, we reconstructed old performances that we transposed
into the contemporary context while researching and questioning the context in
which these performances were created: what has changed, how do we experience
space, body and movement now, who were these choreographers, why did they do
it, what was their education, in what kind of environment were they creating these
performances ...



52

Ballet didn’t have this approach. In ballet, we blindly copied movements that certain
choreographers determined a hundred or more years ago. As for those movements,
we didn’t place them in the context of that or the present time, as we were merely
to repeat them as a prescribed form. It bothered me that I didn’'t know what [ was
doing, even though ballet appears to be very clear, simple. It also bothered me that
ballet choreographers didn’t work with people, with individuals, they didn't create
choreographies for particular dancers, but we were simply some sort of putty objects
that choreographers could mould according to their wishes.

Recently, a Russian ballet dancer was telling me that the first three years in ballet
school in Russia are aimed at killing the person’s sense of self with the very clear
objective of transforming the dancer into putty. But when I started creating in the
field of contemporary dance, a new world opened up to me. The very course of a
rehearsal is different - it can start a couple of minutes late, you can take a break, you
can talk, your opinion matters, you feel some basic respect among your co-workers ...

When you transitioned to contemporary dance, did you first have to “cleanse”
the residue of ballet training? Did the rehearsed ballet moves interfere with
creating contemporary dance performances?

With ballet, the centre of the body is in the chest (probably connected to the fact that
you project yourself as strong, handsome, the best, flawless), and in contemporary
dance, it’s in the pelvis. That very fact creates different images, emotions and so on for
the dancer. It took me several years to move the centre from the chest to the pelvis, or
to be able to research where it could be shifted.

Establishing Fico Balet was a milestone in your dance creativity. How do you
evaluate its importance today, twenty years later, and the place it has in the
recent history of contemporary dance in Slovenia?

The Fico Balet website once stated that we were in the business of democratising high-
brow art. What we wanted to say was that we’d inject classical ballet with humour,
casualness, perhaps even mischief, and we’d have fun doing this. Personally, I felt that
was my own dance emancipation, because with all the knowledge that dance teachers
and choreographers had given me so meticulously, I could, at the end of the day,
play, reflect or ironise it. Perhaps this playfulness regarding ballet and introducing
humour in this otherwise serious dance form has been the greatest achievement of
Fi¢o Balet in our environment. And another interesting thing: almost all the dancers
were male. When we entered this space between the classical and contemporary



dance and started touring the festivals, it became obvious that this wasn’t so common.
I remember when John Ashford, a contemporary dance producer, who at the time
was the director of The Place theatre in London, said, quite surprised: “Well, look, in
Slovenia, men dance.”

In general, however, I think that Fi¢o Balet remains in some sort of interspace and
this might be why to this day it hasn’t been present enough in the theory of either
classical or contemporary dance. Perhaps the reason is also that we’ve never followed
particular trends in contemporary dance, but have preferred to pick particular dance
elements and mix them in our own way.

How did the establishment of the Nomad Dance Academy (NDA) come about
and what were the reasons for its creation?

A couple of days before the theatre network IETM met in 2005 in Belgrade, the
Bunker Institute organised a meeting of the Balkan Express network, in which many
NGOs and independent artists from the territories of the former Yugoslavia and other
Balkan countries participated. At one of the meetings, dancers, choreographers and
contemporary dance producers from the region gathered and talked about the unusual
fact that we knew what was happening in Berlin, Paris or London, but not what was
happening in the cities nearby, although we came from a once united cultural space,
and had a common history, spoke similar languages, etc. We also found out that we
were facing similar production limitations. From there, the desire to meet again and
strengthen our cooperation grew.

Which achievements of the NDA would you emphasise as the most important
from the point of view of regional cooperation?

The cooperation started with the formation of a nomadic educational programme,
where 14 to 15 participants travelled through the entire territory of former Yugoslavia
and Bulgaria for four months. They spent a couple of weeks in each country, followed
lectures, participated in workshops and created their own art. Perhaps mostimportant
was that they got to know the local scene — who were the actors, how they worked,
thought, what problems they encountered ... From this educational programme, in
which in one way or another over 100 people participated, grew a community in
which organisers and participants of the programme connected. This was the basis
for future cooperation. Later, of course, new challenges appeared, for example, how
to ensure the long-term financing of contemporary dance. NDA's activities are funded
from the European culture programmes and we're quite successful at that, but we
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have immense problems with providing the required 50% co-financing from our
local communities. We thus learnt that we had to organise advocacy events where we
would convince the deciders that a regional fund should be set up, one that would co-
finance the cooperation of artists in the region, as well as the European projects into
which these artists are included. As a part of this programme of advocacy, we have so
far organised three events in the region, and the fourth will be next year in Ljubljana,
where we will defend the idea for setting up a network of residencies in the cities in
which we have partners.

The third segment is support for archiving, because the region doesn’t have an
institution that systematically works on archiving contemporary dance. Let me
mention another NDA achievement, the Nomad Dance Institute which offers co-
productions to projects that come recommended. We started this community building
through coproducing performances some years ago, when we met at the MSUM+ in
Ljubljana, where every member of the NDA had a chance to present their project or
invite another member’s project to a coproducing cooperation. Then we adopted
the rule of regional cooperation within the project: you could either offer your own
project to other members to coproduce, or you invited another member’s project
to work with you - both at the same time was not possible according to this rule.
We thus tried to evoke interest for participation in every member, about what other
members of the community were doing, for co-decision. In short, we didn’t want to
shift the responsibility to some committee, but rather to give the power of decision to
each individual and thus practice some agreed form of direct democracy.

The NDA encouraged the establishment of some contemporary dance festivals
in the Balkans. Can you tell us a bit more about the strategy of establishing
dance festivals and the role the NDA has in these processes?

The route to these festivals was organic, they were created because their existence
was necessary. Dance scenes in the region needed greater visibility and some kind of
a platform so they could share their creativity with the interested audience. The NDA
guaranteed start-up funding for these festivals, from a European project. In this way, the
festivals Antistatic in Sofia, LocoMotion in Skopje, Zvrk in Sarajevo, Kondenz in Belgrade
were founded, and even before the NDA, the Platforma festival in Zagreb. In Ljubljana,
we presented the student productions from the educational part of the programme at
the mini-festival Short Cuts. In 2011, the festival Pleskavica developed from this, and
the year after that, we merged with the festival Ukrep (PTL) and Modul Dance Project
(Kino Sika) into CoFestival. To sum up, this is about strengthening visibility, building
community, creating audience, but also developing incentive for local cultural politicians
in the region to attend festivals and get to know contemporary dance.



Asthe members ofthe NDA, you have developed your own principles of operation
- how do you use these principles when you organise and realise the CoFestival?

The fundamental principle is definitely the invitation, as I've already mentioned. We
do have an artistic board which decides, but we don’'t have designated functions;
someone might focus more on production, someone else on workshop organisation
etc., depending on their own preference, but we all prepare the programme together.
In addition to that, we use the principle of balance, which means we make sure we
invite performances from different countries and that different genres and styles of
performances are represented. We're also careful that there aren’t disproportionate
differences in fees for performers and other collaborators. We also have the open
space principle, which allows us to leave open the opportunity for the unknown.
This can be a performance that has surprised up, a lecturer that brings in a fresh
approach, or could also mean to let someone from the outside of the NDA organise a
meeting, etc. It's a moment of coincidence that may bring new knowledge or insight.
What currently interests me most in contemporary dance is this very moment, which
inside a certain frame allows for a possibility of research, testing, also mistakes. And
how this principle, through the idea of choreography as an expanded practice, can be
applied to the organisation of a festival or another event.

As you have already mentioned, one of the festivals created on the NDA initiative
is the LocoMotion in Skopje, whose producer (until 2015) was Lokomotiva, a
cultural NGO. How does the cooperation with Lokomotiva work and how would
you rate its importance for the dance scene in Macedonia?

In addition to the Macedonian part of the NDA, Lokomotiva is one of the few cultural
NGOs in Macedonia that is working in the production and promotion of contemporary
dance, so it is very important for the development of their dance scene. Biljana
Tanurovska Kjulavkovski and Iskra Shukarova were the most instrumental in making
Lokomotiva the leading NGO for contemporary dance in Macedonia. In addition to
that, Biljana has been a member of the NDA coordination group throughout, and has
greatly contributed to retaining the platform, that it was financially sustainable and
that it developed in the production sense. But I think that in Macedonia they may not
be fully aware how important Lokomotiva is for their dance scene. I participated in
the Locomotion Festival several times and it was excellent, there was always a lot of
audience, many discussions, educational programmes, in short, the festival offered
everything that we believe a contemporary dance festival should offer: artistic events,
reflection of these events, education and creating a community.
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What’s your opinion about the situation of contemporary dance in Macedonia?
Could you compare the production circumstances (for example, financial
support, technical conditions of work, promotional practices, etc.) in Macedonia
and Slovenia?

Compared to the Slovenian dance scene, the Macedonian one is small. Besides that,
there is a huge difference in the number of performing venues. Ljubljana has several
venues that relatively regularly present contemporary dance (PTL, Spanski borci, Stara
elektrarna, Cankarjev dom ..., they are relevant, well-equipped, supported by technical
and PR personnel, etc. In Skopje, there is not a single stage dedicated exclusively, or even
predominantly, to contemporary dance. For the last two years, Lokomotiva has used the
premises of the former cinema Kultura in Skopje, where they show contemporary dance, but
in the financial and technical sense, this is still extremely undernourished. Iskra Shukarova,
who has been on the dance scenes for two decades, is able to raise only between one and
two thousand euros on the calls for public tender; but in Slovenia, we get funding up to ten
times higher for a similar project. But we both have a similar problem: we don’t have a dance
studio that would be dedicated exclusively to practising contemporary dance.

In the context of the bilateral research project about Macedonian-Slovenian
theatre links, your collaboration with the Macedonian choreographer Iskra
Shukarova is particularly interesting. How did it come about?

Iskra and I collaborated intensively in the project Formula. When [ was teaching dance
in Macedonia years ago, Iskra suggested that we take a couple of days to research the
stage as an extended Laban’s cube, within which we studied geometrical relationships
and at the same time the deconstruction of ballet, from which we both started. We
were interested in how ballet could be placed in the paradigm of contemporary dance,
and we worked on it for several years; we took a couple of days before each reprise, to
develop a new formula. This word, formula, must be understood in all its meanings:
as a recipe, formula for success, formula of use of time and space, as a mathematical
formula and even as a vehicle - at one point we really brought a model of a car shaped
as a formula that was remotely controlled, and moved instead of us along the lines and
diagonals inside the Laban’s cube. This was a truly inspiring and entertaining project.

Do you plan for new future projects in cooperation with Iskra Shukarova?
Perhaps also with other Macedonian artists?

At this moment, Iskra and I are discussing organising “co-teaching” in Skopje - a form
of education where several teachers teach the same training method or lead the same



workshop so that the same training or workshop gives the participants different
views, and also so that transfer of knowledge becomes a process during which the
teachers learn, too. Since Iskra teaches contemporary dance at the University of
Skopje, she envisioned that this format should be tested there. Within the NDA frame,
the cooperation with contemporary dance artists from Macedonia continues, so it is
not impossible that we would bring some of them to the CoFestival in the future.

What do you think of the intensity of the cooperation between Slovenian and
Macedonian dancers and choreographers so far? Have the possibilities for
cooperation been explored and used enough so far?

There were, of course, some guest performances by dance performances or artists,
within the festivals or educational programmes, but these were sporadic events and
not a more systemic form of cooperation. Which is surprising, in fact, because the
countries are, after all, quite similar - in size, number of citizens, they also have decades
of common history, the nations have never been in conflict, quite the opposite, when
[ come to Macedonia, I always feel some respect and friendship. It is thus clear that
the politicians of both countries haven’t yet recognised contemporary dance as a form
of artistic production with which we could strengthen intercultural cooperation. The
basic question is therefore how to conceive a state - through contemporary creativity
or through some out-dated patterns and stereotypes, through folklore, etc.

The NDA, the Balkan Dance Project and similar projects of regional cooperation
point at a thoughtful approach to conceiving joint projects. Is this approach, in
general, comparable to similar projects of years-long cooperation with partner
organisations and individuals from other European countries?

Last year, Nina Bozi¢ - with whom I've been working for a long time on projects
connecting art and industry - and [ ran a workshop for directors of co-working spaces
in Stockholm. During this workshop, I was really surprised that they didn’t really feel
a need for cooperation, because where they are, such spaces have sufficient financial
support and have their target user groups. For this reason, the meeting was completely
artificial, everybody was extremely polite, we brainstormed about how we could
cooperate, but in reality, they had no need for that. To link this to contemporary dance in
Europe, I can tell you that there are many dance groups, particularly in Western Europe,
that are adequately financed, including via long-term programmes, so I haven’t noticed
a particular need for cooperation from their side. Of course, they have to collaborate,
because the European financiers usually demand that, but they more or less do it to
comply with the grant requirements and not because they really want to.

157



18

In Yugoslavia, there was relatively a lot of collaboration between the Slovenian
and Macedonian ballet artists, particularly as a part of the regular festival
manifestations. After the disintegration of our former shared country, the
intensity of this collaboration was significantly reduced and is now sporadic.
Do you see possibilities for the intensification of future collaboration between
Macedonian and Slovenian ballet ensembles and individual artists?

I'm not familiar enough with the regional and bilateral policies in the field of ballet,
so I can only agree with your observation, as mine is the same - the collaboration
is minimal, it depends on individual initiatives, but there is no structural support.
As a part of CoFestival, for example, it happens that we can much more easily invite
Swiss, Austrian or German artists than the artists from the Balkans; although the
former cost a lot more, we can bring them, because such tours and appearances are
financially supported by the cultural policies of their countries. On the other hand,
the festival would have to fully cover the cost of the appearance if we wanted to
bring someone from Macedonia. The moment you start to explain to the politicians
about the cooperation in the region, you get a lovely smile and a polite word, but
in reality, there is no real interest to support cultural cooperation, because the
countries in the Balkans are still in the phase of constructing their own identity
and are living with the false conviction that by evoking some made-up, mythical
history and shifting the cultural cooperation from the Balkans to Western Europe
will reinforce their recognisability.

What should we improve on the level of cultural policies of both countries
so that there are more reciprocal guest appearances of ballet ensembles and
ballet artists?

The least we should expect and demand of organised cultural policies is that, in the
strategic documents, it clearly states how it will contribute to the development of
an individual field and how it will encourage tours and other forms of bilateral and
regional cooperation in this field. Among the artists, there is a desire for cooperation,
there’s also potential, but there is not enough support for the latter to be realised.

Translated by Barbara Skubic









Jlejan Cpxoj, Tanyap u Kopeorpad =

TaHIIOT e IpeHeOperHaT MOTEHI[jal Ha
MeI'VKY/ITYpHaTa copaboTKa

Pasrosapamue: Ango MunoxHuk

Jlejan Cpxoj, M3BeIyBauoOT ¥ TBOPEI] Ha MOJIETO HA COBPeMEHMOT TaHI], Ha 31 OKTOMBpPH OBaa
roJMHAa CjlaBelle YeTHPUECeT IoHU. Bo MOMEHTOB PabOTH IPBEHCTBEHO Ha I0/ITOPOYHHUOT
npoekt Kommosuuyu Ha pasimurute, (Kompozicije razlik) xage mro T HCTpakyBa
Kopeorpa)CKuTe MPUHIKUIM MPeKy TAHLOBH MMIIPOBM3ALMH, MPAKTUKU HA CIIOfIe/yBambe
u exykatuja. [Topamu (akToT eKa 1 poOOTOT MOKe fia pasBUBa eMolLui, Toj Bo IlBencka
HarpaBy npetcraBa 3a HAO-poboToT Koj 300pyBa, TaHiyBa 1 Muciu. Ilokpaj Toa, ro Bogu
CoFestival Bo JbyOsbaHa 1 e akTHBHO BK/IyUeH BO Pa3BOjoT Ha IIporpamMu Ha Mpeskata Nomad
Dance Academy, Koja ja ocHOBa 3ae[fHO co copaboTHUIM o C/I0BeHMja U 0aJIKaHCKHOT PETHOH.
Op 2001 roguHa e He3aBUCEH YMETHHK, coocHoBad Ha Duyo basnet, Bo unK paMKu Kako aBTop
WM KaKo TaH4yap yuecTBYBa BO rpeTcTaBuTe 1:0, Svic in Svarc, Emofad, Sun City, Confidance,
Rob Raja, Formula, 2:0 u ppyru. Ilokpaj Toa, ydyecTBYBa/l Kako M3BellyBad BO TaHIIOBU
1 TeaTapcKu IpoeKTH co JaHe3 Janmia, MBuia Byma, Cebactujan Xopsat, BertoHraHi,
Marganena Peutep, CunBan Omepsy, Kaja Jlopenuu u apyru. [Ipep Toa, Bo epuofioT Mery
1998 u 2001 ropuHa e aHrakupan Kako 6anercku comict Bo CHI' Onepa u Ganert, JbybspaHa
Kajie IITO HajuecTo OWI HOCUTET Ha TTaBHU YJIOTH BO K/IaCHUUeH OaJieT.

Bo 90-TuTe roguHM HacTamyBaille BO MpeTCTaBUTe Ha JbyO/bAaHCKHOT OajeT, a Ha
MOYETOKOT Ha HOBHOT MUJIEHHYM C€ IPEHACOYH KOH COBPEMEHHOT TaHI| i (PU3MIKHOT
Teatap. Kako u 3011TO /10j7e 10 TOj OTer of] K/IacHJeH 0ajieT 0 COBpeMeH TaHI[?

[Ipamamero Me moTceTd Ha mpoektoT Fake It!, mro ro paboreBme co Emun XpBaTuH,
0/THOCHO JaHe3 JaHiia. Bo 0Boj mpoekT mpaBeBMe PEKOHCTPYKIMja HA CTAapy TPETCTAaBU U
Tl CMECTYBaBMe BO COBPEMEH KOHTEKCT, a BO MCTO BpeMe ce MpaliyBaBMe 3a KOHTEKCTOT BO
KOj Ce M0jaBHja UCTUTE MIPETCTABU: ILITO € TOA IITO Ce TIPOMEHH, KAKO cera ro JJo1UBYBaMe
TIPOCTOPOT, TENOTO, JIBUKEHETO, KoM Oune Tue Kopeorpacdu, 301ITO TO MpaBesie Toa,
KaKBO OWI0 HUBHOTO 00pa30BaHKe, BO KaKBa OKOJIMHA TH CO37laBajie THe MpeTCTaBu... Bo
0azeToT He TIOCTOEIIe TAKOB MPKCTAIT; BO 0aNeToT caMo CJIeTio I' KONMpaBMe JIBUKehaTa
oTpefieNieH off HeKou Kopeorpacdu mpef CTo ¥ HEKONKY rofiunu. Tre 6aeTcku BIKerba
Iiypu ¥ He T CTaBaBMe BO KOHTEKCT HA TOTAITHOTO WM JIEHENIHOTO BpeMe, OujiejKu
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MOpaBMe [ia Il TTOBTOPYBaMe caMo Kako JafieHa (hopma. MeHe MM mpeuelie Toa LITO He
3HaeB IITO IpaBaM, MaKo OajeToT M3I/eja IeKa e MHOIY jacHa, emHocTaBHa hopMa Ha
TaHIOBO JBIDKeme. [Tokpaj Toa, My mpeyenie mTo OajeTCKUTe Kopeorpacgu He padoTea co
7yre, co TIOEIMHIIM, He co37jaBaa Kopeorpaduja 3a ofipeieH TaHUap, TYKY CuTe OeBMe efieH
BIJI 00jeKTH Off IJIaCTe/IMH, KoM Kopeorpacdute ci I' 00/IMKyBaa CIIOpe]] HUBHATA JKeyoa.
HeopamHa, efeH pycku OajnetaH o0jacHyBalle JieKa NPBUTe TPH TOJAMHKM BO 0aleTCKUTe
LIKO/HK BO Pycuja ce HaMeHeTH [ja ro yoKjaT YOBEKOBOTO jac CO jacHa HaMepa, TAHUApPOT Jia
ro TpaHchopMUpaar Bo IVTacTeniH. Kora II04HaB fla co37aBaM BO IOJIETO Ha COBPEMEHUOT
TaHII, 32 MeHe ce OTBOPH HOB CBeT. Bo COBpeMEHMOT TaHI| e MOMHAKBA YU M MpobaTa
- Taa MOJKe JIa 3aMoyHe HeKONMKY MMHYTH IOJ0IIHA, MOJKe Jia HAaITpaBMII 1ay3a 3a ofiMop,
Jla pasroBapalll, TBOETO MUCJIEHE UMa TeXKNHA, Ce YYBCTBYBA HEKOE OCHOBHO MOUUTYBaHe
Mer'y KOJIETHUTe...

Jlanu TpeGanie f1a ce ,,HCYUCTH" OCTATOKOT 0 OATIETCKOTO 00pPa30BaHMeE CO MPEMHHOT
KOH coBpemeHHOT Taui? Jlanu ycBoeHHTe 0aleTCKH [IBIKea TH Ipeuea MpH
CO3/IaBabeTO Ha MPETCTAaBH CO COBPEMEHHOT TaHII?

Bo Gasetor, 1leHTAapOT Ha TENOTO e BO IPA/JHUOT KOII (Toa BEPOjaTHO € MOBP3aHO CO Toa
7leKa ce MPeTCTaBYBaIl KaKo CUJIeH, y0aB, Hajmobap, Oe3 Trpelika) a BO COBPEMEHHOT TaHI]
IIEHTapoT e BO Kap/iuiaTa, U Beke 0BOj (haKT Kaj TAaHJYApUTe CO37aBa pa3fMdyHA CIMKA,
eMoIuy, UTH. Mu Tpebaa HEKOJIKY TOJIMHY [Ia TO IPeMecTaM OBOj IIeHTap, Off TPA/JHUOT KON
BO Kap/MIlaTa, OJHOCHO /Ia NCTPAKyBaM Kajie Cé MOKaM Jia To TipeMecTaM.

OcHoBameTo Ha ®uuo Baner Oeire mpecBpPTHHIIA BO TBOETO TaHI-TBopeme. Kako
JieHeC, 10 PEUHCH JiBe JielleHHH, T0 OLeHYBalll HerOBOTO 3HaYere W MeCTOTO IITO T'o
3a3eMa BO [IOHOBaTa UCTOPHja Ha COBPeMeHHOT TaHIl Bo C/ioBeHHja?

Ha wuntepHer-crpanmiata Ha @uuo bBanmer, egHo BpeMe NMaBMe HaMMIIAHO 3a
JleMOKpaTH3allijaTa Ha BUCOKaTa yMeTHOCT. CakaBMe [ja KajkeMe [ieKa BO K/IACHYHHOT
0ajieT Ke BHeCyBaMe XyMOp, ONVIITEHOCT, MOKeOU JAypyu U 0e300SHPHOCT, U IIPUTOA Ke ce
sabaByBame. JIMUHO, TOa ro UYBCTBYBaB KaKO MOja TaHI-eMaHLUIaIuja, OMIejKH MOKeB
Jla CU UrpaM, [ja TO IPeUCIIMTYBaM WM ia IO MPOHU3KMPAM CETO 3Haekhe LITO OaJIeTCKUTe
VUUTeNM ¥ Kopeorpau CTPOro M ro mpeHecyBaa. MoeOM TOKMY MOUIPYBAHETO CO
0aneToT ¥ BHECYBAMETO XYMOP BO OBaa MHAKy MOIIHE CephHo3Ha TaHIoBa (hopma Ou ro
MCTAKHAJI KAKO HAjro/ieMo JocTurHyBame Ha ®uuo Baner Bo Hamata cpemuua. U Hemrro
IPYTO € MHTePeCHO: PEUKCH CHTe TaHuapu OeBMe Maku. Kora BieroBme Bo poCTOPOT Mery
K/TACHYHIOT ¥ COBPEMEHMOT TaHI] ¥ TMOYHaBMe Jla FOCTYBaMe Ha CTPaHCKU (heCTHBAIIH,
CTaHa OUMITIE[IHO [ieKa oBa He Oelie TONKY uecTa nojaa. Ce cekasam Kora [lon Amdopp,
TPOJIYLIEHTOT 3a COBPEMEH TaHIl, KOj BO Toa BpeMe Oellie IUPeKTOp Ha JIOHOHCKUOT TeaTap



The Place, co u3HeHafiyBare pede: Bupu, Buau, Bo C/ioBeHHja ¥ Mayki TaHIyBaart. HaKky,
MU ce uiHH Jieka ®uuo baner octanyBa Bo HEKOj MEI'VIIPOCTOD ¥ MOKe0OM 0Ba e IpUYMHATa
30IITO TOj /IO cera cé yiute He Oellle TOBOJHO MPUCYTEH BO CJIOBEHEUKaTa Teopwja 3a
KJIaCHUeH WM COBpeMeH TaHIl. Moskebu MpryKHaTa e M Toa IITO Hie HUKOTAII He ClieJieBMe
oflpeJieHH TPEH0BU BO COBPEMEHHUOT TaHII, TYKY COOpaBMe pa3HU TaHIIOBH €JIEMEHTU U '
MelllaBMe Ha HeKOj CBOj HauKH.

Kaxko mojae g0 dopmupame Ha Nomad Dance Academy (NDA) 1 Kou Gea IpuuHHUTE 3a
Hej3iHOoTO (hopMUpame?

Hekonky neHa npej cpegoara Ha TeatapckaTa Mpeska IETM, o ce ogpska Bo 2005 rogua
Bo benrpap, Zavod Bunker opranusupaiie cpenoa Ha mpeskara Balkan Express, Bo Koja
yJecTByBaa rojieM Opoj HeBJIaJIMHYU OPTaHU3AIMK ¥ He3aBUCHYU KPeaTopH BO KYITypaTa
0f1 TIopaHellHa JyrociaBuja u ofi ApyruTe 3eMju Ha bankanot. Ha efien o pasroBopute
ce cobpaBMe TaHUapH, Kopeorpadu U TPOJYIIEHT! HAa COBPEMEHHOT TaHI] Off PETMOHOT
ro 3aKJIyuMBMe HeOOMYHMOT (haKT JleKa 3HaeMe IITO ce cydyBa Bo bepmuH, [Tapus win
JloH/I0H, HO He 3HaeMe IITO ce CIYUyBa Ha MeCTa KoM ce BO Hallla Herocpe/jHa Oi3uHa,
U TOKpaj Toa WITO Joarame ofj 3aef[HUUKW KYITYPeH MPOCTOP M JeNrMe 3aeJHUYKA
rcTopuja, 300pyBaMe CTMYHM jasuiiy UTH. [I0Kpaj Toa, 3aK/TyurBMe JIeKa ce coouyBaMe CO
CJIMYHY TTPOZIYKIIMCKYU OTpaHiuyBamba. Torali ce pojiv kembaTa 3a MOBTOPHA cpefida U 3a
3ajaKHyBambe Ha HalaTta copaboTka.

Kou pocrurHyBama Ha NDA Ke ru HM3ABOMTEe KaKo HajBakHM BO OJHOC Ha
peruoHaaHaTa copaboTka?

CopaboTKara 3aIlloyHa CO Kpeupame Ha HOMaJiCKa 00pa3oBHa Iporpama, Bo Koja 14
— 15 yyecHuIIM Ha mporpaMaTa IaTyBaa YeTHPM Mecelld HM3 IieflaTa TepuTOpHUja Ha
nopaHeniHa JyrocnaBuja u byrapuja. Bo cekoja 3eMja ocTaHaa Mo HEKOJIKY Heflenu,
cyllaa mpejaBamba, YUeCcTBYBaa Ha PaOOTHIHUIM M KpPeupaa COICTBEHH YMETHUYKH
nena. MokeOu HajBaKHOTO Oelile IITO ja 3ar03HAaa JIOKAJTHATA CIieHa - KOM Ce aKTepuTe,
KaKo Te paboTaT, Kako pa3MIC/IyBaaT, CO KaKBU ImpobOmeMu ce coouyBaaT... Of Taa
Iporpama, Bo Koja Taka WIM IOMHAKy Oea BKIIYUeHH IIOBEKe Off CTO JIyIe, HacTaHa
3ae[JHUIIA, BO KOja ce MOBp3aBMe HUe OpraHu3aToOpuTe CO YUeCHUIIUTe Ha Tporpamara.
OBa Gemre ocHoBa 3a ugHa copabotka. IlofjolHa ce MojaBMja HOBYM MpeU3BULM, Ha
IpHMep, Kako fa ce obe30equ JONropouyHo (DMHAHCHUpalme Ha COBPEMEHHOT TaHII.
NDA, 3a cBoeTo paboTeme 100MBa (DMHAHCUCKU CPEJCTBA Off eBPONCKUTE MPOTrpPaMu,
BO TOA CMe MPUIMYHO VCIeNIHH, HO UMaMe TolieMH TelIKOTHH Bo 00e30e[yBameTo Ha
norpeonure 50% KouHaHCHpame off I0KajHaTa cpefuHa. Taka chaTuBMe Jeka Tpeba
Jla opraHM3MpaMe HACTaHW Ha KOM Ke TU yOefyBaMe OJITOBOPHUTE JIMIIA JieKa MOCTOU
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noTpeba 3a peruoHaseH QoHJ MTo Ke ' KopUHAHCUPA M COPAOOTKUTE Ha YMETHUIIUTE
BO PErUOHOT U eBPOIICKUTE MTPOEKTU BO KOU Ce BKJIyUeHU OBUe YMeTHUIU. Bo paMKuTe
Ha OBaa Mporpama Jiocera opraHu3MpaBMe TPM HAaCTaHW BO PETMOHOT, a UETBPTHOT
HacTaH Ke Oujie cieHaTa rojuHa Bo Jbyb/paHa Kajie mTo Ke 3acTaHeMe BO oji0paHa Ha
ujiejaTa 3a BOCIIOCTaBYBame Ha Mpeka Ha pe3ujieHI[UM BO I'PajioBUTE UMW MapTHepU
cMme. TpeTHOT cerMeHT e MOJ/IPIIKA 32 apXUBUPaIbe, OUJIejKM BO 0BOj PETMOH HeMaMe
MHCTUTYIIMja IITO CUCTeMATCKU Ke ce 3aHMMaBa CO apXMBUPabe Ha COBPeMeHUOT TaHIl.
[la criomMeHeMe yiuTe efgHO mocTurHyBame Ha NDA, HapeueHo Nomad Dance Institute,
KOj HYM KOTPOAYKI[MCKA cOpabOTKa Ha TpeiokeHu mpoektd. OBa m3rpajjda Ha
3ae[[HUIIATA TPEKY KOMPOAYKIMja Ha MPETCTaBy ja MOUHaBMe TIpell HEKONKY TOJIUHHU,
Kora ce cpeTHaBMe Bo My3ejoT Ha coBpeMeHa yMeTHOCT Bo Jby6sbaHa, Kajie TO CEKOj
uieH Ha NDA vimamie MOKHOCT Jla TM Tpe3eHTUPA CBOUTE MPOEKTH WM [ja TIOKaHU
TMPOEKT 3a KOMPO/YKIMCKa copaboTka o Apyr wieH. Torair Bo paMKHTe Ha IPOEKTOT
0 YCBOMBMe MPaBMJIOTO 3a PerMoHaIHA cOPabOTKa: Ha JIPYTUTe WIEHOBH MOXKe Jla UM
ro MOHYAMII CBOjOT MPOEKT 32 KOTPOAYKIMja, UM 32 copaboTKa TMOKaHYBAll MPOEKT
TIOHY/IeH O]l CTpaHa Ha HEKOj WieH - JIBeTe MOKHOCTH CIOpe]] OBa MpaBUIIO He ce
TOMIITeHd BO MCTO Bpeme. Taka ce o6uMIoBMe Jia ro 3aMHTepecHpaMe CEKoj UjeH,
7la ce BKJIYUM, JIa ce 3amo3Hae co paboTaTa Ha JIPYTUTe WIEHOBM BO 3aef[HUIATA, /A
1Ma MOKHOCT 32 3a€[JHUUKO JIOHEeCyBame O/UIYKH, Ha KPaTKo, Jla He ja mpedpryBame
0/ITOBOPHOCTA Ha HEKOj 07100p, TYKY CeKoj MoeIuHe] a ©Ma MOK /1a OJI/TydyBa U Ha Toj
HauMH JIa ce IPAaKTHKYBa HEeKoja 7I0roBopHa (hopMa Ha JUPeKTHA JIeMOKpaTHja.

NDA moTTHKHa OCHOBame Ha HEKOIKY (pecTHBald Ha COBPEMEHHOT TaHI[ BO
0aTKaHCKUOT pernoH. MosKell Jii 1a HU Kajkell HelITo IoBeKe OKOTy CTpaTerujara 3a
OCHOBaH€ TaHI[0BH ()eCTUBAIH 1 3a yioraTa mTo NDA ja umaiiie Bo oBHe mpoiiecu?

Osue thectuBanu 6ea co3zajieHu MO OPraHCKHU T1AT, OHOCHO TOPA/M TOA WITO UMAIle
notpeba o7 HUBHO mMocToete. TaHIOBHTe CIleHM BO PErMOHOT Oapaa mMmoroiema
BUJJIMBOCT M HeKoja muaTdopma, 3a CBojaTa KPeaTMBHOCT [ia ja CIOfIeNIaT co
3auHTepecupaHa nyomika. NDA Ha oBue decTuBamd UM 00e30e/i MOUeTHH CPejICTBA
ofi eBporcku mpoekT. Taka ce popu ectuBanot Antistatic Bo Codwuja, LocoMotion
Bo Cxomje, Zvrk Bo CapaeBo, Kondenz Bo benrpaz, a npen NDA ce mojaBu ()ecTUBaIoT
Platforma Bo 3arpe6. Bo /by0/baHa CTYZeHTCKUTE IPOAYKLMK 0f 00pa30BHUOT Jiel Ha
mporpamara ri mpeTcTaBuBMe Ha MuHHbecTuBanot Short Cuts, Bo 2011 roguna of
0BOj dectuBan uspacHa ecruanor Pleskavica, gomeka cienHaTa roguHa co Ukrep
(IIT]1) n mpoektoT Modul Dance (Kuno Illumxka) ce ciouBme Bo CoFestival. Criopep Toa,
cTaHyBa 300D 3a 3ajakHyBame Ha MPEMO3HATIMBOCTA, TPajierbe 3aef[HUIIA, CO3/laBambe
ny0J/IMKa, KaKo ¥ MOTTHKHYBakbe Ha JIOKAJTHUTe KYITYPHU TIOMUTHYAPH O] PErMOHOT Ja
noceTyBaaT (ecTUBAHM U J]a TO 3aM03HAAT COBPEMEHUOT TaHI].



UnenoBute Ha NDA pa3Buja HEKOM CONCTBEHH NMpPHHIMIK Ha paboTeme- Kako THe
HaueJIa T MPMMeHyBaTe P OpraHu3alujaTa u cipoBeyBameTo Ha CoFestival?

Bo cekoj ciyyaj, 0CHOBHMOT IPUHIMII € TIOKAHATa 3a Koja 300pyBaB HpeTxofHo. MHaky,
rMaMe YMETHUUKH COBET IITO OfIIyu4yBa, HO BO COBETOT He MOCTOjaT ofpeieHu (hYHKIUK;
HEKOj e TOBeKe MOCBeTeH Ha MPOJIVKIMjaTa, Ipyr Ha OpraHu3alyja Ha paOOTHIHUIIU UTH.,
OJTHOCHO CEKOj criopey] cBouTe npedepeHIuy, HO CUTe 3aeJ{HO PabOTHMe Ha Mporpamara.
[lokpaj Toa, ce BomuMe cIiopei IPUHIMIIOT Ha PaMHOTeKa, IITO 3HAUM JleKa TIOKaHyBaMe
IPeTCTaBH Off pa3/IMYHU 3€Mji M BHUMABaMe Jla Ce 3aCTalleHy pa3/IMuyHU BUOBY IIPETCTABH.
Hcro Taka, 06pHyBaMe BHUMaHWMe J1a HeMa IpeTepaHy pa3MKy BO IJIaKambaTta 3a HacTaruTe
Ha 13BelyBaunTe U paboTaTa Ha [pyruTe Kojern. MiMame v MPUHIMII Ha OTBOPEH MPOCTOP,
0CTaBajKy OTBOPEHA MOKHOCT 3a Hemo3HaToTo. OBa Mo)e Ja Ouje IpeTcTaBa INTO Ke
HEé M3HeHaJIeHH, TIpeJiaBay co CBEK IPUCTAIl, a MOKe Jia Oujie W Toa Jja My Ce MPerNyIITH
opraHm3alijjaTa Ha HaCTaH Ha HEKOj Koj e HafiBop of KpyroT Ha NDA u cimuso. Ce pabotu
3a MOMEHT Ha CJIVYajHOCT LITO MOKe [Ia JIOHeCe HOBM 3Haetha U1K HOBY Co3HaHMja. OHa LITO
HajMHOTY Me MHTepecHpa BO COBPeMEHMOT TaHI e TOKMY OBOj MOMEHT, KOj BO ofipefieHa
paMKa OBO3MOKYBa MOKHOCT 3a MCTpaKyBame, MPeUCIIMTYBame, 1a W Trpemku. U Kako
0BOj IIPHUHIINII, IIPEKY HfejaTa Ha KopeorpadujaTa Kako palldpeHa MpaKTHKa, MOKe Jla ce
TNpeHece Ha OpraHu3anyjata Ha (heCTUBAJIOT WM Ha HEKO]j IPYT HACTaH.

Kako mrro ciomena, LocoMotion Bo Ckomje e efieH op (pecTuBamuTe urro Gemnre hopMupaH
no uHnnujaTuBa Ha NDA, umj npopyuent (mo 2015) Geme Jlokomoiliusa, HeBIaguHa
opraHusaipja Bo o6acra Ha Kyiarypara. Kako ce ogBuBa copa6oTkara co JIokoMoTHBa
¥ KaKo I'0 OIleHyBaTe Hej3MHOTO 3Hauerhe 3a TAHI[0BATa cleHa Bo Makeonuja?

OcBen MakemoHckHOT fen of NDA, Jlokomouwiusa e efqHa Of PeTKUTe HeBIaJUHU
OpraHu3aly Bo 00/acTa Ha Ky/ITypaTa, Koja ce 3aHMMaBa o IIPOJYKIIKja U IPOMOLIUja
Ha COBPeMeHHUOT TaHIl] Bo MaKke/loHMja, 3aToa e MHOTY BakHa 3a Pa3BOjOT Ha HUBHATa
TaHloBa cieHa. Toa mrTo JIoKOMOTMBa cTaHa Bojeuka HeBIAJiMHA OpraHU3alyja
BO 00/acTa Ha COBPEMEHMOT TaHI[ Bo MakemoHuja Bo rojemMa Mepa e 3acjiyra Ha
Bunjana Tanyposcka-Kynaskoscku u Hckpa IllykapoBa. Busjana e mocTojaH fen of
KoopjuHaTHBHATa rpyna Ha NDA u MMa orpoMeH NpujoHecC NPH OfIP;KYyBakbe Ha oBaa
nnatdopMa, HejsuHaTa (PMHAHCUCKA OJPIKIMBOCT M HEJ3SUHHOT MPOAVKIMCKA Pa3Boj.
Mu ce yuHM ieka Bo MakeJjoHWja He ce JOBOJHO CBeCHU KOJKY e JIokomoulusa BaxkHa
3a HMBHArTa TaHIoBa cieHa. Hekonkymatu yuectByBaB Ha (ectusanmotT LocoMotion
U CeKojlmaT Oelle OJJIMYHO, CEKOralll MHOI'Y NyOJIMKa, MHOTY PasroBOpPH, 00pa30BHU
IporpaMi, Ha KpaTKo, (peCTHBAJIOT IO HYJM CETO OHA 3a Koe CMeTaMe JieKa efeH
(becTHBAJI Ha COBPEMEH TaHI] MOpa Jja I'0 MMa: YMeTHUUKY HaCTaHU, HUBHA pediekcuja,
o0pa3oBaHue U CO3/IaBabe 3aeIHHIA.
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IIITo Mucnuin 3a cocrojoaTa Ha coBpeMeHHOT TaHI| Bo Makemonuja? Moke u 1a ru
CIIOpeIUII YC/IOBHUTE 3a MPOJVKIKja (Ha mpuMep, (UHAHCHCKA MOAPINKA, TeXHHUKH
yCI0BM 3a paboTa, mpoMoIiuja uTH.) Bo MakemoHuja u Bo CrioBeHuja?

CropefieHo co cI0BeHeuKaTa, MaKeJOHCKaTa TaHI[OBa ClieHa e IoMayopojHa. [Tokpaj Toa,
TI0CTOM rojieMa pasjiMKa Bo 0pojoT Ha cuieHu. Bo Jby0/baHa MMaMe IOBEKe CLieHH Kajie LITo
penoBHO uMa coppemen Tas1 (IIT/1, Hluancku 6opuu, Citiapa enexitipapHa, Ilankapjes gom...)
KOHU Ce pejleBaHTHH, TeXHHUKH J0OPO OIpeMeHH, co TeXHWUKaTa mogapiika i [1P omjenu
utH. Bo CKomlje HeMaaT HUTY eJleH IIPOCTOP LITO 01 OM/I HAMEHET CaMo 3a COBPEMEH TaHI]
WK OapeM O TIPeoByIaiyBas Bo Hero. JIokomouiusa, TIOCTIeJHUTE IBe TOJUHYU TH KOPUCTH
MPOCTOPHHUTE Ha MOPAHEITHOTO KMHO KynTypa, BO KOM T'o IPeTCTaByBaaT COBPEMEHHOT
TaHl, HO (DMHAHCHCKM ¥ TEXHWUKHU ITIeJaHO YCJIOBUTE He Ce Ha 3aBHIHO HUBO. McKpa
IllykapoBa, Koja e BeKe JiBaeceT rOfIMHU Ha ClieHa, Ha KOHKYpPCHTe J00MBa Mery wijaja u
IBe WjaJu eBpa, Tofieka, Bo CIoBeHHja, 3a C/IMYHA TaKBa porpaMa ce 100KBa [ieceT MaTH
rorosieMa nogpiuka. Ho 1 jBeTe 3eMju ©MaaT MCT IpoOjIeM: HeMaMe CTY/IMO 3a TaHIl LITO
Ke OWie TOCBETEHO UCKTYUMBO 32 BEKOM Ha COBPEMEHHOT TaHII,

Bo KOHTeKCT Ha OM/IaTepaTHHOT HCTPaKYBAYKHM IIPOEKT 32 MAKeIOHCKO-C/TIOBEHEUKHUTE
TeaTapCcKu BPCKHM, O0COOEHO CMe 3aMHTepecHMpaHH 3a TBojaTa COpabOTKa CO
MakefoHcKaTa kopeorpacdka lckpa IllykapoBa. Kako fojie mo Baiata copaborka?

