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Leta 2005 je skupina dramatikov in dramaturgov na pobudo dramatic¢arke Simone Semenic
in v tesnem sodelovanju s teoretikom uprizoritvenih umetnosti Rokom Vevarjem v okviru
Gledalis¢a Glej osnovala PreGlej. Skupina se je ukvarjala s problematiko dramskega pisanja
in v nekaj letih vzpostavila platformo za ustvarjanje, razvoj in mednarodno izmenjavo
dramskih pisav. Njihovo delo je bilo zavezano vzpostavitvi samih pogojev za ustvarjanje
dramskih besedil. S tem namenom so uporabili formo bralne uprizoritve - ne le kot javno
predstavitev drame, temvet kot metodo za razvijanje drame, ki prinasa dramo kot delo v
nastajanju. Clanek pokaze, da ima tovrstna praksa dramskega pisanja na slovenskih odrih
svoje predhodnike v eksperimentalnih gledaliskih praksah Sestdesetih in sedemdesetih
let 20. stoletja (v izvedbi neoavantgardnih skupin pesnikov 441/442/443, Nomenklatura in
LKB - Literarni klub Branik ter v nastopih pisateljev, ki so predstavljali svoja literarna dela
v Pekarni). Pesniki in pisatelji so uprizarjali svoja dela, ki prvenstveno niso bila namenjena
uprizarjanju, pri tem pa ustvarili teatralne oblike pisanja za oder, s katerimi so izstopali
tako iz konvencij dramskega ustvarjanja kakor tudi iz tradicije gledaliS¢a. Uprizarjanje
literature in bralne uprizoritve so obravnavane v kontekstu uprizoritvenega pisanja, ki
oznacuje raznovrstna razmerja med pisavo in uprizoritvijo, pri tem pa se osredoto¢a na
proces pisanja kot uprizoritvenega dejanja.

Kljucne besede: literatura, poezija, drama, uprizoritev, bralna uprizoritev, uprizoritveno
pisanje
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Uprizarjanje literature in bralne uprizoritve “
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Skupina PreGlej! je leta 2005 zacela organizirati dramske delavnice, v okviru katerih so
potekale bralne uprizoritve novonastalih dramskih besedil. Bralno uprizarjanje je bilo
zamiSljeno kot nacin ustvarjanja drame - ne le kot njena javna predstavitev, temvec kot
proces, v katerem imajo dramatiki priloZnost izkusiti, kako njihova drama uc¢inkuje na
gledaliSkem odru in kako jo dozivlja obCinstvo, po koncani uprizoritvi pa jo v pogovoru
zreZiserjem, igralci in gledalci prediskutirati in na osnovi povratnih informacij dramsko
besedilo izboljsati. Bralne uprizoritve v PreGlejevem Laboratoriju so vzpostavile pogoje
za procesualno dramsko ustvarjalnost. Predhodnike takSnega nacina dramskega pisanja
je na slovenskih odrih mogoce prepoznati v eksperimentalnih gledaliskih praksah
Sestdesetih in sedemdesetih let 20. stoletja, ki so raziskovale razseZnosti besede v
mediju gledaliSca in pri tem razvile raznovrstne oblike uprizoritvenega pisanja.

Uprizarjanje poezije v izvedbi skupin pesnikov

Predstavljanje literature na slovenskih odrih je privzemalo razlicne uprizoritvene
oblike. Poleg tradicionalnih literarnih vecerov (pesniskih, proznih in - redkeje -
dramskih del), ki redno spremljajo gledaliSko ponudbo v institucionalnih gledaliscih,
so se Ze vsaj od petdesetih let 20. stoletja, zlasti pa v Sestdesetih in sedemdesetih,
na eksperimentalnih odrih zacele pojavljati raznovrstne inscenacije literature, ki so
izkazovale teznje po gledaliSkem eksperimentu, kot uprizoritve pa so bile pogosto
prezrte. Mednje se uvrs$cajo uprizoritve poezije v skupini 441/442/443 (ki se je
preobrazila v GledaliS¢u Pupilije Ferkeverk), raziskave zvoc¢ne podobe besed v
skupinah Nomenklatura in LKB - Literarni klub Branik, predstavitve literarnih del
slovenskih pisateljev v Pekarni. Njihovi avtorji so na gledaliskih odrih preverjali
razseznosti besede in literarnih del, ki prvenstveno niso bila namenjena uprizarjanju.
V gledalis¢u so prepoznali privlacen in uc¢inkovit medij za neposredno komunikacijo
z obCinstvom in prostor za raziskavo besede. Odrske izvedbe so vkljucevale razlicne