Co Uckpa nHTEH3UBHO copaboTyBaBMe BO IpoekToT Formula. Kora 0eB mpej; HEKOJIKY FOJMHK
npefasaB TaHi Bo Makemoruja, Mickpa MU TIpe[IoKM [1a Of[BOMME HEKOJIKY JieHa 3a J1a ja
MCTpaKUMe CLIeHaTa Kako paiunpeHa JIabaxosa kouka, Bo paMKITe Ha Koja ce 3aHHIMaBaBMe CO
reoMeTPUCKITE OJHOCH 1 BO MCTO BPEME CO [IeKOHCTPYKIMjaTa Ha 6ajeToT, Off KOj H3/IeroBMe
1 obajiata. Hie GeBMe 3aMHTepecHpaHi 3a Toa Kako Ke O1jie MOKHO DaleToT f1a ce CMeCTH BO
napajiurMaTa Ha COBPeMEeHHOT TaHIL ¥ CO Toa Ce 3aHMMaBaBMe MOBeKe FOJMHH, TIPH IITO, IPe]
ceKoe TIOBTOPYBatbe 0JIBOjyBaBMe HEKOJIKY JIeHa 3a Jla pa3BueMe HoBa (hopmyra. 1 Toj 300p
Mopa jia ce chaTH BO CUTe HErOBH 3HAUEHa: KaKo peLierT, hopMmy/iara 3a yciex, (hopMyra 3a
KOPHCTEEhe Ha BPEeMETO 1 POCTOPOT, KAKO MaTeMaTHuKa (hopMy/Ia, WIH IYPH M KAKO BO3KIIO-
BO €JleH MOMEHT HaBUCTHHA JOHECOBME MaKeTa Ha aBToMo0m Bo (hopma Ha (hopmyria, Koja
Oellle JaleUNHCKY YIIpaByBaHa 1 HAMECTO HaC ce IBUKeIle 110 IMHUKUTE ¥ IijaroHajIiTe Ha
Taa Jlabanosa kouxka. Toa Gelire HABUCTHHA MHCIIMPATUBEH 1 3a0aBeH IIPOEKT.

Jlanu Bo mHWHA IUIaHMpaTe HOBU MPOEKTH Bo copaboTka co Mckpa IllykapoBa?
Moske0u u co apyru ymeTHuIH o MakegoHuja?

IlIToTyky pasroBapaBMe co Mckpa, Bo CKormje la opraHu3MpaMe TakaHapedeH co-teaching —
efleH Buj] 00pa3oBaHUe, IPH IITO MOBEKe YUUTENM ITpelaBaaT MCTa METOa Ha TPEHUHT UK



BOJIAT KCTa PabOTHIHAIIA, 32 Ha HCTHOT TPEHUHT WM PaOOTIIHIIIA YIeCHUIIUTE fla JoOujaT
Pa3IJHM MOTTIe U, MCTO TaKa, PeHeCyBamheTo Ha 3HAEHHeTO /la CTaHe IPOIec BO KOj ce yJuaT
u mpegaBaunTe. busejku Mckpa e megaror 3a coBpeMeH TaHI| Ha YHUBep3uTeToT Bo CKomje,
Taa 3aMIC/II 0BOj opMAT [1a ro MCIpoba co HUB. Bo MOMEHTOB CMe BO IIPOIIEC Ha OOIMKYBakhe
Ha OBaa IIporpama 1 0apame (PMHAHCKUCKY CPEJCTBa 3a peau3anyja. [lypu 1 Bo paMKHTe Ha
NDA npopo/mkyBa copadoTKaTa o KpeaTopuTe Ha COBPEMEHMOT TaHIl Bo MakeoHuja, a Bo
UIHKHA He e rcknydero Ha CoFestival a ce mojaBaT HeKOM MaKeIOHCKH YMETHHMII.

IlIto MucnuII 3a MHTEH3UTETOT Ha [JOCETalllHAaTa COpabOTKa Mery C/IOBEeHEUKHTe
1 MaKe[OHCKHUTe TaHuapu u Kopeorpacdu? [lamu MOTeHIHjaIHUTe MOKHOCTH 3a
copaboTKa Ouie JJOBOTHO HCKOPUCTEHH?

Ce pa3bupa, HEKONKY rOCTyBarba Ha TaHI[OBU MPETCTaBM WM/ YMETHHIM Ce C/yuuja, BO
PaMKH Ha (peCTHBaIM WK 00pa30BHU IIPOrPaMH, HO Toa Oea MmoBeKe CIIOpPaIiuHU HaCTaHU
OTKOJIKY TIocHcTeMaTcKa (popMa Ha copaboTka. OHa IITO Me pajiyBa e (DaKToT JieKa JiBeTe
3eMji ce TIPUINYHO CTMYHHU — T10 ToJIeMKHa, Opoj Ha Hace/ieHue, MMaaT HeKOJKY JIeLieHu1
3ae[HMYKa MCTOPHUja, HApOJUTe HUKOrall He Owae BO KOH(IMKT, HAIlPOTHB, KOra M Ja
JojgaM Bo MakeloHHMja ceKoranl YyBCTBYBaM HeKoja MMOYMT U IpujaTencTBo. OuuriemHo,
TIOIMTHYAPUTE BO JIBETE 3eMjU C€ VIITe He TO Ipeno3Haie COBpeMeHHOT TaHI| Kako (hopma
Ha YMeTHHYKa IIPOJIVKLIKja, CO Koja OM MOKeJIe Jia ja 3ajaKHAT MeI'VKy/ITypHaTa copadoTKa.
3HauM, OCHOBHO TIpallame e KaKko JipkaBaTa pa3sMUCIyBa - IPeKy COBpeMeHa KpeaTHBHOCT
WY TTPEKY HEKOU CTapy MOJIE/H U CTePEOTHIIH, IIPeKY (hONKIIOp, UTH.

NDA, Balkan Dance Project v cTMuHUTe POEKTH 3a peroHaiHa copabOTKa ymaTyBaaT
HAa BHHUMaTeJleH IPHCTAN KOH TBOpPeme 3ae[JHHYKU NMpoeKTH. [lanu oBoj mpucram
reHepajiHoO € CIIOPe/IMB CO CTMYHHUTE TOBEKEerofuIIHi MPOEKTH 3a COPabOTKa COo
NapTHepPCKUTe OpraHu3aluy U HoeJUHIIU off, iPYTUTe eBPOIICKH 3eMju’?

Co Huna Boxuk, co Koja momonro Bpeme paboTaM Ha IIPOEKTH IUTO T'M [OBP3yBaaT
YMETHOCTA M CTOMAHCTBOTO, MUHATATA rO/JMHA MMaBMe PabOTMITHUIIA 3a IMPEKTOPH Ha CO-
working-npoctopu Bo CrokxonMm. Ha oBaa pabotunmHuiia 6eB MHOTY M3HEHaieH JieKa THe
HaBMCTKMHA He YYBCTBYBaaT HoTpeba Jja copaboTyBaaT, OUJiejKM Kaj HUB THe co-working
MPOCTOPHU Ce JIOBOJIHO (PMHAHCHCKU TOJJIPKAHN M BeKe T MMAaT ONpeJie/ieH0 CBOMTEe
LIeJIHK TPyIH. 3aToa, Taa cpeda Oelile [eIOCHO BellITauka, CUTe OeBMe MOIIHE Jhy0e3HH,
IypM HalpaBUBMe U brainstorming 3a Toa Kako MOKeMe Jla copa0OTyBaMe, HO peasiHo,
Kaj HUB He ce UyBCTBYBallle HUKAKBa MOTpeba 3a Toa. AKO OBaa IpUKa3Ha ja HaJjoBp3aM
Ha COBpeMeHHOT TaHI| Bo EBpoma, MojkaM Jla KajkaM JieKa MHOTY TaHII-TPYIIH, 0CO0eHO
Bo 3amajHa EBpoma, ce NMpWIMYHO NMPUCTOjHO (PMHAHCHPAHH, M IPEKY II0BEKerogUIIHK
IIporpamy, 3aToa 1 Kaj HUB He 3a0eie;kaB HEKoja 0cobeHo rojieMa motpeda 3a copaboTKa.
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Ce pa36bupa, THe Mopa Jla copaboTyBaart, OujiejKu eBporcKuTe (hMHAHCHePH TeHepajTHO To
Oapaart Toa of] HUB, HO TOA TO TTpaBaT MOMAJIKY WM TIOBeKe 3a Jla T CIOTHAT YC/IOBUTE Ha
KOHKYDCHTe, & He 3aT0a IIITO HABMCTKHHA T'0 CAKaar.

Bo JyrocnaBuja uMamie pelaTHBHO BHMCOKa COpab0OTKa Mery CIOBEHEUKHTE M
MaKe[JOHCKUTe 0a/IeTCKI YMeTHHIIH, 0CO0eHO BO PAMKHTE Ha peloBHUTE (heCTHBAICKH
manugecramun. Ilo pacnagoT Ha mopaHeNIHaTa 3aeJHAYKA [PiKaBa HHTEH3UTETOT Ha
copadOTKa 3HAYMTETHO Ce HaMa/IM M Cera e camo criopaguye. Jlajiu rieam MOKHOCT
3a MHTeH3MBHpame Ha HJHaTa copa00TKa Mel'y MaKeJOHCKHTe M C/IOBEHEUKHTe
OayleTcKu aHCaMO/Ii ¥ Oa/eTCKUTe YMeTHHIH?

PerroHanHuTe 1 OWIaTepaTHATE KY/ITYPHU ITOJIMTHKY BO 0071acTa Ha 6aJIeTOT He T ITO3HaBaM
TOBOJIHO, TaKa IITO CaMo MOJKe Jla ce coracaM co Tede, OMIejK1 1 MOETO MUCTIEHE € MCTO -
TaKBaTa cOpabOTKa e MHOTY MaJia, 3aBKCH Off MHIUBUYaTHIUTe HHUIMjATUBH, U HE TOCTOM
CTPYKTYpHa Tojiipuika. Bo pamkute Ha CoFestival, Ha mpumep, ce CJIyuyBa jia HU e TOJIeCHO
Ja TpevyeKaMe IBajiiapCcKi, aBCTPUCKY MM FePMAaHCKU YMETHUIIM OTKOMKY YMETHUIIU O]
BankaHOT; 1 [TOKpaj Toa LITO Tie YUMHAT MHOTY II0BEKe, Hife MOKeMe J1a 'l JOHeceMe, 3aToa
IITO OBME TOCTYBaba (DMHAHCUCKY Ce TIOJIPKAHU Off KYITYPHUTE MOJUTHKY Ha HUBHHUTE
semji. Off ipyra cTpaHa, caMMoT (heCTHBaI TPeba a Il TIOKPKe CUTe TPOLIOI aKo caKa fJa
TIOKaHK HEeKoj of MakemoHuja. Bo MOMEHTOT Kora Ha HEKOj HOMMTHYAD Ke [MOUHeTe [ja My
300pyBaTe 3a peruoHajHa copaboTKa, [o0KBaTe y0aBa HaCMeBKa U JbyOe3HU 300poBH, a BO
CYIITHHA BUCTMHCKM MHTEPEC 3a MOAAPIIKA Ha KyATypHAaTa copaboTKa He MOCTOH, Opaju
TOA IITO 3eMjITe BO PErMOHOT Ha Ba/mKkaHOT cé yiuTe ce Bo ¢hasa Ha Ipafieibe COICTBEH
UJEHTUTET M JKUBeaT BO 3a0iIya JieKa Co TOBMKYBame Ha HeKoja (DMKTMBHA, MHUTCKa
HCTOpHja U CO MpeHacouyBame Ha KylTypHata copaboTka o BajkaHOT KoH 3amajHa
EBpora Ke ja 3ajakHaT cBojaTa Mpeno3HaTIUBOCT.

IIITo Tpeba ga momoOpHMe Ha HUBO Ha KYATYPHH MOMTUTHKY Ha JIBeTe 3eMjH, 3a Jia UMa
MoBeKe Mel'yceOHM roCcTyBamba Ha 0a/leTCKu aHcaMO/IH 1 0a/IeTCKH YMEeTHHIH?

Bo Hajmaza paka, oHa 1ITO Tpeba Jia ce OUeKyBa U jia ce mobapa off efHa 100po ypereHa
KY/ITYpHA MOJIMTHKA e BO CBOMTE CTPaTeIlKH JIOKYMEHTH jaCHO Jla HaBe[ie Kako Ke MpU/oHece
32 Pa3BOjOT Ha ofipefieHa 00/ACT M KAaKO Ke MOTTUKHE TOCTyBame W Apyrd (opmu Ha
OumaTepaHa ¥ peruoHaHa copaboTKa BO Taa 00/1acT. Mer'y yMeTHUIIUTe TIOCTOM JKenba Ja
copaboTyBaar, MocTojaT 1 MOTEHIMjajTi, HO HeMa JJOBOJTHO TIOJ|JIPITKA 32 peayu3upame Ha
OBMe€ MOTEHIUjaIN.









Dejan Srhoj, plesalec in koreograf

Ples je spregledan potencial medkulturnega
sodelovanja

Pogovarjal se je Aldo Milohnic,

Dejan Srhoj, performer in ustvarjalec na podroc¢ju sodobnega plesa, je 31. oktobra
letos praznoval okroglih Stirideset let. Trenutno se ukvarja predvsem z dolgoro¢nim
projektom Kompozicije razlik, Kkjer raziskuje koreografske principe skozi plesne
improvizacije, deljenje praks in izobraZevanje. Ker je spoznal, da robot v njem lahko
vzbudi ¢ustva, je na Svedskem ustvaril predstavo za robota tipa Nao, ki govori, plese
in misli. Poleg tega kurira CoFestival v Ljubljani ter aktivno sodeluje pri razvoju
programov mreZe Nomad Dance Academy, ki jo je soustanovil skupaj s kolegi_cami
iz Slovenije in balkanske regije. Od leta 2001 je neodvisni umetnik, soustanovitelj
Fico Baleta, v okviru katerega je kot plesalec ali avtor sodeloval v predstavah 1:0,
Svic in Svarc, Emofad, Sun City, Confidance, Rob Raja, Formula, 2:0 itn. Ob tem je kot
performer sodeloval v plesnih in gledaliskih projektih z Janezom Janso, Ivico Buljanom,
Sebastijanom Horvatom, Betontancem, Magdaleno Reiter, Silvanom Omerzujem, Kajo
Lorenciindrugimi. Pred tem je bilmed letoma 1998 in 2001 angaziran kot baletni solist
v SNG Operain balet Ljubljana, kjer je plesal predvsem glavne vloge v klasi¢nih baletih.

V devetdesetih letih si nastopal v predstavah ljubljanskega baleta, na prehodu v
novo tisocletje pa si se preusmeril v sodobni ples in gibalno gledalisce. Kako in
zakaj je prislo do tega premika iz klasi¢cnega baleta v sodobni ples?

Z vpraSanjem si me spomnil na projekt Fake it/, ki smo ga delali z Emilom Hrvatinom
oziroma Janezom Janso. Pri tem projektu smo delali rekonstrukcije starih predstav,
jih premescali v sodobni kontekst in se hkrati sprasevali o kontekstu, v katerem so
te predstave nastale: kaj se je spremenilo, kako zdaj doZivljamo prostor, telo, gib, kdo
so bili ti koreografi, zakaj so to poceli, kaksna je bila njihova izobrazba, v kakSnem
okolju so ustvarjali te predstave ... Takega pristopa v baletu ni bilo; tam smo samo
slepo kopirali gibe, ki so jih dolo¢ili nekateri koreografi pred sto in vec leti. In celo teh
baletnih gibov nismo umescali v kontekst takratnega ali danaSnjega Casa, saj smo jih
morali ponavljati le kot dano formo. Motilo me je torej, da ne vem, kaj po¢nem, ¢eprav
je balet videti kot zelo jasna, preprosta plesno-gibalna oblika. Poleg tega me je motilo,
da baletni koreografi niso delali z ljudmi, s posamezniki, niso ustvarjali koreografij
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za dolocCenega plesalca, temvec smo bili samo nekaksni objekti iz plastelina, ki so
jih koreografi oblikovali po svojih Zeljah. Nedavno mi je nek ruski baletni plesalec
razlagal, da so prva tri leta v baletnih Solah v Rusiji namenjena temu, da ubijejo
Clovekov jaz z jasnim namenom, da plesalca spremenijo v plastelin. Ko sem zacel
ustvarjati na podroc¢ju sodobnega plesa, se mi je odprl nov svet. Drugacen je Ze nacin
poteka vaje - ta se lahko zac¢ne tudi nekaj minut pozneje, lahko si vzames premor, se
pogovarjas, tvoje mnenje Steje, cutis neko osnovno spostovanje med sodelavci ...

Ali si moral s prehodom na sodobni ples najprej »izCistiti« ostaline baletne
izobrazbe? So te nauceni baletni gibi motili pri ustvarjanju v predstavah
sodobnega plesa?

Pri baletu je tako, da imas center telesa v prsnem kosu (kar je verjetno povezano
s tem, da se predstavljas kot mocan, lep, najboljsi, brez napak), v sodobnem plesu
pa v medenici, in Ze to dejstvo pri plesalcu ustvarja druga¢ne podobe, emocije itn.
Potreboval sem vec let, da sem ta center premaknil iz prsnega kosa v medenico
oziroma da sem lahko raziskoval, kam vse ga lahko premaknem.

Ustanovitev Fico Baleta je bil mejnik v tvojem plesnem ustvarjanju. Kako danes,
po skoraj dveh desetletjih, ocenjuje$ njegov pomen in mesto, ki ga zaseda v
novejsi zgodovini sodobnega plesa v Sloveniji?

Na spletni strani Fico Baleta smo imeli svoj ¢as napisano, da se ukvarjamo z
demokratizacijo visoke umetnosti. Hoteli smo povedati, da bomo v klasi¢ni balet
vnasali humor, sprosc¢enost, morda celo pobalinstvo, in da se pri tem zabavamo.
Osebno sem to cutil kot lastno plesno emancipacijo, saj sem se z vsem tem znanjem, ki
so ga baletni ucitelji in koreografi tako strogo prenasali name, navsezadnje lahko tudi
poigraval, ga reflektiral ali ironiziral. Morda bi prav poigravanje z baletom in vnasanje
humorija v to sicer zelo resno plesno formo izpostavil kot najvecji dosezek Fico Baleta
v naSem okolju. Pa Se nekaj je zanimivega: skoraj vsi plesalci smo bili moski. Ko smo
vstopili v ta prostor med klasi¢nim in sodobnim plesom ter zaceli gostovati po tujih
festivalih, je postalo ocitno, da to ni tako pogosto. Spomnim se, da je John Ashford,
producent sodobnega plesa, ki je bil takrat direktor londonskega gledaliS¢a The Place,
z zacudenjem dejal: »Glej, glej, v Sloveniji pleSejo moski.« Sicer pa se mi zdi, da Fico
Balet ostaja v nekem medprostoru in morda prav zato do zdaj Se ni bil dovolj prisoten
v slovenski teoriji bodisi klasicnega bodisi sodobnega plesa. Morda je razlog tudi v
tem, da nikoli nismo sledili dolo¢enim trendom v sodobnem plesu, raje smo nabirali
razne plesne elemente in jih premesali na nek svoj nacin.



Kako je prislo do ustanovitve Nomad Dance Academy (NDA) in kaj so bili razlogi
za njen nastanek?

Nekaj dni pred zacetkom srecanja gledaliske mreze IETM, ki je potekalo leta 2005 v
Beogradu, je Zavod Bunker organiziral sre¢anje mreze Balkan Express, na katerem so
sodelovale mnoge nevladne organizacije in neodvisni ustvarjalci v kulturi s podrocja
nekdanje Jugoslavije in drugih drzav na Balkanu. Na enem od pogovorov smo se zbrali
plesalci, koreografi in producenti sodobnega plesa iz te regije ter ugotovili nenavadno
dejstvo, da vemo, kaj se dogaja v Berlinu, Parizu ali Londonu, ne vemo pa, kaj se
dogaja v mestih, ki so v nasi neposredni blizini, ¢eprav izhajamo iz nekega skupnega
kulturnega prostora in imamo skupno zgodovino, govorimo podobne jezike itn. Poleg
tega smo ugotovili, da se sreCujemo s podobnimi produkcijskimi omejitvami. Iz tega
je nastala Zelja, da se ponovno srecamo in okrepimo sodelovanje.

Katere dosezke NDA bi izpostavil kot najpomembnejse z vidika regionalnega
sodelovanja?

Sodelovanje se je zacelo z oblikovanjem nomadskega izobraZevalnega programa, v
okviru katerega je 14-15 udeleZencev programa Stiri mesece potovalo po celotnem
prostoru nekdanje Jugoslavije in po Bolgariji. V vsaki drZavi so bili nekaj tednov,
poslusali predavanja, se udelezevali delavnicin ustvarjalilastna umetniska dela. Morda
najpomembnejse pa je bilo, da so spoznali lokalno sceno - kdo so akterji, kako delajo,
razmisljajo, s katerimi teZzavami se srecujejo ... Iz tega izobraZevalnega programa, v
katerem je tako ali drugace sodelovalo vec kot sto ljudi, je nastala skupnost, v katero
smo se povezali organizatorji in udelezenci programa. To je bila podlaga za prihodnje
sodelovanje. Kasneje so se seveda pojavili novi izzivi, npr. kako zagotoviti dolgoro¢no
financiranje sodobnega plesa. NDA sredstva za svoje delovanje pridobiva iz evropskih
programov, pri tem smo dokaj uspes$ni, imamo pa velike tezave pri zagotavljanju
predpisanega 50-odstotnega sofinanciranja iz lokalnega okolja. Tako smo spoznali, da
moramo organizirati zagovorniske dogodke, na katerih bomo odlocevalce prepricevali,
da bi bilo treba ustanoviti regionalni sklad, ki bo sofinanciral sodelovanje umetnikov
v regiji in hkrati tudi evropske projekte, v katere so ti umetniki vkljuceni. V okviru
tega programa zagovornistva smo do zdaj organizirali tri dogodke v regiji, Cetrti pa bo
prihodnje leto v Ljubljani, kjer bomo zagovarjali idejo vzpostavitve mreZe rezidenc
v mestih, katerih partnerji smo. Tretji segment je podpora arhiviranju, saj v tej regiji
nimamo institucije, ki bi se sistemati¢no ukvarjala z arhiviranjem sodobnega plesa.
Naj omenim Se en dosezek NDA, ki ga imenujemo Nomad Dance Institute, v okviru
katerega ponujamo koprodukcijsko sodelovanje projektom, ki jih nekdo predlaga.
To grajenje skupnosti prek soproduciranja predstav smo zaceli pred leti, ko smo se
sestali v Muzeju sodobne umetnosti v Ljubljani, kjer je vsak ¢clan NDA imel moZnost
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predstaviti svoj projekt ali pa povabiti k soproducentskemu sodelovanju projekt
drugega ¢lana. Takrat smo v okviru projekta sprejeli pravilo regionalnega sodelovanja:
drugim ¢lanom si lahko v soprodukcijo ponudil lasten projekt ali pa si projekt, ki ga
je ponudil nekdo od ¢lanov, povabil k sodelovanju - oboje hkrati po tem pravilu ni
bilo mogoce. Tako smo poskusili v vsakem ¢lanu vzbuditi zanimanje za soudeleZbo,
za spoznavanje tega, kaj poc¢nejo drugi ¢lani skupnosti, za soodloc¢anje, skratka, nismo
Zeleli prenasati odgovornosti na nek odbor, temvec¢ dati mo¢ odlocanja vsakemu
posamezniku in tako prakticirati neko dogovorjeno obliko neposredne demokracije.

NDA je spodbudila nastanek nekaterih festivalov sodobnega plesa v balkanski
regiji. Nam lahko poves kaj vec¢ o strategiji ustanavljanja plesnih festivalov in
vlogi, Ki jo je imela NDA v teh procesih?

Ti festivali so nastali po organski poti, torej zato, ker je obstajala potreba po njihovem
obstoju. Plesne scene v regiji so potrebovale vec¢jo vidnost in neko platformo, da lahko
delijo svoje ustvarjanje z zainteresirano publiko. NDA je tem festivalom zagotovila
zagonska sredstva iz evropskega projekta. Tako so nastali festivali Antistatic v Sofiji,
LocoMotion v Skopju, Zvrk v Sarajevu, Kondenz v Beogradu, Se pred NDA pa festival
Platforma v Zagrebu. V Ljubljani smo Studentske produkcije iz izobraZevalnega dela
programa predstavljali na mini festivalu Short Cuts, leta 2011 je iz tega nastal festival
Pleskavica, prihodnje leto pa smo se s festivalom Ukrep (PTL) in projektom Modul
Dance (Kino Si$ka) zdruZili v CoFestival. Ce povzamem, gre torej za krepitev vidnosti,
grajenje skupnosti, ustvarjanje publike pa tudi za spodbudo lokalnim kulturnim
politikom v regiji, da obiskujejo festivale in spoznajo sodobni ples.

Clani in ¢lanice NDA ste razvili nekatere lastne principe delovanja - kako ta
nacela uporabljate pri organizaciji in izvedbi CoFestivala?

Vsekakor je temeljni princip povabila, ki sem ga Ze omenil. Sicer imamo umetniski
svet, ki odlo¢a, vendar nimamo doloc¢enih funkcij; nekdo se bolj posveca produkciji,
drugi bolj organizaciji delavnic ipd., pa¢ glede na lastne preference, vsi skupaj pa
pripravljamo program. Poleg tega uporabljamo nacelo ravnotezja, kar pomeni, da
pazimo na to, da vabimo predstave iz razlicnih drzav in da so zastopane razli¢ne
zvrsti predstav. Pozorni smo tudi na to, da ni pretiranih razlik pri placilih za nastope
performerjev in delo drugih sodelavcev. Imamo tudi nacelo odprtega prostora, s
katerim pus¢amo odprto moznost za neznano. To je lahko predstava, ki nas preseneti,
predavatelj, ki prinese svez pristop, lahko je tudi to, da prepustis organizacijo dogodka
nekomu, ki je zunaj kroga NDA, ipd. Je nek moment nakljucja, ki lahko prinese novo
znanje ali nova spoznanja. Kar me trenutno najbolj zanima v sodobnem plesu, je



prav ta moment, ki znotraj nekega dolocenega okvira dopus¢a moznost raziskovanja,
preizkuSanja, tudi napake. In kako lahko ta princip, skozi idejo koreografije kot
razSirjene prakse, prenesti na organizacijo festivala ali nekega drugega dogodka.

Kot si Ze omenil, je eden od festivalov, ki je nastal na pobudo NDA, tudi
LocoMotion v Skopju, katerega producent (do leta 2015) je bila Lokomotiva,
nevladna organizacija v kulturi. Kako poteka sodelovanje z Lokomotivo in kako
ocenjujes njen pomen za plesno sceno v Makedoniji?

Poleg makedonskega dela NDA je Lokomotiva ena redkih nevladnih organizacij v
kulturi, ki se ukvarjajo s produkcijo in promocijo sodobnega plesa v Makedoniji, zato
je zelo pomembna za razvoj njihove plesne scene. K temu, da je Lokomotiva postala
vodilna nevladna organizacija na podrocju sodobnega plesa v Makedoniji, sta najvec
prispevali Biljana Tanurovska Kjulavkovski in Iskra Sukarova. Biljana je poleg tega ves
Cas v koordinacijski skupini NDA in je zelo pripomogla k temu, da se je ta platforma
ohranila, da je bila finan¢no vzdrzna in se je produkcijsko razvijala. Se mi pa zdi, da se
v Makedoniji morda povsem ne zavedajo, kako pomembna je Lokomotiva za njihovo
plesno sceno. Na festivalu LocoMotion sem veckrat sodeloval in je bilo odli¢no, vedno
je bilo veliko publike, bilo je veliko pogovorov, izobrazevalnih programov, skratka,
festival je ponujal vse, za kar si predstavljamo, da bi festival sodobnega plesa moral
ponujati: umetniSke dogodke, refleksijo teh dogodkov, izobrazevanje in ustvarjanje
skupnosti.

Kaj meni§ o poloZaju sodobnega plesa v Makedoniji? Bi lahko primerjal
produkcijske razmere (npr. finan¢na podpora, tehni¢ni pogoji dela, promocija
ipd.) v Makedoniji in Sloveniji?

V primerjavi s slovensko je makedonska plesna scena malostevilna. Poleg tega je velika
razlika tudi v Stevilu prizoris¢. V Ljubljani imamo vec prizoris¢, kjer se dokaj redno
predstavlja sodobni ples (PTL, Spanski borci, Stara elektrarna, Cankarjev dom ...), ki
so relevantna, dobro tehni¢no opremljena, podprta s tehni¢nimi in PR-sluzbami itn.
V Skopju nimajo niti enega prostora, ki bi bil namenjen samo sodobnemu plesu ali v
katerem bi ta vsaj prevladoval. Lokomotiva sicer zadnje dve leti uporablja prostore
nekdanjega kina Kultura v Skopju, v katerih predstavljajo sodobni ples, ampak to je
v finanénem in tehni¢nem smislu $e vedno zelo podhranjeno. Iskra Sukarova, ki je
Ze dvajset let na plesni sceni, dobi na razpisih kve¢jemu med tiso¢ in dva tiso¢ evrov,
v Sloveniji pa se za primerljiv program dobi tudi desetkrat ve¢ja podpora. Imamo
pa oboji enako tezavo: nimamo plesnega studia, ki bi bil namenjen izklju¢no vadbi
sodobnega plesa.
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V kontekstu bilateralnega raziskovalnega projekta o makedonsko-slovenskih
gledaliSkih povezavah nam je zlasti zanimivo tvoje sodelovanje z makedonsko
koreografko Iskro Sukarovo. Kako je prislo do vajinega sodelovanja?

Z Iskro sva intenzivno sodelovala v projektu Formula. Ko sem pred leti pouceval ples
v Makedoniji, mi je Iskra predlagala, da si vzameva nekaj dni za raziskavo odra kot
razsirjene Labanove kocke, znotraj katere sva se ukvarjala z geometri¢nimi razmerji
in hkrati z dekonstrukcijo baleta, iz katerega sva oba iz$la. Zanimalo naju je, kako bi
bilo mozno balet umestiti v paradigmo sodobnega plesa, in s tem sva se ukvarjala vec¢
let, pri cemer sva si pred vsako ponovitvijo vzela nekaj dni, da sva razvila neko novo
formulo. In to besedo moramo razumeti v vseh njenih pomenih: kot recept, formulo
uspeha, formulo uporabe ¢asa in prostora, kot matemati¢no formulo ali celo kot vozilo
- v nekem trenutku sva dejansko prinesla na oder maketo avta v obliki formule, ki je
bila daljinsko vodena in se je namesto naju premikala po linijah in diagonalah znotraj
Labanove kocke. To je bil res navdihujoc in zabaven projekt.

Ali v prihodnje naértujes nove projekte v sodelovanju z Iskro Sukarovo? Morda
tudi z drugimi umetniki in umetnicami iz Makedonije?

Pravkar se z Iskro pogovarjava, da bi v Skopju organizirali t. i. »co-teaching« - obliko
izobrazevanja, pri kateri vec uciteljev poucuje enako metodo treninga ali vodi enako
delavnico zato, da na istem treningu ali delavnici udelezenci dobijo razli¢ne poglede,
in tudi zato, da prenos znanja postane proces, v katerem se ucijo tudi ucitelji. Ker je
Iskra pedagoginja za sodobni ples na univerzi v Skopju, si je zamislila, da bi ta format
preizkusili pri njih. Trenutno sva v fazi oblikovanja tega programa in iskanja financ¢nih
sredstev, s katerimi bi ga lahko realizirala. Tudi v okviru NDA se nadaljuje sodelovanje
z ustvarjalci sodobnega plesa iz Makedonije in ni izklju¢eno, da bomo na CoFestival v
prihodnje pripeljali nekatere makedonske umetnike.

Kaj meni$ o intenzivnosti dosedanjega sodelovanja med slovenskimi in
makedonskimi plesalci in koreografi? Ali so bile potencialne moZnosti
sodelovanja do zdaj dovolj izkoris¢ene?

Nekaj gostovanj plesnih predstav ali umetnikov se je seveda zgodilo, v okviru
festivalov ali izobraZevalnih programov, a to so bili bolj sporadi¢ni dogodki kot
kaksna bolj sistemati¢na oblika sodelovanja. Kar je pravzaprav presenetljivo, saj sta si
drzavi vendarle dokaj podobni - po velikosti, Stevilu prebivalcev, imata tudi desetletja
skupne zgodovine, naroda nikoli nista bila v konfliktu, nasprotno, kadar pridem
v Makedonijo, vedno ¢utim neko spostovanje in prijateljstvo. Oc¢itno torej politiki



v obeh drzavah sodobnega plesa do zdaj Se niso prepoznali kot obliko umetnostne
produkcije, s katero bi lahko krepili medkulturno sodelovanje. Temeljno vprasanje
je torej, kako misliti drzavo - skozi sodobno ustvarjalnost ali neke stare vzorce in
stereotipe, skozi folkloro ipd.

NDA, Balkan Dance Project in podobni projekti regionalnega sodelovanja
kaZejo na premisljen pristop k snovanju skupnih projektov. Ali je na splosno ta
pristop primerljiv s podobnimi projekti vec¢letnega sodelovanja s partnerskimi
organizacijami in posamezniki iz drugih evropskih drzav?

Z Nino BoZi¢, s katero Ze dalj ¢asa sodelujem pri projektih povezovanja umetnosti
in gospodarstva, sva imela lani delavnico za direktorje coworking prostorov v
Stockholmu. Na tej delavnici me je zelo presenetilo, da ti v resnici sploh ne Cutijo
potrebe po sodelovanju, saj so pri njih ti prostori Ze dovolj finan¢no podprti in Ze
imajo dolocene ciljne skupine uporabnikov. Zato je bilo to srecanje povsem umetno, vsi
smo bili zelo vljudni, naredili smo tudi brainstorming o tem, kako bi lahko sodelovali,
ampak v resnici pri njih ni bilo ¢utiti nobene potrebe po tem. Ce to zgodbo navezem
na sodobni ples po Evropi, lahko povem, da je veliko plesnih skupin, zlasti v Zahodni
Evropi, dokaj spodobno financiranih, tudi prek vecletnih programov, zato tudi pri njih
kaksne posebej velike potrebe po sodelovanju ne opazam. Seveda morajo sodelovati,
ker evropski financerji to navadno od njih zahtevajo, vendar to po¢nejo bolj ali manj
zato, da zadostijo razpisnim pogojem, in ne zato, ker bi si to zares Zeleli.

V Jugoslaviji je bilo relativho veliko sodelovanja med slovenskimi in
makedonskimi baletnimi umetniki, zlasti v okviru rednih festivalskih
manifestacij. Po razpadu nekdanje skupne drZave se je intenziteta sodelovanja
obcutno zmanjSala in zdaj poteka le sporadic¢no. Ali vidiS moZnosti za
intenziviranje prihodnjega sodelovanja med makedonskimi in slovenskimi
baletnimi ansambli ter posameznimi baletnimi umetniki?

Regionalnih in bilateralnih kulturnih politik na podrocju baleta ne poznam dovolj
dobro, zato se lahko samo pridruzim tvojemu opazanju, saj je moje enako - tega
sodelovanja je zelo malo, odvisno je od posameznih pobud, ni pa strukturne podpore.
V okviru CoFestivala se nam npr. dogaja, da Svicarske, avstrijske ali nemske umetnike
veliko laZje gostimo kot umetnike z Balkana; Ceprav stanejo veliko ve¢, jih lahko
pripeljemo, ker ta gostovanja finan¢no podpirajo kulturne politike njihovih drzav. Po
drugi strani pa mora festival sam pokriti celotne stroske gostovanja, Ce Zeli povabiti
nekoga iz Makedonije. V trenutku, ko zacne$ politikom razlagati o sodelovanju v
regiji, si deleZen lepega nasmeska in vljudne besede, v resnici pa pravega interesa za
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podporo kulturnemu sodelovanju ni, ker so drzave v balkanski regiji Se vedno v fazi
grajenja lastne identitete in Zivijo v zmotnem prepric¢anju, da bodo s sklicevanjem
na neko izmisljeno, mitsko zgodovino in s preusmeritvijo kulturnega sodelovanja z
Balkana na Zahodno Evropo okrepile svojo prepoznavnost.

Kaj bi morali izboljsati na ravni kulturnih politik obeh drzav, da bi bilo vec
medsebojnih gostovanj baletnih ansamblov in baletnih umetnikov?

Najmanj, kar bi morali pri¢akovati in zahtevati od urejene kulturne politike, je, da ima
v strateskih dokumentih jasno zapisano, kako bo prispevala k razvoju posameznega
podroc¢ja ter kako bo spodbujala gostovanja in druge oblike bilateralnega in
regionalnega sodelovanja na tem podrocju. Med umetniki Zelja po sodelovanju obstaja,
obstajajo tudi potenciali, ni pa zadostne podpore, da bi se ti potenciali realizirali.









Slobodan Unkovski, director 181

Theatre as a Relationship

Interviewed by Ana Stojanoska

According to the data collected within the project Macedonian-Slovenian Theatre
Relations (from 1990 until the Present), the Macedonian director Slobodan Unkovski
has directed five plays in four Slovenian theatres in the period of our interest: Peer
Gynt by Ibsen, produced by SNT Drama Ljubljana (1991), The Misanthrope by Moliére,
produced by SNT Drama Ljubljana (2000), As You Like It by Shakespeare, produced by
Ljubljana City Theatre (2001), The Fourth Sister by Gtowacki, produced by SNT Drama
Ljubljana (2002) and The Green Bird by Gozzi, produced by SNT Nova Gorica (2005).
He has directed in Slovenia in 1983, too: Top Secret by Dusan Jovanovic in the Slovene
Permanent Theatre in Trieste. Apart from his work with the Slovenian theatres, his
relationship with the Slovene theatre is also important, mainly through directing
several important Slovenian playwrights like Du$an Jovanovi¢ and Rudi Seligo.

Forthatpurpose, thisinterview is conceived as a theoretical and aesthetic presentation
of the work of Slobodan Unkovski as a director and his personal understanding of the
Slovenian theatre.

The Slovenian theatre and your interest in it, when did you start, why and is
there a specific play or an ensemble to blame for that?

I met Slovenian theatre when I started attending festivals, and that was during my
studies, practically as early as 1971. The Slovenian theatre had distinguished itself
in many ways then: the acting, the equipment, other elements. And then, [ was also a
selector in Sarajevo (for the MESS festival), I travelled and watched Slovenian plays.
And, finally, [ was with Milena Zupanci¢ in a jury in Zagreb, at the Gavella Evenings,
so I also met her. Then I collaborated with Dusan Jovanovi¢ when we worked on and
[ directed The Liberation of Skopje in Skopje. Finally, I have been working with Meta
Hocevar since 1978. The collaboration with Meta Hocevar started in Zenica, and the
play was Legend by Miroslav Krleza. The Mladinsko, of course, I watched their plays
in Belgrade. Later I also learnt about it through Ljubisa Risti¢’s work. And my first
play there in the 1990s was Peer Gynt in SNT Drama Ljubljana. The work on the play
had started, then fell apart because Radko Poli¢ quit, and he was supposed to play
Peer Gynt. Then I took Igor Samobor, a young actor then, and we started working
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on it even during the spring. During the summer he completed his other obligations
and came very ready in September, so we made a play that was remembered there
as something significant and good. After that I worked in several theatres. I mean,
mainly in Drama, once in the Ljubljana City Theatre, also in Nova Gorica, and I also
had negotiations with other theatres, but nothing came through. I had some projects
that I didn’t complete, like Vinko Mdderndorfer’s Europe, | was supposed to work on.
Before that, there was an initiative by one famous writer, [ can’t remember his name
now, but Lado Kralj brought me the text, after we came with my performance Proud
Flash or Hamlet in Ljubljana, can’t remember exactly, at the airport, before I got on the
airplane, they gave me a text they wanted me to direct, but I didn’t like it and [ didn’t
work on it. | mean, I've often been in the company of the actors and playwrights from
Slovenia, I directed Rudi Seligo in Sarajevo, Du$an Jovanovié¢ in Skopje and Trieste, so I
was constantly in touch with the Slovenian theatre, with dramatic texts, with authors,
playwrights, actors, etc.

You mention Dusan Jovanovi¢. Is there something specific about him as a
playwright that provoked you to direct his work?

[ liked that he treated political issues in a subtle way, that he opened some questions
that were closed before that. For example, in Karamazovs, also in the other plays.
Because those were the 1980s, the period when political theatre became dominant.
He and Ljubisa Risti¢ were the most prominent. I caught that wave directing Croatian
Faust by Slobodan Snajder in Belgrade, in a way expressing my aesthetics, but it was
absolutely political, dramatically important to work on. The Liberation of Skopje is
the best that has come out of him, I directed that, and I think he is an exceptional
playwright and a director, very specific, some may like him a lot, some may not.

What are the main aesthetic features of the Slovenian theatre? More precisely, can
we define Slovenian theatre as a category with its own special type of aesthetics
and poetics?

Slovenian theatre is not a simple term, so to say. In the former Yugoslavia, we knew
the most talked about Slovenian plays, those that were aesthetically different,
minimalistic in many aspects, with a certain type and way of acting. But in Slovenia,
there is an abundance of plays that are conventional. Just as in German or other
theatres, they are not unimportant, they are important for the audience, people
come to see them, whether they be tasteful or not, but they work. They have always
had the need to examine new directions. To make further steps. Whether it is in
the theme, the nudity, the inclusion of animals in the plays, etc., they have always



been provocative and different, and brave, I must say. For example, some companies,
like Mladinsko or Glej in a certain phase, others also had specific aesthetics and we
knew what to expect from that theatre. SNT Drama had serious production, serious
set design, they had high quality actors with whom it was always a pleasure to
work. They were actually constantly positioned between a strictness and sharpness
in their attitude and expression, with a masterful interpretation of poetry, of the
unreachable, and that mix has always been exciting. It is not possible to say that
there were no great influences from the German theatre, I think that they had that
influence even in the internal organisation, the production plan, in the dramatists
and their role, in the equipment, in the design. It was easy for them to travel to
Munich, to Vienna and other cities, while it was complicated for us even to get there.
So, when we started to compete within Yugoslavia, for example, with our Drama
Theatre Skopje, it was always a pleasure to beat the Slovenians at Sterijino pozorje
festival, while at MESS we had equal success. But we competed mainly with them,
less then with Belgrade. They were the measuring stick. Those festivals were our
favourite for the competition with them. And we had success. They have many
interesting playwrights with different themes from ours. So, excuse me if I forget
some names, let’s start with Cankar, then from Hieng, Seligo, Jovanovi¢, Jandar,
and all the way to the younger generation, they opened different themes. Those
themes were under the influence of the European trends, of the English dramaturgy
and other things, there are certainly more appropriate studies, but it was always
interesting for us to see a different way of thinking, like some other ... not civilisation,
far from that, but another way ... if the emotional was the rule with us, they were
ruled by the rational. That’s why it was interesting for me to work there and for
them, because I had the mix from those two worlds and it gave a special quality
to the product we came up with at the end. It was a theatre of other possibilities,
other budgets, other everything. The same was in Yugoslavia. So, it was real theatre.
“Hrepenenje” [“longing”] was the synonym for a Slovenian play for us (laughs).

Which theatre is the most modern or most avant-garde in Slovenia and why?

I’'m more oriented to certain institutions, so to say, to big theatres. SNT Drama Ljubljana
was in many aspects an avant-garde theatre for me. Also, Glej, Mladinsko and some
other companies [ can’t remember now, they have also had significant influence. But I
can’'t make the judgment here. Not everything that looks avant-garde is actually avant-
garde. Sometimes avant-garde-ness is packed in a very seemingly simple form, which
doesn’t have to be blood, sweat, skin, water, feathers, foam, penises or bare asses, etc.
It can also be packed more plainly and to open important aesthetic new directions. So,
[ can’t judge, [ haven’t thought about it like that.
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Is there a theatre in Slovenia that you consider similar/same to your poetics?
Five plays directed in Slovenia in four different theatres. How do you consider
your collaboration with the Slovenian theatres and theatre artists?

I don’t know how to answer that, since my poetics, my way of thinking exists always, of
course, but it gets modified according to the ensemble, to the location, to the text, the
situation, etc. I feel SNT Drama the closest, personally, maybe because I've worked on a
couple of plays there. That is a theatre in which I could work forever. Theatre in the real
sense of the word. My first contract in Slovenia was with Mladinsko, to work on Class
Enemy by Nigel Williams there, and then it turned out I couldn’t go, so I suggested that
my assistant-to-be (Vito Taufer) direct it. And he did. Mladinsko somehow recognised me
and called me first. After that, SNT called. The experience in Nova Gorica was also very
interesting to me. It’s a very interesting ensemble closed in a made-up city. It is a made-
up town, a made-up casino, a made-up mountain, only the wine is real and the border, it
is a non-existent city, there’s nothing to do there but drink, gamble and make theatre. It
is important as an event. And as a theatre, as an applied structure, as looking for things,
as an exploration, it was always SNT for me. I directed a play in Mestno [Ljubljana City
Theatre], by Shakespeare, we connected and we didn’t connect, as [ would like to work.
Ljubljana City Theatre has to secure and earn a huge chunk of their budget by themselves.
Everybody does, but they have to the most. It can also be seen by the repertoire, by the
things they produce for the audience. It is hard with that way of work, itis an effort to keep
the quality. But [ am talking about a period in the past. [ don’t claim to know the situation
now. So, to answer your question, SNT Drama, the plays I like to watch, I like to work there,
it is exciting, interesting, uncertain as everywhere, and I had the great fortune to work
with Jernej Sugman, a couple of plays, but he passed away too early. I had the fortune to
work with some of their excellent actresses like Natasa Barbara Gracner, with Polona Juh,
with which we met in Peer Gynt, and many others, too many to list them now. Except with
Silva Cusin, she remains my unfulfilled wish, I really like her.

Ibsen, Glowacki, Jovanovi¢, Shakespeare, Moliére as a choice of playwrights
you directed in Slovenian theatres. Why that choice and is it connected with the
environment in which you direct? Is there a difference in the choice of plays for
the Slovenian audience and for the others?

No, there is no difference. It is connected to my field of research and what interests
me. We didn’t mention Carlo Gozzi with The Green Bird in Nova Gorica. A philosophical
renaissance comedy. The Slovenian theatres have dramaturgs, and before the start of
a season, they very often came to me with suggestions and I have accepted them or
not. So, the choice of play was a result of my interests at the time, or their interests,
of repertoire structure for that year, their direction, what they discovered in the



contemporary theatre and so on. [ think that in SNT Drama, Peer Gynt, The Fourth
Sister and The Misanthrope were their suggestions.

And on that topic, the choice of a play, is it always yours or does it happen that an
ensemble, or the theatre manager, or the playwright, asks you to stage a play?

When the dramaturgy department is strong, when there are three or four serious
dramaturgs, who know languages, some of them hard to work with, some wonderful,
competent, then you have faith in their suggestions.

And it is very interesting for me. Since the working period is agreed upon much in
advance, I have enough time to see if the play works for me and what I can do with it. So,
the choice is usually from both sides. They have also offered me new texts that [ haven’t
heard about, because they read a lot of plays, that's their job. They translate from
German and English, from other languages, and they make a proposal for the repertoire.

Slovenian drama and your interest in it?

[ am terribly sorry [ have never worked on Cankar. [ think I'm a director for Cankar, that
his texts are for me. And the offer to work on Europe by Vinko Mdéderndorfer; a text based
on Cankar, was in a way a natural choice. It is a contemporary view on the Slovenian
situation. And I've worked on Seligo with great pleasure. Du$an Jovanovié, I mentioned
that. Anyway, I also liked Hieng’s plays. There were many new Slovenian texts coming to
me for a time, but [ didn’t work so often in order to answer to all those proposals.

For me, Slovenian drama is very interesting. It is exotic for me in a way. It is not banal,
but thematically exotic. There are myths that a dragged for a long time, we are not
aware of them so much here, but there are legends and myths, and practically, like I
was given German texts to direct in Germany two or three times, so they can see my
view on their inheritance, [ found the same thing in the Slovenian texts [ directed,
there was a different, another aspect. I think that was useful for me, as well as for the
authors and the audience.

Theatre reviews in Slovenia, what is your relation and opinion about the reviews
written about your plays?

I don’t have any special memory of a review of my plays. Not only in Slovenia, but
haven’t relied on reviews anywhere. Not that [ underestimate them, they just don’t
help me. Even if they are the best or worst, they don’t help me, I've gotten to my own
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understanding and that’s what’s guiding me. Itis not a haughty attitude, just a complex
process of mine that is always something more than the content of some written text.
And it is always a simplification for me or, very often, a general lack of recognition of
dramatically different directions. However, one cannot be angry at that, because that’s
just the way things are. Because the transfer, the contact and the understanding were
equal to the possibilities of the author, of their knowledge of theatre and whether they
are a failed director or actor, whether they are a failed writer, or they are a real critic,
a professional. I have always liked a good review, of course. It was important to me to
see what will Delo say, or Dnevnik, what will Primorske novice say, but mainly I leave
the same or the next day after the premiere, so when the review comes out, they post
it to me, so it doesn’t influence me.

Do you treat the plays in Slovenia and Macedonia differently (choice of play,
working process, ensemble)?

No. It doesn’t matter whether I direct in Slovenia, Germany, America or Macedonia,
[ always want to make the process and the play at a level that is mine, to articulate
myself, otherwise I wouldn’t have a play.

Are there differences in the production conditions (for example, the financial
budgets for the plays, the technical conditions for working in a theatre, the
support of the management, promotion, etc.) between the Macedonian and
the Slovenian theatres where you have directed? If there are, how would you
describe them?

Of course, there are differences, like there are differences between Slovenia and
Germany. Or Germany and America. There are differences all the time. Over here the
theatres try to indulge me when [ work. To the maximum possible within the state
given budget. That's the difference. For example, Einstein’s Dreams in Belgrade I think
costs 120,000 to 150,000 euros, or The Marriage and Divorce of Figaro at the National
Theatre Belgrade certainly costs 150,000 euros, not so much for a complicated project
like that. In Skopje, if they give you 30,000 euros they think they gave the maximum.
There is no understanding that some projects should get much more. Not for a larger
fee for me, but for a better production in every aspect. The list of my collaborators in
Slovenia or in Belgrade or in Skopje differs a lot. When you see the bill of fare, there
is a great difference. The poster in Belgrade is done by Mirko 1li¢, who is a renowned
graphic designer. Here [in Macedonia], I don’t know if there’s going to be a poster at
all. The catalogue here is with one or two pages, it should be a special occasion for
more than that, and even then, the content is questionable.



Do you see any unexploited possibilities for collaboration between the
Slovenian and the Macedonian theatres and do you maybe have any suggestions
for intensifying the collaboration?

I haven’t thought about that. It’s a part of the cultural politics. I haven’t done that for
years. So, I don’t have a clear proposal. I think that exchanging plays and touring is
always exciting, and that’s a lot. I am sorry that some of our plays have not played
there, but now it is a question whether the Macedonian theatre has any plays to send
there at all.

Macedonian-Slovenian theatre connections, what is your take on this syntagma?
Can we talk about a relationship between our and the Slovenian theatre?

At an individual level, I, Aco Popovski and a couple of other people who have worked
there, yes, certainly. On the other hand, I don’t see a dramatically significant other
collaboration. I don’t recognise it, I haven’t seen it, I don’t know of it. It is more of an
idea than a collaboration.

Translated by Aleksandar Zafirovski
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CrobopiaH YHKOBCKH, TeaTapCKU PEKUCED 168

TearapoT Kako penanyja

PasroBapaiiie;: AHa CTojaHOCKa

Op mpuMapHUTe MCTPaKyBamba Ha TOJ[ATOLMTE IITO MCTPA)KyBauumTe T coOpaa ofi OBOj
IPOEKT, MaKeJOHCKHOT pexkucep CnobofaH YHKOBCKM pPeXUpan IeT MpeTCTaBH BO
YeTHPH CJIOBEHEUKM TeaTpPu BO IMEPUOJOT INTO e BajkeH 3a HallleTo MCTpakyBame. Ilep
T'uniti opt 1163eH, Bo mpopykiuja Ha CHI' JIpama, Jbyosana (1991), Musaniupoiu om Monuep,
Bo mpopaykuuja Ha CHI' Jlpama, Jbyosana (2000), Kako wiitio munysaitie of, Illekcrup, Bo
npozaykuuja Ha MectHo rinepanunrde, Jby6sbana (2001), Yeiuspitiaiia cecivipa ox, I'moBalku,
Bo rpoaykuuja Ha CHI [Ipama, Jby6rmana (2002), 3enenaitia titiuuka op, I'oiiy, Bo IpoAyKIMja
ra CHI - Hosa I'opunia (2005). Bo CrioBenuja pesxupar 1 Bo 1983 roguna, Tekctot Ha Jlyiran
JoBaHOBUK BoeHa uiajha Bo CTayiHO cioBeHCKo riefganumnde, Tper. OcBeH co paboraTa co
CJIOBEHEUKUTE TeaTpH, 3HauajHa e HeroBaTa pejlalliija cO CJIOBEHEUKUOT TeaTtap, TPeKy
pekujaTa Ha HeKOJIKY BaKHU CJIOBeHEUKHU IPaMCKU aBTOPU Kako IITo ce JlyiiaH JoBaHOBUK
u Pynu [llenuro.

3a Taa 11e/1, 0Ba MHTEPB]y € KOHIMIIMPAHO 32 HAYUHO-eCTETCKY [Ia ce TIpe3eHTHpa paboTaTa
Ha pexucepoT Co0oaH YHKOBCKM M HETOBOTO JIMUHO Pa30Mparbe U leTepMUHUpare Ha
CTIOBEHEUKUOT TeaTap.

C/I0BeHEUKHOT TeaTap U HHTePecoT 3a Hero, o Kora MoYHa, 30IITO ¥ JIa/li HMa HeKoja
TpeTcTaBa/aHacaMOI ITO e TIPUYKHA 32 T0a?

Co CJIOBEHEUKMOT TeaTap Ce CPeTHaB Kora MOYHAaB Jja oflaM Ha (hecTHBaJH, a Toa Oelle
3a BpeMe Ha CTyguuTe, MpakTtuuHo yire Bo 1971 roguua. Toram ce pasnmukyBaiie
CJIOBEHEUYKHOT TeaTap TI0 MOBeKe eJleMeHTH, 110 HAUMHOT Ha Urpa, M0 OIpeMa, Mo Pa3Hu
pabotu. A motoa, 0eB u cenekrop Bo CapaeBo (ce mucu Ha ectuBaior MECC) matyBas,
¥ TM I7IeflaB CJIOBeHeuKuTe TpetcTaBu. M KoHeuHo, co MusieHa 3ymaHuuK 0eB BO KUPU BO
3arpe0, Ha ['aBe/iHK Beuepy, IIa ja 3amo3HaB Hea. [ToToa copaboTyBaB co [lyliiaH JoBaHOBHK
Kora ce pabotente Oco000gysareitio Ha Ckoiije 1To ro peskupaB Bo Ckorje. 1 KoHeUHo o
Merta XoueBap co Kojauito paboram of 1978 roguna. CopaboTkaTa co Meta XoueBap ouHa
BO 3eHula, npeTcraBata beure JlezeHga of Kprneska. MauHcKo, ce pa3dupa, cO HUBHHTE
TIpeTcTaBy 'y refaB Bo benrpap. [logolHa ce 3amo3HaB M IPeKy MpeTcTaBuTe Ha Jbyouina
PucTtuk. M mojaTa mpBa mpeTcTraBa Tamy Bo jieBemecertute rogunu Ilep T'unwi Bo CHI
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Jlpama. IIpeTcTaBaTa mouHa Ja ce paboTH e[jHall, I1a ce pacajHa, 3aToa mto Patko [Tomuk
OTKayka, Toj Tpebarte fa ro urpa Ilep 'mut. U Toram ro 3emos Mrop Camo6op Toramn miap
TIyMel], CO KOj VIITe MpofieTTa MovyHaBMe Jia ja pabotume. Toj mpeKy /1eTOTO T 3aBpIIN
cUTe CBOM PabOTHU LITO M UMAIIe U JI0jie MHOTY CIIPeMeH Off CelITeMBPHU U HaIPaBUBMe
eJTHa TpeTcTaBa KojalliTo OCTaHa 3armamMeTeHa TaMy, Kako HEellTo MITO e 3HAYajHO U JIo0po.
TToroa paboTeB Bo moBeke TeaTpu. Muciam, riaBHo Bo JIpama HajMHOT'Y, Bo MecTHO eHali,
Bo ['opuila, cym mperoBapan ¥ BO [PYyr¥ TeaTpy, aMa He UcHajfiHa HumTo. MMaB Hekou
TMPOEKTH TIITO MpoTiajiHase, Kako Toj Ha Burko Memepumopdep Espoiia urro Tpebarie fa ro
pabotam. [IpeTxofiHO UMalIe MHUIMjATHBA CO efleH MO3HAT MUCcATesl, cera He MU TeKHYBa
MIMeTO HeroBo, Jlafio Kpask Mu ro loHece TEKCTOT, MO MPUKaKYBAmEeTO Ha MojaTa MpeTCTaBa
Jluso meco, mucinam Bo JbybbaHa wim Xamield, He ce ceKaBaM WITO Oelle, Ha aepoipoM
Tpejl /1a Byie3aM BO aBMOH, MU J1afjoa efleH TEeKCT IITO CaKaa Jia ro paboTam, HO He MU ce
7l0TIa/THA TEKCTOT U He To paboTeB. CakaM J1a KaykaM, co IyMIuTe u aBTopuTe off ClioBeHuja
ce npyxes, Pymu Illesuro ro pabores Bo CapaeBo, [lymaH JoBaHoBuk Bo CKomje 1 Bo Tpcr,
TaKa MITO CTAJTHO 0eB BO KOHTAKT CO CJIOBEHEUKHOT TeaTap, CO JPAaMCKU TEKCTOBH, CO
aBTOPH, CO MIUCATENIH, CO TTIYMIIU UTH.

Kora ro ciomenaBre JlyiiaH JoBaHOBUK, Ia/id MMa HEIIITO LITO MOKe /ia ce M3/IBOH 32
Hero Kako aBTOp IITO Be IPOBOIHpPa Jja ro padoTuTe?

Kaj Hero Mu ce fomaraie Toa IITO Ce 3aHUMAaBa CO IIOTMTUYKM TTPalliarba Ha efieH CYITHIeH
HAUMH, IITO 0OTBOpPA HeKOH TeMH, IITO He Oea 0TBOpaHU mpeTxozHo. IIpumep Bo Kapamasosu
¥ BO JIPYTHTE TEKCTOBHU MCTO. b1/Iejki Ha HEKOj HAYMH TOA Ce OCYMIECETTHTE IOIUHU, Kora
TOj IIOJIMTHYKM TeaTtap cTaHa JoMuHaHTeH. Hekako Oea HajuctakHatu JbyOuina Puctuk u
TOj. Jac HeKaKo ce NMPUK/IYYMB Ha Toa CO MojaTa mpercTaBa Xpsaiicku Qaycui Bo benrpay,
Ha HauMH INTO ja ofpa3yBa MojaTa eCTeTHKa, MeryToa, alCOIYTHO Oelle MOMUTUYKH,
IpaMaTHYHO buTHA 3a pabora. Ocrobogysareitio Ha Ckoilje e HENITO Hajzo0po off HEro u
TOa ro paboTeB U CMeTaM JieKa e efleH M3BOHPe/ieH 1 aBTop U pekucep, crelubuyeH, Ha
HEKOM MOJKe Jla MM Ce JIoIlala MHOT'Y, Ha HeKOH He.

Kou ce 3a Bac r/iaBHHTe eCTeTCKH KAPAKTePUCTHKH HA CTIOBeHeUKHOT Teatap? [loTouHo,
Jamu Moke Ja JaedUHUpaMe KaTeropuja CIOBeHEUKH TeaTap U Jja ja fedmHUpaMe
€CTeTHKaTa 1 MOeTHKATa Ha TOj TUII TeaTap?

CoBeHEUKHOT TeaTap He e eJHOCTaBeH TePMIH, TaKa Jla KaskaM. 3alliTo Hie BO OpaHelHa
JyrocnaBuja ru 3HaeBMe HajU3BUKAHUTE CJIOBEHEUKM IPETCTaBH, THE INTO Oea eCTeTCKH
pas3nuuHM, mTO 6ea MUHUMATMCTUYKM Off MHOTY acIleKTH, IITo Oea CO ofpefieH THUI U
HauuH Ha urpa. A of CJIoBeHHja MMa YIIITe MHOTY TPETCTABH KOMIITO Ce KOHBEHI[OHATHH.
Kako 11To € Toa BO TepMaHCKHUOT Tearap WIX JPYTH MecTa, KOUIITO He ce HeOUTHH, THe



ce OUTHH 3a Ny0/MMKa, Joara [a I'U I71efja, IOMaIKy WM IoBeKe BKYCHM WM HEBKYCHH,
Mmeryroa cu (yHKIMoHMpaar. CTajHO MMaje IHOTpeda [a ce MCIUTAaT HEKOM HOBU
npasuy. [la ce HampaBaT ucuekopu. [lam Toa Ke Oujie Bo TeMaTa, BO COOJIEKYBambe, BO
BKJIVUYBaibe JKMBOTHU BO IPETCTAaBKUTE, UTH. M CEKOTralll Ouie MPOBOKATUBHHU 1 Pa3/IMUHH,
u Ousie xpabpu, MopaM ja KaxkaM. Taka Ha puMep, HEKOM KOMIIaHUH, Kako MialuHCKO
w ['71ej Bo HeKoja (ha3a u Ipyrd MMaa e[Ha MHOTY celju(piuHa eCTETHKA U Ce 3Haelle
mTo jja ce yeka of Toj Teatap. CHI' JIpama mmaiie cepuo3Ha MpoAyKIUja, Cepuo3eH
TM3ajH, UMallle BUCOKOKBATUTETHH ITIYMI[M CO KOMILITO € CeKOoralll FojieMO 3a0BOJICTBO
na paborumr. Bo cymruHa THe crajHO Oea Mery eflHa CTPOTOCT W OCTPOCT BO CBOHTE
CTaBOBHM U BO M3Pa30T, CO MAjCTOPCKO TOMKYBAIbe Ha 10e31ja, Ha HeJo(aTInBO UTH. 1 TOj
MUKC Oellle cekorail Bo30ymuB. He MoKe [a ce Kake JleKa HeMaJie rojieMH BiIjaHuja off
repMaHCKUOT TeaTap, CIOpe]; MeHe M BO BHATpelIHAaTa OpraHu3aliyja, BO MIaHUPAbETO
Ha IPoJIyKIIKjaTa, BO paMaTyp3uTe U ylorata HUBHA, BO OITpeMara, Bo 13ajHOT. JlecHo
1M Oellle ja aTyBaat Bo MuHxeH, Bo BiieHa 4 Bo Ipyru rpajioBy, 3a pa3/iiKa oj Hac, Ha
KOM W JI0 HMB JIa JojieMe, HU Oellle KOMIUTMIMpaHo. Taka 1ITO HUe Kora MoYHaBMe Jia
ce HaTIpeBapyBaMe BO jyrOC/IOBEHCKM PaMKH, Ha mpuMep, co [lpaMmcku TeaTap of TYKa,
cekorain Hu Oemie Mepak jia ru mobenume CroBeniute, Ha [To3opje, Ha MECC Hekorami
THe Hé mobepyBaa, Hekoram Hue. Ho, IIaBHO O HUB ce HaTHpeBapyBaBMe, IOMaJKy
co Benrpap. Tue uu Oea pemep. TaMy Hu Oellle HajMHOT'Y MepaK cO HUB Jla Ce MepHMe.
I ycnieBaBMe. VMaaT MHOT'Y MHTepecHH ApaMCKU aBTOPU CO JPYTH TeMH Off HAIIUTe.
3Hauu, HeMa Jla MU TeKHAT CUTe MMKba, off llaHKap ma nouHeme, of XuHK, of lllemuro,
op Jlyuias fio JaHuap, ma [jo OMJIafluTe, Ce 0TBOPaa eIHU APYyru TeMu. TeMu KouIiTo Oea
1I0]] B/IMjaHKe Ha eBPOIICKMTE TEKOBHM, Ha aHIJIMCKA JpaMaTypruja ¥ Ha Apyrd pabdoTu,
CHTYPHO 3a Toa TOCTOjaT MOAJIeKBATHU CTYAMM, HO CEKOTall HU Oellle MHTEPECHO Ja
BUJ[MIMe JIPYT HAUMH Ha MUC/Iekbe, KaKo Jpyra, He [IUBUTU3alIUja, laJieKy e Toa, MeryToa,
IPVT HAauMH, aKo Kaj Hac Oelle Toa IITO e eMOTHBHO, Kaj HUB PaljMOTO Oelle JOMAHAHTHO.
1 3aroa Gellle 3a MeHe MHTEPECHO Jia PabOTaM TaMy ¥ 3a HUB, CTO TaKa, OMIejKu IMaBMe
MHKC OfI THe JiBe paboTH U Toa JaBallle efieH oceOeH KBaIUTET Ha MPOU3BOJOT LITO IO
ucgpnaBMe Ha Kpaj. Toa Oellie TeaTap Ha Ipyr MOKHOCTH, IPYrH OyiieTH, ipyro cé. U Bo
Jyrocnasuja ucro. Taka wito Oele mpaB Teatap. ,Hrepenenje” Oeme 3a Hac CMHOHMM Ha
CJI0BeHeYKa IpeTCcTaBa (ce cMee).

Koj crmopei Bac e HajMoiepHHOT WK HajaBaHTapJHUOT TeaTap Bo C/ioBeHHja U 301ITO?

Jac moBeke cyM OpUeHTHPaH KOH 0Ji0paH/ MHCTUTYIIMM, TaKa Ja KaykaM, KOH F'OJIeMH TeaTpH.
3a mexe CHI Bo MHory acrekT Oemie aBaHrapgeH teatap. Tyka u ['1ej, MiaguHcKo 1 HeKou
TPYTH KOMITAaHWM IITO He MM ITaraaT Ha TlaMeT CeTa, MCTO TaKa, MMaJjie 3HayajHO BHUMaHHe.
Ho He Mokam pma mpecymaM Tyka. He e cé aBaHrapgHo BO Toa Ja M3I/Ie[la aBaHTap[HO.
TToHeKoram aBaHrap[HOCTA e CTIaKyBaHa BO MHOT'Y, Hau3IJie]] eHOCTaBHa (hopMa, KojaliTo
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He Mopa [a 61/1,ue KPB, II0T, KOiKa, BO/ia, nepja, I1eHa, INeHruCcu Wiin roiau 3ajHuiu UTH. Mosxe
na 61/1,[[9 ¥ MHOT'Y IIOeTHOCTaBHO CIIaKyBaHa U [ia OTBOpPA BaKHM €CTETCKM HOBU IIPaBIIU.
Taka mTo He MoKam ha cygam, He CYM pa3sMHUCIyBaJl TdKa.

Jlanu mocTou Teatap Bo C/oBeHWja uWja paboTa ja Mpemo3HaBaTe KaKO C/IMYHa/
ucra Ha Bamata nmoetuka? Illect mpercraBu pexupanu Bo CloBeHHja BO YeTHPH
pa3nuyny TeaTpu. Kako ja mpoueHyBaTe BanaTa copaboTKa Co C/IOBeHEUKUTE TeaTpH
M TeaTapCKu YMEeTHUIU?

He 3HaM 1ITO TOUHO fla KajkaM Ha Toa, OujiejKu MojaTa MOeTHKa, HAUMHOT Ha MICIIeHhe
IIOCTOM CTaJIHO, ce pa3bupa, Meryroa ce Mogu(uiypa 3aBUCHO 0 aHCaMOIUTe, Of
MECTOTO, Off TEKCTOT, o7 cuTyanujara uTH. Hajormicky mu e CHI', MeHe nmiuHo, MOKeOU
3aToa IITO CYM paboTes HEKONKY MpeTcTaBu Tamy. Toa e ja peyeme TeaTap BO Koj Ou
MOKeq Ja paboraMm cekorai. Teatap, BO BHCTMHCKa CMHUC/Ia Ha 300poT. MojoT mpB
noroBop, Kajie 6uio Bo CrioBeHuja, beme co MiaaguHcKo, 1a ro padbotam tamy Kaacew
Hellpujaiues W WCIajHA TIOCie JleKa He MOKaM Jia JI0jAaM, a jac UM MpPefJioKuB TOj
mTo Tpebamre ga Mu Oupe MeHe acucteHT (Buro Taydep) Toj ma ro cpaboru. M toj ro
pexkupaiie. MaaiuHCKO HeKako Me Ipero3Ha U Me BMKHa mpBo. [lotoa ce jau CHI.
Ha mpumep, 3a MeHe Oellle MOIIHEe HHTepecHO McKycTBoTo M Bo HoBa T'opuiia. Toa e
elleH MHOTY HHTepeceH aHcaMOJ1 KOjIITO € 3aTBOPEH BO efieH rpaj LITO € M3MUC/IEH.
M3mucneH e rpajioT, U3MKUCIeHA KOLKAPHUIIA, W3MKC/IeHA IJIaHWHA, CaMO BUHOTO
€ peajiHO, IpaHHUIIATa e, HETIOCTOEUKHU Ipaj] e, Kaj LITO HeMa HULITO LITO Jia Ce TpaBH
OCBeH fia ce THe, fla ce KOIIKa, /la ce MpaBu peTcTaBa. Toa e Kako HacTaH BasKHO. A KaKo
TeaTap, Kako aIlIMIMpaHa CTPYKTYpa, KaKko baparme paboTH, KaKo HCTPaKyBatbe, 3a MeHe
oemre cexoram CHI'. PaboteB Bo MecTHO efjHa npeTcTaBa, Illekcmip, ce CiouBMe 1 He ce
CIIOMBME, KO LITO OM cakas ja paBaM. MecTHO efieH rojeM fiesl o CBOjoT OyieT Tpeda
camu Jia ro obes0ear u j1a ro 3apaborar. Meryroa, cuTe Mopaar, HO THe HajMHory. U
TOa Ce I7Iefla BO PernepToapoT, Kou paboTH I'M IpaBart 3a myoiKa. MHOTY e TellKo BO TOj
HauMH Ha paboTa, MaJlle e TEIIKO Jia ce 3apKu efleH KBaauTeT. Meryroa jac 30opyBam
cera 3a eJieH mepyoj 1to 6w mopaxo. He mpeTeHjupam geka 3HaM cera Kako e. Taka
1IITO, /Ia O[I'OBOPAM Ha TBOeTO mpaiiatbe, [Jpama (CHI), mpeTcTaBuTe 1ITO caKaM fia 't
refaM, Ja paboraM TaMy, MU e BO30VJIMBO, MHT€PECHO, HEU3BECHO KaKO U cekaje,
MMaB rojgema cpeka yia paboram co Jeprej IllyrmaH, HeKOJKY IPETCTaBH, TOj 3a KaJl,
npepaHo MounHa. MmaB cpeKa fja paboTaM cO HEKONKY HUBHU M3BOHPEHU TYMMIIH,
Kako 1mTo e Harama bap6apa I'paunep, co IlonoHa Jyx co KoM ce cpeTHaBMe VIITe BO
ITep I'uni, ¥ cO MHOTY JIPYTH, KO OBJle cera He MoxkaM ia ru pefam. Ocsen co CusBa
UymuH, Toa MM 0CTaHa HEHCIIOJIHETa JKejiba 3alITo 0c00eHO M ce JIomara.



W63en, I'moBanku, JoaHosuxk, Illekcmup, Monuep Kako n300p Ha aBTOPH IUTO CTe I'M
pesKHpae BO CI0BEHEUYKHUTE TeaTpd. 30LITO TOKMY TOj M300p M JajM e MOBP3aHo CO
cpeAMHaTa BO Koja peskupate? [la/ii IOCTOH pa3iMKa BO H300POT Ha [PaMCKHOT TEKCT
3a CJIOBeHeuKaTa TeaTapcka ny0/IuKa u Apyrure?

He, Hema pa3nuka. Toa e ToBp3aHO €O To0A IITO € MOj TPeIMET Ha UCTPaKyBatbe U OHA LITO
Me uHTepecupa. Tyka He e criomeHaT Kapro ['otn, co 3eaenaiua uwiuuka Bo HoBa ['opuiia.
duno3otcka peHecaHcHa Komefuja. Bo cioBeHeuKuTe TeaTpu, OMIejKY UMa [paMaTyp3u,
BO IIPECPeT Ha ce30HaTa, MHOTY YecTo THe Jioala/e co MPeJyIor U jac cyM mpudaka uim
He. Taka U300pOT Ha Jie/I0 OMIIO pe3ynTaT Ha HEKOM MOM MOMEHTATHU MHTepPecH WM Ha
HUBHU MHTepec, Ha CTPYKTYpa Ha perepToapoT Taa rofiiHa, Kajie ofaT, IITO OTKpusie BO
CBeTCKMOT coBpeMeH TeaTap UTH. Mucnam feka Bo CHI' [Ipama Ilep T'unwi, Yewspiuauia
cecitipa u MusaHitipoii 0vijie HUBHU ITPEIJIO3H.

1 Bo Taa HacoKa, H300POT Ha JAPAMCKUOT TEKCT [/l € CEeKOrall Ball WK ce CIVIHI0
aHCaMOJIOT, [UPEKTOPOT Ha TeaTapoT, aBTOPOT Jja obapa oj BaC TOj TEKCT /1a Ce IIOCTaBu?

[IpeTekHO Kora MMaTe TaKa jaKd JIpaMaTypLIKM Ofjie/ieHuja, 10 Tpojila, UeTBOPHUIIA
CEPHO3HHU IPaMaTyP3H, 3HAAT ja3uK, HEKOU Off HUB TEIIKY 3a COPA0OTKA, IPYTH MPEKPacHH,
KOMITETEHTHH, UM BepyBalll HA HUBHUTe TIpefyio3n. U Toa e 3a MeHe MHOTY MHTEpEecHO.
Bupiejku TepMHHOT 3a paboTa ce JoroBapa MHOTY OJHAIpe]l, UMaM JIOBOJTHO BpeMe Jia
BUJIAM [T/l JIEJIOTO MU Ce Jiorara 1 ia BUJaM IITo Ke Hampasam off Toa. Taka IITo e Toa
1300p HajuecTo Ha JiBeTe cTpaHW. Tve MU HyjleJle HOBU TEKCTOBU KOMIITO jac 4ecTo He
CYM T'Ml 3HaeJ, YUTAaT MHOTY TEKCTOBH, Toa UM e pabota. [IpeBeyBaaT off repMaHCKU U
AHTTIICKM, Off IPYTUTE jA3UL[ U TO IIPABAT MPEIJIOr-PerepToapoT i Bp3 OCHOBA HA TOA.

CroBeHeuKaTa [paMaTypruja d BAUIKOT UHTEpeC 3a Hea?

MeHe My e MHOTY KaJl IITO HUKOraul He cyM ro paboren Ilankap. MuciaM feka jac cym
peskucep 3a llaHkap, Taka IITO MHC/IaM JieKa Toa e 3a MeHe, HeroBuTe TeKcToBu. U Toa
1ITo Tpebamie fa ja paboram Espoiia of Bunko Megengopdep Tekct basupaH Ha IlaHkap,
Ha HeKoj HaukH Oelile pupoieH u3bop. Toa e ejHO COBpEMEHO Iieflaibe Ha CJIOBEHeUKaTa
cutyauuja. U Ilenuro co ronem Mepak cym ro paboren. [lyiiaH JoBaHOBUK Beke pekoB. Bo
CeKoj cIyJaj MU ce fionaraje jpaMuTe U Ha XuHr. MHOTY HOBU CJIOBeHEUKH TEKCTOBU MU
Joaraa elHO BpeMe, Mer'yToa He paboTeB TONKY YeCTO 3a 1a MO3KaM /ia OfIr0BOPaM Ha CUTe
THe TIpeJyiosi. 3a MeHe cJIoBeHeuKaTa JApaMaTyprija € MHOTY MHTepecHa. Er3oTiuHa Ha efleH
HauuH 3a MeHe. He e GaHayHa, TYKY TeMaTCKU er30THYHA. MUTOBH IITO TM TErHAT Of MHOTY
TMI0pPaHo, HYe He T 3HaeMe TYKa JIOBOJIHO, JIeTeHIM U MUTOBHU, W TMPAKTUYHO, KAKO IITO BO
T'epmaruja MU [jafioa [iBa, TPH AT fla paboTaM repMaHCKI TEKCT, [ia Ce BU/M MOjOT TOrie] Ha
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HMBHOTO HaCJIeICTBO, TaKa UCTO 1 BO CJIOBEHEUYKNUTE TeKCTOBHU IITO I' pa6OTEB vMallie JIpvr,
TIOMHAKOB acreKT. Mucnam JeKa Toa oere KOPMCHO U 3a MEHE U 3a ITMCaTeJIuTe 1 3a HY6T[I/IKEITH.

TeaTapCKaTa KPUTHKA BO CHOBEHHia, KOi € Balll0T OTHOC 1 MM CJ/Iethe KOH HallnIlIaHuTe
KPUTHKHU 3a BalllUTe HI)ETCTaBI/I?

He ce cekaBam moce0HO Ha HeKoja KpUTHKa 3a MouTe mpetctaBu. He camo Bo CioBeHuja,
TYKY HHKaJie He CyM ce MOTIMpaj caMo Ha KpuTHKaTa. He [ieKa ja moTIeHyBaM, He MU
niomara. Jlypu fja e HajgoOpa uiiy Hajiiolla He My IToMara, jac IMaM CBoe pa30uparme /10 Kaj
CYM CTUTHAJI ¥ TOA € Toa IITo Me Bofiu. Toa He e HEKOj HaJMeH CTaB, TYKY € MOKOMIUIEKCEH
MOjOT IIPOIIeC, OTKOJIKY IITO MOMKE Jia Ce Halliile BO HeKoj TeKcT. M cexoram mu e
VIIPOCTYBambe WA MHOTY Y4ecTo, BOOIIIITO, HeTIpero3HaBame Ha Toa IITO ce [paMaTHJHO
pa3IMyHy IpaBiy. MeryToa, Ha Toa He MOJKEI jia ce JIYTHII, 3aToa IITO e Toa Taka. 3aToa
IITO TOA TOJIKY HpedpIuiIo, TONKY JOMpEIo U ce pa3dpaao U MOKEN TOJNKY TOj LITO IO
TIMIIYBaJI CIIOpe] CBOETO CO3HAHME Ha TeaTap U 10 Toa JIa/ii e TPOMaHAT PeKucep Win
TJIYMell, JIaJId e TIcaTesl MpoMajiHaT WK e CTBapHO KPUTHYAp, KOjJIITO ce 3aHMMaBa Co Toa.
CyM carai a jobujaM 1o0pa KpUTHKa, ce pa3oupa. Mu 0110 3HauajHO LITO Ke Hamwuile /Jleo
IITO Ke Hamwuiie /[HeBHuK, ITO Ke HaruuIaT [[pumopcke HoBUYe, aMa ITTABHO CH OJ]aM UCTUOT
TleH UM YTPeJieHTa 110 TIPeTcTaBara, Taka IITo Kora Ke u3Jie3e KpUTHKaTa MU ja MCITpaKaar,
aMa HeMma B/IMjaHKe Ha MeHe.

Jlanu Ha pas/inuyeH HauuH ja TpeTUpare npercrasara Bo CiioBeHuja 1 Bo MakeoHuja
(1360p Ha TeKcT, mpolec Ha paboTa, aHcam01)?

He. be3 pa3nuka Kajie mpaBam mpeTcTtaBa Bo CrioBeHuja, Bo I'epmaHuja, Bo AMepuKa, BO
MakepjoH1ja, ceKorai ryiefiaM fia I'o HaljpaBaM IPOLIECOT U ITPETCTaBaTa [0 eIHO HUBO LITO
e Moe, Jla ce apTUKy/IupaM cebecu, 6e3 Toa HeMa Jla IMaM [IPeTcTaBa.

Jlanu mocTojaT pa3NMKM BO MPOJVKIMCKUTE YCIOBU (Ha Tpumep, (pUHAHCHCKUTE
OyileTH Ha TpPeTCTaBUTe, TEXHMUYKUTE YCIOBH 3a Pab0Ta BO TeaTapoT, MOJAPIIKA Off
MEHA[IMEHTOT Ha TeaTapoT, MPOMOIHja UTH.) Me'y MaKe[[OHCKUTEe W CIIOBEHEUKHTe
TeaTpPH BO KOM CTe peskupaJie 1o cera? AKO MOCTOjaT, KaKo OM ' ONHIIAJIe THe Pa3/TUKu?

TTocTojat ce pa3dupa pas3iuKM, Kako LITO mocTojat pasnuku Mery Crosenuja u [epmanuja.
Wmu mery I'epmanuja u AMepuka. CtamHo mocrtojaT pasnuku. Co Toa IITO AYPH U OBJe
TeaTpuTe ce TPYJAT la Me cIefaT Kora paboraMm. MakciMMaJiHO ITO MOKAT, BO PAMKHM Ha
HEINTO IITO To Mo0KMBaar off apxkasara. Toa ce pa3nukyBa. Ha mpumep, Mojata mpeTcTaBa
AjHwitiajiosu conuwtitia Bo benrpa mucnam feka uunu off 120.000 go 150.000 eBpa, unu



Duzaposaitia #eHugba 1 pa3Boy Bo HapogHo mosopute ynnenie curypHo 150.000 eBpa,
IITO U He e Taka MHOTY 3a KoMmruiupaH 1poekT. Bo Ckomje ako 1 fagat 30.000 eBpa
MUCIIAT JleKa HalpaBuie MaKCUMYM IITO Moke. Hema cBecT Jja pedeMe JieKa HEKOj IIPOEKT
Tpeba f1a 3eMe MHOTY moBeke. He 3a /1a 3eMaM jac rorojiem XoHopap, TYKY 3a Jja ce OTpeMu
BO CeKoj Toryefi. JluctaTa Ha MOMTe COPabOTHUIIM Kora Ke ja BujuTe Bo ClIOBeHHMja MM BO
Benrpap u Bo Ckomje vma ronema pas3nuka. Kora Ke ro BUuTe porpamueTo uMa roiemMa
pasnuka. [Inakaror Bo benrpay ro npaBu Mupko VMK KojiTo e CBeTCKM MO3HAT rpahuuKu
nu3ajaep. OBfle He 3HAM /M Ke UMa WM Ke HeMa Takar. Taka 1ITo mporpamyeTo oBfie
¥IMa eJTHA WM JIBe CTPaHUIM, Tpeba Jia e HeKoj 0cobOeH MoBO/, Ta 71a UMa TIOBeKe CTPAHUIH,
a 1 TOTalll e Mpalliame IITO MUITYBAa BHATPE U KOj T0 MUIYBA.

Jlanu r7efate [0 cera HEKOM HEHMCKODHCTEHH MOJKHOCTH 3a COpa0OTKa Mery
CIOBEHEUKHTEe ¥ MaKeJOHCKUTE TeaTpu M [Jald MOKeOU MMaTe HEKOHM MpeJIo3n 3a
MHTeH3UBUPake Ha Taa COpaboTKa?