1 Zahvala: ¢lanek je nastal v okviru raziskovalnega programa GledaliSke in medumetnostne raziskave (P6-0376), ki ga
sofinancira Javna agencija za raziskovalno dejavnost Republike Slovenije iz drZzavnega proracuna.
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akcije, dejanja in situacije, ki so bile ozarjene z ustvarjalnim zanosom samih avtorjev
in nelocljivo povezane z vedenjskimi praksami. Obravnavane bodo v kontekstu t. i.
uprizoritvenega pisanja (performance writing). Ali kot ta pojem opredeli Caroline
Bergvall: »Uprizoritveno pisanje raziskuje razmerja med besedilnimi in na besedilih
utemeljenimi deli, ki se razvijejo v povezavi z drugimi mediji in diskurzi«, pri tem
pa odpira prostor za »preiskovanje formalnih in ideoloSkih strategij, ki jih pisatelji
in umetniki razvijejo tekstualno, kot odgovor ali reakcijo na svoj lastni ¢as in svoja
podrocja« (»What do We Mean«). Kot pojasni Ric Allsopp, oznaka uprizoritveno
pisanje poskusa drzati v napetosti »pisanje in njegovo uprizoritev, uprizoritev in njeno
pisavo« ter vzpostavlja okvir za raznolike prakse pisanja in uprizarjanja, ki bi sprico
tradicionalnih nac¢inov gledanja in pisanja sicer ostale utiSane ali prezrte (77). Gre
za nenehno spreminjajocCe se razmerje med pisavo in uprizoritvijo, ki vsaka s svoje
strani oznacujeta dve skrajni tocki, med katerima krozijo in se oblikujejo raznovrstne
prakse uprizoritvenega pisanja. Pojem uprizoritveno pisanje ni ¢asovno opredeljen
ali vezan na dolocCen slog uprizarjanja, saj zajema mnoStvo raznolikih razmerij med
pisanjem in/kot uprizarjanjem oziroma uprizoritvijo kot pisavo, osredotoca pa se na
»transformativno igro besedila kot uprizoritve« (prav tam).

Najprej se bomo posvetili skupinam pesnikov, ki so na gledaliskih odrih uprizarjali
svojo poezijo. Neoavantgardna skupina pesnikov441/442 /443 (taje zvsako naslednjo
uprizoritvijo poezije spremenila zadnjo Stevilko v svojem imenu in se preimenovala
v Gledalisce Pupilije Ferkeverk) je poezijo razumela »v njeni 'uporabnosti' za javno
uprizarjanje v podobi gledaliSkega dogodka« (Svetina, »Gledalis¢e Pupilije Ferkeverk«
92). V teznji po komunikativnosti poezije so pesniki iskali »ustrezen prostor za svoj
javni 'performance'« in v gledalis¢u prepoznali medij, v katerem »lahko pesniska
beseda dobi popolnoma novo razseznost« (prav tam). Po pri¢evanju Iva Svetine so
bili pri tem inspirirani tudi z javnimi branji poezije Allena Ginsberga in znamenitimi
moskovskimi veceri Jevgenija JevtuSenka. Za naso razpravo sta zanimiva predvsem
literarna nastopa na odru Male drame V pocastitev tisocletja nosecnosti in stoletja
prve pomo¢i maja 1968, ko je pesnikom pri odrski realizaciji pomagal Jurij Soucek, in
Zlahtna plesen Pupilije Ferkeverk, ki jo je leta 1969 reZiral Du$an Jovanovié. V obeh so
avtorji nastopili v vlogah pesnikov, ki sami uprizarjajo svojo poezijo.