He CYM pa3sMuCIIyBajl 3a TOa. Toa e Hemrro mTO € eI Ha KYJITYPHa IIOJIMTUKA. He ce
3aHMMaBaM CO TOa CO IroJuHU Beke. Taka 1ITo HeMaM HEKOj iaCEH Tnpensor. Mucnam JeKa
pa3MeHa Ha IIPEeTCTaBU, I'OCTYBdibad € CeKOorall BO36Y,HJH/IBO 1 TOa He e MAJIKy. Mu e xan
IIITO HEKOM HalllX ITPETCTaBu HE Ce IPUKaKaHU TaMy, MEI"YTOH Mpaliame e cera 1ajad BO
MOMEHTOB MaKeIOHCKHOT TeaTap 0amr uMa u HeKou IIpeTCcTaB4 3a TaMy.

Maxre0HCKO-C/IOBeHEUKHU TeaTapcKu BPCKHU, KaKo I7efjaTe Ha oBaa cuHTarma’? Jlamm
MO3Ke Jja ce 300pyBa 3a pejialija Mel'y HAlIMOT M C/IOBEHEYKUOT TeaTap?

Ha moeguneuHo HuBo, jac, Ao IIomoBcKHM, HEKOHM APYru Nyre 1ITo paboTea TaMy, Toa Jia,
curypHo. Off ipyra cTpaHa, HeKoja ApaMaTHYHO OMTHA Jpyra copaboTKa He rimenaM. He ja
Ipero3HaBaM, He CyM ja BUjel1, He ja 3HaM. IloBeKe e Toa ujieja OTKOJIKY copaboTKa.
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Slobodan Unkovski, gledaliski reziser 7

Gledalisce kot odnos

Pogovarjala se je Ana Stojanoska.

Prvotne analize podatkov, ki so jih raziskovalci zbrali med izvajanjem projekta
Makedonsko-slovenske gledaliske vezi (od leta 1990 do danes), kazejo, da je
makedonsKi reziser Slobodan Unkovski v obdobju, pomembnem za naso raziskavo,
reziral pet predstav v Stirih slovenskih gledaliscih: Ibsenovega Peera Gynta v
produkciji SNG Drame Ljubljana (1991), Molierjevega Ljudomrznika v produkciji
SNG Drame Ljubljana (2000), Shakespearjevo komedijo Kakor vam drago v
produkciji Mestnega gledali$¢a ljubljanskega (2001), Cetrto sestro Gtowackega v
produkciji SNG Drama Ljubljana (2002) in Gozzijevega Zelenega pticka v produkciji
SNG Nova Gorica (2005). V Sloveniji je reziral tudi leta 1983, in sicer besedilo
Dusana Jovanovica Vojaska skrivnost v Slovenskem stalnem gledaliScu v Trstu. Poleg
sodelovanja s slovenskimi gledaliSkimi hiSami je s slovenskim gledaliS¢em povezan
tudi prek rezij besedil pomembnih slovenskih dramskih avtorjev, kot sta DuSan
Jovanovié in Rudi Seligo.

Namen tega intervjuja je v teoretskem in estetskem pomenu predstaviti delovanje
reziserja Slobodana Unkovskega in njegovo razumevanje slovenskega gledalisca.

Kdaj in zakaj ste se zaceli zanimati za slovensko gledalis¢e? Vas je morda k temu
spodbudila kaksna predstava ali ansambel?

S slovenskim gledaliS¢em sem se srecal, ko sem zacel obiskovati festivale, prakticno
Ze leta 1971. Tedaj se je slovensko gledalisCe razlikovalo po vec¢ elementih, po
nacinu igre, opremi, razli¢nih stvareh. Bil sem tudi selektor v Sarajevu (festival
MESS), potoval sem in si ogledoval slovenske predstave. Z Mileno Zupancic¢ sva
bila tudi skupaj v ziriji v Zagrebu, na Gavellinih vecerih, tako da sem spoznal tudi
njo. Sodeloval sem tudi z DuSanom Jovanovi¢em, ko sem reziral Osvoboditev Skopja
v Skopju, pa tudi z Meto Hocevar, s katero sodelujem od leta 1978. Sodelovanje z
njo se je zacelo v Zenici s predstavo Legenda po KrlezZevem besedilu. Pa seveda
Slovensko mladinsko gledalisce, njihove predstave sem si ogledoval v Beogradu.
Kasneje sem se z njimi seznanil tudi prek predstav Ljubise Risti¢a. Prvo predstavo
sem v Sloveniji reziral v devetdesetih letih, Peera Gynta v Drami SNG. Prvi poskus
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je bil neuspesen, ker je Radko Poli¢, ki bi moral igrati Peera Gynta, odpovedal
sodelovanje. Potem sem vzel Igorja Samoborja, tedaj mladega igralca, s katerim
smo zaceli delati Ze spomladi. Poleti je opravil vse svoje obveznosti in septembra je
prisel zelo dobro pripravljen, tako da smo ustvarili predstavo, ki je ostala v spominu
kot nekaj pomembnega in dobrega. Potem sem delal v ve¢ gledali$¢ih, ve¢inoma v
Drami, enkrat v MGL, v Novi Gorici, pogajal sem se tudi z drugimi gledalis¢i, vendar
se ni iz8lo. Nekateri projekti so propadli, na primer projekt Vinka Moderndorferja
Evropa. Pred tem je priSla pobuda nekega znanega pisatelja, trenutno se ne morem
spomniti njegovega imena. Lado Kralj mi je prinesel besedilo po izvedbi moje
predstave Divje meso, zdi se mi, da v Ljubljani, ali Hamleta, se ne spomnim natanc¢no.
Na letali$¢u, preden sem vstopil v letalo, so mi dali neko besedilo, za katero so Zelelj,
da bi ga delal, vendar mi ni bilo vSe¢. Hocem reci, da sem se druzil z igralci in avtorji
iz Slovenije, reZiral sem besedilo Rudija Seliga v Sarajevu, pa Dusana Jovanovic¢a v
Skopju in Trstu, tako da sem bil stalno v stiku s slovenskim gledaliS¢em, z dramskimi
besedili, avtorji, pisatelji, igralci ...

Omenili ste Dusana Jovanovic¢a, kaj vas spodbuja, da se ukvarjate z njegovimi
besedili?

Pri njem mi je bilo vsSec to, da se s politicnimi vprasanji ukvarja na subtilen nacin, da
odpira nekatere teme, ki jih prej nihce ni. Na primer v predstavi Bratje Karamazovi
in v drugih besedilih. Gre za osemdeseta leta, ko je politicno gledalisSce zacelo
prevladovati. On in Ljubisa Risti¢ sta bila vodilna reZiserja. Jaz sem se jima nekako
pridruzil s predstavo Hrvaski Faust v Beogradu, ki je odrazala mojo estetiko in bila
absolutno politicno, dramaticno pomembna za delo. Osvoboditev Skopja je ena
njegovih najboljSih predstav in menim, da je izjemen avtor in reZiser, poseben,
nekaterim je lahko zelo vSec, nekaterim ne.

Katere so po vaSem mnenju glavne estetske znacilnosti slovenskega gledali$c¢a?
Natancneje, ali lahko definiramo kategorijo »slovensko gledaliSce« ter njegovo
estetiko in poetiko?

Slovensko gledalis¢e ni preprost termin, ¢e lahko tako recem. V nekdanji
Jugoslaviji smo poznali najpopularnejse slovenske predstave, tiste, ki so bile
estetsko razlicne, minimalisticne s Stevilnih vidikov in so predstavljale doloc¢en
tip igre. V Sloveniji pa je Se veliko predstav, ki so konvencionalne. Enako kot v
nemsSkem ali drugih gledaliscih, kjer se igrajo predstave, ki niso nepomembne, ki
so pomembne za njihovo publiko - vec¢ ali manj okusne ali neokusne, vendar jih
gledalci obiskujejo. Vedno so imeli potrebo po raziskovanju novih smeri, Zeleli



so narediti korak naprej glede teme, golote, vkljucevanja zivali v predstave in
podobno ter so bili vedno provokativni in druga¢ni, moram reci pogumni. Tako so
na primer nekatera gledalisc¢a, kot sta Mladinsko in Glej, pa tudi druga v dolocenih
fazah, imela zelo posebno estetiko in vedeli smo, kaj lahko od posameznega
pri¢cakujemo. SNG Drama je imela resno produkcijo, resno oblikovno zasnovo
in kakovostne igralce, s katerimi je bilo vedno uzitek delati. Pravzaprav so bili
vedno na sredini med strogostjo in ostrostjo staliS¢ in izraza, z mojstrskim
razumevanjem poezije, neulovljivega in tako naprej. Ta meSanica je bila vsaki¢
vznemirljiva. Ne morem reci, da vpliv nemskega gledalis¢a ni bil prisoten tudi v
notranji organizaciji, nac¢rtovanju produkcije, pri dramaturgih in njihovi vlogi,
opremi, oblikovanju. Brez teZav so potovali v Miinchen, na Dunaj in v druge kraje,
za razliko od nas, ki nam je bilo to prevec¢ zapleteno. Ko smo zaceli tekmovati na
jugoslovanski ravni, na primer z Dramskim gledaliScem Skopje, smo vedno zeleli
premagati Slovence: na Sterijinem pozorju, na MESS-u so v¢asih oni premagali nas,
vcasih pa mi njih. Vendar smo vec¢ tekmovali z njimi kot pa z Beogradom. Za nas
so bili merilo. Najraje smo tekmovali prav z njimi. In uspelo nam je. Ne morem se
spomniti vseh imen, zaénimo s Cankarjem in pojdimo naprej od Hienga do Seliga,
od Jovanovica do Jancarja pa vse do mlajsih avtorjev, ki so odpirali drugacne teme.
Take, ki so bile pod vplivom evropskih tokov, angleSke dramaturgije in drugih
stvari, o tem zagotovo obstajajo primernejSe Studije, vendar se nam je zdelo vedno
zanimivo videti drugacen nacin razmisljanja, ne drugac¢no civilizacijo, dale¢ od
tega, ampak drugacen nacin - pri nas se je namrec vse odvijalo na ¢ustveni ravni,
pri njih pa je prevladoval ratio. Prav zato mi je bilo zanimivo delati tam, zanimivo
je bilo tudi njim, ker smo imeli mesSanico teh dveh stvari, ki je naSemu kon¢nemu
izdelku dajala posebno kakovost. To je bilo gledalis¢e z drugacnimi mozZnostmi,
drugacnimi proracuni, vse je bilo drugace. Tudi v Jugoslaviji je bilo tako. To je bilo
pravo gledaliSc¢e. »Hrepenenje« je bilo sinonim za slovenske predstave. (smeh)

Katero je po vasi oceni najsodobnej$e ali najbolj avantgardno gledalisce v
Sloveniji in zakaj?

Sam sem bolj usmerjen k izbranim institucijam, ¢e lahko tako refem, k velikim
gledaliS¢em. Zame je bilo SNG Drama z mnogih vidikov avantgardno gledalisce.
Pomembna so tudi Glej, Mladinsko in nekatera druga gledalisca, ki se jih trenutno ne
morem spomniti. Ne morem presoditi. Ni avantgardno vse, kar se zdi avantgardno.
Vcasih je avantgardnost zavita v na videz enostavno obliko, ki ni nujno kri, znoj, koza,
voda, perje, pena, penisi ali nage riti in podobno. Lahko je tudi veliko enostavneje
zapakirana in lahko odpira pomembne nove estetske smeri. Tako da ne morem
ocenjevati, nisem razmisljal na takSen nacin.
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V Sloveniji ste v $tirih razli¢nih gledaliscih rezirali pet predstav. Ali je poetika
katerega slovenskega gledali$¢a podobna/enaka vasi? Kako ocenjujete svoje
sodelovanje s slovenskimi gledalisci in gledali$¢nimi umetniki?

Ne vem natancno, kaj bi rekel o tem, saj je moja poetika, nacin izrazanja, vsekakor
vedno prisotna, vendar se spreminja glede na ansambel, mesto, besedilo, okolisc¢ine
in tako naprej. NajbliZje mi je SNG Drama, morda zato, ker sem tam pripravil kar
nekaj predstav. To je gledaliS¢e, v katerem bi lahko vedno delal - gledaliS¢e v
pravem pomenu besede. Moja prva pogodba v Sloveniji je bila za rezijo Razrednega
sovraznika v Mladinskem gledali$cu, vendar potem nisem mogel priti in sem jim
predlagal Vita Tauferja, ki naj bi bil moj asistent. Potem ga je reziral on. Mladinsko
gledalis¢e me je na nek nacin prepoznalo in bilo prvo, ki me je povabilo. Nato so
se oglasili iz SNG Drama. Zelo zanimiva je bila tudi izkusnja v Novi Gorici. Gre
za izredno zanimiv ansambel, ki je zaprt v nekem izmisSljenem mestu: izmiSljena
je igralnica, gora je izmiSljena, le vino je resni¢no. Gre za mejo, neobstojece
mesto, kjer nimas kaj poceti, razen piti, kockati in pripravljati predstavo. To je
pomembno kot dogodek. Kot gledalisce, glede aplicirane strukture, iskanja stvari,
raziskovanja, pa je bilo zame vedno pomembno SNG Drama. Delal sem predstavo
v Mestnem gledalisc¢u po Shakespearjevem besedilu, povezali smo se, a ne tako,
kot bi si Zelel. Mestno gledaliS¢e mora velik del svojega proraCuna zagotoviti
samostojno in ga zasluziti. Tako je pri vseh gledaliscih, vendar pri njih Se posebe;j.
Iz repertoarja je razvidno, katere stvari delajo za publiko. Ob tak§nem nacinu dela
je zelo tezko ohraniti kakovost. Vendar zdaj govorim o nekem minulem obdobju.
Ne morem reci, da vem, kako je zdaj. Ce odgovorim na tvoje vprasanje: SNG
Drama, tam so predstave, ki si jih Zelim ogledati, tam Zelim delati, tam je zame
vznemirljivo, zanimivo, negotovo ... Imel sem veliko sreco, da sem nekaj predstav
delal z Jernejem Sugmanom, ki je Zal prezgodaj umrl. Imel sem sre¢o, da sem
delal z nekaterimi njihovimi izrednimi igralkami, kot sta Natasa Barbara Gracner
in Polona Juh, s katerima sem se srecal Ze pri Peeru Gyntu, pa tudi z mnogimi
drugimi, ki jih zdaj ne morem nasteti. Le sodelovanje s Silvo Cusin je ostalo moja
neizpolnjena Zelja, zelo mi je vSec.

Ibsen, Glowacki, Jovanovi¢, Shakespeare, Moliére so avtorji, katerih dela ste
rezirali v slovenskih gledalisc¢ih. Zakaj prav ti in ali je to povezano z okoljem,
v katerem rezirate? Ali je razlika med izbiro dramskega besedila za slovensko
gledalisko publiko in za druge?

Ne, ni razlike. To je povezano s predmetom mojega raziskovanja in s tem, kar me
zanima. Nisem omenil Carla Gozzija z Zelenim ptickom v Novi Gorici - filozofska
renesancna komedija. Dramaturgi slovenskih gledalis¢ so pred zacetkom sezone



prihajali s predlogi, ki sem jih sprejemal ali pa ne. Izbor dela je bil rezultat mojega
ali njihovega trenutnega zanimanja, strukture repertoarja za doloceno leto, smeri, ki
jim sledijo, odkritij v svetovnem sodobnem gledali$¢u in tako dalje. Peer Gynt, Cetrta
sestra in Ljudomrznik v SNG Drama so bili pravzaprav njihovi predlogi.

Ali vedno sami izberete dramsko besedilo ali pa se je kdaj zgodilo, da so
ansambel, direktor gledalisca ali avtor od vas zahtevali, da na oder postavite
doloceno besedilo?

Ce ima gledalis¢e mocan dramaturski oddelek, sestavljen iz treh ali Stirih resnih
dramaturgov, ki obvladajo jezik, je z nekaterimi teZko sodelovati, nekateri pa so
Cudoviti, kompetentni in zaupa$ njihovim predlogom. To je zame veliko zanimivejse.
Ker se je treba o terminih za delo dogovoriti veliko vnaprej, imam dovolj casa, da
ugotovim, ali mi je delo vSec¢ in kaj bom naredil z njim. Najpogosteje gre za skupni
izbor. Ponujali so mi nova besedila, ki mi niso bila znana - berejo veliko besedil, to
je njihovo delo. Prevajajo iz nemscine in anglesc¢ine in drugih jezikov ter tudi na tej
osnovi pripravljajo repertoar.

Slovenska dramaturgija in vase zanimanje zanjo?

Izredno obzalujem, da nikoli nisem delal Cankarja. Menim, da sem pravi reZiser
zanj in njegova besedila so prava zame. Zato je bila nameravana rezija Evrope Vinka
Moderndorferja, besedila, ki temelji na Cankarju, na nek nacin naravna izbira. Gre za
sodoben pogled na slovensko situacijo. Tudi Seligova besedila sem reZiral z velikim
zadovoljstvom. O DuSanu Jovanovi¢u sem zZe govoril. V vsakem primeru so mi bile
vSec tudi Hiengove drame. Nekaj ¢asa sem prejemal veliko novih slovenskih besedil,
vendar nisem reziral tako pogosto, da bi lahko odgovoril na vse te predloge. Slovenska
dramaturgija se mi zdi zelo zanimiva, na doloc¢en nacin eksoti¢na - ne banalna, temvec
tematsko eksoti¢na. Enako kot v Nemciji, kjer so mi dvakrat ali trikrat dali rezirati
nemsko besedilo, da bi videli moj pogled na njihovo dedisc¢ino, njihove starodavne
mite, ki jih tukaj ne poznamo dovolj. Legende in miti imajo drugacen vidik. Menim, da
je bilo to koristno tako zame kot tudi za pisatelje in publiko.

Gledaliska kritika v Sloveniji - kaksSen je vas odnos do Kritik, napisanih o vasih
predstavah?

Prav posebej se ne spomnim nobene Kritike svoje predstave. Ne samo v Sloveniji,
nikjer se nisem zanasal samo na kritiko. Ne podcenjujem je, vendar mi ne pomaga.
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Tudi Ce je najslabsa ali najboljSa, mi ne pomaga, imam svoje razumevanje tega, kako
dale¢ sem priSel, in to me vodi. Ne gre za arogantno staliSCe, temvec je moj proces
kompleksnejsi, kot ga je mogoce opisati v nekem besedilu. Kritika je zame vedno
poenostavljanje stvari ali nerazumevanje razli¢cnih dramskih smeri. Vendar se glede
tega ne smemo jeziti. Vse je odvisno od tega, koliko se je predstava avtorja kritike
dotaknila, koliko je razumel in koliko ve o gledaliScu, ali je avtor kritike propadli
reZiser, igralec ali pisatelj ali pa resni¢ni gledali$ki kritik. Zelel sem si dobre kritike,
seveda. Pomembno mi je bilo, kaj bodo napisali v Delu, Dnevniku, Primorskih novicah,
vendar ve¢inoma odidem Ze isti ali naslednji dan po predstavi, tako da kritika, ki mi jo
potem posljejo, name ne vpliva.

Ali k predstavi v Sloveniji pristopite na drugacen nacin kot v Makedoniji (izbor
besedila, proces dela, ansambel)?

Ne. Ne glede na to, ali gre za Slovenijo, Nemcijo, ZDA ali Makedonijo, si proces in
predstavo vedno prizadevam pripeljati na raven, ki je moja, in artikulirati samega
sebe, saj brez tega ne bom imel predstave.

Ali obstajajo razlike v produkcijskih pogojih (npr. finan¢ni proracuni predstav,
tehnic¢ni pogoji za delo v gledalis¢u, podpora vodstva gledali$ca, promocija itn.)
med makedonskimi in slovenskimi gledalis¢i, v katerih ste doslej rezirali? Ce
obstajajo, kako bi jih opisali?

Razlike so, enako kot tudi med Slovenijo in Nemcijo. Ali med Nemcijo in ZDA. Razlike
vedno obstajajo. Tukaj si gledalisca prizadevajo podpirati moje delo. V najvecji mogoci
meri, v okviru tega, kar dobijo od drzave. V tem je razlika. Na primer moja predstava
Einsteinove sanje v Beogradu stane od 120.000 do 150.000 evrov. Figarova svatba in
lo¢itev v Narodnem gledalis¢u Beograd je zagotovo stala 150.000 evrov, kar ni zelo
veliko za tako zahteven projekt. Ce ti v Skopju dajo 30.000 evrov, menijo, da so storili
vse, kar je bilo mogoce. Ne zavedajo se, da nekateri projekti zahtevajo veliko ve¢. Ne
zato, da bi jaz dobil visji honorar, temvec da bi bila predstava v vsakem pogledu ¢im
bolje opremljena. Seznami mojih sodelavcev v Sloveniji, Beogradu in Skopju so zelo
razli¢ni. Ce pogledate program, je razlika velika. V Beogradu plakat izdeluje Mirko Ili¢,
ki je svetovno znan grafi¢ni oblikovalec. Tukaj [v Makedoniji] ne vem, ali bo predstava
sploh imela plakat. Programcek ima tukaj eno ali dve strani, ve¢ bi jih imel le ob
posebni priloZnosti, pa tudi takrat je vpraSanje, kdo bo pisal in kaj.



Ali opaZate Kkatere doslej neizkoriS¢ene moZnosti za sodelovanje med
slovenskimi in makedonskimi gledalisci ter ali imate morda kaks$ne predloge
za pospesitev sodelovanja?

Nisem razmisljal o tem. To je nekaj, kar je sestavni del kulturne politike. Ze leta se s
tem ne ukvarjam ve¢, tako da nimam nekega jasnega predloga. Menim, da je izmenjava
predstav vedno vznemirljiva in Ze to je nekaj. ObZalujem, da nekatere nase predstave
niso bile predstavljene v Sloveniji, vendar je vprasanje, ali ima trenutno makedonsko
gledaliSce predstave, ki bi bile za to primerne.

Makedonsko-slovenske gledaliske povezave - kako gledate na to sintagmo? Ali
lahko govorimo o odnosu med makedonskim in slovenskim gledalis¢em?

Na ravni posameznika - jaz, Aco Popovski in drugi, ki so delali v Sloveniji - zagotovo.
Po drugi strani pa nekega dramati¢cno pomembnega sodelovanja ne vidim. Ga ne
prepoznavam, nisem ga videl, ga ne poznam. Gre bolj za idejo kot za sodelovanje.

Prevedel Darko Jan Spasov
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Clanek pokaze, da je zametke postdramskega gledalita na Slovenskem mogoce zasledit]
ze konec petdesetin let 20, stoletja v rezijskem opusu Balbine Battelino Baranovic,
Osredotoci se na analizo njenih uprizoritev v Eksperimentalnem gledaliscu, ki ga je
ustanovila in vodila v obdobju 1955-1967. Repertoar je slonel na stirih previadujocih sklopih
besedilnih predlog, ki noznanjajo prehod v postdramsko gledalisce kot gledalisce »po«
drami; na priredbah pripovednih del; dramskih besedilin, ki zaobhajajo tradicionalno, v
aristotelski dramaturgiji utemeljeno absolutno dramo; dramah absurda in pesniskih delih,
/natilnosti postdramskega gledalista so proucene z vidika dveh poglavitnih tezenj: teznje
po odtegnitvi oznacevanja, to Je po odmiku od reprezentacije, in teznje po razhierarhizaciji
gledaliskih sredstev. V najvecji meri so bile uresnicene v uprizoritvah, ki so bile izvedene kot
gledalisce v krogu. Nacela paratakse, simultanosti in igra z gostoto znakov so bili najbolje
razvidni v uprizoritvi Goethejevega Fausta (1959), Clanek reziserko uvrsti med predhodnike
postdramskega gledalisca, ki ga avtor te terminoloske oznake Hans-Thies Lehmann sicer
umesca v sedemdeseta leta 20, stoletja, v slovenskem prostoru pa njegov odmevni zacetek
po doslej uveljavljenih interpretacijah oznacuje predstava Pupilija, papa Pupilo pa Pupilcki v
izvedbi Gledalista Pupilije Ferkeverk leta 1968,

Kljuéne besede: slovensko gledalisce, eksperimentalno gledalisce, postdramsko gledalisce,
gledaliste v krogu, avtenticnost, Balbina Baranovic
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Slovenskem:

Eksperimentalno gledalis¢e Balbine
Battelino Baranovic (1955-1967)

Barbara Orel

Nekatere znacilnosti oziroma zametke postdramskega gledaliS¢a na Slovenskem je
mogoce zaslediti Ze v Eksperimentalnem gledaliscu, ki ga je v letih 1955-1967 vodila
Balbina Battelino Baranovi¢. To je Se pred »uradnim« zaCetkom postdramskega
gledalisc¢a, ki ga avtor te terminoloSke oznake Hans-This Lehmann sicer umesca v
sedemdeseta leta 20. stoletja, in obenem tudi dobro desetletje pred predstavo Pupilija,
papa Pupilo pa Pupilcki v izvedbi Gledalis¢a Pupilije Ferkeverk leta 1969, ki po doslej
uveljavljenih interpretacijah oznacuje odmeven zacetek postdramskega gledaliS¢a na
Slovenskem. Gradivo o opusu Balbine Baranovic, ki zgovorno prica o postdramskem
zastavku njenega Eksperimentalnega gledalisca, je bilo v slovenskem gledaliSkem
zgodovinopisju prvi¢ podrobno in pregledno predstavljeno v knjigi Primoza Jesenka
Rob v srediscu: izbrana poglavja o eksperimentalnem gledaliscu v Sloveniji (1955-1967).

Sinergija med eksperimentalnimi gledaliskimi praksami in
institucionalnimi gledalisci

Eksperimentalne gledaliSke prakse na Slovenskem so po drugi svetovni vojni
delovale v svojevrstni sinergiji z institucionalnimi gledalis¢i. To je osrednja misel,
ki jo Primoz Jesenko izpisuje v znanstveni monografiji in jo lucidno izpostavi Ze v
naslovu: Rob v sredisc¢u. O gledaliSkem eksperimentu smo doslej ve¢inoma razmisljali
kot o alternativi, ki se je oblikovala kot opozicija in je delovala na obrobju, lo¢eno,

¥¥ 1

predvsem pa neodvisno od institucionalnih gledalisc.! Jesenko, ki poglobljeno in

Zahvala: Clanek je nastal v okviru raziskovalnega programa Gledali$ke in medumetnostne raziskave (P6-0376), ki ga
sofinancira Javna agencija za raziskovalno dejavnost Republike Slovenije iz drzavnega proracuna.

1 Kot ugotavlja Tomaz Toporisic, sta v slovenskem prostoru - tako kot v drugih vzhodnoevropskih drzavah - v petdesetih in Sestde-
setih letih 20. stoletja soobstajala dva tipa gledalisca, t. i. gledalis¢e konsenza in gledaliS¢e opozicije (Levitve 139-141). Tako ju ime-
nuje Valentina Valentini: »1. Gledalisce konsenza, katerega dominantni orodji sta tekst in igralec. Tekst je socrealisti¢en ali klasicen,
igralec je uteleSenje zvestobe politicnega aktivista. 2. Gledalisce opozicije, ne-strinjanja (disidence). Njegova protagonista sta avtor in
reZiser, njegovi orodji prostor in telo« (prav tam 139). V skladu s tema modeloma je bila pri nas zgodovinjena tudi gledaliska praksa.
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s strastno akribijo razisce prvi val gledaliSkega eksperimenta po drugi svetovni
vojni, to splo$no razsirjeno in uveljavljeno razlago ovrze oziroma temeljno korigira:
gledaliski eksperiment v Sloveniji se je tako v estetskem kot politicnem pogledu
sicer vzpostavljal kot alternativa gledaliskim praksam v institucionalnih gledaliscih,
obenem pa so prav ta ponujala prostor in s svojo infrastrukturo omogocala, celo
spodbujala njegovo delovanje ter skrbela za njegovo kontinuiteto. Avtorja pri tem
sicer ni motiviralo »radikalno preoblikovanje razumevanja zgodovine gledaliskega
eksperimenta ali klic po prevrednotenju Ze znanega« (Jesenko 11), temvec potreba po
ponovnem ozavescenju dejstva, da ima eksperiment konstitutivno vlogo pri razvoju
gledaliske dejavnosti. V casu, ko zavest o tem in ugled gledaliSkega eksperimenta
drasti¢no upadata, je to - kot poudarja Jesenko (prav tam) - Se posebej pomembno
izpostaviti.

Raziskava izbranih poglavij o eksperimentalnem gledaliS¢u v Sloveniji (kot to¢no
sporoca Ze podnaslov knjige) je zamejena z letnicama 1955-1969. To je ¢as, v katerem
je delovalo Eksperimentalno gledalisc¢e Balbine Battelino Baranovic. Vendar se avtor ne
osredinja le na proucevanje njenih inovativnih pobud, temvec¢ v raziskavo vkljuci tudi
avtorice in avtorje ter skupine, ki so v tem ¢asu ustvarjali v zarisu eksperimentalnih
gledaliskih praks: Drago Ahacic in Gledalisce Ad hoc, Oder 57, Zarka Petana, Mileta
Koruna, Jurija Soucka in njegovo skupino 312 860, imenovano tudi Stranski vhod ali
Souckova skupina ter Studentsko aktualno gledali$¢e - SAG. Kot poudarja Jesenko, mu
ne gre za posredovanje vednosti o »zamolcani preteklosti«, temvec za »prikazovanje
prezrtih in netematiziranih vmesnih prostorov in optik« (11), ki so se razpirali med
eksperimentalnoin mainstreamovsko gledalisko produkcijovrepertoarnih gledaliscih.
Ob tem opozarja tudi, da nobeden od obravnavanih protagonistk in protagonistov
ni ostal docela prezrt, pac¢ pa je pomanjkljivo obravnavana, na povrsinske sodbe in
pavsalno poznavanje pritrjena ostala dejavnost Balbine Baranovi¢ in Drage Ahaci¢
(27). Da je ustvarjalnost Zenskih avtoric ostala pomanjkljivo obravnavana, ni le znak,
temve¢ simptom prevladujo¢e moske linije v zgodovini in zgodovinjenju (ne le)
slovenskega gledaliSca. Zato je toliko pomembneje opozoriti na (eno od) ugotovitev,
ki jih prinasa knjiga in je bila doslej premalo poudarjena, véasih celo prezrta:
gledaliSkemu eksperimentu sta v Sloveniji po letu 1945 pot utirali Balbina Baranovic¢
in Draga Ahacic.

Jesenko uvodoma natan¢neje opredeli pojem gledaliSkega eksperimenta, ga prouci v
razmerju do sorodnih praks, kot sta avantgarda in komorno gledali$ce, obravnavanim
praksam v obdobju 1955-1967, ki so izhajale iz modifikacij dramskega modusa, pa
poisce izhodiSce v naturalizmu. TeZnja po natan¢nem posnemanju resni¢nosti in stiku
z realnim je oCitno poganjala tudi gledaliski eksperiment pri nas. »Predzgodovino«
obravnavanemu obdobiju izpiSe v poglavju o Delavskem odru (1919-1939 in 1956-
1960), pri cemer opozori na povezavo med eksperimentalno in amatersko gledalisko



dejavnostjo, ki je zaradi vztrajanja pri oblikovanju profesionalnih standardov
v institucionalnih gledaliS¢ih ostala slabo raziskana. Po temeljiti predstavitvi
zgodovinskega konteksta, v katerem je delovala gledaliSka ustvarjalnost v petdesetih
letih 20. stoletja, se posveti poglobljeni analizi del navedenih avtoric in avtorjev.
Osredotoc¢i se na odkrivanje razmerij med eksperimentalnimi in etabliranimi
gledaliSkimi praksami ter pokaZze, da jih ni urejalo nacelo izkljucevanja, temvec nacelo
integralnega vkljucevanja eksperimenta v institucijo. To je potekalo predvsem na
malih odrih, ki so bili ustanovljeni prav s tem namenom (v Drami SNG Maribor Ze leta
1959, v Drami SNG Ljubljana leta 1963).

Znanstveno razpravo dopolnjuje izdatno fotografsko gradivo. V Dodatku je poleg
seznama rezij Balbine Battelino Baranovic¢ objavljen tudi seznam eksperimentalnih
gledaliskih predstav, uprizorjenih na odrih institucionalnih gledalisc. Ta je za nadaljnje
raziskave gledalisSkega eksperimenta izjemnega pomena, saj so bili raziskovalci doslej
prepusceni iskanju podatkov v zbirkah kritik, periodi¢nem tisku, redkih preglednih
monografijah in razli¢nih drugih virih.? V posebnem poglavju so ponatisnjene
kritike izbranih uprizoritev, ki izostrujejo osrednjo rdeco nit v knjigi in izpostavljena
raziskovalna vprasanja. Poleg preucitve vse razpolozljive literature, vkljutno s
periodicnimi publikacijami, in arhivskih virov (v slovenskih gledalisc¢ih, Slovenskem
gledaliSkem inStitutu, Centru za teatrologijo in filmologijo UL AGRFT, Arhivu Republike
Slovenije, Zgodovinskem arhivu Ljubljana, Zgodovinskem arhivu Celje in drugih, tudi
zasebnih arhivih gledaliskih ustvarjalcev) je Primoz Jesenko kot metodo dela uporabil
tudi intervju. Objavljeni pogovori s pri¢evalci dogajanja (Balbino Battelino Baranovic,
Henrikom Neubauerjem, Kristijanom Muckom, Drago Ahaéi¢, Zarkom Petanom,
Mijo Janzekovi¢ in Veljkom Rusom) odstirajo vpogled v zakulisje in osvetljujejo
obravnavana vprasanja z osebnih perspektiv. Intervju kot delovna metoda ne daje le
izjemno dragocenih podatkov, temvec raziskovalcu vzbuja tudi posebne vrste zavezo
do obravnavanih vsebin, zgodovinskega obdobja in njihovih protagonistov. Rezultat
te temeljito opravljene raziskave je znanstvena monografija, ki temeljno dopolnjuje
zgodovino eksperimentalnega gledaliS¢a na Slovenskem. Iz¢rpna baza podatkov,
ki s poglobljeno analizo ponuja obilje iztoCnic za nadaljnje raziskave. Med drugim
prinasa tudi gradivo, ki prica o zametkih postdramskega gledaliS¢a na Slovenskem.
V nadaljevanju nameravam pokazati, da je nekatere znacilnosti postdramskega
gledalisCa mogoce zaslediti Ze v Eksperimentalnem gledaliS¢u Balbine Battelino
Baranovic¢ (1955-1967).

2 0 soocenju »s pomanjkanjem ali kar odsotnostjo sistemati¢ne in kontinuirane refleksije o eksperimentalnih tokovih« gl.
Jesenko (25). Prim. tudi ¢lanek Tomaza Toporisi¢a »Kako zgodoviniti sodobno slovensko gledali§¢e?« (106-113).
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Postdramske znacilnosti v Eksperimentalnem gledaliscu
Balbine Battelino Baranovic

Hans-Thies Lehmann s pojmom postdramsko gledaliS¢e oznaci gledalis¢e »po« drami
oziroma »onstran« drame; to je gledalisce, ki se vzpostavlja onkraj tradicionalnega
razumevanja drame in hierarhije znakovnih sistemov v gledalis¢u. Spremembo
uprizoritvene paradigme v gledaliS¢u zahodnega sveta opazi v predstavah in
performansih v sedemdesetih in osemdesetih letih 20. stoletja ter jih prouci v
monografiji Postdramsko gledalis¢e (v nemSkem izvirniku je izSla leta 1999, v
slovenskem prevodu pa leta 2003).3 Pod to oznako uvrsca »raznovrstne gledaliske
tokove po letu 1970, ki sledijo avantgardnim teznjam po reteatralizaciji gledalisca ter
poudarjeno izpostavljajo estetske kvalitete gledaliS¢a samega, zlasti €as, prostor in
materialnost telesa« (Sorli 37). Postdramsko gledalis¢e je sicer ohlapno definirana,
a sprejeta in Siroko uporabljana oznaka, ki se je kljub svoji pomanjkljivi teoretski
opredelitvi udomacila tudi v znanstvenih krogih.* V monografiji Performance Studies:
Key Words, Concepts, and Theories (2014), v kateri so predstavljeni klju¢ni termini
in koncepti za proucevanje scenskih umetnosti, ga Patrice Pavis predstavi kot
gledalisce, ki je emancipirano od dramskega teksta in uveljavlja odsotnost hierarhije
med odrskimi sistemi, in kar je najpomembnejse, uveljavlja odsotnost hierarhije med
odrom in tekstom (260). Gre za gledalisce, ki ga temeljno zaznamujeta dve naceli: 1.
»odtegnitev oznacCevanja« (kot se izrazi Lehmann, 101), to je odmik od reprezentacije
oziroma predstavljanja, nadomesti pa ga teznja po prezentaciji oziroma prisotnosti, in
2. »razhierarhiziranje gledaliskih sredstev« (Lehmann 105).

Maja Sorli v monografiji Slovenska postdramska pomlad (v kateri razi$¢e obdobje
razcveta postdramskega gledalisS¢a v devetdesetih letih 20. stoletja) zacetek
postdramskega gledaliS¢a v Sloveniji umesti v predstavo Pupilija, papa Pupilo pa
Pupil¢ki (1969), oziroma kot se natancneje izrazi:

Kot prvega odmevnega predstavnika slovenskega postdramskega gledalis¢a je mogoce
imenovati Gledalis¢e Pupilije Ferkeverk in njihovo danes Ze dodobra raziskano
antologijsko uprizoritev iz leta 1969 Pupilija, papa Pupilo pa Pupilcki, spektakelski uvod v
razcvet postdramskega gledali$¢a pa je odigral Krst pod Triglavom leta 1986. (Sorli 37-38)

3 Kot ugotavlja Patrice Pavis, Lehmann prouci spremembo uprizoritvene paradigme in jo utemelji na primerih gledaliskih
dogodkov in performansov, Ki si jih je sam ogledal v sedemdesetih in osemdesetih letih v Nemciji (zlasti v Theater am
Turm v Frankfurtu), na Nizozemskem in v Belgiji (Pavis 262). V knjigi Postdramsko gledali$ce analizira tudi uprizoritve
iz drugih drzav, med njimi tudi iz Slovenije, in sicer predstave v reziji Tomaza Pandurja in Emila Hrvatina/Janeza Janse.

4 0 razvoju termina postdramsko gledali¢e gl. Pavis (258-259), Toporisi¢ (Ranljivo telo teksta in odra 89-94), Sorli (40-
44), Milohni¢ (331-332). Lehmannova opredelitev postdramskega gledalis¢a je bila delezna Stevilnih kritik in tudi kon-
struktivnih dopolnitev. Avtor sam je po izidu knjige korigiral vrsto svojih trditev v ¢lankih in knjigi Das politische Schreiben
(2012). Kljub temu da postdramsko gledali$ce izziva in klice po natancnejsi terminoloski opredelitvi, je nadvse uspesen
krovni pojem. Kot ugotavlja Pavis, se po petdesetih letih 20. stoletja, ko je bil iznajden termin »gledali$¢e absurda«, do
devetdesetih let, ko je Lehmann konceptualno osmislil »postdramsko gledali$¢e«, ni pojavil noben tako prodoren termin,
ki bi zajemal veliko vecino eksperimentalne gledaliske produkcije.



Na osnovi podatkov, ki jih prinasa Jesenkova knjiga Rob v srediscu, je mogoce nekatere
znacilnosti postdramskega gledalis¢a prepoznati Ze pred letom 1969, in sicer v izbranih
uprizoritvah, ki jih je v Eksperimentalnem gledali$¢u rezirala Balbina Baranovic.

0 postdramski zastavitvi njenega gledalisca kot gledaliS¢a »po« drami oziroma onkraj
tradicionalnega razumevanja dramskega gledaliS¢a zgovorno pric¢a Ze sam izbor
uprizorjenih besedil. V repertoarju Eksperimentalnega gledalis¢a (1955-1967) je
mogoce izpostaviti Stiri prevladujoce sklope besedilnih predlog:

1. priredbe pripovednih del: Zolajevega romana Thérése Raquin v dramatizaciji
Marcelle Maurette (1955), Platonovih dialogov Poslednji dnevi Sokrata (1957),
Requiema za vlacugo Williama Faulknerja (1958), v katerem je avtor dramatiziral
svoje lastno pripovedno delo in pri tem eksperimentiral s pripovednimi tehnikami
ter ustvaril tekst, ki je delno drama in delno roman;

2. dramska besedila, ki zaobhajajo tradicionalno, v aristotelski dramaturgiji
utemeljeno absolutno dramo: Goethejev Faust (1959), Mrtvo pismo Roberta Pingeta
(1962), pesnisko besedilo v dramski obliki Dylana Thomasa Pod mlecnim gozdom
(leta 1963 je bila v Eksperimentalnem gledalis$¢u na ogled prva uprizoritev te drame
v Jugoslaviji);

3. drama absurda: Beckettovi igri Konec igre (leta 1969 je bil to slovenski krst in
obenem prvi Beckett pri nas) in O, lepi dnevi (1964);°

4. pesniska dela: uprizoritev poezije Silvija Strahimira Kranjcevi¢a Vizije, 1958;
uprizoritev Lorcove poezije Pesem hoce biti lu¢, 1960; uprizoritev pesmi
socialnega protesta in ljudske vstaje Kri v plamenih (uprizorjena ob 20-letnici

narodnoosvobodilnega boja leta 1961).

Odtegnitev oznacevanja

Odmik od reprezentacije oziroma odtegnitev oznacevanja (kot ena izmed poglavitnih
znacCilnosti postdramskega gledalis¢a) je bila najjasneje razvidna predvsem v
nacinu igranja. Kot opozarja Lehmann, postdramsko gledalisce »ni samo novi nacin
uprizoritvenegateksta (kajSelenovitip gledaliskegateksta), marvecjetipuporabeznaka
v gledali$cu, ki obe plasti gledalis¢a temeljito prezame s strukturalno spremenjeno
kvaliteto dogodkovnega teksta, ki postane bolj prezenca kot reprezentacija« (105).
Nacelo, ki vodi k postdramskemu, je strategija odtegnitve oznacevanju. Ali kot se
izrazi Lehmann: »Dovolj je, da moramo dati gledaliskim znakom moznost, da delujejo
ravno z odtegnitvijo oznacevanju« (101). To pomeni brisanje intencionalnosti znaka
in odvzemanje reprezentacijskega znacaja gledaliSkemu dogodku.®

5 Uprizorjena je bila tudi drama Zgodba o Zivalskem vrtu Edwarda Albeeja, vendar je bila to edina predstava v Eksperimen-
talnem gledali$¢u, ki je ni reZirala Balbina Baranovi¢. ReZiral jo je Zarko Petan.

6 To se v polni meri uresnicuje zlasti v primeru t. i. estetike vdora realnega (Lehmann 118-123), na primer v avtobiograf-
skih performansih. Primere vdora realnega, ki zabrisujejo intencionalnost gledaliskih znakov, zasledimo tudi v dramatiki,
denimo v opusu gledali$¢a v gledali$¢u Luigija Pirandella.
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Odtegnitev oznacevanja je v Eksperimentalnem gledaliS¢u pomenila stremljenje
k prisotnosti, ki se je druZila s teZnjo po avtenti¢nosti in kar najbolj pristni oZivitvi
odrskega dogajanja.” Te znacilnosti postdramskega gledalis¢a seveda ni mogoce
pripisati vsem uprizoritvam v Eksperimentalnem gledaliscu. Iz kritiskih zapisov in
drugih dokumentarnih gradiv (fotografij in pri¢evanj) je mogoce ugotoviti, da so bile
najnazorneje izrazene v nekaterih uprizoritvah, ki so bile zastavljene kot gledalisce v
krogu. Krozna postavitev, ki »odrska dela prikazuje publiki z rentgensko mocjo, saj se
vidi slednja kosc¢ica in slednje tkivo, iz katere je delo sestavljeno, kot se izrazi JoZe
Javorsek® (nav.po Taufer21),je pomenilanovost, s katero je mogoce doseciavtenti¢nost
prikazanega. Natancneje, Slo je za ponovno odkritje nacina predstavljanja v krogu
(znanega Ze v antiki), ki je bilo v petdesetih letih aktualno kot eksperimentalna oblika
uprizarjanja tudi v tujini. Balbino Baranovi¢ je na Studijskem obisku v Parizu oc¢arala
predstava, ki jo je kot gledalisce v krogu odigrala skupina iz Filadelfije. Predstava jo je
»popolnoma prevzelag, kot je povedala v intervjuju PrimoZu Jesenku:

[Blila sem presenecena nad mocnim ucinkom tega teatra. Ugotovila sem, da se to
zgodi zaradi bliZine igralca. Ko sem predstavo gledala v drugo, sem se znova pocutila
neposredno vklju¢eno v dogajanje, ne kot obicajno, ko iz parterja gledas na oder s
prostorsko, a tudi z interno ¢loveSko distanco. Ko sem prisla naslednji dan preverit
izku$njo, sem ugotovila, da siloviti vtis ni popustil, znova sem zacutila isto. Rekla sem si,
da bi se to morda dalo preizkusiti pred domacim obc¢instvom, posebno ¢e se umaknem
klasi¢nim tekstom. (Jesenko 295)

Ob vrnitvi domov je Lojzetu Filipicu, takratnemu umetniSkemu vodji celjskega
gledaliSca predlagala to novost. Filipi¢, ki je bil naklonjen inovacijam, je njeno ponudbo
takoj sprejel in tako je leta 1953 v Celju nastala prva uprizoritev v krogu v Sloveniji,
psiholoska kriminalka Willyja Oscarja Somina Atentat.

Dve leti pozneje, junija 1955, je bil kot otvoritvena predstava Eksperimentalnega
gledalis¢a uprizojen Zolajev roman Thérése Raquin v reziji Balbine Baranovic. V
Slovenskem porocevalcu je bila pred premiero objavljena (nepodpisana) napoved,
ki je v predstavitvi znacilnosti uprizarjanja v krogu izpostavila prav avtenti¢nost
dogajanja in nacina igranja:

[G]ledalci in igralci niso loCeni med seboj, marve¢ povezani v celoto .. Ta nacin
uprizoritve zahteva od igralca intenzivnejSo koncentracijo in vecjo poglobitev v igro,
ker ni scenerije in drugih obicajnih gledaliskih rekvizitov ... igralec (je) edini objekt, ki
gledalca zanima. Okolje pa samo zahteva, da je podajanje dejanja naravno in pristno.
(nav. po Taufer 15, poudarila B. 0.)

7 Premislek o razumevanju prisotnosti, pristnosti in avtenti¢nosti sem z vidika vprasanja o izvirnosti gledaliskih dogod-
kov razgrnila v razpravi »Vprasanje izvirnosti: travmati¢na tocka gledaliS¢a in performansa na prelomu tisocletja« (Orel
75-96). Sluzi lahko kot primerjava med uresnic¢evanjem prisotnosti v petdesetih letih 20. stoletja in po letu 1990.

8 Tako je Javorsek zapisal v oceni uprizoritve Roussinove komedije MoZ, Zena in smrt, premierno uprizorjeni leta 1956 v
Eksperimentalnem gledaliscu.



Milo$ Mikeln je v kritiki opozoril, da v tem gledaliS¢u »med igralcem in gledalcem ni
rampe (rampa pa pomeni razdaljo). Torej se mora igralec vesti popolnoma naturno,
‘neprivzdignjeno’« (nav. po Taufer 16, poudarila B. 0.). Zato uprizarjanje v krogu
»odpravlja ‘privzdignjeno igro’, prikrojeno za galerijo, da igralca razbremeni Se zadnje
ovire na poti do naturne, sproscene, po vsebini prav tako umetniske kot na starem
odru, po obliki pa obicajnemu ¢loveskemu govoru in gibanju podobne odrske stvaritve«
(prav tam, poudarila B. 0.). Slog igre na kroznem odru je primerjal s filmsko igro,
pri kateri gledalcu ne uide »noben drget ustnic, noben pogled« (prav tam).’ Potencial
avtenti¢nosti, ki ga omogoca bliZina med vsemi prisotnimi oziroma »hotenje po najbolj
intimnem zbliZanju odrskega ustvarjalca z gledalcem soustvarjalcem« je v gledaliscu
v krogu prepoznal tudi Vasja Predan in novi nacin igre opisal kot »intimno, komorno
(ne tihotno, marvec preprosto, neposredno), tako reko¢ ‘domacnostno, ‘privatno’ igro«
(nav. po Jesenko 397, poudarila B. 0.).

TakSne so bile namere Balbine Baranovic, ki so jih kritiki z veliko naklonjenostjo
pozdravili. Do njihovih uresnicitev pa so bili prizanesljivi. Ce povzamemo z besedami
Vasje Predana, je bil to v primeru Thérése Raquin poskus »s polovi¢nim umetniSkim
uspehom« (nav. po Taufer 18). Reziji je ocital Sibkost »v izredno intenzivnem,
kompliciranem forsiranju dramati¢ne koncentracije, igralcem pa »neintimni« nacin
igre, vendar - kot je poudaril - so se mu »marsikdaj izredno toplo izvili ]. Hahnova
(Thérese), Maks Bajc (Camille) in zgolj spocetka Lojze Rozman (Laurent)« (prav tam
17-18). Podobnega mnenja je bil Mikeln: novi nacin igre je v nekaterih prizorih uspelo
ujeti Tkacevi, Hahnovi in Rozmanu (prav tam 17). Strategija odtegnitve oznacevanju
je bila sicer programsko vpisana v uprizoritev, vendar je novi nacin uprizarjanja od
vseh ustvarjalcev terjal vec vaje in uigranosti.

To jim je uspelo v uprizoritvi Platonovega dela Poslednji dnevi Sokrata (1957), ki je
bila velik uspeh Eksperimentalnega gledali$ca, pravzaprav prava uspesnica. Dozivela
je vel kot petdeset ponovitev, kar je izjemno visoka Stevilka, sploh ¢e pomislimo,
da je Slo za eksperimentalno uprizoritev. Presenetljivo je, da se je prvi »odmeven -
programski, gledaliSkoeksperimentalni, rezijski in igralski uspeh« Eksperimentalnega
gledaliS¢a (Taufer 22) posrecil na primeru filozofskega dela in ne na primeru
Zolajevega romana, ki je z naturalisticno zastavitvijo podajanja vsebin predstavljal
adekvatno izhodisce za gledalisce v krogu. V vlogi Sokrata je nastopil Lojze Potokar
in - kot je zapisala Stanka Godniceva - ustvaril »kreacijo, kakr$nih v nasi gledaliski
zgodovini Se nismo veliko zabelezili« (nav. po Taufer 23). V igri je »razvil presenetljivo
obsezno skalo nians, od retoricnih, a stilno pogojenih, anti¢nih retori¢nih ucinkov,

9 Joze Javorsek je igranje in reziranje v gledali$¢u v krogu prav tako primerjal s postopki pri filmu. V kritiki Atentata leta
1953 v Celju je zapisal: »Pod reflektorji igrajo na okrogli plos¢i igralci. A kje je kamera? Kamera so blescece oci Stevilnih
gledalcev. Nekatere oci so od igralca oddaljene pol metra (veliki plan), nekatere ga gledajo diagonalno, nekatere so od nje-
ga oddaljene spet tako dale¢, kot kamera, kadar snema v drugem ali tretjem planu. Zato mora rezija s tem novim poloZajem,
ki ga prinasa ‘gledalis¢e v krogu’ racunati, Se bolj pa igralec, ki je postavljen dobesedno in od vseh strani pod povecevalno
steklo svojega obtinstva« (nav. po Jesenko 396).
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pa do najbolj rahlih ¢ustvenih odtenkov« (prav tam). O Potokarjevem pristopu k
oblikovanju vloge zgovorno pri¢a naslednji odlomek iz intervjuja, objavljenega v
gledaliskem listu. Sokrat je bil zanj lik, »ki je dale¢ izven vseh kalupov povprec¢nosti,
nad vsemi zapisanimi sistemi srca in pameti, v pravem pomenu idealni lik, ki je vec
ko kaks$na uspela literarna podoba, saj je isto¢asno umetnisko-literaren in Zivljenjsko
pristen in preprost ... to je moja doslej najvecja vloga. Ko jo igram, je ne igram: na
vse pozabim izven sebe, Zivim le kot Sokrat« (nav. po Taufer 22-23, poudarila B. 0.).
Da ga je zasnoval s »strogim realizmomg, potrjuje tudi MiklavZ Prosenc, sicer avtor
neprizanesljive kritike v Studentski Tribuni.’® Ve¢ o samem nacinu igre iz kritik ni
mogoce razbrati, a tezZnja po pristnosti, avtenticnosti Platonovega, Sokratovega in
Potokarjevega retoricno spretnega in ¢lovesko prepricljivega zagovora je iz njih dobro
razvidna. Uprizoritev je bila zasnovana kot odrski esej, kar je na slovenskih odrih
pomenilo novost, s katero so se - kot ugotavlja Joze Javorsek - ustvarjalci »vkljucili v
splo$no smer danasnje omike, ki teZi v esej« (nav. po Taufer 26). Ni §lo samo za nov
nacin uprizarjanja tragi¢nosti, ki so jo dotlej oblikovali »z monumentalnostjo, miti, z
besedo in filozofsko poeti¢no mislijo« (Taufer 25), temvec za »esejisticno gledalisce,
ki se postavlja vsmer »sodobne esejisticne dramatike«, kot se izrazi Javorsek (prav tam
26).V njem je mogoce prepoznati novo odrsko kvaliteto in senzibilnost, ki je naznanila
estetiko postdramskega gledalisca kot postbrechtovskega, antiiluzionisti¢cnega, v ne-
ve¢-dramskem besedilu zasidranega gledalis¢a, ki deluje s strategijo zabrisovanja
intencionalnosti gledaliSkega znaka in razhierarhizacije gledaliSkih sredstev.

Razhierarhizacija gledaliskih sredstev

TeZznja po razhierarhizaciji gledaliskih sredstev je bila dobro razvidna denimo v
uprizoritvi Goethejevega Fausta (1959). Kot je mogoce razbrati iz zapisa Balbine
Baranovic v gledaliSkem listu, je bila v osnovi zamisljena kot gledalisce v krogu. Na
premieri v Viteski dvorani Krizank sicer ni bilaigrana krozno, pa¢ pasojo kot gledalisce
v krogu igrali v preddverju Krizank, ko je bila predstavljena v okviru Ljubljanskega
festivala (iz intervjuja s Henrikom Neubauerjem, Jesenko 313). Ne glede na to, kje
so bili razmesceni gledalci, je uprizoritev oCitno rezijsko stavila na nehierarhi¢no
uporabo znakov, raznosmerno razporejenih na odru. Ali kot je izpostavil Veno Taufer:
na »kontrastiranje nekaksne odrske teatralike z govorno, besedno askezo pesniskega
teksta«! (31).

10 Po Prosencevem mnenju so se na odru reZijsko in igralsko »prepletali vsi stili od reinhardtovskega klasicisti¢nega pato-
sa preko romanticne vzviSenosti do pri nas modernega antoinovskega realizma« (nav. po Taufer 24).

11 Taufer sicer pravi, da navedena namera Balbine Baranovic iz zapisa v gledaliSkem listu ni ¢isto jasna. A na osnovi kritik,
pricevanj in fotografij je s precejsnjo gotovostjo mogoce trditi, da je $lo prav za to. To se dobro vidi tudi na fotografiji, pos-
neti na ponovitvi v preddverju Krizank (gl. Jesenko 184).



Balbina Baranovic je v gledaliskem listu zapisala:

Stil naSe uprizoritve, ki se v eni smeri pribliZuje epskemu gledali$¢u, naj bi bil artisticen
in hkrati naraven; zavestno izkorisc¢anje nasprotij, zdruZenih v celovitost, nam je
narekovalo umetnisko oblikovano stvarnost in naravno umetnost. (nav. po Taufer 31,
poudarila B. 0.)

Vtem je mogoce prepoznatirazhierarhizacijo gledaliskih sredstev, kot v postdramskem
gledalis¢u. Lehmann kot temeljni postopek razhierarhizacije izpostavlja priredno
razporejanje gledaliSkih elementov oziroma paratakso, ki »eklatantno nasprotuje
tradiciji« (105). Ta je »dajala prednost hipotakticnemu povezovalnemu nacinu, ki
je uravnaval nadrejanje in podrejanje elementov. Pri parataksi v postdramskem
gledaliS¢u pa elementi niso povezani enopomensko« (prav tam). Paratakso dodatno
pojasnjuje s simultanostjo znakov:

Medtem ko se dramsko gledali$ce loteva razporeditve tako, da so iz mnoZice signalov,
posredovanih v vsakem trenutku, vsakokrat izpostavljeni in v sredis¢u le nekateri
signali, vodita paratakti¢na valenca in razvrstitev k izkus$nji simultanega, ki zaznavni
aparat pogosto - in kot je treba dodati: s sistemati¢no namero - preobremenjuje.
(Lehmann 106-107)

K temu je (v preddverju Krizank) prispevala tudi razmestitev gledalcev okrog
prizorisca, tako da reZija, koreografija in igra niso bile zastavljene frontalno, temvec
raznosmerno. Po pri¢evanju Henrika Neubauerja je ples potekal »vzporedno z
dramskim dogajanjem« (Jesenko 313). Skladno z rezijskim konceptom so pri
modernem plesnem izrazu uporabili »nujno tudi nekatere elemente danasnje
rock'n’rollovske obsedenosti«, v dogajanje pa vgradili mesta za improvizacijo:

Dopustili smo razne prehode, ki jih je moral vsak igralec - plesalec sam najti, na
nekaterih mestih smo predpisali le ritmi¢no osnovo in pazili le na skladnost individualno
porojenih gibov. S tem smo hoteli doseci to, da je vsak plesalec ¢im bolj individualno
gradil svoj plesni lik in da je imel vedno manj ob¢utek naucenega in s tem nenaravnega.
(Neubauer nav. po Taufer 31-32)

Vilko Ukmar je pri komponiranju glasbe izhajal iz premisleka, »da mora scenska
glasba spremljati tok dogajanja in krepiti uc¢inek dramske igre«, pri ¢emer je
abstraktno, »izrazito nenaturalisticno« moderno glasbo, ki raziskuje tonske zveze in
zvocno materijo, opremil tudi z izrazi Custvene vsebine (Taufer 31). Po presoji Stanke
Godniceve igralci »niso teatralno napihovali (teksta), ampak skrbno, z notranjo
intenzivnostjo preprosto recitirali« (pravtam 32). Epski, lahko bi rekli tudi romaneskni
zamah Goethejevega besedila je bil ustrezna podlaga za »igro z gostoto znakov, kot bi
dejal Lehmann. V postdramskem gledaliS¢u se praviloma »krsijo konvencionalizirana
pravila in bolj ali manj etablirane norme znakovne gostote« (Lehmann 108). KrSitev
lahko poteka bodisi v smeri preobilice bodisi primanjkljaja znakov. Faust v reziji
Balbine Baranovic je s preobiljem gledaliskih znakov kr$il oziroma izstopal iz estetike
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odrskega realizma, ki je v tistem casu prevladovala na slovenskih odrih. Tako je
uprizoritev Fausta izzivala in obenem segala Cez horizont pricakovanja gledalcev.

Postdramsko razhierarhizacijo znakov, ki vkljucuje strategijo paratakse, simultanosti
in igro z gostoto znakov, je mogocCe pripisati tudi uprizoritvam pesniskih del v
Eksperimentalnem gledalis¢u. To so bili veceri poezije, ki so bili kot uprizoritve
vecinoma prezrti in niso bili delezni kritiskih ocen. O njihovem gledaliSkem znacaju
in pomenu zgovorno pri¢a notica, ki je bila objavljena v najavi Kranjceviceve
poezije Vizije in pravi, da si »modernega gledaliSkega Zivljenja v tujini (!) skoraj ni
mogoce predstavljati brez negovanja pri nas dokaj zanemarjene gledalisSke zvrsti:
komornih koncertov umetniske besede« (nav. po Taufer 30). Najverjetneje so bile
to eksperimentalne uprizoritve »recitacijsko-glasbeno-plesnega znacaja«. Tako je
odrsko postavitev Lorcove poezije oznacila Marina Golouhova (nav. po Taufer 35)
in verjetno so bile po tem kljuc¢u ustvarjene tudi druge uprizoritve poezije. To je
mogoce sklepati iz zasedb, saj so pri uprizoritvah pesniskih del poleg interpretov -
igralcev in plesalcev - sodelovali tudi koreografi (Henrik Neubauer in Kristina Piccoli,
sicer stalna sodelavca Balbine Baranovic) ter izvajalci glasbe, ki so v Zivo spremljali
dogajanje na odru. Po vsej verjetnosti je $lo za odrsko priredje pesmi, plesa in glasbe,
urejeno s postopkom simultanosti. Ve¢ kot to pa o uprizoritvah poezije ni mogoce reci.

Sklep

Postdramske znacilnosti so se v Eksperimentalnem gledaliS¢u Balbine Battelino
Baranovic kazale v teznji po odtegnitvi oznacevanja in teznji po razhierarhizaciji
gledaliskih sredstev, to je v dveh teZnjah, ki po Lehmannu temeljno dolocata
postdramsko gledalisce. V najvecji meri sta se uresnicevali v uprizoritvah, ki so bile
izvedene kot gledalis¢e v krogu. Ta forma je Ze z »ukinitvijo« rampe med odrom
in avditorijem pozivala ustvarjalce k odmiku od reprezentacije in h kar najbolj
pristnemu, avtenticnemu prikazovanju dramskega dogajanja. Razmestitev gledalcev
okrog kroznega odra pa je zahtevala raznosmerno ureditev gledaliskih sredstev, ki jih
je reziserka uporabila skladno z na¢elom paratakse in simultanosti, najbolj evidentno
v uprizoritvi Goethejevega Fausta (1959). Odmik od konvencije in tradicionalne
hierarhije gledaliskih znakov je bilo opaziti pri (izbranih) uprizoritvah v vseh
Stirih izpostavljenih sklopih besedilnih predlog, na katerih so slonele uprizoritve v
Eksperimentalnem gledaliScu: pri priredbah pripovednih del, pri dramskih besedilih,
ki zaobhajajo tradicionalno, v aristotelski dramaturgiji utemeljeno absolutno dramo,
pri dramah absurda in pri uprizoritvah poezije. Ze njihovo vsebinsko in zvrstno
poreklo potrjuje premik v postdramsko gledalisce kot gledaliS¢e »po« drami. Onkraj
tradicionalnega razumevanja dramskega gledalis¢a pa jih je privedla uporaba
postdramskih uprizoritvenih postopkov v konceptualni zamisli Balbine Battelino



Baranovic. Prehod v paradigmo postdramskega gledalisca je v slovenskih uprizoritvenih
umetnostih tedaj zacel potekati Ze v drugi polovici petdesetih let, zagotovo v izpostavljenih
obravnavanih uprizoritvah v Eksperimentalnem gledalis¢u (1955-1967), morda pa tudi
v uprizoritvah, ki jih je Balbina Battelino Baranovic v tistem Casu vzporedno rezirala na
odrih drugih repertoarnih gledalis¢. A to vprasanje sega Ze onkraj zastavljenega okvira
pricujocega clanka in ostaja predmet za nadaljnje raziskave.
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The Origins of Postdramatic Theatre in Slovenia

Balbina Battelino Baranovic's Experimental
Theatre (1955-1967)

Keywords: Slovenian theatre, experimental theatre, postdramatic theatre, theatre in the
round, authenticity, Balbina Baranovit

The article claims that the origins of postdramatic theatre in Slovenia can be traced
back to the end of the 1950s in the work of the director Balbina Battelino Baranovic.
Slovenian theatre historiography obtained a detailed and comprehensive overview
of her opus for the first time in 2015 with the monograph The Edge in the Centre:
Selected Chapters from the History of Experimental Theatre in Slovenia (1955-1967),
written by Primoz Jesenko. The present article now brings to Slovenian theatre
studies the findings about the characteristics of Baranovic’s stagings as characteristics
of postdramatic theatre, focusing on an analysis of her work in the Experimental
Theatre, established and run by Baranovic in the period 1955-1967. Here, the author
understands the director as a forerunner of postdramatic theatre, which - according
to the author of the term, Hans-Thies Lehmann - emerged in the 1970s. In contrast,
the existing interpretations mark the performance Pupilija, Papa Pupilo, and the
Pupilceks, created in 1969 by the Pupilija Ferkeverk Theatre as a reference point of its
beginning in the Slovenian space.

When discussing the postdramatic orientation of Balbina Baranovi¢’s Experimental
Theatre as the theatre “after” drama, that is, beyond the traditional understanding
of dramatic theatre, the selection of the texts to be performed speaks for itself. The
repertoire was based on texts and plays that can be grouped under four specific
categories: adaptations of narrative works; dramatic texts that circumvent traditional,
Aristotelian dramaturgy-based absolute drama; absurdist drama; and poetic works.
The article examines the characteristics of postdramatic theatre in the light of two
tendencies: the tendency to withhold signification and the tendency to dehierarchise
theatrical means; concluding that these tendencies were largely realised in
the stagings which were performed as theatre in the round. The withdrawal of
signification, that is, the shifting away from representation toward the affirmation of
presence, is (according to Lehmann) grounded in the obliteration of the intentionality
of the sign and in stripping the theatrical event of its representational character. In the
Experimental Theatre of Baranovic, this was combined with the tendency for onstage
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activity to be as authentic, alive and genuine as possible. This was readily apparent
especially in the approach to acting: partly already in the opening performance, the
dramatisation of Zola’s novel Thérése Raquin (1955), and fully in the staging of Plato’s
philosophical work The Last Days of Socrates (1957), conceptualised as a stage essay,
which was a novelty on Slovenian stages. The second highlighted tendency leading to
the aesthetic of the postdramatic, thatis, the dehierarchisation of theatrical means, was
evident from the direction. The author explores it in the case of the staging of Goethe’s
Faust (1959) and analyses it from the perspective of parataxis, namely, a side-by-side
arrangement of theatrical elements, which were organised multidirectionally on the
stage, according to the principle of simultaneity, but breaking with the convention of
the expected density of signs.

The postdramatic dehierarchisation of signs in the Experimental Theatre can be
recognised also in the stagings of poeticworks. These were experimental performances
of a “recital-music-dance nature”, in which the poems, the dance, and the music were
placed side by side according to the principle of simultaneity. These performances
went largely ignored in the daily periodicals and were not critically analysed.

The article concludes that the new stage quality and sensibility, signalling the aesthetic
of postdramatic theatre as post-Brechtian, anti-illusionist, no longer dramatic text-
based theatre, can probably also be detected in the performances directed during
the discussed period of time by Balbina Battelino Baranovi¢ on the stages of other
repertory theatres, and calls for further research and analyses.

Translated by Katja Kosi
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Gledaliski kostum je drugacen od vsakodnevne obleke, zato sta tudi njegov nastanelk in skrb
zanj del posebnega procesa gledaliskega ustvarjanja. Namen clanka je popisati zaodrsko
delo zaposlenih, povezanih s procesom nastajanja, nosnje in shranjevanja kostuma.
Detektiranje in analiziranje hierarhij v institucionalnem gledaliscu sestavljata glavno
razlagalno os c¢lanka: na kratko, kako trenutni druzbenoekonomski model neoliberalnega
kapitalizma oblikuje procese, odnose in nacine dela v institucionalnem gledaliscu,

Kljucne besede: kostum, sivilje, garderober]i, garderoberke, kostumografija, institucionalno
gledalisce

Mateja Fajt je studiralo kostumografijo na AGRFT UL In je avtorica vecC gledaliskin in
filmskih kostumografij, Raziskuje tudi teorijo kostuma in je svoje prispevke predstavila na
mednarodni konferenci Critical Costume (2018) ter objavila v reviji Studies in Costume and
Performance in zborniku Performance Costume: New Perspectives, ki je pred objavo.

mateja.fojt@guest.arnes.si
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Vloga in pomen dela krojacic, Sivilj,
garderoberk, garderoberjev in cevljarjev v

"V Vv

slovenskem institucionalnem gledaliscu

Mateja Fajt

Uvod v raziskovanje zaodrja

Gledaliska uprizoritev temelji na vidnosti: izpostavljenosti nastopajocih, osvetljenosti
odra in medijski opaznosti same predstave. Vecine ljudi, ki jo ustvarjajo, pa zunanje
oko sploh ne vidi, kaj Sele oblice dela, vloZenega vanjo. Namen tega prispevka je
osvetliti nevidno delo v gledaliscu in tiste zaposlene, ki ga opravljajo. Zaradi svoje
kostumografske izku$nje se zelo dobro zavedam, da je veliko dela spregledanega -
tisto, ki ga opravljajo zaposlene in zaposleni v zaodrju, pa je dvojno spregledano, saj
ni priznano niti v strokovni niti v umetniski javnosti.

K pisanju tega clanku sta vodili dve stvari: prispevek vodilne sodobne teoreticarke
kostuma Aoife Monks »In Defense of Craft: A manifesto«, v katerem raziskovalke
in akademicarke spodbuja,' naj pozornost usmerijo k dogajanju v zaodrju in
preizprasujejo ustaljene modele nastajanja in vrednotenja kostuma, ter Stevilni
pogovoriz Nevenko Tomasevi¢, dolgoletno Siviljo v SNG Nova Gorica, ki se je v Zivljenju
popolnoma posvetila gledaliSkemu kostumu.

Gledaliski kostum je drugacen od vsakodnevne obleke, zato sta tudi njegov nastanek in
skrb zanj del posebnega procesa gledaliskega ustvarjanja. Osnovni premisi tega clanka
sta, da je vsako oblacilo na gledaliSkem odru kostum,? ki nastane v delovnem procesu
oblikovanja predstave in terja posebno skrb za ohranitev, ter da je delo zaposlenih, ki
so vKkljuceni v Zivljenje kostuma v gledali$¢u, nevidno in nizko vrednoteno. S pomocjo

Zahvala: Clanek je nastal na podlagi raziskave, ki sem jo opravila v okviru delovne $tipendije Ministrstva za kulturo za
samozaposlene v kulturi leta 2017.

Avtorica bi se posebej rada zahvalila vsem intervjuvancem in intervjuvankam, ki so s posebno naklonjenostjo in
entuziazmom soustvarjali raziskavo.

1V razpravi poljubno uporabljam tako Zenske kot moske oblike, v generi¢nem smislu kot oblike nezaznamovanega slov-
ni¢nega spola. Kadar z dolo¢eno rabo mislim zgolj na en druzbeni spol, to pojasnim.

2 Namen izjavljanja take samoumevnosti je vrednotenje kostuma in dela, ¢e take premise ne bi sprejeli. Marsikdo rad sodi
o vrednosti kostuma in (raz)vrednoti delo, vloZeno v kostumsko opremo. Ko tak$no drzo zavzamejo osebe na poloZzajih,
lahko to v skrajnih primerih privede do kréenja $tevila zaposlenih ali do ukinitve dolo¢enih tehni¢nih sluzb.
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obeh premis, ki ju preverjam v ¢lanku, lahko razumem tudi delo v gledali§¢u® nasploh.

Clanek je nastal na podlagi raziskave, ki sem jo izvedla med majem in novembrom
2017 ter v kateri sem intervjuvala deset zaposlenih iz treh nacionalnih gledalis¢
(SNG Drama Ljubljana, SNG Maribor in SNG Nova Gorica), Mestnega gledalisc¢a
ljubljanskega (MGL) in Slovenskega ljudskega gledalis¢a Celje (SLG Celje). Od tega
sem S$tiri intervjuje opravila z garderoberji in garderoberkami, Stiri z zaposlenimi v
Siviljskih in krojaskih delavnicah ter dva s ¢evljarjema. Omejila sem se na zaposlene v
poklicnih institucionalnih dramskih repertoarnih gledalis¢ih, ki imajo stalni ansambel
z dolgo tradicijo in vsaj dva zaposlena v garderobi ter vsaj dva v Sivalnici.* Pogovore
sem opravila s tistimi, ki so v gledaliS¢u Ze dalj ¢asa in/ali so za to temo zanimivi s
kakSnega drugega vidika.

Z raziskavo® sem se namenila tudi popisati del zgodovine gledali$¢a in kostuma v
slovenskem gledaliSkem prostoru. Osredotocila sem se na ljudi, ki v umetniskem
procesu sodelujejo predvsem obrtnisko. Zanimale so me zgodbe in stalisca
posameznikov, ki sodelujejo v nastajanju in zivljenju kostuma: od nastanka do nosSnje
in »upokojitve«. Tako se v prispevku dotikam skoraj vseh podrocij, v katera so vpeti:
od delovnega prostora, v katerem delajo, do interpretacije skic, izdelave kostumov,
komunikacije s kostumografinjami, u¢nega procesa pa do placilnih razredov, skrbi
za fundus in arhiviranje. Zelela sem analizirati vse vidike njihovega poklica in
vse dejavnike, ki nanj vplivajo. V clanku povezujem razlicne dele, ki skupaj tvorijo
sestavljanko gledaliSkega kostuma: vecji del sem namenila insertom iz intervjujev,
saj sem Zelela ¢im ve¢ prostora nameniti mislim, ki so jih zaposleni delili z mano,
delno sem uporabila strokovno literaturo o tej temi, delno spomine umetniskega
osebja iz slovenskega gledaliS¢a pa tudi originalne dokumente. Vse to zato, da bi
dosegla zastavljeni namen: »mapiranje posrednih razrednih struktur, ki kazejo, kako
so razli¢na dela v gledaliScu vrednotena in kako se razlicne vrste delavcev mislijo in
razumejo« (Monks 176).

Prav detektiranje in analiziranje hierarhij v institucionalnem gledalis¢u sestavljata
glavno razlagalno os ¢lanka: na kratko, kako trenutni druzbenoekonomski model
neoliberalnega kapitalizma oblikuje procese, odnose in nacine dela v institucionalnem
gledaliScu. Temu je inherentna hierarhi¢nost tako na ravni strukture kot tudi na ravni
uprizoritve, ki nastane v tem tipu gledaliS$¢a in ki je kot njegov produkt neizbezno
ujeta v omenjene hierarhije. Polozaj kostuma v umetnosti in kostumografinje kot
umetnice, sodelujoce v predstavah, je znotraj produkcijskega procesa povezan: hkrati

3 Z besedo gledalis¢e v tem ¢lanku mislim na institucionalno dramsko repertoarno gledalisce.

4 Slovensko mladinsko gledalisce, Slovensko stalno gledali$ce Trst, PreSernovo gledalis¢e Kranj, Gledalis¢e Koper ali Mini
teater imajo zaposlenega vsaj enega garderoberja ali garderoberko, ki pa opravlja tudi druga dela.

5 V proces sem vstopala kot raziskovalka, vendar sem se zavedala, da moje mnenje oblikuje tudi moje subjektivno, kostu-
mografsko predznanje. Sogovorniki so mi zato bolj zaupali, kot ¢e bi bila samo v vlogi raziskovalke, hkrati pa sem tudi sama
kdaj padla v past samoumevnosti. Moje predhodno poznavanje dela kostumografov in kostumografinj ter gledaliskih his, v
katerih delajo, in moj polozaj kostumografinje sta bila pri tej raziskavi tako prednost kot slabost.



sta podrejena in tudi sama podrejata. Tak hierarhi¢no urejen produkcijski sistem
je sestavljen iz »tehni¢nih direktorjev in garderoberjev, ki so namenjeni sluZenju in
mediaciji vizije kostumografinje (ki ji sluzijo izdelovalci, krojaci, barvarji itd.), ki naj
bi sluzila igralcevemu nastopu in rezijski viziji in ki naj sluzi nematerialni iluziji, ki
manifestira avtoriteto ‘igre/uprizoritve’« (Monks 72). Monks gre Se dlje in pravi, da
odrskailuzijazanikazaodrje: »[G]Jre za obliko gledali$ca, ki se mo¢no opiranakonkretne
prakse za odrom, medtem ko diskurzivno zatira in zanika njihove konkretne prakse«
(prav tam). Poleg tega sta nacin dela in odnos do dela in delavcev odraz produkcijskih
odnosov v kapitalizmu. Ko govorimo o umetnosti (ali o delu v umetnosti), ne moremo
ne govoriti o kapitalizmu. Bojana Kunst analizira spremembe v sodobni umetnosti
in poudarja, »kako so te spremembe tesno povezane s spremembami v sodobnem
kapitalizmu in z vstopom postfordisti¢nih na¢inov proizvodnje v srediS¢e sodobnih
nacinov proizvajanja« (Umetnik na delu 23). V knjigi Umetnik na delu se ukvarja
predvsem z vprasanjem politi¢éne (ne)moci umetnosti, s tem, kako so umetniki vpeti
v sodobne produkcijske procese kapitalizma. V tem ¢lanku se ne ukvarjam z umetniki
delavci, ampak z obrtniki delavci, ki delajo za umetnike delavce. Ce se je v zadnjem
desetletju govorilo predvsem o prekarnosti dela in delavcev ter delavk na podrocju
umetnosti in kulture, pa se v tem ¢lanku obracam k tistim delavcem in delavkam, ki
so redno zaposleni v javnih institucijah. To pa ne pomeni, da niso podvrzeni nacinom
dela in mislj, ki jih oblikuje kapitalizem. Kunst zapiSe: »UmetniSke odlocitve, nacini in
estetske znacilnosti umetniskega dela so tesno povezani s pogoji njegove produkcije,
nacini, kako delamo, pa se globoko zajedajo tudi v samo formo umetniskega dela«
(118). Umetniske institucije so vpete v sodobne nacine ekonomske produkcije, saj
so pomemben in aktiven del preobrata v prekarno in fleksibilno delo (prav tam).
Tovrstno fleksibilno, mobilno, performativno, simultano in nestalno delo je znacilno
za postfordisti¢ni nacin proizvodnje. Zaposleni v gledali$¢u - to v nadaljevanju ¢lanka
tudi dokazujem - so temu podvrzeni posredno; prek praks, ki jih v njihovo delovno
okolje vpeljujejo umetniki, s katerimi delajo, in vodstvo, ki definira potek dela.

0 pokazateljih takega nacina produkcije v institucionalnem gledalis¢u govori ¢lanek
Zofie Smolarske »Institutional Gastroscopy: Publicly Funded Theatre in Poland,
Diagnosed by Its Craftspeople«, na katerega se v nadaljevanju veckrat sklicujem,
saj podobno ¢rpa iz lastne raziskave med zaposlenimi obrtniki in tehniki poljskih
javno financiranih gledalisS¢, pri tem pa izpostavlja diskrepanco med politicno drzo
umetnikov in vodstvi gledaliS¢ ter njihovim odnosom do zaposlenih. Tako kot Kunst
tudi Smolarska opaza prisotnost postfordisticnega nacina dela na tem podrocju. Na
Poljskem so v ¢asu tranzicije gledaliS¢a potihoma zacela uvajati tak model s tem, ko
so fragmentirala produkcijo in najemala storitve zunaj hiSe (outsourcing) z namenom
zmanjsanja Stevila zaposlenih (prav tam). Smolarska trdi, da so poljska javno
financirana gledalis¢a presla s fordisticnega modela na postfordisticni oziroma da
delujejo kot nek (neposrecen) hibrid obeh modelov, v katerem so zaposleni »ostanek
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starega fordisticnega modela« (prav tam). Ta trk dveh razlicnih modelov oziroma
prehajanje na sodobni nacin dela je prisotno tudi v obravnavanih slovenskih gledali$¢ih:
tudi tu se zanasa na delo zunanjih izvajalcev, na povecevanje deleza projektnega dela
honorarno najetih umetnikov, prihaja do kompresije produkcijskega casa, povecuje se
Stevilo predstav in dogodkov ter zmanjSuje pomen zaposlenih v delavnicah.

Razvoj kostumografije in z njo povezanih poklicev

Kratek vpogled v zgodovino kaze, da so se skladno s politicnimi in ekonomskimi okviri
druzbe spreminjale tudi ideje in prakse dela v gledalisc¢u. Najprej je treba poudariti, da
je na nastanek obravnavanih poklicev vplival razvoj institucionalnega repertoarnega
gledalis¢a in kostumografije. Fragmentacija dela, predvsem pa delitev dela na
umetnisko in obrtnisko, je rezultirala tudi v sistemu zaposlovanja v gledalis¢u, kot ga
poznamo danes. »Z ustanovitvijo Dramati¢nega drustva 1867 se za¢ne na Slovenskem
proces institucionalizacije slovenskega gledalisca. [...] Ob tem, ko gledalisce dobi svoja
stalna sredstva, stavbo, umetnisko in tehni¢no osebje, ko ima svoje vodstvo in upravo,
postane v njem pomembna organizacija dela« (Lukan, »GledaliSce in disciplina« 101).

Proces rojevanja kostumografije kot umetniSke veje in obrtniSke dejavnosti je bil
postopen in kostumografinje kot umetniSke sodelavke nastopijo kasneje. Igralci
in igralke so v obdobju postopne profesionalizacije gledaliS¢a, na Slovenskem na
prelomu iz 19. v 20. stoletje, sami poskrbeli za kostume. Ivan Cankar takole piSe o
delavniku igralke Josipine Kreisove leta 1907: »Gospa Kreisova je imela v petek vajo
od druge do pete ure. Od petih do sedmih je vadila ples, od sedmih zvecer pa do stirih
zjutraj je Sivala kostume za Jacinto, od $tirih zjutraj do devetih dopoldne se je naucila
tekst svoje vloge« (Pusi¢, »Umetniki, bohemi« 84). Ta prepuscenost samim sebi je
po analizi Barbare SusSec Michieli proizvedla tudi neenakost, saj so igralke za svoje
kostume morale odSteti ve¢ denarja kot moski kolegi (prav tam 88).

Gledalisce se je v obdobju modernizacije fragmentiralo, zaprlo v umetniski svet
in doseglo vse vecjo specializacijo zaposlenih. »V prvi polovici dvajsetega stoletja
scenograf in kostumograf nista bila locena poklica, avtorji scene in kostuma so bili
eminentni slikarji« (Bakal, »Sto godina hrvatske scenografije« 15). Podobno trdi
Ana Lederer, teatrologinja in nekdanja ravnateljica ZagrebsSkega HNK, ko obravnava
zgodovino gledalis¢a na Hrvaskem: »[K]onec tridesetih let se je zacela postopna delitev
scenografije in kostumografije na dva neodvisna umetniska poklica, razvilo se je njihovo
sodelovanje pri oblikovanju likovne podobe predstave, ki se je krepilo v Stiridesetih in
doseglo vrhunec v petdesetih letih« (»Hrvatska scenografija« 53). Proces delitve dela
znotraj gledalisca se je nadaljeval in kostumografija postane avtonomno umetnisko
podrodje znotraj uprizoritvene (in filmske) umetnosti.



Danes se delo v gledaliscu deli po kartezijansko na um in telo, torej na tiste, ki mislijo, in
na one, ki fizi¢no izvajajo. Gledalis¢a delijo ljudi na delavce, ki pripravljajo uprizoritev,
torej na t. i. tehni¢ni kader, ki je redno zaposlen, in na umetniske kadre, ki se med
gledali$¢i menjujejo kot samostojni zunanji umetniski sodelavci.® Taloc¢itev na umetnisko
in tehnic¢no osebje je bila Se pred kratkim drugacna.” Kostumografinje so se namrec v
slovenskem gledaliSc¢u zacele zaposlovati po vojni: Drama SNG v Ljubljani je med letoma
1946 in 1963 zaposlila kostumografinjo Mijo Jarc, leta 1954 pa kot zadnjo Alenko
Bartl. V. SNG Maribor je bila od leta 1955 zaposlena Vlasta Hegedusi¢. V Slovenskem
stalnem gledaliS¢u Trst je bila zaposlena Marija Vidau, ki je bila sprva (1966) zaposlena
kot Sivilja in garderoberka, nato pa je opravljala delo hisne kostumografinje. Tako je
med drugim »$ivala svoje kostume ter uresnicevala zamisli gostujocih kostumografov«
(Kravos, Aplavz trZzaskemu gledaliSkemu ansamblu 228-29).