Pomen premestitve poezije v medij gledaliS¢a v skupini 441 nazorno predstavi Ivo
Svetina. Iz njegovega zapisa je dobro razvidno, kako je potekal proces »prevajanja«
poezije v jezik gledalisca, kot se izrazi, to je prenos in transkripcija jezikovnega znaka
v znakovne sisteme odra. V njem je mogoce prepoznati sledi Barthesove semiologije.
Kot pravi Svetina, je v »ugledali$¢enju« poezije v Tisocletju nosecnosti

vse bolj tudi »kretnja« postajala jezik, avtorji pesmi pa »igralci«, ki se sicer niso
»vzivljali« v like oziroma junake igre, dramskega teksta, ampak so prav z navzocnostjo
na odru, vklenjeni v magicni ris razsvetljene kocke, oZivljali svoje besede, verze, pesmi.



To ozivljanje je peljalo po poti »igre«, improvizacije in radosti nad jezikom, ki je Siril
odrski prostor in v hipu postavljal pred gledalce ves svet, ujet v mreZo pesniskega jezika.
V doloCenem trenutku se je poezija, njena literarnoestetska funkcija umaknila v ozadje
in v ospredje je stopilo telo, glas, kretnja, Sum ... (Svetina, »Prispevek« 88)

Ziva navzo¢nost pesnika na odru je postajala pomembnej$a od same pesmi, k ¢emur
je pripomogla tudi glasba, ki je »pesnisko tkivo razgrajevala, ovirala ali spodbujala
njegovo interpretacijo, hkrati s to 'demontazo' poezije« pa je bledela podoba
»aristokratskega pesnika« in poslusalci so »postajali vse bolj gledalci«. Svetina
poudari, da je $lo za »kreacijo in manj za interpretacijo pesmi« (prav tam).

V Zlahtni plesni Pupilije Ferkeverk, ki so jo pripravili v sodelovanju z reZiserjem Du$anom
Jovanoviéem, so se pesnikom pridruZili novi ¢lani, ki niso bili literarni ustvarjalci. Pesmi
niso vec interpretirali oziroma utele3ali le njihovi avtorji, temvec tudi drugi nastopajoci.
Kot opozarja Svetina, ni Slo vec »zgolj za avtorsko interpretacijo pesmi dolocenega
avtorja, ampak za proces, ko so vsi nastopajoci postali akterji, igralci novega tipa, ki se
niso ve¢ utemeljevali na 'vzivljanju' v posamezne dramske like, ampak so z individualno
energijo in navzocnostjo, z gibom in besedo dajali novo podobo tako pesmim kot tudi
njihovim avtorjem« (»Prispevek« 91). V procesu kolektivnega ustvarjanja predstave se
je — povedano s Svetinovimi besedami - zgodila »'demokratizacija' pesniskega akta, saj
pesniski akt ni le akt ustvarjanja, ampak tudi akt 'podajanja’ pesmi, stik med pesnikom in
'ob¢anom'« (prav tam). Zivljenje poezije kot gledaliske predstave je pomenilo »odrekanje
zahtevi pesmi kot absolutnega organizma jezika« (prav tam). V njihovi naslednji predstavi
Pupilija, papa Pupilo pa Pupilcki so se pesniki prepustili uprizoritveni viziji DusSana
Jovanoviéa, njihova poezija pa je bila le del besedilnega gradiva uprizoritve; postavljena
je bila v kontekst drugih umetnostnih in raznovrstnih neumetnostnih besedil.? Za to
priloZnost so se preimenovali v 443 oziroma Gledalisc¢e Pupilije Ferkeverk. Opredelili
so se kot »gibanje 443, in sicer kot gibanje, ki »deluje na podrocju gledalisca, literature,
filma, likovne umetnosti in Se vsepovsod« (Svetina, »Prispevek« 96).

V primeru skupine 441/442 /443 je dobro razviden sam proces premescanja poezije
v medij gledaliS¢a. Pri skupini Nomenklatura pa se temu pridruzuje teoretski
premislek o zvo¢ni podobi pesniSke besede na odru. Gledaliski eksperimenti skupine
Nomenklatura temeljijo na preiskovanju odnosa med literaturo in glasbo, pri ¢emer
stabeseda in zvok obravnavana kot enakovredna partnerja. Za konceptualna izhodisca
na podrodju literature je skrbel Boris A. Novak, na podroc¢ju glasbe pa Bor Turel. Za
pricujoco razpravo so Se posebej zanimivi zacetki njihovega dela v ¢asu, ko so delovali
kot literarna skupina in jih je - prav tako kot skupino 441/442/443 - vodila Zelja po
komunikaciji z ob¢instvom.