Iz dokumentov o zaposlitvi Mije Jarc je razvidno, da je bilo njeno delovno mesto med
umetniSkim osebjem sprva (med letoma 1946 in 1959) navedeno kot »kostumerka«
(ali »osnutkarica kostumov«) oziroma sta se ta termina v razlicnih dokumentih
pojavljala izmeni¢no. Sele leta 1960 se v zapisih o honorarnem angaZmaju in kasneje
ob njeni razresitvi zapiSe termin »kostumograf«. Takrat pa delitev dela ni bila
absolutna in Tone PavcCek se tako spominja njenega angazmaja v zacetkih Slovenskega
mladinskega gledalisc¢a:

Mija je bila skromna, tiha gospa. S krojacem in mojskro je $la izbirat blago, pomagala
pred premiero v Siviljski delavnici ali v garderobi pri zadnjih popravkih in izboljSavah,
znala je prijeti tudi za ¢opi¢ in pomagati barvati kulise, ni pa znala ne zahtevati in ne
racunati honorarja; ni sprasevala, kaj ji bomo dali, dajala je ona nam. (Pavcek, »Pionirska
doba Mladinskega gledalis¢a« 58)

Alenka Bartl je bila zadnja zaposlena kostumografinja, ki pa je bila odpuscena zaradi
upravljavske politike tedanjega vodstva ljubljanske Drame. Kot navaja Terkman:
»V zaCetku Sestdesetih let minulega stoletja je postala (nemara sploh edina) Zrtev
‘reformisti¢nih’ popadkov pokojnega Bojana Stiha v ljubljanski Drami, ki je hotel, naj
vsi stalni reziserji, scenografi in kostumografi v Drami ne bi bili ve¢ redno angazirani,
Ces da bi to pripomoglo k njihovi vedji fluktuaciji po vsej Sloveniji, s tem pa tudi vecji
kvaliteti in ustvarjalni rasti celotnega slovenskega gledalis¢a« (»Alenka Bartl« 8).
Njegov nacrt se po Terkmanovih zapisih neposredno ni uresnicil, si je pa Bartlova
poiskala novo redno zaposlitev na Soli za oblikovanje v Ljubljani.

6 Kunst opozarja, da je tranzicijska birokracija spremenila poimenovanje umetnikov iz »neodvisne osebe« v »samozapo-
sleni«. Ta terminologija po njenem mnenju Ze postavlja umetnika iz sfere javnega, neodvisnega delovanja v sfero zasebne
ekonomije (Umetnik na delu 123).

7 0 spreminjanju kategorizacije razli¢nih poklicev v gledalis¢u Lederer navede primer iz obdobja, ko so scenografe katego-
rizirali kot del gledaliske uprave: »Za razliko od garderoberjev v devetnajstem stoletju, ki so bili smatrani za tehni¢no in/ali
pomocno osebje, so bili Branimir Senoa [opomba MF: slikar in scenograf] in njegovi nasledniki po odprtju mesta stalnega
scenografa navedeni kot ¢lani gledali$¢ne uprave skupaj z upravnikom in ravnateljem gledali$¢a, medtem ko je umetniski
poklic ostal rezerviran za scenske performerje - igralce, pevce in plesalce« (»Hrvatska scenografija« 53).
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Delo krojacic, Sivilj, garderoberk, garderoberjev in cevljarjev

V nadaljevanju najprej predstavim specifiko dela v krojacnicah in sivalnicah, zatem
garderoberk in garderoberjev, nato obe skupini obravnavam skupaj v odnosu do
sprememb na delovnem mestu, na koncu pa posebej obravnavam Se delo cevljarjev.
Analiziram odnos med zaposlenimi in kostumografi, pri ¢emer se osredoto¢im
predvsem na spremembe v njihovem delu. Raziskujem, kako sta se nacin dela in
vloga kostuma spremenila v ¢asu njihovega zivljenja, kaksni so bili kostumografski
nacini in pristopi neko¢ in danes, kaksen odnos imajo do kostumov ter predstav,
kako vidijo sebe in svoj poklic ter ali in kako hranijo skice, materiale in kostume iz
starih predstav. Zanimajo me vsi vidiki zivljenja kostuma v gledalis¢u, za katerega
skrbijo zaposleni: ne le operativni del njihovega poklica, temvec predvsem njihov
pogled na delo, ki ga opravljajo.

Sivilje in krojatice
Intervjuvala sem Stiri, ki so zaposlene v stirih razli¢nih gledalisc¢ih. Njihove izobrazbe
so sivilja, konfekcijski modelar, obrtni konfekcionar in diplomirani inZenir tekstilstva,

v gledali$¢u so zaposlene 5, 18, 22 in 40 let.? Prej so delale v zasebnih delavnicah ali
obratih (Ideal, Vezenina Celje, Thaler, Mura, Nes).

Zagate s terminologijo

Najprej bom nekaj besed namenila problematiki terminologije, ki ni lastna samo
zaposlenim v gledaliS¢u, ampak tudi zunanjim kroja¢nicam oziroma Sivalnicam.
Tradicionalno izdelovanje zahteva drugac¢no znanje za izdelavo oblacil za moske kot
za zZenske. Poimenovanje poklicev, povezanih s tem podrocjem, pa povzroc¢a nemalo
zagat. Termin »kroja¢« se v pogovornem jeziku uporablja samo v moski obliki,
termin »$ivilja« pa je rezerviran za Zenske.® Gre za vrsto posrednega, zgodovinsko
zakoreninjenega jezikovnega seksizma, ki izvira Se iz ¢asov, ko je bil krojaski poklic
zahtevnejsi in bolje placan, Siviljski pa manj zahteven in slabse placan.

Podoben vzorec naslanjanja na pretekle prakse vidimo tudi v uradni knjizni
terminologiji. Slede¢ SSK]J, moski kroji za mosSke, zZenska pa za Zenske: krojac¢ se
»poklicno ukvarja s krojenjem in Sivanjem zlasti moskih oblek«, krojacica pa se
»poklicno ukvarja s krojenjem in Sivanjem Zenskih plas¢ev in kostimov«. TakSna
jezikovna diskriminacija se pojavlja tudi v enem izmed obravnavanih gledalis¢, kjer je

8 Vse navedbe in podatki na podlagi intervjujev so bili zbrani od maja do novembra 2017.
9 Vec¢ o vprasanju spola zaposlenih piSem v razdelku Feminizacija poklica.



krojaska delavnica (torej za moske kostume) loc¢ena od Siviljske delavnice (za Zenske
kostume). V pogovornem jeziku se izraza »$ivilja« in »kroja¢« napac¢no uporabljata
kot sopomenki, to pa se odraza tudi v Gledaliskem terminoloskem slovarju (2007).
Sivilja je »izdelovalka zlasti Zenskih gledalikih kostumov (angl. seamstres, sticher)«,
kroja¢ pa »izdelovalec zlasti moskih gledaliSskih kostumov (angl. cutter)« (181).
Dodajanje angleskih terminov samo poglablja problemati¢no enacenje teh slovenskih
terminov, saj tudi v anglesko govorecem gledaliSkem okolju cutter in seamstres
naslavljata razli¢ni delovni mesti. Prvo oznacuje polaganje in urezovanje krojev na
blago, medtem ko drugo zdruZevanje teh krojev, torej Sivanje. V slovenskem jeziku
izraz Sivilja stereotipno povezujemo z Zensko obliko in nima moske ustreznice, ki bi
na konotativni in denotativni ravni nosila isti pomen. V praksi Zenske naslavljajo kot
Sivilje in moske kot krojace: poimenovanji pa ne zadevata samo dveh razli¢nih delovnih
mest, temve¢ tudi poklica z razli¢nim druzbenim ugledom. Siviljo povezujemo s skoraj
hiSnim opravilom, ki pritice Zenski, medtem ko krojac¢ nosi prizvok prestiZa, elegance
in strokovnosti, ki priticejo moskemu.*®

V slovenskih gledalis¢ih zaposlene v delavnicah tako krojijo kot Sivajo.'! V zelo
obseznem zborniku 50 let MGL (2001) je najti naslednje poklice: Zenske so zaposlene
kot Sivilja, Sivilja - vodja, Sivilja modelarka, Sivilja modelarka - vodja, krojacica,
krojacica modelarka, krojac¢ica modelarka - vodja, vodja Zenske krojacnice in vajenka
v zenski krojacnici. Moski pa kot kroja¢, kroja¢ - vodja, kroja¢ modelar - vodja in
vodja moske kroja¢nice (Klabus Vesel, 151-62). Ce so v praksi Zenske zavzele tudi
krojaska dela, pa v tem zborniku ni podatka za moSkega, ki bi opravljal »nizje« -
Siviljsko delovno mesto.

Razli¢no se naslavljajo tudi njihovi prostori: krojacice in Sivilje delajo v Siviljski
delavnici, vodja $ivilj in vodja krojacev v prikrojevalnici, krojaci v krojaski delavnici,
locene so tudi delavnica, krojaska delavnica in Siviljska delavnica. Prostori, v katerih
delajo garderoberke in garderoberji, se locijo po spolu igralcev: na vratih pisSe
»garderoberke - likalnica«, »garderober;ji - likalnica«'? ali pa uradnega naziva za te
prostore ni (Kavci¢, osebna komunikacija; Bizjak, osebna komunikacija). Pogovorni
jezik je seveda manj rigiden in poenostavlja imena tako za prostore kot za zaposlene.!?

10 Zunaj gledalisca se pojavljajo tudi drugi izrazi. Zavod Republike Slovenije za zaposlovanje tako uvaja termin $iviljec, ki
pa v praksi ni v uporabi. Srednja poklicna in strokovna $ola Bezigrad v Ljubljani pa namesto nekdanjega programa Sivilja
- krojac izvaja program izdelovalec oblacil.

11 V opisu del v Gledaliskem ateljeju in v notranjih dokumentih SNG Maribor se navaja tudi izraz organizator kostumske
opreme, vendar brez opisa delovnega mesta.

12 SNG Drama Ljubljana celo uporablja termin »moska in Zenska kroja¢nica« za oznacevanje prostorov dela moske in
Zenske garderobe. Sklepam, da se je poimenovanje ohranilo iz ¢asov, ko gledaliS¢e ni imelo Gledaliskega ateljeja in so bili
prostori uporabljeni v skladu z imenovanjem.

13 Iztok Vadnjal, vodja sektorja tehni¢nih sluzb v SNG Drama Ljubljana, me je opozoril na primer iz prakse, ko vodja
predstave po zvoc¢niku klice garderobersko sluzbo glede na spol igralca oziroma igralke. Tako za pomoc¢ igralki klice »gar-
deroberka ... za to in to ..« in za pomo¢ igralcu »garderober ... za to in to ...« ne glede na spol zaposlene garderoberke ali
garderoberja. V praksi se torej uporablja delitev garderoberske sluzbe glede na spol igralca.

231



232

Poklic sivilje in krojacice v gledalis¢u

Ta poklic zajema Sirok spekter del, ki se razlikujejo glede na velikost gledalisca
oziroma Stevilo zaposlenih v posamezni krojac¢nici ali Sivalnici. Vecje Siviljsko-krojaske
delavnice si lahko privoscijo vecjo delitev dela, medtem ko v manjsih Sivilja opravlja
vse korake do konc¢ne izdelave kostuma (od zacetnega pogovora s kostumografom,
krojenja, izdelave, pomerjanja,'* korektur do kostumske vaje z izdelanimi kostumi).
Ne gre pa samo za znanje, temvec tudi za »obcutekg, trdi vodja Zenske kroja¢nice MGL.
Njeno delo zajema »najprej seveda pogovor s kostumografi - razumeti moras skice,
moras jih znati prebrati. Potem je to treba spraviti na kroj, se pravi risanje krojev,
krojenje, Sivanje, ‘probe’ ... Moras znati narediti torbico, klobuk ... Tudi lutke se delajo,
pa vcasih maskote.«

Vodja moske krojacnice v SNG Maribor, ki vodi kolektiv z ve¢ zaposlenimi, pravi:

Potem ko mi kostumografi predajo skice, dolo¢im, koliko blaga je potrebnega za kostum.
Glede na skice nato izrezem in pripravim kroje, jih priredim po velikosti igralcev in
pevcey, se pravi kroje zgradiram, jih zmodeliram, da je obleka taka, kot mora biti, potem
izreZem iz blaga in odnesem nasim v Sivalnico, da to sestavijo do prve ‘probe’. Te imamo
z igralci, takrat dolo¢imo Se kakSne spremembe, potem dam dalje in nadzorujem delo
do koncne izdelave kostuma. Takrat predam vse kostume v garderobo in kostumska
‘proba’ se lahko zacne.

V Drami, Operi in baletu ter Simfoni¢cnemu orkestru SNG Maribor so zaposleni vodja
Sivilj in vodja krojacev, po Stirje pa so zaposleni v Siviljski in krojaski delavnici, skupaj
torej deset ljudi.

Glavne razlike v primerjavi z njihovimi prejSnjimi zaposlitvami so krojenje in Sivanje
histori¢nih oblacil, ro¢no delo, raznolikost samih oblacil in delo s kostumografinjami
in kostumografi znotraj umetniskega procesa. Ena izmed $ivilj SLG Celje to utemeljuje
takole: »To je Cisto drugo delo in narediti moras to¢no tako, kot kostumograf rece, ne
tako, kot smo se ucili v Soli ali kot je prav po kroju. Biti mora tako, kot on rece: ¢e naj
bo Siv povprek, mora pac biti povprek.«

Sivanje ali krojenje pa nista edini obliki dela v kroja¢nicah in $ivalnicah, saj so za
nastanek kostuma pogosto potrebne Se druge tehnike. Med njimi sta pogostejsi
barvanje in patiniranje oziroma staranje. Te postopke izvajajo bodisi zaposleni v
krojaskih, scenskih ali rekviziterskih delavnicah bodisi kostumografi sami. Praksa
barvanja in staranja je v vsakem gledalis¢u drugacna tudi zaradi (pomanjkanja)
prostorov, namenjenih tej dejavnosti.

14 V pogovornem jeziku se obicajno uporablja izraz ‘proba’. Tako se tudi vaji z kon¢nimi kostumi na odru rece kostumska
proba. V nadaljevanju so odgovori sogovornikov lektorirani, pri dolo¢enih izrazih smo obdrzali pogovorno gledalisko go-
vorico.



Tiho znanje v krojacnicah in Sivalnicah

Znanje zaposlenih v krojacnicah in $ivalnicah temelji na obrtniskem znanju dolocenih
tehnik, vendar je to le osnova. Gre za t. i. implicitno oziroma tiho znanje (tacit
knowledge), ki ga znanstvenik in filozof Michael Polanyi opredeli kot osebno znanje,
pridobljeno iz izkuSenj. Njegovi nosilci ga jemljejo kot samoumevnega in ga tezko
definirajo ali posredujejo na formalen nacin (3-8).

V krojacnicah in Sivalnicah je pomemben dejavnik zagotovo ucenje poklica: ne
le sama izobrazba, ampak predvsem na delovhnem mestu pridobljeno znanje in
izkuSnje. Vecina intervjuvank pred zaposlitvijo v gledaliS¢u ni imela izkuSenj dela
s kostumi, kostumografinjami in kostumografi, igralskim ansamblom, ampak
s konfekcijskimi oblacili ali z delom pri zasebniku. Zaradi posebnosti dela, ki
poleg tehnifnega znanja zahteva tudi dolo¢eno mero inovacije, razumevanje
umetniskega procesa in komunikacijo s kostumografi, sta uvajanje na delovno
mesto in predaja znanja neobhoden proces. Vendar gledalisca, tako intervjuvanke,
tej fazi ne posvecajo posebne pozornosti. Po navadi gre za generacijsko menjavo:
ob upokojitvi nastopi nova oseba, ki so ji predane operativne osnove. Edina izjema
je intervjuvanka, ki je v gledaliS¢u eno leto delala skupaj z dolgoletnim krojacem,
preden se je ta upokojil.

Vrzel med predznanjem in zahtevami delovnega mesta se zapolni v procesu
neformalnega ucenja. V kostumskih kroja¢nicah poteka neformalen prenos znanja
s kostumografov na zaposlene in od teh naprej na nove kostumografe. Ta krogotok
je dragocen za vse udeleZenke procesa in bogati znanje, ki ga ni mogoce pridobiti v
drugih institucijah. Zaposlenim v krojac¢nicah in Sivalnicah pride prav tudi tovrstna
literatura: tam je pogosto najti velike kupe revij s kroji in knjige s histori¢nimi oblacili.
Vodja Zenske krojac¢nice MGL takole opiSe svoj proces ucenja dela v gledaliScu, ki se je
zacel s Siviljo, ki se je upokojila in zapustila tudi ve¢ uporabnih knjig.

Se danes véasih odprem knjigo in preverim, kako je bilo leta 1800, kako so bili kroji
razrezani. Veinoma sem se pravzaprav sama ucila, ona mi je dala neko osnovo in
pokazala nekaj stvari - ampak to je vedno pocela brez ljubezni. Moram pa reci, da sem
se tudi od kostumografov dosti naucila, tako in drugace: recimo Alan [Hranitelj, op. MF]
mi je prinesel kaksno knjigo in sva jo skupaj predebatirala, nakar sva se pozanimala na
internetu in skupaj ugotovila: Aha, tako je bilo, pa tako, pa tako. To je bilo v primerih, ko
je bilo treba delati obleke iz starih ¢asov, rekonstrukcije.

Odnos s kostumografi in kostumografinjami

NajtesnejSi sodelavci zaposlenih v gledaliskih krojacnicah in Sivalnicah so
kostumografi in kostumografinje. V zacetnih fazah raziskave sem se najbolj posvetila
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prav temu odnosu: zanimalo me je, kako ga dozivljajo zaposleni, kako poteka pretok
informacij in kaksni so izzivi dela.

Sogovornice jih vidijo kot tiste, ki prispevajo idejni del: »[S]aj v bistvu so tako ali
tako glavne zamisli: te se potem Ze nekako spravijo s papirja na material, pa na
osebo, na lik,« pravi Sivilja SLG Celje. Podobno razmislja intervjuvanka iz SNG Nova
Gorica: »[K]ostumograf poda idejo in nasa naloga je, da jo ¢im bolje izvedemo, da
je videti tako, kot si je zamislil. Z enim boljSe sodelujes, se ujames, z drugim manj.«

Vodja moske krojacnice SNG Maribor tako opise delo s kostumografi:

Prvic se sestanemo takrat, ko kostumograf preda skice. Dogovarjamo se, kaj bi na primer
lahko znova uporabili, predelali, vzeli iz fundusa, da bi bilo podobno novemu kostumu.
Potem se doloci, kaj se bo Sivalo, pa metraza, torej poraba blaga. Po navadi nam predajo
dobre skice, najrajsi pa imamo tiste tehni¢no opremljene, da se natancno vidi, kje bo
kakSen gumb, vSitek ipd. Kasneje se kostumografi oglasajo pri nas in spremljajo nase
delo - eni malo ve¢, drugi malo manj - in naceloma, e je delo dobro predano, tudi sami
dosti naredimo. Pri ‘probah’ pa je zraven kostumograf, pove, s ¢im je zadovoljen in s ¢im
ne, o tem se z njim pogovori tudi reZiser, potem pa kaj spremenimo.

Vrsta in koli¢ina dela sta odvisni od kostumografov. Ceprav so zaposleni v kroja¢nicah
in Sivalnicah pod okriljem tehni¢nega direktorja oziroma vodstva gledalis¢a, pa
njihovo delo definira zunanji, menjajoci sodelavec. »Ko je kostumograf v hisi, je tvoj
Sef kostumograf. Njega je treba poslusati« (Sivilja SLG).

Prideluskostumografije najpomembnej$a komunikacija: »V pogovorih s kostumografi
moras vzpostaviti dober stik in dejansko, ¢e je kemija v redu, se v Sivalnici naredi to,
kar kostumograf Zeli. Ce tega ni, ¢e ne pride$ v glavo kostumografa, ne bo dobrega
sodelovanja in tudi rezultat ne bo dober« (Sivilja SNG Nova Gorica). »Priti v glavo
kostumografa« je tisto, kar Madeline Taylor (The mechanics of creative collaboration)
definira kot skupni estetski jezik (angl. shared aesthetic language), ki ga oblikovalec
in tehnolog v produkcijskem procesu ustvarita prek vizualne, verbalne in gesti¢ne
komunikacije. Na podlagi tega dialoga tehnolog sprejme estetske in tehni¢ne odlocitve,
ki gradijo in dodatno pojasnjujejo zacetne ideje in podobe.

Komunikacija ni le orodje predajanja tehni¢nih navodil, ampak nacin angaziranja
zaposlenih. Proces sodelovanja in nenehne prisotnosti razlikuje med zaposlenimi v
gledali$¢u in zunanjimi izvajalci. Sivilja SNG Nova Gorica takole opise svoje delovanje
in razumevanje lastne pozicije v procesu nastajanja predstave.

Ko mi nekdo rece: Rabim prt! odvrnem: Kaksen prt, za kaj? Kje bo? Vedno sprasujem,
ljudje pa se jezijo: Kaj te pa briga, rabim prt ... A niso vsi prti enaki! Kostumograf mora
poznati tudi sceno, barve, luci ... Ce $ivilja ve, kaj dela, tudi laZje sodeluje. Zdi se mi, da se
zdaj pri¢akuje samo, da si delavec ... Siv ni $iv! Siv od zavese ni $iv od obleke. Za obleko
je drugacen kot za kostum. V pogovoru s kostumografom izves, kako ga bo igralec nosil,



kje bo vsitek, kje bo zadrga, ali se bo slekel, ali bo viden ali skrit, ali je bila v tistem ¢asu
zadrga taka ali drugacna ... Toliko drobnih stvari je treba doreci. Konec koncev moras
nenehno sprasevati. Z leti se tega navadis. Tega pa v Soli ne ucijo.

Garderoberji

Opravila sem intervjuje s Stirimi garderoberji (dvema garderoberkama in dvema
garderoberjema) iz dveh gledaliS¢, dva med njimi sta bila tudi vodji garderoberske
sluzbe. Njihova izobrazba je pete ali niZje stopnje (konfekcijski modelar, konfekcijski
tehnik, kemijski procesnicar).

Termin »garderoberka« ali »garderober« v GledaliSkem terminoloskem slovarju
oznacuje dva razlicna poklica: »1. usluzbenec, ki skrbi za kostume in pomaga
nastopajo¢im pri oblaCenju ang.: dresser, fr.: habilleur, 2. usluzbenec, ki prevzema,
hrani in vraca oblacila gledalcem« (66). Uprave gledaliS¢ uporabljajo bolj specificen
termin, in sicer »scenski garderober, vsaj sode¢ po razpisu za delovno mesto v SNG
Drama Ljubljana (2016).V njem sta zahtevana Stiriletna srednja Sola ustrezne smeri in
izvajanje naslednjih nalog: »priprava kostumov za predstave; razporejanje kostumov
po garderobah; oskrba nastopajoCih s kostumi in pomoc¢ pri oblacenju; pomoc¢ pri
montazi in snemanju kostumskih dodatkov; manjsa sprotna popravila kostumov;
priprava kostumov za transport; vzdrzevanje in hramba kostumov; predelava
in popravila kostumov po potrebi in opravljanje drugih del in nalog po nalogu
neposredno nadrejenega oziroma ravnatelja«. Vodja garderobe pa dodatno skrbi Se
za »organiziranje in vodenje garderoberske sluzbe« (prav tam). V Disciplinarnem redu
slovenskega gledalis¢a iz leta 1902, ki ga Lukan opredeljuje kot »slikovit dokument,
ki zastavlja trdne oporne tocke za profesionalizacijo slovenskega gledaliSca«, lahko
beremo takratni odnos do njihovega dela (»Gledalisce in disciplina« 102). Poimenujejo
se s podobnim, a rahlo druga¢nim terminom.

Garderobar ima dolznost shranjevati, urejati, popolnovati, popravljati in razdeljevati
gledalisko garderobo. Brez dovoljenja vodstva ne sme izposoditi nikomur nicesar
iz garderobe. Jamciti mora za garderobo v vsakem oziru. Poleti mora stare kostume
popravljati in Sivati nove. Pred predstavo mora garderobar izrociti garderobo vsaj uro
pred zacetkom. Garderoba mora biti €ista, cela in prava. Ako izro¢i garderobar ¢lanom
zamazano ali raztrgano garderobo, ga sme vodstvo kaznovati z globo 1 do 2 K. Vsako
jutro po predstavi mora garderobar zloZene kostume spraviti zopet v garderobo. Paziti
mora garderobar tudi na to, da ¢lani garderobe s Sminko in drugim ne umazejo. Ako se
zgodi to vendarle, mora na to opozoriti vodstvo. (prav tam 126)

V nadaljevanju intervjuvani garderoberji in garderoberke predstavljajo svoj pogled
na svoje delo, njegov obseg in spremembe, ki so se zgodile v ¢asu njihove zaposlitve.
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Delo v garderobi

Zaposleni so Ze vrsto let: garderoberki po 13 in 17 let, garderoberja pa 35 in 36 let.’
Vecina je imela predhodne izku$nje, povezane s sedanjim delom (v zasebnem salonu,
kot telefonist, nabavni referent in vodja fundusa v gledali$¢u). Vse so na delovno mesto
uvajali takrat zaposleni v garderobi. Kot specifiko poklica navajajo odnos do gledalisca.
»lzhajamo iz tega, da moras gledaliS¢e in umetnost najprej imeti zelo rad, da lahko
karkoli delas za odrom. Nas$ poklic garderoberja je absolutno tak kot poklic neke Ivy,
sluzkinje iz nadaljevanke,« pravi garderober SNG Drama Ljubljana. Lastno delo pred,
med in ob zakljucku predstave opiSe takole: »Kdaj mi je v gledaliS¢u najlepse? Pol ure
pred predstavo. Ko je vse nared, ko smo vse dogovorjeni in je v tistem trenutku vsak
na svojem mestu. Ni¢ veC zafrkavanjal« O predstavi pa: »Najbolj napet Cas je sama
izvedba predstave. Za garderoberja je zelo naporna, saj imas doloc¢enih 40 sekund, v
katerih se mora igralec preobleci.« Poseben je tudi zakljucek predstave: »Vsa ta leta
sem gledal aplavz in to je najlepsi del moje sluzbe. Na koncu stati ob zavesi in gledati
igralce, kako se klanjajo, sliSati ta aplavz - to je to. Nikoli nisem Zelel stati na odru, to
se mi ne zdi pomembno. Vedno sem se dobro pocutil za odrom.«

Posebnost garderoberskega poklica, po kateri se ta razlikuje od poklicev v gledaliskih
krojacnicah in Sivalnicah, je zahteven urnik, saj delajo v ¢asu vaj (od zjutraj do zgodaj
popoldne in od zgodnjih do poznih vecernih ur) ter v ¢asu predstav (veCinoma zvecer,
otroske ¢ez dan in za konec tedna, poleg gostovanj po Sloveniji in tujini). Prav urnik v
gledaliScu je - tako garderoberka SNG Drama Ljubljana - zelo drugacen od tistega na
njenem prejSnjem delovnem mestu v zasebnem salonu: »Ko sem bila zasebnica, sem
hodila normalno spat, imela sem normalen bioritem. Tukaj pa bioritma nimas oziroma
je drugacen, ogromno je mednarodnih gostovanj.« Eva Tomasevi¢ Bari¢ v diplomskem
delu Novogorisko gledalisce od amaterskih zacetkov do gledalisca nacionalnega
pomena, ki popisuje zgodovino novogoriskega gledalis¢a, opazi podobno:

Delo v gledalis¢u je specificno. Tehni¢ni del osebja, ki je tesno povezan z izvedbo
predstave (frizerke, garderoberke, odrski delavci, tonski mojstri, lu¢ni tehniki ...), ima
specificen delovnik, pogosto delajo pozno v no¢, veliko je sluzbenih odsotnosti zaradi
gostovanj. Omenjen delovnik in relativno nizke place vplivajo na odlocitev za zaposlitev
v gledali$cu, saj to pomeni precej odrekanja druzinskemu Zivljenju in spremembo
Zivljenjskega stila. (48-49)

Garderoberji med drugimi zdravstvenimi teZavami, ki izhajajo iz njihovega dela,
navajajo okvaro vida (zaradi teme v razlicnih delih gledalis¢a)' in izrabo ramen
(zaradi nenehnega dvigovanja kostumov).

15 Eden od njiju je toliko ¢asa zaposlen v gledali$¢u, od tega zadnjih 17 let samo v garderobi.

16 Garderobersko delo vecinoma poteka v garderobnih delavnicah, igralskih garderobah, pralnici, fundusu kostumov in
zaodrskem prostoru. Prav zadnja dva sta pogosto slabo osvetljena, bodisi zaradi malomarnosti bodisi zaradi zahtev pro-
cesa zaodrskega preoblacenja.



Odnos z igralci

Trenutno edini garderober v SNG Drama Ljubljana, ki ta poklic opravlja ze 35 let,
pravi, da je delo zelo osebno: »SlaCenje je v garderobi nekaj zelo intimnega: tako kot
v bolnisnici se tudi tu mora zgoditi, to je intima, o kateri se ne govori, ampak obstaja,
mora biti.« Ta osebni stik, ki je vezan na to¢no doloceno osebo, ki opravlja ta poklic,
je nenadomestljiv: »Tudi v tem malem poklicu si potreben povsod: v New Yorku, v
Seulu, v Londonu ...«

0 odnosu med igralci in garderoberji pravi takole: »Stik z igralci, ki si ga drugi ljudje
ne morejo predstavljati, je enakopraven - to so zelo specifi¢ni ljudje, ki se mogoce
Se bolj razburijo, Se bolj skregajo kot drugi, ampak vse to zaradi ustvarjalnosti.«
Nadaljuje: »Igralci nas zelo spoStujejo: ni treba, da te ima ¢lovek rad, dovolj je, da
spostuje tvoje delo.«

Z njim sem se v intervjuju pogovarjala tudi o zaupanju, ki ga mora biti med igralcem
in garderoberjem veliko, morda celo ve¢ kot med garderoberjem in gostujo¢im
kostumografom.

Samo s pogovori in skupnim delom lahko natan¢no izvemo, da ima nek igralec Ze nekaj
let okvarjen gleZenj in da ne more nositi $kornja. Na drugi strani kostumograf trdi, da
bomo Ze in da mora nositi $kornje. Dopovedujem mu, da to ni mogoce, predlagam one
na vezalko, pa globoke Cevlje, pa take, ki jih ima najraje, in tako naprej. Kostumograf
mora to razumeti, ne pa vztrajati pri neki viziji, da mora biti $korenj. Ce si dober
kostumograf, mi bo$ prisluhnil, kakSen cevelj je treba narediti! Iz usnja mu bomo
dodali $¢itnik, da bo videti kot Skorenjcek, kajne? Potem so tu Se konflikti, ko igralec
ni zadovoljen, kostumograf pa misli, da ga hoce nekdo prinesti okoli, da ga ne spoStuje:
tudi kostumograf mora biti fleksibilen. Veckrat se zgodi, da igralec po premieri kar sam
malce popravi svoj kostum. Ce &lovek ne more dihati, kostumograf pa trdi, da se ne sme
razsiriti, se bo vseeno razsiril - pa Se kako!

Odnos s kostumografi

Garderoberje sem sprasevala tudi o njthovem odnosu s kostumografom in o procesu
komunikacije z njim. Odgovarjali so, da je delo z razlicnimi kostumografi razli¢no:
»Naceloma se vidimo ali sliSimo in pove svoje Zelje. Pogosto veliko naredimo sami,
nekateri kostumografi pa hocejo vecino opraviti lastnorocno. Vendar je takih cedalje
manj,« pravi garderoberka SNG Drama Ljubljana. Nadaljuje: »To je odvisno od
vsakega posameznika. Z nekaterimi je veliko komunikacije, z drugimi manj. Dobro
pa bi bilo, da bi nam vsak kostumograf povedal, kaj si je zamislil. To bi izboljsalo
komunikacijo.« Garderoberka iz iste gledaliSke hise opiSe podobno: »Komunikacija
takole poteka - pride, pove, ali je kaj pomembnega, ali je kateri kostum tako poseben,
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da je treba zanj skrbeti na doloCen nacin. Nekateri povejo, nekateri ne povejo nic,
nekatere vidis, nekatere sploh ne, razli¢no.« Garderober SNG Maribor je poudaril, da
se njihovo delo pri predstavi za¢ne s kostumsko vajo, pred tem pa kostumografinja
komunicira predvsem s Siviljami in krojaci.

Skupne teme

Nekatere teme, kise dotikajo tako del vkrojacnicahinSivalnicah kottudigarderoberskega
dela, sem v analizi zdruzila za bolj celosten pregled staliS¢ intervjuvancev.

Stik s predstavo

Delo v gledaliscu je zelo specifi¢no, in tudi Ce si z delom v zunanjem svetu deli
dolocene obrti, se med seboj razlikujeta v nekaterih postopkih, predvsem pa v
procesu dela. Delo v zasebni Sivalnici ali v ¢evljarski delavnici je drugace zastavljeno
kot v gledalisSki. Gledaliski kostum nastane v t. i. procesu produkcije predstave, ki
se za zaposlene praviloma zacne z uvodno ali raz¢lembno vajo in konca s premiero,
traja pa vec¢ tednov. Vse do zdaj omenjene intervjuvance sem sprasevala, kako
sodelujejo v tem procesu, ali poznajo besedilo predstave in predstavo kot celoto.
Sivilja SLG Celje razloZi prakso iz $ivalnic:

Ne, teksta nikoli ne beremo, predstave pa gremo gledat. V¢asih gremo tudi na vaje, da
bi videli, kaj Zeli kostumograf: kaj pri dolocenem kostumu ni dobro, kaj je treba resiti,
kje se pojavljajo tezave. Ogledamo si konc¢no predstavo, da vidimo, kako se je izslo,
izkoristijo pa nas Se kot garderoberke. Zanimivo je tudi videti, kaj si naredil.

To, kako dobro garderoberji poznajo predstave, je odvisno od Stevila kostumskih
sprememb v njih. »Ce se v predstavi sami oblecejo in na koncu sle¢ejo, grem lahko
gledat. Ce so vmes preobleke, pa to ne gre, moram sodelovati,« pravi garderoberka
SNG Drama Ljubljana. Garderober iz Maribora ugotavlja, da je predstavam tezko
slediti zaradi hiperprodukcije: »Vcasih smo jih gledali, za odrom si stal, pa tekste smo
bolj poznali kot danes, ko je vsega prevec in ti ne znese. Dolocene stvari so ti jasne,
ampak ne tako kot v¢asih. Prevec je vsega, enostavno ne gre.«

Vodja moske krojacnice SNG Maribor, ki je ob¢asno tudi kostumografinja, pravi,
da tekst prebere in obiskuje vaje. Ko pa je na mestu vodje krojacnice, je zanjo
proces drugacen: »Na kratko nam povejo zgodbo, ¢e pa koga Se posebej zanima, si
jo prebere, sicer pa ne beremo. Prvo predstavo vidimo na kostumski vaji. Takrat
vso pregledamo, potem pa gremo Se na generalko, da vidimo, ali je vse v redu - in
to je vse.«



Posebnost »posvecenega« odnosa Sivilje SNG Nova Gorica je tudi v tem, da obiskuje
uvodne oziroma razc¢lembne vaje.

Odkar sem prisla v gledalisce, je bila navada, da je bil zacetek vaje nekakSen praznik,
tako kot premiera. [...] Vztrajala sem, naj se to ohrani. To sem povedala tudi vsem
tehni¢nim Sefom. Potem je to malo zamrlo. A sem trmast clovek, ne ¢utim predstave,
Ce tega ni ... Na razc¢lembnih vajah ti reziserji in dramaturgi povedo, kako bo potekala
predstava. Vzivi$ se v vanjo in spoznas, kaj bos delal. To je tisto, kar manjka vsem, ki
bodo delali predstavo, tudi tonskim tehnikom, elektri¢arjem. Poleg tega, to sem sama
uvedla, prelistam, pregledam tekst, v€asih tudi skoraj vsega preberem.

Zaposlene kostumografinje

Sogovornike sem sprasevala, ali so bile kostumografinje v njihovem gledaliscu
kdaj zaposlene: samo Sivilja in garderober iz Maribora sta mi povedala, da je bila
pri njih le Vlasta Hegedusi¢. Garderober SNG Drama Ljubljana poda svoj pogled
na to:

Cisto osebno mislim, da zaposlitev kostumografa ni dobra niti zanj niti za hi$o. Zanj ni
dobra zato, ker bo zakrknil in zacel »lajnati«, ne bo napredoval in bil ustvarjalen. To
sicer prinasa neko gotovost in redno placo, ampak zdi se mi, da ni zdravo, za hiSo pa
sploh ne. Boljse je, da se ljudje menjajo in delajo.

Razloge v tem, da so v¢asih imeli zaposlene, vidi takole:

Kostumografov je bilo zelo malo. HiSa se je gotovo bala, ali bo dobila koga ali pa bo
zaseden. Ker jih ni bilo. Spomnim se, da so se kostumografi tako mnozi¢no pojavili po
letu 1980 in potem so prisle vse te generacije: [Leo] Kulas, [Svetlana] Visintin, pred tem
Meta Sever ... Zdaj bi moral naSteti vsa ta imena iz osemdesetih let. Z njimi pa je prislo
tudi zelo lepo, kreativno delo.

Dislociranost gledaliske hise

Pomembno je, da so scena, rekviziti, lasulje in kostumi, ki so potrebni za predstavo,
narejeni v gledaliski hiSi. Z operativnega vidika je velika prednost, Ce jih lahko
popravljajo, nadgrajujejo in vzdrzujejo isti ljudje, ki so dolo¢en gledaliski element
naredili. Predvsem pa zaposleni lazje razumejo zahteve kot zunanji sodelavci, saj
poznajo proces dela v gledaliscu. To omenjam zaradi pojava podizvajalskih del
v gledalisCu, torej prakse, da gledaliSke elemente proizvajajo obrtniki, katerih
primarna dejavnost ni uprizoritvena. Outsourcing se pojavlja povsod, tudi v
kulturi. Gre Se za eno izmed praks neoliberalnega kapitalisticnega modela,
katerega namen je niZanje stroskov dela. V gledali$¢u je to povezano predvsem
s hiperprodukcijo, véasih s tehni¢no logistiko (na primer z velikostjo delavnic),
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tehni¢nim znanjem ali oceno potrebnega dela in ¢asa v primerjavi s kupljenim
izdelkom.

TakSen model opaza tudi Smolarska in opozarja, da lahko gledalis¢a zaradi
ekonomskih razlogov zaprejo svoje delavnice. Vintervjuju zzaposlenimije zabeleZila
naslednje: »Ce si gledalisko orientiran - ima$ vizijo celote in ves, da potrebuje$
delavnico, da ustvari$ celosten svet - bo$ obdrzal delavnico. Ce pa si ekonomist in
vidis$, da ljudje dva tedna posedajo in ne delajo ni¢ zaradi premora v produkcijskem
ciklu - bos$ delavnico zaprl« (»Institutional Gastroscopy«). Smolarska razlikuje
med dvema vrstama gledalisca: tistim, ki za uprizoritve reciklira oziroma prilagaja
ready-made produkte, in gledaliS¢em kot univerzumom, v jedru katerega je delo
visoko kvalificiranih obrtnikov (prav tam).

0d Stirih obravnavanih gledaliskih hi§ imata dve nacionalni gledalis¢i (SNG Drama
Ljubljana in SNG Nova Gorica) Siviljske prostore zunaj mati¢ne hiSe. Tako Sivilje
kot garderoberje sem sprasevala o tem, kako dislociranost delovnih enot vpliva na
njihovo delo. Vodja Zenske krojacnice MGL, kjer so v¢asih imeli delavnico nad odrom,
sedaj pa so nekaj nadstropji visje, pravi: »Zdaj sem toliko odmaknjena, da nimam vec
toliko vpogleda v to, kaj se v resnici dogaja v teatru, niti se ne zanimam.« Vodja moske
kroja¢nice SNG Maribor, kjer imajo garderobo, fundus in Sivalnice v eni hisi, pravi, da
si ne zna predstavljati delavnic zunaj hise.

Garderoberji SNG Drama Ljubljana niso delili posebnega mnenja o dislociranosti Siviljskih
delavnic Gledaliskega ateljeja in zdi se jim, da to niti ne vpliva na njihovo delo. Vendarle iz
poznavanja njihovega dela menim, da izvajajo vecje Stevilo manjsih popravkov in rocnega
dela kot garderoberji v drugih gledali$¢ih ter da imajo s tem ve¢ izkusenj. Sivilja SNG Nova
Gorica takole razmislja o dislociranosti svoje delavnice, pa tudi tiste v Drami:

Zaradi izoliranosti delamo dosti laZje, bolj umirjeno, sproS¢eno. Sicer moras iti tja [v
gledaliSce] pomerjat, kar prinasa logisticne probleme, vendar je lo¢enost velik plus.
To pravijo tudi kostumografi, vidijo, da je tu drugace. Zelo dobro je, da sta Sivalnica in
fundus skupaj. Vedno lahko gre§ pogledat, kako so stvari narejene, Ce ti kaj manjka ...
Podobno ima tudi Drama Atelje, ampak oni so povsem loceni od gledalisca, res so servis
... Stvari imajo Ze od zacetka drugace zastavljene.

Spremembe v poklicu

V tem sklopu bom opisala vse spremembe, ki so mi jih intervjuvanci razkrili ali pa
sem jih sama zaznala. Eden izmed razlogov, zakaj sem intervjuvala predvsem starejse
zaposlene, je tudi tema o spremembah v poklicu in gledalis¢u, ki me je zanimala.
Opisane spremembe sem razvrstila nivojsko: od sprememb na mikro nivoju (blago in
materiali, prakse Sivanja in/ali kupovanja), nivoju organizacije gledalisc¢a (nacin dela



umetnic/kostumografinj, organizacija dela, Stevilo predstav), nivoju produkcijskega
procesa predstave pa do sprememb na makro nivoju (sprememba ekonomsko-
politicnega sistema). Ti nivoji se med seboj prepletajo, predvsem pa baza - trenutni
druzbenoekonomski sistem - vpliva na vse druge dejavnike.

Materiali in blago

Blago je najpogostejSa materialna osnova kostuma, ki je pogojena s trenutno
tehnologijo in dostopnimi viri. Zaradi pojava hitre mode v Casu neoliberalnega
kapitalizma je na (slovenskem) trgu malo specializiranih trgovin z blagom. V
socializmu je bilo ponudbe blaga prav tako malo, vendar so bili razlogi drugacni.
Sivilja SNG Nova Gorica opise, kako so se véasih spopadali s pomanjkanjem
ustreznega blaga: »Kostumografinje niso imele na izbiro toliko materialov in
moralo se je veliko barvati. Zdaj se veliko barva s hipermanganom, jaz sem takrat
s Cajem, s pravim cajem, ruskim c¢ajem. Ruski Caj iz Skatel si skuhal, potem si
vanj namocil blago, da si dobil koZno barvo. Uporabljali smo ga za patiniranje.«
Spominja se tudi barvanja z naravnimi barvili, recimo z brsljanom. Tudi samo
blago je drugacno: »Pa tudi ni vec toliko tezkih materialov, kot jih je bilo vcasih, ni
7ameta, brokata in podobnega, tudi tezko jih je dobiti« (3ivilja SLG Celje). Sivilja
SNG Nova Gorica se strinja in opozarja tudi na tekstilno produkcijo, ki je ni vec:

Ceprav so bili ¢asi tezki, se je za gledalis¢e vseeno dobilo ve¢ kot danes. Zdaj se vse dobi
preko interneta. Takrat si dobil tudi pri nas, ve¢ je bilo modistov, recimo za izdelavo
nogavic (npr. Minuk Kocjanci¢ v Ljubljani). Zdaj lahko dobi$ samo kon¢ni izdelek. Zdaj ni
mogoce nikjer narociti izdelave. Takrat so jih pletli: lahko si izbiral, iz katerega materiala
jih bodo naredili. Pokrivala so delali v Kroju, tudi Sapke, francoske kape. Zdaj nimas ve¢
moznosti narociti izdelave. Isto je s ¢evlji: tezko je na primer dobiti peto, nihce vec jih ne
izdeluje. Enako velja za usnje, podlogo. Ne dobi$ vec niti medvlog za stilne kostume, kot
so bile narejene vcasih. Stilno sukno iz leta 1900 z lepljenjem ne bo nikoli stalo tako kot
takrat, ko so pikirali. Na platno so delali vse. Za razvoj kostumografije so casi tezki.

Sivanje in/ali kupovanje

Eden izmed prvih dialogov med kostumografi in zaposlenimi v procesu nastajanja
kostumografije je o tem, kako materializirati kostumske skice. Najprej se nabavi blago
in/ali oblacila: kostum se Siva nanovo in/ali kupiin/ali predela (torej iz Ze obstojeCega
kostuma se naredi nov kostum). Dejavniki za to so preference kostumografov,
zahtevnost skic, znanje zaposlenih, predvsem pa proracun kostumografije in Cas.

0d zaposlenih sem veckrat slisala, da se je v€asih vec Sivalo, danes se vec¢ kupuje: v€asih
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so bili kostumi umetniski, odraz kreativnosti, danes je to samo Se »Stancanje« in
kopiranje zinterneta. Zelo podobne opazke navaja tudi Smolarska in citira zaposlena
v scenskih delavnicah, ki si delita obcutek, da tam samo Se popravljajo kose iz Ikee,
da ni¢ ne izdelajo povsem na novo, da se v predstave ne vlaga vec¢ kreativnosti in
da so zato rezultati vedno isti. Praksa nadomes$c¢anja roc¢no izdelanih z ready-made
produkti je odraz (ene izmed) prezivetvenih strategij umetnikov, trdi Smolarska,
saj lahko v krajsem obdobju hitreje prides do materializacije ideje (»Institutional
Gastroscopy«).

Sogovornike in sogovornice sem sprasevala o tem, ali se danes res ve¢ kupuje
in kje vidijo razloge za to. Obe nazadnje omenjeni $ivilji pravita, da se je vCasih
vec Sivalo. Razloge za to vidita v tem, da je manj stilnih predstav, saj jih je vec iz
sodobnega casa. Veckrat je torej na odru sodoben estetski kod. Kostumografi in
reziserji v€asih prestavijo kostum izvorne histori¢ne drame v drug ¢as, ki pa ni
nujno sodoben. Sivilja SLG Celje to opise takole: »Malo spreminjajo, posodabljajo,
a ne vem, kako bi temu rekla.« Garderober SNG Maribor sicer za¢ne: »Kostumi,
vedno so bili stilni in moderni,« in nato nadaljuje: »Mislim, da se zdaj kupuje
veC kot neko¢. Na primer v trgovinah z rabljenim blagom in na drugih podobnih
mestih, kjer so stvari cenejSe.« Tudi vodja Zenske krojacnice MGL poudari, da
kostumografinje v¢asih niso imele na voljo tak$nih trgovin. Pravi pa tudi, da nima
obcutka, da se danes kupuje vec, in da je razmerje med tem, koliko se Siva in koliko
kupi, podobno kot v¢asih: »Tudi pred 20 leti se je za moderne predstave Cisto vse
kupilo.«

Gledalisca naCeloma »uravnotezijo« in »porazdelijo« svoj program, finance in estetiko
tako, da so nekateri projekti manjsi, nekateri koprodukcije, drugi velikih razseZnosti.
Pogled na to z direktorske pozicije v intervjuju z nekdanjim direktorjem SNG Nova
Gorica Sergijem Pelhanom je vec kot zgovoren:

Zato so normativi taksni, ker ¢e si nacionalno ali drzavno gledali$¢e, mora$ uprizarjati
tudi klasi¢ne predstave. Pri takih predstavah je vse drazje, tudi na primer kostumi.
Naredili smo celo ocene, koliko stane kostum za sodobno dramo ali za klasi¢no,
srednjevesko. Za klasi¢no je bistveno draZji. Potem je prislo do osamosvojitve Slovenije,
kapitalizem je zavladal in kultura ni bila ve¢ tako pomembna. (nav. po Eva Tomasevi¢
Bari¢, Novogorisko gledali$ce 70-71)

Organizacija dela

Pomembna dejavnika, ki vplivata na organizacijo dela v obravnavanih poklicih, sta
Stevilo predstav in Stevilo zaposlenih. Prvi dejavnik obravnavam v naslednjem sklopu,
drugega pa v tem. Strukturna delitev izdelave kostuma v gledalis¢u poteka takole.



MAN] VEC ZAPOSLENIH
ZAPOSLENIH

Moska garderoba

Garderoba Zenska garderoba

Garderoba/Sivalnica
Moska krojacnica

Sivalnica

Zenska krojatnica

Slika 1. Organizacija kostumskega dela v gledalis¢ih glede na Stevilo zaposlenih

Gledalis¢a z manj zaposlenimi imajo samo en prostor za kostumsko delo, ki je
garderoba in Sivalnica obenem, ter ni delitve na garderoberska in Siviljska dela. V tej
raziskavi primera takSnega gledali$¢a ni, drugje pa sta v takSnem gledalis¢u zaposlena
ena ali dve osebi kot garderoberki. Gledalis¢a z malce vec zaposlenimi delo delijo na
garderobersko in Siviljsko: od obravnavanih gledalis$¢ sta to SLG Celje in SNG Nova
Gorica, ki zaposlujeta priblizno dve osebi na garderobo in dve do tri na Sivalnico. Vecje
gledalisce, na primer SNG Maribor z 21 zaposlenimi, deli garderobno delo na mosko
in Zensko, svoje prostore imata tako vodja moske kot Zenske krojacnice. Posebni
prostori so za Sivilje, ki delajo po navodilu vodje krojacnice (svoje mesto imajo tudi
Cevljariji, ki pa niso vkljuceni v Sliko 1.

V Sivalnicah manjsih gledalisc¢ se zaradi majhne ekipe in velike produkcije spopadajo
s tezavami pri realizaciji kostumografij, zato kostumografi pogosto angazirajo
zunanje Sivilje. Izdelava moskih kostumov je problem, ki sem ga zasledila v nekaj
gledaliscih, saj moska obleka spada med tehni¢no najzahtevnejse. »Problem nasih
Siviljskih delavnic je ta, da nimamo krojaca. Vsi moski kostumi se morajo sesiti v
Ljubljani ali pa Zagrebu,« pravi Marko Sosi¢, nekdanji umetniski vodja Primorskega
dramskega gledalisca (Tisoc dni, dvesto noci 52). Tudi Sivilja SLG Celje se spominja, da
je bila vcasih Sivalnica razdeljena na moski in Zenski oddelek, zadnjih Sest let pa sta
zaposleni samo dve Sivilji, ki skrbita za vse. V tem Casu sta se povecala tako Stevilo
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predstav kot tudi ansambel. V praksi se taksna situacija resuje s pomocjo zunanjih
izvajalcev. V Mariboru sta v¢asih obstajala vodja za mosko in Zensko garderobo ter
posebna oseba za fundus. Danes je vodja en, ki pravi takole: »Prej so bili tudi trije ali
Stirje garderoberji. Pralnica je bila posebej, vodja fundusa posebej. Zdaj je to vse na
nas. V fundusu ni nikogar.«

S tem v zvezi je zanimiv sistem »obracuna« iz MGL, ki je vnaprej dolocal Stevilo ur
za dolocen kostum, Cesar se spominja vodja Zenske krojac¢nice: »Nikoli nisem mogla
razumeti, kako lahko vnaprej dolocis, koliko ur dela bos$ imel z enim kostumom,
recimo 40. Nemogoce. Krilo lahko naredi$ v dveh urah, ¢e ga bos delal iz povsem
drugega blaga, pa v Stirih. Tako da mi je bilo to zelo nejasno.« Te ocene je dajal vodja
Sivalnice in krojacnice, vendar pa se obrac¢un po njenih besedah nikoli ni izSel, saj se
predvidene in dejanske ure niso ujemale. »Z leti se je vse spremenilo, ne nazadnje
tudi drzava. NajbrZ so ‘gori’ videli, da to je to ¢udno.« To je zgovoren primer dejstva,
da je delo v Sivalnicah nerazumljeno: takSna pravila ne morejo delovati v gledaliSkem
ateljeju, saj ne upostevajo narave dela.

Hiperprodukcija

Najpogostejsi odgovor intervjuvancev na to, kaj se je spremenilo v ¢asu njihovega dela,
je Stevilo produkcij. Za vse to pomeni vec dela in obSirnejSo organizacijo. Garderoberka
SNG Drama Ljubljana pravi, da je sistem dela isti, le da je zdaj dela ve¢. Tudi garderober
SNG Maribor opaza podobno: »Delo je bolj stresno in ve¢ ga je. Prej smo imeli en
vedji in en manj$i oder za oboje, opero in dramo. Ce se je opera postavljala, se je
drama podirala. Imel si dan ali dva ¢asa za pripravo opere. Danes pa gre vse na hitro.
Delas dramo, gostovanje, velik oder, komorni oder ali pa mali oder -res je naporno in
polno vsega. V¢asih delamo celo po dve predstavi skupaj.« V nekaterih gledaliscih je
danes zaposlenih ve¢ garderoberjev kot v preteklih letih, ob¢asno jim pomagajo tudi
Studentje. »Pomo¢ dobimo ob hiperprodukciji,« pravi vodja garderoberske sluzbe v
SNG Drama Ljubljana, njen sodelavec pa nadaljuje: »Danes je hiperprodukcija, to je ta
razlika. Pred 20, 30 leti, ko sem priSel v Dramo, smo imeli po sedem premier, danes pa
jih imamo 13, ¢e ne Stejem zraven Se vseh ostalih dogodkov.«

Napornejsi urniki od $ivilj zagotovo zahtevajo tudi vecjo ucinkovitost: »Ja, vec, bolj je
treba biti spreten, v dolocenih primerih je treba bolj pohiteti. A vse se nekako le ujame.
Ce vidis, da ti tete voda v grlo, bos rekel: Aha, danes vidim, da ne bo $lo, da ti kostumi ne
bodo gotovi do petka, bomo pa danes podaljsali, ne v petek, takrat bo Ze prepozno. Tako
se vedno organiziramo Se pravocasno« (Sivilja SLG Celje). Tudi vodja Zenske krojacnice
MGL se spominja casov, ko je bilo predstav manj, a je bilo tudi vec¢ predstav z vecjimi
zasedbami: »Sploh na velikem odru so bile obi¢ajno masovke, vsaj kolikor se spomnim.



Ogromno je bilo predstav z veliko nastopajocimi. Zdaj pa je tu seveda Se Studio [MGL,
op. MF] pa produkcije ... Mislim, da jih je kar 12 ali 14 v sezoni. Veliko.«

Tabela 4.1: Stevilo premier v izbranih slovenskih poklicnih gledaligéih po sezonah od 2000/2001
do 2014/2015

2000 2001 2002 2003 2004 2005 2006 2007 2008 2009 2010 2011 2012 2013 2014 povp.
2001 2012 2003 2004 2005 2006 2007 2008 2009 2010 2011 2012 2013 2014 2015

Drama LJ 9 11 11 19 10 10 13 13 11 10 13 13 10 14 22 13
MGL 8 7 9 10 13 13 12 12 12 13 1 14 15 21 20 13
SMG 4 7 6 14 5 5 7 8 7 6 6 10 11 9 8 8

DramaMB 13 8 6 5 8 7 10 8 7 7 5 8 6 7 7 7
SLG Celje 6 6 7 4 7 6 6 6 6 6 6 5 6 6 6 6
SNG NG 6 7 7 8 5 7 6 7 5 6 8 8 8 9 9 7
SSG 5 5 5 3 5 6 7 6 6 5 5 6 8 5 6 6

PG Kranj 4 5 4 10 4 6 5 7 3 4 4 5 5 4 6 5
MGP 4 6 4 10 4 4 5 3 4 6 6 7 4 7 7 5

G Koper / 5 5 5 5 5 5 6 6 6 7 4 6 6 6 6

Slika 2. Rast Stevila premier v izbranih slovenskih gledaliscih

Opombe. Podatki za SNG Maribor zajemajo samo Dramo in ne tudi Opere in baleta. Vir: Tomasevi¢ Bari¢, Novogorisko gledalisce 51.

Zgornjaslikastatisti¢no potrjuje opazanjaintervjuvancev.Dodajam pa,danezajema
Se kopice dodatnih aktivnosti, recimo spremljevalnega programa, ki ga gledaliSke
hiSe organizirajo in se v uradni statistiki ne beleZi kot predstava. Zaposlenim pa
to predstavlja dodatno obremenitev oziroma dodatno »predstavo«. Gledalis¢a -
tako kot tudi druge kulturne institucije - skusajo s ponujanjem spremljevalnega
programa poleg abonmajskega konkurirati na trgu kulturnih vsebin, tekmujejo za
obcCinstvo. Tovrsten pristop ponudbe, povprasevanja, konzumacije in trosenja se
preslikava iz ekonomske sfere v kulturno z isto logiko - treba je nenehno ponujati
nove predstave, ne pa preigravati »starih«.

Proces produkcije predstave

Vecje Stevilo produkcij povzroca tudi krajsanje ¢asa produkcije predstave. Smolarska
med opazovanjem stanja v gledaliS¢ih na Poljskem opaZa, da so »pogovori s
tehni¢nimi direktorji postali mnogo krajsi, faza preizkusov in napak - napaka je
nepogresljiva znacilnost prototipskega scenskega oblikovanja, torej oblikovanja od
zaletka - se je prav tako skrajala« (»Institutional Gastroscopy«). Sivilja SNG Nova
Gorica se takole spominja procesa dela za ¢asa Primorskega dramskega gledalisca
v Novi Gorici (PDG):
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Bilo je razporejeno tako, da smo imeli po koncu ene predstave 14 dni miru, Sele potem
smo zaceli z drugo. Takrat je bilo zaposlenih manj ljudi, vendar imeli smo tudi velike
predstave, srecevali smo se s tezavami. A ni bilo ‘dZumbusa’, nervoze. Imeli smo dovolj
Casa za predstavo. Kostumografi, ki so prihajali, so se Ze prej zmenili. Gospa Bartlova
mi je povedala, da so se Ze Sest mescev prej dobivali z reziserji in se menili, jaz sem
dobila zapiske v knjigi, kjer je imela zabeleZeno, kako bodo videti kostumi. Skice so se
dobivale prej ali takrat, ko se je Studij zacel, vendar je bilo vse dolo¢eno in spremembe
so bile redke. Res se je moralo zgoditi kaj izrednega, da je Sla predstava v drugo smer,
da reziser iz dolo¢enega ¢loveka ni izvlekel tistega, kar je nameraval. Ljudje so bili dosti
bolj pripravljeni. [..] Vedeli smo, kaj delamo. Stvari so bile velike in zahtevne, ¢e jih
primerjam z danasnjimi. Zdaj so kostumi ve¢inoma revni.

Iz tega odstavka lahko vidimo, kako sta vCasih potekala predproces in potem
sam proces produkcije predstave. Nac¢in ustvarjanja gledaliSke uprizoritve je bil
bolj »akademski«: veC idej in odlocitev je bilo dorecenih v procesu predpriprave
(torej pred uvodno vajo), manj je bilo improvizacije oziroma manj se je predstava
gradila med samimi vajami. Gledano s kostumografskega vidika je tovrsten pristop
omogocal, da so imeli zaposleni veC Casa za konstrukcijo kostuma (celo testnega
kostuma) in za dodelavo, igralci in igralke so Ze zgodaj v procesu vedeli, kaj bodo
nosili. V prejsnjiizjavi je klju¢na pozicija zaposlenih v tem procesu. »Vedeli smo, kaj
delamo« se nanasa na samo vstopno tocko Sivilje v proces produkcije predstave:
na zacCetku Studija, z izdelanimi skicami in na¢rtom predstave. [zjava pa se nanasa
tudi na sploSen odnos zaposlenih do svojega dela. Z manj produkcijami je bilo
lazje slediti posameznim predstavam in Ziveti z njimi. Dalj ¢asa so se delale in dalj
Casa igrale.'” Iz svojih kostumografskih izkusenj v gledalisc¢ih lahko dodam, da v
garderobi in Sivalnici/krojacnici zaposleni vcasih tezko sledijo dogajanju: katera
predstava je Ze imela premiero, katera se igra, pri kateri se je studij Ze zacel itn.

Zaposleni in kostumografi namrec ¢as in delo v gledalis¢u dojemajo drugace: slednji
vidijo svoj projekt v celoti, zaposleni pa le dele - kaj je treba pri tem projektu narediti,
kaj pri drugem za mali oder, katera vzdrZevalna dela ipd. Bojana Kunst to definira kot
distinkcijo med delom in projektom ter to razliko razume kot eno od sodobnih oblik
delitve dela, pri cemer vidi projekt kot prevladujo¢ nacin danasnjega umetniskega dela
(133-37). Razliko ponazori s primerjavo Simona Baylya: »Kar je, recimo, za arhitekta
projekt novega muzeja, je le Casovno omejena delovna naloga za elektricarja, ki mora
narediti nov alarmni sistem« (135). Kunst ostro kritizira projekt kot temeljni nacin
dela v produkciji kulture in kot nacin ekonomizacije ter urejanja Zivljenja umetnika,
saj ga slednje pravzaprav locuje od Casa, kot ga izkusSata druzba in skupnost.

17 Sicer ne poznam konkretnih podatkov o tem, koliko ¢asa so se v zadnjih desetletjih igrale predstave, sem pa v Nacional-
nem programu za kulturo 2014-2017 na podrocju uprizoritvenih umetnosti zasledila smernici, ki skusata uravnavati trend
vec premier-manj ponovitev v institucionalnem gledali$¢u: »[D]o leta 2017 zmanjsati $tevilo premier v produkciji NVO za
najmanj 20 % in ne povecati Stevila premier v produkciji javnih zavodov, do leta 2017 povecati obseg postprodukcije na
povpre¢no najmanj 20 ponovitev na produkcijo v produkciji javnih zavodov in najmanj 5 ponovitev na produkcijo v pro-
dukciji NVO« (Nacionalni program za kulturo 2014-2017 32).V istem dokumentu je predstavljena statistika za leto 2012,
ki belezi 102 premieri in v povprec¢ju 17 ponovitev na premiero v javnih zavodih (prav tam 31).



Kostumografi in koestumografinje

Najpogostejsi odgovor, ki sem ga dobila ob sprasevanju, kaj se je najbolj spremenilo
pri kostumografiji v ¢asu procesa produkcije predstave, je: kostumografska skica.
V preteklosti so bile narisane na roko, danes pa si kostumografi pomagajo tudi s
tehnologijo in pogosto so skice narejene racunalnisko. V¢asih kostumografi namesto
skic oddajo le izrezke iz ¢asopisov ali revij.

Najzanimivejsa pa sta odgovora, ki omenjata status oziroma poloZzaj, ki so ga uzivale
kostumografinje. Vodja Zenske krojacnice MGL pravi takole:

Mogoce je razlika v tem, da so bili kostumografi, takrat gospa [Alenka] Bartlova in
[Marija] Kobijeva, bolj cenjeni oziroma so se mogoce pocutili bolj cenjeni. Bile so gospe
in bili so drugi Casi. Vem, da si je gospa Bartlova vedno vzela ¢as: prisla je, se najprej
usedla, popila kavico, dve, pokadila cigaretek, tri, deset, pet, potem smo pa zaceli. Ze
sam zacetek procesa je vzel zelo veliko Casa, ki ga pa v resnici nismo imeli.

Sivilja SNG Nova Gorica se prav tako spominja Alenke Bartl kot gospe, spominja pa se
tudi druge kostumografinje, ki tega statusa ni uzivala:

Moc¢no se spominjam Marije Vidau, ki je bila hisna kostumografinja in Sivilja v Trstu.
Vedno je prinesla vse stvari iz Trsta, $la je v Rim, $la je na trznice, v Rimu in v velikih
hisah v Milanu se je ucila za Siviljo. Vendar je niso spostovali. Nanjo so gledali drugace
kot na Alenko Bartlovo, ki je prisla v krznenem plascu in je imela vedno asistenta.
Narisala je skice, v Atelje Drame je nesla pobarvat blago sama ali pa je to storila Meta
Severjeva, ki je bila njena asistentka. Bila je gospa. Medtem ko je bila Marija ‘una, ki
zmerom vlaci tiste torbe!’*®

Gledaliska druzina

Veliko intervjuvanih je omenilo posebno vrsto odnosa do svojega dela, do gledalisca
in drugih zaposlenih, ki pa se izgublja. V¢asih so cutili, pravijo, ve¢jo povezanost med
zaposlenimi in veé¢jo pripadnost gledalis¢u kot takemu. »Vsi delujemo kot ena druzina. To
je zelo res. Ampak to je bilo mogoce v prejsnjih Casih. Ljudje smo zelo nagnjeni govoriti, da
je bilo lepse v prejSnjih ¢asih, ampak to izhaja iz moje starosti, ne iz tega, da danes ni lepo.
To ljudje meSajo,« pravi garderober SNG Drama Ljubljana. Nadaljuje takole:

Ampak ta trenutek druzine ni ve¢, razpada - ne zaradi naSe skreganosti, ampak ker ni
dovolj ¢asa, da bi se stvari delale natancneje, bolj povezovale. Pri delu na predstavah,
ki nastajajo dva meseca, si obvescen, poznas tudi tekst, ves, kdo kaj igra, se pogovarjas,
kostumografi te neprestano obiskujejo, stvari se iscejo, ves torej, kaj hocejo. Danes pri
tej hiperprodukciji tega ni, vse to bo izumrlo in druzine ne bo ve¢, ker zanjo ni ¢asa.

18 Zanimivo, v svojih spominih Marko Sosi¢ podobno opise pojavo Marije Vidau: »Roke ima prepolne natrpanih najlonskih
vreck. Z blagom, starimi rekviziti, ¢ipkami in navadnimi cunjami« (67).
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Zaposleni so bili bolj povezani z gledalisko hiso, z njo so ziveli: »Nisem hodila v sluzbo
sem. Tu Zivim, sem Zivela. Takega pristopa najbrZ tudi ne bo vec. Vsaj ne zdaj, v teh
razmerah« (Sivilja SNG Nova Gorica). Vodja Zenske krojacnice MGL se prav tako
spominja ¢asov, ko so zaposleni Se ziveli z gledaliS¢em, ko so si v sluzbi kuhali kosila
ipd.: »Zdi se mi, da sem ob svojem prihodu - tega je Ze precej let - tu naletela na
starejSo generacijo, ki je bila bolj ¢ustveno vezana na teater oziroma so ziveli zanj.«
Sivilja SNG Nova Gorica se spominja zatetkov gledali$¢a, $e preden je to dobilo ve¢jo
stavbo in postalo nacionalno:

Bil je tudi majhen foaje, bolj smo bili kot druZzina. Ljudje so ostajali po predstavah, ve¢
se je druzilo, skupaj z igralci. Tudi sama sem bila mlada in gotovo bolj druzabna. Tudi
igralci so vcasih ziveli tu [v Novi Gorici, op. MF] in bilo je ve¢ pripadnosti teatru. Ljudje
so se srecevali po trgovinah. Zdaj je vse odtujeno. Vse je bolj materialisti¢no, ne skrbi se
toliko za stvari.

Feminizacija poklica

Trend zaposlovanja Zensk v omenjenih poklicih je v vseh obravnavanih gledalis¢ih
skoraj stoodstoten. Ce so bili véasih v moski garderobi in v moski krojacnici zaposleni
vecinoma moski,'* danes ni ve¢ tako. Intervjuvana garderoberja se zavedata, da sta
med zadnjimi.

Za primer feminizacije poklica tako v garderobi kot v kostumskih delavnicah sem
zaradi dostopnosti podatkov vzela MGL. Trenutno je tam v garderobi zaposlenih pet
oseb, v krojaskih delavnicah pa Stiri, vse so Zenske. Podatki za obdobje med letoma
1950 in 2001 kaZejo na bolj raznoliko sestavo: v vseh teh letih je bilo zaposlenih
devet garderoberk in sedem garderoberjev, v Sivalnicah pa deset Zensk in sedem
moskih.?® Feminizacija poklica je zagotovo slab trend, saj to pomeni niZje placilo, manj
cenjeno delo in njegovo stereotipizacijo. Patriarhalna ureditev druzbe se kaze tudi v
koncentraciji Zensk v t. i. »Zenskih« poklicih, ki so pravzaprav nadaljevanje domacih
opravil, kot je skrb za druge (poklici v zdravstvuy, Solstvu in storitvenih dejavnostih)
(»Ali so ‘druZinske kraljice’« 85). Se posebej pri garderobnem delu bi lahko rekli,
da gre za vrsto »gospodinjskega dela, ki je tradicionalno prihranjeno za Zenske.
Arhiv MGL ima tudi podatke, katera dela so njihovi zaposleni opravljali v gledaliscu,
in tako izvemo, da so na primer Stiri Zenske, ki so bile zaposlene kot garderoberke,
na neki tocki opravljale tudi delo snazilke, Sepetalke in Sivilje. Medtem ko so moski

19 Iztok Vadnjal se spominja, da sta v€asih mosko garderobo vodila dva garderoberja in da se je z njunim odhodom spolna
delitev podrla. V soglasju z igralci so na mesto garderoberja sprejeli Zensko.

20 0d devetih garderoberk sta dve imeli naziv garderoberka - vodja, prav tako sta dva od sedmih garderoberjev imela na-
ziv garderober - vodja. Gledali$ce je zaposlovalo deset Zensk, ki so zasedale naslednja delovna mesta: ivilja, Sivilja - vodja,
Sivilja modelarka, Sivilja modelarka - vodja, krojacica, krojacica modelarka, krojacica modelarka - vodja, vodja Zenske
krojacnice in vajenka v Zenski krojacnici. Moski pa krojac, kroja¢ - vodja, kroja¢ modelar - vodja, vodja moske krojacnice
(Klabus Vesel 151-62).



garderoberji pred ali po delu v gledalis¢u opravljali tipicno »moske« poklice, kot so
vratar ali vodja predstave. Spolna stereotipizacija je v tehni¢nih sluzbah gledali$¢
popolna. Poenostavljeno rec¢eno: scenski tehniki, ki prenasajo tezke scenske elemente,
so moski, garderoberke pa so Zenske, ki likajo in perejo. Gre torej za mocan vzorec
patriarhalne delitve dela, ki se odraza v horizontalni segregaciji ujemanja spola in
poklica. Tako je delo scenskega tehnika maskuliniziran poklic, delo v maskirnicah,
garderobah, Sivalnicah in kroja¢nicah pa feminiziran. Poleg neformalnih razlogov
in druzbenih vzorcev je vpraSanje plaCe zagotovo dejavnik, ki vpliva na izbiro
poklica, saj zenske zavzemajo vecino nizje placanih delovnih mest. Celotno podrocje
kostumografije (z izjemo cevljarskih delavnic), ne samo znotraj institucij, ampak tudi
med samozaposlenimi, je feminizirano. Razvid samozaposlenih v kulturi iz leta 2017
kaze, da je med kostumografi 87,5 % Zensk in 12,5 % moskih.2!

Placilni razred

Spolna sestava je v veliki meri definirana tudi s placilom. Slednje je mo¢no povezano
z ugledom poklica, zanimanjem zanj in z motivacijo zaposlenih. Zaposlovanje
tehni¢nega osebja v gledaliScu spada pod javni sektor in je financirano iz drzavnega
proracuna. Od vseh intervjuvancev so garderoberji najnizje placani.

Eden izmed sogovornikov o placilnem razredu razmislja takole:

V Sloveniji je samo 20 garderoberjev. Zgodila se je velika krivica, ker so nas dali na
seznam J, to je najslabse plac¢ano delo, in kategorizirali so nas kot scenski garderober. [...]
Krivica se bila storjena s prevedbo plac, za urejanje tega do zdaj nih¢e ni imel posluha.??
Mislim, da bi se o tem morali pomeniti direktorji, saj nas je garderoberjev samo Se 20,
jutri bo to tako ali tako samo $e servis, ne bo veC tega osebnega stika. Jaz sem verjetno
Se zadnji moski garderober, potem bomo izumrli.

Ekonomska degradacija poklica pomeni tudi njegov razvrednotenje v servis, zato
nadaljuje: »Ce se izgubi ta intimni stik z igralcem, se izgubi zelo pomembna vez v
gledaliScu, saj servis nikoli ne more biti intimen. Mislim, da ni vseeno, ali te pride
preoblacit nekdo iz servisa.« Tudi sivilja SNG Nova Gorica govori o svoji izkusnji: »Ko
sem $la iz Ideala v gledalisce za Siviljo, sem imela tu enkrat visjo placo kot v Idealu.
Z.260.000 dinarjev sem prisla na 440.000. Zdaj pa je Sivilja v gledaliS¢u dosti slabse
placana kot pri kateremkoli zasebniku.«

ODb rob izjavam intervjuvancev navajam Se izjavo Andreja Jelacina, direktorja PDG v letih

21 Med skupaj 48 je 42 Zensk in Sest moskih.

22 Omenja prevedbo pla¢ v javnem sektorju leta 2008, ki je dvignila kar nekaj prahu. To na konkretnem primeru SNG Nova
Gorica opaza tudi Tomasevi¢ Bari¢ (49): »lzraziti kadrovski problemi so se zgodili leta 2008, ko je bil uveden nov pla¢ni
sistem, zaradi katerega je, predvsem tehni¢no osebje, utrpelo precejsnje znizanje plac, kar gotovo ni prispevalo k dobrim
odnosom in zadovoljstvu v kolektivu.«.
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1962-1968, ko je bilo gledalisce v tezki financni situaciji (Jevnikar 2013). V intervjuju
z Evo Tomasevi¢ Bari¢ pove: »Potem je nekaj asa gostovanja organiziral Sergej Ferrari:
po njegovo je bila za vecerjo ‘pasta Suta), ko je bilo po moje, rizota. To je bila znana stvar.
Te skromne skupne vecerje so ogromno pomenile. Vsi smo bili enaki: direktor, igralci,
garderoberka ... Znotraj kolektiva nisem imel konfliktov: moja placa je bila v primerjavi
z garderoberkino 2 : 1. KakSne pa so danes?« (78). Velike razlike v plac¢ah so tako med
zaposlenimi v gledalis¢u kot tudi v odnosu do kostumografinj. Te v gledaliscu prejmejo
morajo hkrati opravljati ve¢ projektov in se nenehno dogovarjati za nove. Kostumografinje
sov povsem drugem socialnem poloZaju kot njihove »sodelavke« iz Sivalnice ali garderobe,
saj spadajo v t. i. kreativni razred: pogosto so samozaposlene, Zivijo od honorarnega dela,
ki je prekarno in negotovo (prim. Smolarska, »Institutional Gastroscopy«).

Kostumski fundus v gledalis¢u

Posebno pozornost sem namenila fundusu, ki je nepogresljivi del tako gledaliske hise
kot kostumografske prakse. V skladi$¢u za kostume ali fundusu se shranjujejo kostumi
odigranih predstav, a to ni njegova edina funkcija. Tu so $e interna in zunanja izposoja,
stik z gledalis¢em, izobrazevala funkcija, arhivska funkcija in funkcija varcevanja.
Vodstvo gledalis¢a pogosto prepoznava le slednjo; pa tudi sicer ga ne skrbi za fundus,
vanj ne vlaga, ga ne ureja in ne prepoznava potenciala, ki ga nosi. Tako na primer
nobeno gledali$ce nima ve¢ delovnega mesta, namenjenega samo delu v fundusu.

Kostum je neka vrednost v gledaliScu, pravi Sivilja SNG Nova Gorica. S tem se nedvomno
strinjam: tako za zaposlene kot tudi za kostumografe je fundus neprecenljiva vrednost,
ki pa se ureja sporadi¢no in glede na interes zaposlenih, torej je prepuscena osebnemu
angazmaju zaposlenih, kar je razvidno iz stanja, v katerem so ti prostori.

Delovanje fundusa

Skrb za fundus je odvisna od vsakega gledaliS¢a posebej in je povezana z njegovo
lokacijo. V SNG Drama Ljubljana, SNG Maribor?* in MGL, kjer so fundusi v isti hisi,
zanje skrbijo garderoberji. V SNG Nova Gorica za fundus skrbijo Sivilje, saj je na isti
dislocirani enoti kot Sivalnica, v SLG Celje pa zadnjih petlet za fundus prav tako skrbita
Sivilji, in sicer zaradi dopoldanskega delovnega urnika. Kostumi so v fundusu obicajno
razdeljeni po spolu, vrsti oblacila, nekje pa tudi po stilu ali po obdobju.

23 Podrocje ni urejeno s kolektivno pogodbo, o honorarjih se dogovarjajo individualno, kar omogoca precej$ne razlike tudi
med kostumografinjami.
24V tej gledaliski hisi za ¢evlje v fundusu skrbita ¢evljarja.



Sivilja SLG Celje takole opie ustaljeno prakso v fundusu: »Malo ga pospravimo, zloZimo,
drugace pa vse ostaja isto. Poskrbimo, da imamo stilne kostume, ki nam nekaj pomenijo,
na povsem lo¢enem mestu.« Spominja se tudi slabe izkusnje s takim urejanjem, ko je
vodstvo odredilo Stevilcenje obesalnikov. Ponovilo se je nerazumevanje prakse dela v
Sivalnicah oziroma garderobabh, in ta sistem seveda nikoli ni zaZivel.

V SNG Drama Ljubljana imajo Ze vsa leta fundus, Ki je, ko je bil Se v zgradbi Gledaliskega
ateljeja, tudi pogorel. Manjsi del fundusa imajo v hisi, del pa na dislocirani enoti v skladiScu.
Potrebujejo ga zaradi velike koli¢ine kostumov, ki jih hranijo: »Ze vsa ta leta trdim, da je
treba vse shranjevati. Tudi zadnjega klosarja, mogoce pa ga bomo kdaj potrebovali. Ni
vedno mogoce dobiti fraka, ki je videti znoSen, kot da je od sto let starega dedka. Lahko ga
sicer patiniras in tako naprej, ampak ne bo videti enako. Zato so neki izrabljeni cevlji, ki jih
najdes v fundusu, zate pravi biser¢ek« (Garderober SNG Drama Ljubljana).

SNG Maribor je fundus veckrat selil in pri tem je bil del seveda unicen. V¢asih so
zaposlovali osebo, ki je skrbela zanj, vendar so delovno mesto ukinili, ko so kr¢ili
zaposlovanje. Nekdanji garderober pravi: »Zato pa govorim, da bi se ¢lovek moral spet
vrniti v fundus vsaj za Stiri ure, ravno za to se borimo. Poleg tega kostume posojamo
ven.« Svojega tedanjega dela se spominja takole: »Izposoja kostumov, oznacevanje,
delo s krojaci, Siviljami in kostumografi. Pospravil sem, ko so odsli, saj je vedno ostalo
Sekaj. Vse sem dajal vizposojo: drustvom, Solam, zasebnikom, posameznikom in tako.«
Poleg manka zaposlenih kot glavni problem fundusa navede tudi manko prostora.

Poznavanje fundusa je vrlina, ki se jo zaposleni naucijo skozi leta, a za njegovo
profesionalno uporabo sta potrebna cas in interes. Med vsemi intervjuvanci pri
svojem delu s fundusom zagotovo izstopata Sivilja SNG Nova Gorica in garderober iz
Maribora. Slednji pove takole: »V¢asih sem v fundusu mize prepoznal kostum. Mize!
Pa smo tudi skrbeli za dramo, opero in balet. Danes ne. Danes, priznam, ne mores
vedeti vsega. Tudi za Cevlje sem skrbel. Danes je za Cevlje Cevljar.« Podobno pravi
Sivilja SNG Nova Gorica:

Mislim, da bi bilo s tem fundusom mogoce kaj narediti, e bi imeli ¢loveka, ki bi bil
zanj zadolZen. Dobro poznam fundus in vem, kje je kakSen kos. Zakaj to vem, se tudi
sama sprasSujem. Pri delu z amaterji hodim ves popoldan med kostumi, imam neko
zamisel in vem, kaj bi rada, in potem hodim, da vidim, kje je. VeCkrat mora$ videti.
Potrebuje$ Cloveka, ki dela. Ni¢ ti ne pomaga, ¢e kostumografu ne more§ ponuditi
kostumov. Nekateri kostumografi tudi ne Zelijo iti v fundus. Z uporabo fundusa smo
dostikrat prihranili denar.

Poleg tega, da danes ni veC delovnega mesta, ki bi bilo namenjeno samo skrbi za
fundus, se je spremenil tudi odnos do kostumov v njem. S tem v zvezi je bila vcasih
zelo pomembna inventura. Spominja se, da je v PDG trajala tudi tri mesece: odlocitve
so zagovarjali pred triclansko komisijo, ki je recimo posamezne kose odpisovala. Ta
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praksa se je po osamosvojitvi opustila, vseeno pa delajo inventuro in vse kostume,
ki konc¢ajo v fundusu, oStevilcijo. To se je opustilo v veclini gledali$¢. Garderober SNG
Maribor pravi takole: »Vcasih je obstajal arhiv in kostumi so bili evidentirani. Danes
tega vec ni, do kostumov se obnasamo, kot bi to bil potrosni material. Vodimo samo
knjigo o predstavah.« Ideologija hitre mode ustvarja potroSniSko misSljenje, kar se
odslikava v odnosu do oblacil tudi v gledaliscu. Lazje je kupiti novo kot skrbeti za
staro. Kostumi so razumljeni kot potrosna, brezvredna roba.

Uporaba fundusa in njegove funkcije

Najpogostejsa uporaba fundusa, poleg hranjenja kostumov, je (notranja ali zunanja)
izposoja. Pri prvi gre predvsem za izposojo kostumov z namenom vadbe (torej za
kostume, ki jih igralci uporabljajo na vajah, preden dobijo kostum za uprizoritev) in
predelave. Vloga »skrbnika« fundusa je tu klju¢na, saj lahko veliko pripomore kiskanju
ustreznih kosov. Kostumograf gre v fundus navadno v spremstvu zaposlenega: »Sami
gledajo in kaj povprasajo, pokaZejo skice, potem pa tudi mi zraven sodelujemo, saj
poznamo kostume« (garderoberka SNG Drama Ljubljana). Zaposleni se laZje znajdejo,
¢e pride kostumografv fundus s skico: »Cisto odvisno, kako je kostumograf pripravljen:
Ce ima skice, mu lahko veliko pomagamo. Ne moremo mi sami izbirati, on si je zamislil
kostume. Lahko si zamisli ¢isto drugace, zato je kostumograf« (garderoberka SNG
Drama Ljubljana). Fundus se uporablja tudi za potrebe zunajrepertoarnih predstav,
ki pa so del dejavnosti gledalis¢a, za kar po navadi veCjo odgovornost prevzamejo
garderoberji oziroma tisti, ki skrbijo za fundus.

Izposoja skupinam in posameznikom zunaj gledaliS¢a je nekaks$no sivo podrocje,
ki je sicer urejeno z dolocili in pravilnikom (ponekod tudi s cenikom), vendar je v
praksi pogosto stvar dogovora in osebnega poznanstva. »Fundus se uporablja za
lastne potrebe, nekaj pa posojamo tudi za dodatni zasluzek, postavili smo minimalno
ceno izposoje kostuma. Najvec si izposojajo Sole, tega jim ne zaracunamox (Sivilja SLG
Celje). Zunanja izposoja je zelo pomembna, saj ustvarja stik gledalis¢a z okoljem -
za nekatere ljudi celo edini. Kostume si najpogosteje izposojajo dru$tva, amaterske
gledaliSke skupine, Sole pa tudi posamezniki. Vloga zaposlenih je pri tem zelo
velika, saj poznajo fundus, kostume, zgodovino oblacenja in prakse izposojanja. Se
pomembneje pa je, da morajo prepoznati Zelje izposojevalcev, saj ti pogosto ne vedo
natancno, kaj iScejo.

Znanje tako preide na izposojevalce, fundus pa nosi izobraZevalno vrednost tudi
za same zaposlene. StarejSa oblacila lahko Siviljam in kroja¢em pomagajo pri
razumevanju tehnologije oblacil: »V fundusu pustim stare stvari tudi, Ce niso vec za
na oder, ker gre$ lahko pogledat, kako je narejeno. Ce ima$ moznost pogledati, kako



so vcasih nekaj naredili, lahko to skopiras. Pri krojacih, ki ne delajo v gledaliscu, se ta
pomanjkljivost vidi. Saj so pridni, ampak je izdelava konfekcije drugacna kot delo za
gledalisce. Videz je drugacen« (Sivilja SNG Nova Gorica).

Na novo zaposleni so namre¢ prvic sooceni s stilnimi ali atipi¢nimi oblacili in fundus
sluzi kot bazen znanja oziroma knjiznica kostumov tako zanje kot tudi za kostumografe
ali zunanje izposojevalce.

Vodstvo gleda na fundus predvsem s staliS¢a varcevanja. Nadalje se Sivilja SNG Nova
Gorica spominja: »Ko so prisla suha leta - 2007, '08, '09, '10 - so se delale skoraj vse
predstave samo iz fundusa. Dosti predstav smo pobirali iz fundusa. Je pa res, da tako
ne mores delati vseh predstav. Potrebno je kaj na novo narediti, kaj kupiti.«

Vzgib za uporabo starih kostumov v nove namene je pogosto ekonomski: »Cedalje ve¢
je predelav, ker se varcuje.« V¢asih pa je to posledica estetske odlocCitve: »Nekatere
predstave prav Zelijo imeti stare kostume. Noben nov kostum ne more biti tako dober,
kot je star,« pravi garderoberka SNG Drama Ljubljana. Njena sodelavka doda: »Vse se
reciklira. Razen Ce igralka rece, da bi ta kostum imela Se kdaj za vaje ali pa da bi ga
uporabljala, ga pospravimo in hranimo samo zanjo.«

Arhiviranje

Zadnja funkcija fundusa je arhiviranje. Zanimalo me je, ali zaposleni vodijo Se
kaksen arhiv drugega materiala, povezanega s kostumom. Sivilja SNG Nova Gorica se
spominja izobraZevanja v Ateljeju Drame, Kjer je za arhiv skrbela gospa, ki je risala
kostume, zraven pa pripela koscke blaga in opis. Sama je kasneje v PDG vzpostavila
prakso vodenja knjige in kartonckov za vsako predstavo, kjer so zabeleZeni osnovni
podatki uprizoritve in natancen seznam kostumov po igralcih: kaj je bilo kupljeno, na
novo zasito ali popravljeno. Skice kostumov je oddala gledalis¢u v arhiv: »Pravilo je
bilo, da morajo originalne skice ostati v hisi. To je bilo pred leti, zdaj jih je bolj malo.«

Gledalisca vodijo svoj uradni arhiv, kamor shranjujejo tudi skice, ki jih morajo
kostumografi po pogodbi oddati. Tudi vodja Zenske krojacnice MGL pravi, da predaja
bolj malo skic: »To se je nekje izgubilo, kostumografi niso hoteli puscati originalnih
skic. Rekla sem, da se ne bom vec pregovarjala z njimi o tem. [...] Nih¢e mi ne pusca
originalov. Razen Belinde [Radulovi¢] in mogoce Se kakih dveh.«

253



254

Zaposleni v vlogi kostumografinje

Vecina intervjuvanih (izvzemsi ¢evljarje) je tudi sama kdaj nastopila v kostumografski
vlogi. Za nekatere je to celo redna praksa. Kostumografija je bila velika Zelja
garderoberja SNG Drama Ljubljana: »V Sloveniji v osemdesetih letih ni bilo oddelka
za kostumografijo. To sem hotel Studirati, ampak nisem Zelel iti v Beograd, saj sem
od tam pobegnil. Tako da sem ne vem koliko sezon delal kostumografijo. Imam tudi
svoje samostojne predstave.« Nekateri delajo kostumografije za amaterska gledaliska
drustva, vodja moske krojac¢nice SNG Maribor pa nastopa tudi v vlogi kostumografinje
v tem gledaliS¢u. Pobuda je prisla z njene strani in pravi, da ima s tem sicer malo
vec¢ dela, ampak da si tako Siri obzorja. Vse intervjuvanke, ki delajo v Sivalnicah in
krojacnicah, se poleg dela v gledaliscu udejstvujejo tudi drugje - na podrodjih, ki so
sicer tesno povezana z gledali$¢em. Sivajo za prijatelje in druZino, razli¢ne nastope ali
manjSe predstave zunaj gledaliske hiSe, kreirajo kostume in lastne blagovne znamke.

Naj poudarim, da se v gledaliS¢u pojavlja tudi praksa reZiserja, ki nastopa v ve¢ vlogah
in je podpisan kot scenograf, avtor glasbe, oblikovalec luci ali kostumograf. Sicer
intervjuvancev nisem izrecno sprasevala o tem, kaj to pomeni za njihov poklic, je pa
pogosto tako, da del obveznosti, ki jo sicer nosi kostumografinja, pade na zaposlene.
Primer take prakse lahko vidimo v izseku iz intervjuja z Darjo Reichman: »Spominjam
se, da sem leta 2008 igrala vlogo Hedde Gabler v istoimenski Ibsenovi drami Hedda
Gabler.ReZiser in kostumografje bil Eduard Miller. Dolgo ¢asa med vajami sploh nisem
imela kostuma. Nato Eduard enkrat rece garderoberki, naj prinese eno mosko srajco.
Jaz jo oblecem in obujem zraven cevlje z visoko peto in potem sem celo predstavo
nosila ta kostum« (Rahne, »Super je«). Podobno v svojih spominih zapisSe reziser
in umetniski vodja PDG Marko Sosi¢, ki omenja eno od intervjuvank: »Podpisujem
namrec tudi scenografijo in kostumografijo predstave, Ceprav sem zaprosil Siviljo, naj
mi ob tem pomaga« (76).

Cevljarji
Posebnost SNG Maribor je tudi ta, da imajo v hisi Cevljarsko delavnico z dvema
Cevljarjema. Od obicajnih ¢evljarjev se razlikujeta v tem, da ve¢inoma izdelujeta novo

obutev in ne le popravljata staro. Cevljarji v gledali$¢u izdelajo celotno obuvalo, ne le
posamezni korak.

Oba cevljarja sta v gledalis¢u zaposlena Ze enajsto leto. Eden od njiju je koncal Solo v
Kranju in nato vec let, preden se je zaposlil, obcasno pomagal v delavnici v gledaliscu.
Sole za ¢evljarje danes v Sloveniji ni ve¢, poklic si lahko &evljarji pridobijo le z
opravljanjem mojstrskega poklica.



Proces njihovega dela s kostumografi je enak tistemu v Sivalnicah in krojacnicah:
sestanek s kostumografinjo, predaja skic, nabava materiala, izdelava in pomerjanje.
Cevljarja v SNG Maribor skrbita tudi za fundus &evljev.

Ko kostumograf iS¢e dolocene cevlje, gres z njim v fundus in mu pomagas iskati. Takrat
vidi tudi druge ¢evlje in mogoce ne najde prav takih, kot si jih Zeli, ampak podobne, ki pa
so mu Se bolj vSe¢. Kostumografu pomagas do stvari, ves, kje so pospravljene in kateri
igralec ima rajsi malo Sirso, malo vecjo, mogoce visjo, nizjo peto. Svetujes zato, da delo
¢im lazje stecCe, da so tudi igralci ¢im bolj zadovoljni, da je kostumografu lazje in da smo
na koncu zadovoljni vsi.

Cevljarsko delo v gledali$¢u oteZuje pomanjkanje materialov: »Vemo, v kak$nem
stanju je Cevljarska industrija pri nas, da ni tovarn, in e ni tovarn, tudi materiala ni
na izbiro, kolikor bi ga lahko bilo. Tezko je delati, ¢e tega ni.« Cevljarji si pomagajo
z recikliranjem odsluzenih cevljev iz gledalisca. Pri svojem delu potrebujejo manjse
koliCine materiala in se zato ne morejo primerjati s tistimi iz industrijske proizvodnje.

Zakljucek

S ¢lankom sem Zelela popisati zaodrsko delo zaposlenih, povezanih s procesom
nastajanja, nosnje in shranjevanja kostuma. To delo ni le spregledano, ampak tudi
nerazumljeno v $irsi javnosti in, zal, tudi v gledaliSkem okolju. Kot $iv ni le Siv, tudi
Sivilja v gledalisc¢u le ne Siva, garderoberka le ne pospravlja, temvec vsi ti poklici
zahtevajo celostno obravnavo kostumskega procesa, ki vkljucuje tako kreativno in
obrtnisko delo kot tudi delo z ljudmi.

Na mikro primeru zaposlenih v gledaliskih garderobah in krojacnicah sem preverjala
dvodelno tezo - o gledalis¢u, ki zanika zaodrje in je vpeto v trenutni ekonomski sistem.
Institucionalno gledalis¢e predpostavlja hierarhijo in tudi estetsko temelji na gradnji
iluzije, ki zanika zaodrje, kar se odraza v polozaju zaposlenih. Prav tako se v odnosu in
poloZaju zaposlenih zrcali delovanje kulture znotraj kapitalizma: ta je odvisna od trga,
ne glede na raven financiranja, saj je podrejena ideologiji kapitalizma, ki vedno Zeli
¢im hitreje proizvesti vedno vec in vedno novo, pri cemer je neenakost edina moznost
reprodukcije tega sistema.

Prvi del teze utemeljujem z izsledki, da je delo slabo placano in ni cenjeno. To se pozna
v odnosih med zaposlenimi, v odnosu do dela, v odnosu druzbe do teh poklicev in v
plaénih razmerjih. Se ve¢ - pozna se v odnosu do kostumov, ki so po koncu predstave
prepusceni skladiscenju in dobri volji vodstva ter zaposlenih. V zaposlene se ne vlaga -
niso deleZni ustreznega uvajanja in dodatnega izobrazevanja oziroma izpopolnjevanja.
Tudi Smolarska opaza, da gledaliS¢a nimajo nikakr$nega sistema za motivacijo
zaposlenih, ne z vidika pla¢nega sistema ne z vidika organizacije. Pri obravnavi

255



256

poljskih gledalisc¢ izpostavlja posebno nezanimanje kandidatov za prijavo na delovna
mesta. Za razliko od »svobodnih« kostumografov zaposleni nimajo moznosti izbirati
predstav, pri katerih bodo sodelovali, in ustvarjajo tudi v prostem ¢asu - v povezavi s
kostumografijo ali Sivanjem. Lepilo, ki zaposlene veze z njihovim delom, je odnos do
gledali$ca oziroma do dela v gledali$cu, ki pa je odvisen od druZbenih sprememb. Ve¢
zaposlenih je namre¢ omenilo mo¢nejSo povezanost z delom in gledaliS¢em v prejsnji
druzbeni ureditvi.

Drugi del teze postavlja (omenjeno) delo v gledaliS¢u v blizino kapitalizma, tako po
organizaciji delovnega procesa kot po umetniskem delu samem. Delo obravnavanih
zaposlenih je namre¢ pogojeno in odvisno od kostumografov in kostumografinj - od
tega, kar slednji prinesejo v njihovo okolje, na primer zamisli, kreacije, nacin dela,
organizacija dela - nacin pridobivanja kostumov pa neposredno vpliva na nacin
dela zaposlenih. Nac¢inov sodobne proizvodnje zaposleni ne prevzemajo samo prek
institucije, katere del so, ampak tudi prek umetnikov, s katerimi so nenehno v stiku.
Torej so podvrzeni istemu kot kostumografi: oblikam sodobnega dela. Indikatorji
postfordisticnega nacina dela v gledaliS¢ih so: najemanje zunanjih izvajalk (za
krojenje in Sivanje kostumov, ki so potrebni pri doloCeni predstavi, ali samo za delo,
ki ga zaposleni zaradi obremenjenosti niso zmozni opraviti ali je zaradi pomanjkanja
tehni¢nega znanja prezahtevno), zaposlene v Sivalnicah in krojacnicah vse pogosteje
delajo na polizdelkih (popravljajo torej oblacila, kupljena v trgovini), prezasedenost
zaposlenih in njihova nepovezanost s procesom nastajanja predstave - vse bolj so
izvajalke, ne pa sodelavke. Produkcij in spremljevalnih dogodkov je vse ve¢, zato
morajo biti zaposlene ucinkovitejSe, manj ¢asa je na voljo tudi v procesu nastajanja
predstav - slednje so tudi manj predpripravljene, zato se od zaposlenih pricakuje
veclja prilagodljivost hitrim spremembam. Tudi pri razumevanju funkcije fundusa je
ocitno, da odsluzeni kostumi nimajo vrednosti, vodstva vidijo predvsem ekonomsko
vrednost fundusa (varcevanje pri predstavah in zaracunavanje izposoje).

Za konec naj omenim, da je zaposlenih v omenjenih sluzbah v Sloveniji zelo malo. Ko
sem jih intervjuvala, sem ugotovila, da imajo zelo podobne izkusnje in razmisljanja,
mnogi pa se med seboj sploh ne poznajo. Garderoberska sluzba se od tiste v
krojacnicah in Sivalnicah razlikuje po tem, da garderoberji na gostovanja potujejo
skupaj z nastopajocimi in imajo tako moZnost spoznati zaposlene v drugih gledaliscih,
njihovo okolje, nacin dela. Krojacice in $ivilje pa te moZnosti nimajo in so pri tezkih
nalogah ali zagatah prepuScene samim sebi. Zaposlene, ki opravljajo poklice, ki
jih ucijo v Solah, za svoje delo nimajo dovolj podpore, in c¢eprav je to delo rezultat
unikatnega znanja, izkuSenj, iznajdljivosti in osebnega angazmaja, ni cenjeno ter se z
odhajanjem generacij izgublja. Tako se zmanjSuje moznost povezovanja zaposlenih in
izgublja tudi del zgodovine gledalisca.
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“A Seam is not a Seam” 261

The Role and Meaning of the Work of
Seamstresses, Tailors, Dressers and
Shoemakers in Slovenian Institutional
Theatre

Keywords: costume, tailors, dressers, seamstress, costume design, institutional theatre

The theatrical costume differs from everyday clothing. Accordingly, the way it is made
and maintained is part of a special process of theatrical creativity. The aim of this
article is to list the backstage activities related to the process of creation, use and
storage of costumes, namely, the work that is not only overlooked, but also disregarded
in the wider public and, unfortunately, also in the theatrical environment. A seam is
not just a seam. Likewise, the seamstress in theatre does not only sew and the dresser
does not only take care of the costumes. On the contrary, these professions demand
an integrated approach to the costume-making process. This includes both creativity
and skill as well as a touch for working with people.

The article is based on interviews conducted with ten seamstresses, tailors, dressers
and shoemakers employed in five Slovenian theatres. I was interested in the stories
and opinions of people involved in the making and the life of a costume; from its
inception to its use and “retirement”. This article thus touches upon nearly all areas
in which these theatre employees are involved: from the working space to the
interpretation of the sketches, the making of the costumes, communication with the
costume designers, and the learning process, to salary grades, maintenance of the
costume storage, and archiving. My aim was to explore how the working process and
the role of the costume changed during the course of my interviewees’ lives, how the
present approaches to costume design differ from past ones, what is their attitude
toward the costumes and performances, what is their perception of the work they
do, and whether and how they preserve the sketches, materials and costumes from
past performances. | was interested in all aspects of the life of a theatrical costume in
relation to the work done by the theatre employees; not only in the operative part of
their tasks, but primarily in how they perceive their work.

The large part of the article records the changes in their work. Organised into
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levels, they include the changes on the micro level (fabrics and materials, sewing
practices and/or shopping), on the level of theatre organisation (the artists’/costume
designers’ ways of working, work organisation, number of performances), on the
level of the performance-production process, and on the macro level (the changes
of the economic-political system). Special attention is given to costume storage, an
indispensable segment of any theatrical house as well as costume-design practice.
Costume storage entails the storing of costumes from staged performances, but this is
not its sole function. Storage also provides stock for internal and external rentals and
serves educational, archival and economic functions.

The detection and analysis of the hierarchies in institutional theatre present
the central interpretative axis of the article: in short, how does the current socio-
economical model of neoliberal capitalism shape the processes, relations and working
modes within institutional theatre. An inherent feature of institutional theatre is
hierarchy, both on the level of structure as well as performances, which develops in
this type of theatre and which is, as its product, inevitably caught in the mentioned
hierarchies. The discussed professions are poorly paid and unappreciated. This is
reflected in the relations between the employees, in their relation to the work, in the
society’s relation towards these professions, as well as in wage ratios. Even more so,
it is reflected in the relation toward the costumes, which are, after the productions
have run their courses, left to storage and the good will of the management and
the employees. The mentioned professions are underinvested - they lack adequate
introductory as well as further training and are not provided continuous professional
development. The number of productions and accompanying events is continually
increasing; as a result, the employees have to find ways to be more efficient, while
the creation processes are shorter and shorter - since the performances are not
prepared in advance as they could be, the employees are expected to quickly adjust
to the changes within the processes. In terms of the organisation of work, the
theatres are introducing outsourcing, there are instances of compressed production
schedules, the number of performances and events is increasing, while the role and
the importance of those working in the workshops is decreasing. This kind of flexible,
mobile, performative, simultaneous and unstable work is characteristic of the post-
Fordist mode of production. Theatre employees in institutional theatres are subjected
to this indirectly; through the practices introduced into their working environment
by the artists with whom they collaborate and by the management that defines the
workflow.

Translated by Katja Kosi
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Teoretizirano zgodovinjenje avantgard

Tomaz ToporiSi¢, tomaz.toporisic@agrft.uni-lj.si

Ales Erjavec. Heteronomg’ja umetnosti in avantgard.
Spremna beseda Misko Suvakovi¢, Maska, 2017.

Tudi najnovejsa knjiga enega najbolj pronicljivih interpretov sodobne politizirane
umetnosti in njenih navezav na zgodovinske avantgarde 20. stoletja AleSa Erjavca se
vraca in hkrati na novo osvetljuje in interpretira umetniske avantgarde. Avtor v njej
nadaljuje svoje raziskave, zbrane v knjigah O estetiki, umetnosti in ideologiji: Studije
o francoskem marksizmu (1983), Estetika in epistemologija: eseji in razprave (1984),
Ideologija in umetnost modernizma (1988), Estetika in kriticna teorija (1995) in
Ljubezen na zadnji pogled: avantgarda, estetika in konec umetnosti (2004).

Erjavca vedno zanimajo predvsem specifike umetniskih avantgard, od italijanskega
futurizma do ruskega konstruktivizma in slovenske zgodovinske avantgarde. Hkrati pa
tudi odnos teh avantgard do modernizma. Vedno znova, a vsakokrat nekoliko drugace,
se vraca k vprasanju razmerja med umetnostjo in politiko, ki se dotika tudi teme
politicnega gledalisca in njegovih meja. Razmerje med zgodovinskimi umetniskimi
avantgardami in politiko zelo natancno raziskuje tudi skozi razmerje med italijanskim
futurizmom in fasizmom.

Tudi v svoji najnovejsi knjigi Erjavec kontekstualizira svoje kontinuirano zanimanje
za umetniSke avantgarde, ki jih poveze z enim najbolj inovativnih podrocij svojih
raziskav: obdobjem poznega 20. stoletja, ko je na razli¢nih koncih sveta nastala
specifi¢na politizirana umetnost, ki je bila znacilna za bivse ali Se vedno obstojece
socialisticne dezele. TakSna umetnost se je pojavila v deZelah, ki so segale od Slovenije
prek nekaterih delov bivse Jugoslavije do Rusije, Kitajske, Kube itd. To ugotovitev
tokrat raziskuje tudi v petem poglavju knjige Heteronomija umetnosti in avantgard,
ko se navezuje na svoje sistematic¢ne raziskave in primerjave umetniske produkcije v
Vzhodni Evropi, na Kubi in na Kitajskem predvsem iz osemdesetih let.

Njegova osnovna teza, ki jo je uspesno uveljavil v mednarodnem prostoru in je zelo
pomembna za uveljavljanje sodobne vizualne (pa tudi uprizoritvene) umetnosti
na podrocju Slovenije, je, da je kontekst razkroja socializma v bivsih socialisti¢nih
drzavah proizvedel specificno vizualno in cezmedijsko umetnost. Ta je na prvi pogled
spominjala na socasni zahodni postmodernizem, a je hkrati vsebovala specifi¢ne
znacilnosti, ki jih na zahodu ne najdemo: mocna politizacija, poudarjena uporaba
ideoloskega in politicnega diskurza ter simbolov in posebna vrsta nadidentifikacije



ter paratakti¢nosti, »Kki se je v temelju razlikovala od modernisti¢nih disidentskih
nastopov«.

Ce je to tezo najodmevneje uveljavil v knjigi-zborniku, ki jo je leta 2003 izdal v ZDA
in naslovil Postmodernism and the Postsocialist Condition: Politicized Art under Late
Socialism, se v najnovejsi knjigi vraca k raziskavam avantgard kot posebne »magme, iz
katere se nato rojeva vsakovrstna umetnost, ki konca kot del tradicije umetnosti, in to
tudi tedaj, ko pri¢ne svojo pot kot njeno nasprotje«.

Prva tri poglavja prinasajo nekatere nove uvide v zgodovinjenje avantgarde. Prvo
se ukvarja s heteronomijo skozi obravnavo ruskega konstruktivizma, ki ga prikaZe
tudi v njegovi zgodovinski umestitvi. Tako pokaze prepletenost konstruktivizma
in komunisticnega gibanja, pri ¢emer umetniska avantgarda k politicni prispeva
predvsem »estetsko komponento«. Ruski umetniSki konstruktivizem (ki je,
mimogrede povedano, pomembno vplival tudi na slovensko zgodovinsko avantgardo
od Cernigoja, Delaka do Kosovela) si je tako prizadeval, da bi materializiral »svojo
vizijo napredka, enotnosti in skrajne prekinitve s preteklostjo«. Ruska avantgarda si je
torej prizadevala povezati umetniske (Jacques Ranciere bi rekel estetske) in druzbene
revolucije. Erjavec zelo lepo prikaze, kako je druga faza konstruktivisticnega gibanja
po oktobrski revoluciji umetnost iztrgala iz njene relativne apoliti¢nosti ter prvo fazo
»formalisticnega konstruktivizma« zamenjala s pravo estetsko revolucijo.

Ena od tez, ki jih Erjavec izpostavi v knjigi, je, da se avantgardna umetnost odvrne
od »Ciste« umetnosti tudi tako, da si prizadeva za zlitje umetnosti in industrije,
umetnika pa razume kot »umetnika-konstruktorja«, umetnika in tehnika. Pot ruskega
konstruktivizma je tako v politicnem smislu vodila od anarhisti¢nih tendenc k
proletarskemu ali komunisticnemu konstruktivizmu. V primeru ruskih umetniskih
avantgard smo po mnenju AleSa Erjavca, ki ga v knjigi razvija kot eno bistvenih tez
za avantgardno umetnost kot celoto, sooCeni z dvema kljutnima mozZnostma: »z
asimilacijo heteronomne avantgardne umetnosti v institucijo umetnosti ali v kulturno
industrijo«.

Heteronomne umetniske avantgarde so tako razdvojene in mejne: poskusSajo biti
politi¢no ucinkovite, se odmakniti od avtonomije in ¢iste umetnosti, po drugi strani
pa skusajo biti tudi politicne, a se pri tem izogniti nevarnosti, da bi se prelevile v
politicno propagando. Erjavec je preprican, da je umetnost vedno na dolocen nacin
politi¢na, toda v kontekstu heteronomije umetniskih avantgard je preprican, da je
treba razlikovati med politicno umetnostjo, ki »se nanasa na politi¢no izjavo, in
pa politizirano umetnostjo, ki bi jo bilo mogoce v najvecji meri misliti v navezavi
na italijanski futurizem in ruski konstruktivizem. Politizirana umetnost posreduje
politi¢no izjavo tako, da posega v »Zivljenje« in proizvaja politi¢na stali$¢a ter politi¢na
dejanja. Skozi primerjavo futurizma in kubizma Erjavec pokaZe tudi na razliko med
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wizrazito politi¢no radikalno avantgardo« in »umetnisko radikalno avantgardo«.

Drugo poglavje knjige, »Dve avantgardni deli«, prinasa prehod od splosnih vprasanj
heteronomije umetniskih avantgard h konkretnim primerom in njihovi podrobni
analizi: Tatlinov Spomenik III. internacionali ter plakat Bij bele z rde¢im klinom
Ela Lissitzkega. Tretje poglavje, »Revolucija in avantgardna gibanja«, Se dodatno
dopolnjuje pojem heteronomije tako, da se osredotoCi na pomen in rabo pojma
revolucija ter hkrati vzpostavi diferenciacijo socialne in politi¢ne revolucije. Uvede
tudi nekatere nove poudarke v interpretacijah kulturne revolucije.

Pri tem sam pojem umetniske revolucije Erjavec Se dodatno ¢leni na umetniSko
revolucijo ter na umetnisko revolucioniranje preko preoblikovanja. Vzporedno s tem
se dogaja tudi diferenciacija politicne in umetniske avantgarde, ki jo vidi skozi dva
cilja: »[C]ilj politi¢ne avantgarde je uresnicevati socialno-politi¢no revolucijo, medtem
ko je cilj politizirane umetniske avantgarde uresnicevati estetsko [...] revolucijo, ki
spremeni ne le umetniske sloge, pac pa tudi nacine, na katere dojemamo svet.«

Pojmoma politi¢ne in umetniske revolucije doda Se pojem estetska revolucija, ki mu
sledi in ga nekoliko modificira na osnovi sledenja estetiki, tocneje obdobju romanticne
filozofije Schillerja in Friedricha Schlegla. Estetsko revolucijo naveze na italijanski
futurizem, ki mu tokrat dodaja analizo odnosa med futurizmom in boljSevizmom s
pomocjo vzporedne analize italijanskega in ruskega futurizma. Tako postavi tezo, da
je prav italijanski faSizem v veliki meri ¢rpal iz idej futurizma in njegovega klju¢nega
predstavnika - Marinettija.

Peto poglavje knjige se premakne po ¢asovnici 20. stoletja k njegovemu zadnjemu delu,
geografsko pa v prostore postsocializma. Erjavec ugotavlja, da je bilo v sedemdesetih
in osemdesetih letih med deZelami vzhodne in srednje Evrope »le malo kulturne
interakcije ali vpliva, tako da je bila umetnost, o kateri govorim, zve¢ine avtohtonega
porekla. Kar je imela skupnega, so bile podobne kulturne znacilnosti, ideoloski pogoji in
zgodovinski okvir: socialisti¢na ikonografija, komunisti¢na ideologija, pogosta slabitev
socialisticne drzave, privilegirana vloga, pripisana umetnosti in kulturi, in politizacija
umetnosti.«

Umetnost pa je po tem, ko so izginile druzbenopoliticne okolis¢ine, na katere se je
neposredno nanasala, postala izvozno blago in del poblagovljene kulture. To dejstvo
Erjavec pripisuje Se enemu zanimivemu dejstvu, ki ga izpostavi, namrec, da se je ta
umetnost »lahko uvrstila na trg Sele tedaj, ko so komunisti¢ni simboli in gesla, ki so
tako pogosto predstavljali pomembne vsebine tovrstnih del, izgubili svoj ideoloski
in politi¢ni pomen ter teZo«. To umetnost vidi v okvirjih postmoderne politizirane
umetnosti Casa, v katerem je nastajala: »Glavne znacilnosti te umetnosti so bile:
izrazita uporaba postmodernih tehnik in postopkov; specifi¢na zvrst politicne kritike,



ki spominja na parodijo; vpeljava in enakovredna uporaba narodne umetniske in
kulturne preteklosti [...]; eklekticizem; mimikrija avantgardne umetnosti, vendar pod
post- ali transavantgardnimi pogoji.«

Zadnja poglavja knjige prinaSajo nove ErjavCeve prispevke k teoriji in estetiki
avantgarde ter sodobne vizualne umetnosti. V poglavju »Pojavne oblike in pogoji
umetnosti« se ukvarja s produkcijskim kontekstom umetnosti sodobnosti, razvije
zanimivo analizo zahodnega, globalnega ali hegemoni¢nega umetniskega sveta in
neoliberalizma. Analizira tudi proces zmanjsSevanja vloge nacionalnih drzav, hkrati pa
tudi razvoja tega, kar danes radi poimenujejo s pojmom kulturne industrije in odmika
drzav od »mecenskega« sofinanciranja kulture.

Podrobneje se posveti umetnosti devetdesetih let prejSnjega stoletja kot naslednici
postmodernizma in dokon¢nemu uveljavljenju globalne umetnosti. Ta je po njegovem
mnenju »sodobna in v duhu postkolonialna, zato jo vodi namen nadomestiti sredisca
in obrobja hegemonske modernosti in terja tudi svobodo od privilegija zgodovine«.
Izhajajoc¢ iz Arthurja C. Danta zakljuci, da se nahajamo v casu, ki ga zaznamujeta
predvsem krilatici svet umetnosti in institucionalne teorije umetnosti ter bi ga lahko
poimenovali s pojmom postzgodovinska umetnost. Izhajajoc¢ iz teorije Terryja Smitha,
ki jo reinterpretira, umetnost v globaliziranem svetu sicer Se vedno nosi v sebi klice
modernosti, a se od nje vseeno bistveno razlikuje, saj uveljavlja plodno sedanjost
modernega, a »brez njegove poznejsSe pogodbe s prihodnostjo«.

Pomemben delez knjige posveti tudi razmisljanjem o vzhodnoevropski identiteti in
padcu berlinskega zidu, ko je Evropa po njegovi interpretaciji poskusala in delno
tudi uspela »v spremenjenih okolis¢inah dolociti lastno identiteto in reprezentacijo«
ter se hkrati kot bolj ali manj enakovreden partner »prikljuciti Zahodni Evropi, ki
so jo prebivalci regije dojemali kot fantazmatski izvor pozitivnih vrednot, ki naj bi
dopolnjevale (in ne nadomestile) socialisticne vrednote«.

Tako Se enkrat preveri eno svojih osrednjih tez, ki jim sledi v razpravah in knjigah
Ze nekaj desetletij in jih uspesno uveljavlja v mednarodnem prostoru, namrec, da
se je znotraj postkolonialisticnega diskurza zgodil zanimiv obrat ali subverzija,
znotraj katere so si politicno, umetnisko in teoretsko razlas¢ene deZele drugega
sveta poskusSale same oblikovati lastno zgodovino in jo »vsiliti« tudi hegemoni¢nemu
zahodnemu svetu. Vzhodnoevropski umetniki in intelektualci, ki so velikokrat izhajali
iz kriti¢ne teorije druzbe, so tako postali strastni analitiki lastne situacije, hkrati
pa tudi nove situacije, ki je v Evropi in svetu nasploh nastala po padcu sovjetskega
bloka. Tako sta umetnost in kultura v Casu krize in »konca« socializma pridobili
podobno funkcijo, kot sta jo imeli v ¢asu zgodovinskih avantgard. Postali sta relativno
pomembna nacina politi¢ne artikulacije.
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Tako zadnja poglavja knjige zaokrozijo in pomembno nadgradijo Erjavcevo celostno
teorijo umetnosti, kulture in politik te umetnosti in kulture v 20. ter na prehodu v 21.
stoletje. Z lucidno in natan¢no analizo konteksta postsocialisticne umetnosti prinesejo
celosten uvid v politicno mo¢ in nemo¢ oziroma Kastriranost sodobnih politiziranih
umetniskih praks, ki jih Erjavec zgodovini in teoretizira skozi kulturni obrat.

ErjavCeva Heteronomija umetnosti in avantgard prinasa sveZ in hkrati izjemno dobro
berljiv ter zaokroZen pogled na radikalne politizirane avantgarde (futurizem in
konstruktivizem), ki ga poveZe s svojo analizo in zgodovinjenjem sodobnih politiziranih
umetnosti ter kultur v Casu postsocializma, postsocialisticne avantgarde oziroma
avantgarde tretje generacije. Pokaze in dokaZe, da se te dejansko navezujejo na estetske
revolucije zgodovinskih avantgard, kar povzrod¢i, da klasi¢ne avantgarde v nekakSnem
»postsocialisticnem obratu« doZzivijo svojo postmoderno ponovitev. Hkrati pa knjiga
postavi nekoliko badioujevsko, a kljub temu tipi¢no erjavcevsko tezo, ki bi jo lahko
strnili takole: Tako kot avantgarde in sodobna umetnost nenehno reflektirajo svoj
odnos do umetnosti in kulture nasploh, lahko in mora estetika kot del filozofije vztrajno
reflektirati svoj odnos do umetnosti in avantgarde. Hkrati pa seveda tudi do same sebe.
Na ta nacin sta tako umetnost kot teorija hkrati avtonomni ali heteronomni.
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Navodila za avtorice_je

Amfiteater je znanstvena revija, ki objavlja izvirne ¢lanke s podrocja scenskih umetnosti v Siro-
kem razponu od dramskega gledalis¢a, dramatike, plesa, performansa do hibridnih umetnosti.
UredniStvo sprejema prispevke v slovenskem in angleskem jeziku ter pri¢akuje, da oddana be-
sedila Se niso bila objavljena in da isto¢asno niso bila poslana v objavo drugam. Vsi ¢lanki so
recenzirani.

Priporocena dolzina razprav je priblizno 30.000 znakov s presledki (5000 besed). Na prvi stra-
ni naj bodo navedeni podatki o avtorstvu (ime in priimek, elektronski naslov) in objavi namen-
jena biografija v obsegu do 550 znakov s presledki. Razprave naj vsebujejo izvlec¢ek (do 1500
znakov s presledki) in klju¢ne besede (5-8), oboje v slovenskem in angleSkem jeziku. Morebit-
ne zahvale in podatki o financiranju naj sledijo klju¢nim besedam.

Clanek je lahko tudi daljsi, a naj ne presega 45.000 znakov s presledki (vkljuéno z opombami).
Zapisan naj bo v programu Microsoft Word ali Open Office, v pisavi Times New Roman z veli-
kostjo ¢rk 12 ter medvrsticnim razmikom 1,5. Vsak novi odstavek naj bo oznacen z vrinjeno
prazno vrstico. Daljsi citati (nad pet vrstic) naj bodo samostojni odstavki z velikostjo pisave 10,
od preostalega besedila pa naj bodo lo¢eni z izpustom vrstice in zamaknjeni v desno. Okrajsa-
ve in prilagoditve citatov naj bodo oznacene z oglatimi oklepaji [..]. Opombe niso namenjene
sklicevanju na literaturo in vire. Natisnjene so kot sprotne opombe in zaporedno ostevilCene.

Kadar navajamo avtorja in citirano delo med besedilom, v oklepaju ozna¢imo samo strani, npr.
(161-66). Kadar avtor citata v stavku ni omenjen, zapiSemo njegovo ime in Stevilko strani v
oklepaju, med njima pa ne postavimo locila, npr. (Reinelt 161-66). Razli¢ne bibliografske enote
istega avtorja poimenujemo z okrajSanimi naslovi, npr. (Reinelt, Javno 161-66).

e Naslove knjig in umetniskih del (dramskih besedil, uprizoritev, raznovrstnih umetniskih
dogodkov, slik itd.) zapisujemo leZece: Cankarjeva Lepa Vida.

e Naslovi ¢lankov naj bodo zapisani pokoncno in v narekovajih kot na seznamu literature:
Draga Ahacic je v ¢lanku »BIiS¢ in beda teatralnosti: gledaliS¢e Tomaza Pandurja« zapisala,
da..

e Besedilo v citatu naj bo navedeno z vsemi posebnostmi (arhaizmi, velikimi ¢rkami, kurzi-
vami itd.), npr.: ... sta dognala, da »Ce rece sodnik: ‘dovolim’, noce ‘govoriti o versitvi’ dovol-
jevanja, temu¢ dovoljenje v resnici dati, s to besedo dejanje zversiti« (Skrabec 81).

e  Prizaporednem citiranju iste bibliografske enote (¢lanka, knjige) v besedilu uporabljamo
besedno zvezo: (prav tam 20).

e  Priposrednem navajanju uporabimo: (nav. po Reinelt 10).



Seznam literature in virov sestavimo po standardih MLA (8. izdaja).

e Za zbornik z vec uredniki:

Susec Michieli, Barbara, Blaz Lukan in Maja Sorli, ur. Dinamika sprememb v slovenskem gle-
dalis¢u 20. stoletja. Akademija za gledali$ce, radio, film in televizijo/Maska, 2010.

e Za knjigo:
Reinellt, Janelle. Javno uprizarjanje. Eseji o gledalis¢u nasega ¢asa. Mestno gledalisce ljubl-
jansko, 2006. Knjiznica MGL, 143.

e Za del knjige:

Auslander, Philip. »Just Be Your Self’: Logocentrism and difference in performance theory.«
Acting (Re)Considered: Theories and Practices, ur. Phillip B. Zarrilli, Routledge, 1995, str.
59-67.

e Za clanek v reviji:

Bank, Rosemarie. »Recurrence, Duration, and Ceremonies of Naming.« Amfiteater, letn. 1,
st. 2, 2008, str. 13-30.

e Za c¢lanek v gledaliskem listu:

Kermauner, Taras. »Nova Sizifova viza.« Gledaliski list SNG Drama Ljubljana, letn. 76, $t. 5,
1996/97, str. 10-15.

e Za c¢lanek v casopisu:

Ahaci¢, Draga. »BliS¢ in beda teatralnosti: gledaliS¢e Tomaza Pandurja.« Delo, 6. jul. 1996,
str. 37.

e Za clanek na internetu:

Ci¢igoj, Katja. »Zakaj $e vedno kar oponirati s kladivom?« SiGledal, 17. maj 2011, veza.sigle-
dal.org/prispevki/zakaj-se-vedno-kar-oponirati-s-kladivom. Dostop 23. jul. 2013.

e Za ustnevire oz. intervju:

Korda, Neven. »Intervju.« Intervjuvala Tereza Gregoric. Ljubljana, 28. apr. 2011. Zvo¢ni za-
pis pri T. Gregoric.

Zahvale

Lahko navedete ljudi ali organizacije, ki so finan¢no podprle razpravo, ter tiste, ki so bili po-
sredno vpleteni v raziskavo (npr. tehni¢no pomoc, izposojo tehni¢ne opreme, posnetkov ipd.,
nasvete, ki ste jih dobili med pisanjem razprave). Pomembno je, da vsakogar, ki ga imenujete,
tudi predhodno obvestite 0 omembi njegovega prispevka. Ne vkljuCujte posvetil.

275



278

Submission Guidelines

The journal Amfiteater publishes articles in field of performing arts in the context of
different media, cultures, social sciences and arts. Articles are accepted in Slovenian
or English language. It is expected that any manuscript submitted has not been
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elsewhere. All submissions are peer reviewed.
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spaces. The author’s name, postal address and e-mail address are to be specified
on a cover sheet along with a short biography for publication that does not exceed
550 characters including spaces. An abstract of up to 1,500 characters (including
spaces) and a list of keywords (5-8) are to be added at the end of the article. A list of
acknowledgements or funding should follow keywords.

Submit articles as an attachment file in Microsoft Word or Open Office format, in
the Times New Roman font, 12 point, with 1.5 line spacing. Each new paragraph is
marked with an empty line. Quotations longer than five lines are placed in separate
paragraphs, in 10 point size, without quotation marks. Abbreviations and adaptations
of quotations are marked in square brackets. Notes are not meant for quoting
literature; they should appear as footnotes marked with consecutive numbers.

When quoting an author and related work within the text, state only the page numbers
in brackets, e.g.,, (161-66). When the author of the quoted work is not mentioned
in the sentence, state the author’s name and the page numbers in brackets without
punctuation between them, e.g., (Reinelt 161-66). For different bibliographical
entries by the same author, include a shortened title of the work, e.g., (Reinelt, Javno
161-66).

The in-text citations and bibliography is structured according to MLA style, 8th edition.
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Auslander, Philip. “Just Be Your Self’: Logocentrism and difference in performance
theory.” Acting (Re)Considered: Theories and Practices, edited by Phillip B. Zarrilli,
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Vabilo k razpravam

Amfiteater je znanstvena revija, ki objavlja izvirne ¢lanke s podrocja scenskih umet-
nosti v Sirokem razponu od dramskega gledalis¢a, dramatike, plesa, performansa do
hibridnih umetnosti. Avtorji in avtorice lahko analizirajo oblike in vsebine umetnin
in umetnostnih pojavov s podrocja scenskih umetnosti, njihovo zgodovino, sedanjost
in prihodnost ter razmerje do drugih umetnostnih podrocij in SirSega (druzbenega,
kulturnega, politi¢nega ...) konteksta.

UredniStvo sprejema prispevke v slovenskem in angleskem jeziku ter pricakuje, da
oddana besedila Se niso bila objavljena in da isto¢asno niso bila poslana v objavo dru-
gam. Vsi ¢lanki so recenzirani.

Pri navajanju virov in seznamu sledimo standardom MLA (8. izdaja, The Modern Lan-
guage Association).

Prosimo, da pred oddajo prispevka natan¢no preberete Izjavo o sposStovanju
zalozniskih in akademskih eti¢nih standardov na spletni strani revije.



Call for papers

Amfiteater - Journal of Performing Arts Theory publishes articles in the field of the
performing arts ranging from dramatic theater, writing, dance, performance art to
the hybrid arts. Authors may analyse the format and content of art and art events in
the field of performing arts, discuss the history, present and future and relationship
with other fields of art and a broader (social, cultural, political ...) context. Articles are
accepted in Slovenian and English languages. It is expected that any manuscript sub-
mitted has not been published before and has not been submitted at the same time for
publication elsewhere. All submissions are peer reviewed.

The in-text citation and bibliography is structured according to MLA style, 8th edition.

Please carefully read the Publication Ethics and Publication Malpractice Statement on
the Amfiteater webpage before submitting a manuscript.
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