2 Besedilo so sestavljale: pesem Tomaza Kralja, ljudska pesem Lepa Anka kolo vodi, pesem Jovana Vesela Koseskega in
Majakovskega, besedilo fotoromana v italijanskem jeziku, uganka, sporazumevanje v jeziku gluhonemih, besedilo reklame

za Alpsko mleko, besedilo v latovs¢ini, besedilo iz rubrike Zaupni pomenki v reviji rumenega tiska. Besedilo Pupilije je
objavljeno v monografiji Prisli so Pupilcki.
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Razmerje med pomenom in zvenom besed so igrivo preiskovali na glasbeno-literarnih
dogodkih, na katerih so uprizarjali svojo poezijo.> Na 3. kulturnem maratonu na
Filozofski fakulteti, ki je bil zamisljen kot manifestacija Studentske (sub)kulture in
drugih Studentskih dejavnosti, so leta 1973 svojo poezijo predstavili Boris A. Novak,
Igor Likar, Milan Klec€ in Jure Perovsek. Skupinski nastop so izvedli tako, da so okrog
prizorisca razpeli vrvi in po vzoru boksarskega ringa ustvarili neke vrste pesniski
ring. V njem so pesniki socasno interpretirali vsak svoje pesmi, in sicer tako, da so
si podajali verze svojih pesmi in si jih - kot udarce pri boksu - izmenjevali po nacelu
»verz za verz«. Tako je do polnega izraza prisla zvo¢na podoba pesmi, sam pomen
pesmi pa je bil dekonstruiran.

V skladu s pesniskim credom Borisa A. Novaka, po katerem naj »zven besede pomeni
in pomen besede zvenil«,* se je Nomenklatura posvecala raziskovanju odnosa med
zvokom in pomenom besede. To je v bistvu de Saussurjevo vprasanje o razmerju
med oznacevalcem (zvocno in likovno podobo besede) in oznacencem (pomenom
besede), na katero so se tudi teoretsko sklicevali. Usmerili so se v preiskovanje zvocne
ravni jezika. To je dobro razvidno iz koncepta za hepening Zvok, ne jezi se (1974).
Hepening je potekal po zgledu igre Clovek, ne jezi se. V Festivalni dvorani, kjer je bil
izveden, so bila oznacena polja, po katerih so se pomikali udelezenci. Njihovo gibanje
je dolocal met kocke, ki jo je metal ¢lan skupine Nomenklatura. Na poljih so bila
navodila za izvedbo razli¢nih nalog oziroma »zvo¢nih akcij«, njihov razpon pa je segal
»od spocenjanja osnovnih zvocnih akcij preko vkljucitve pomensko Se neformiranih
glasov do glasbenega posredovanja pesmi, najviSje zvocne oblike pomensko
razc¢lenjene govorice« (Nomenklatura, »Koncept« 189). T. i. »zvocne akcije s telesom«
(kot je denimo plosk z rokami: plosk z ravnimi dlanmi, zaokroZenimi dlanmi, plosk po
vrhnji strani zapestja; udarec dlani ob druge dele telesa, ob tla itd.) so se stopnjevale v
zahtevnosti vse do »branja teksta« (razlikovali so karikirano branje, branje z razli¢no
hitrostjo, jakostjo, visino, petje teksta) (prav tam 195). Slo je za uprizarjanje zvo¢nega
telesa besede, sporocCanja njene glasovne vrednosti. Izpostavljanje foni¢nega
oznacevalca v razmerju do oznacene vsebine je odprlo pot t. i. zvocnemu pisanju.

Podobno bi lahko ugotovili za skupino LKB - Literarni klub Branik (njihovo ime je
parodija na priljubljeni mariborski Sportni klub Branik). Leta 1965 jo je v Mariboru
ustanovil Miroslav Slana, zato da bi mladim ustvarjalcem zagotovil moZnosti javnega
nastopanja. V tretjem letu dejavnosti so Miroslav Slana, Andrej Brvar, Tone Partlji¢,
Drago Jancar in Francek Hedl svoje literarne proizvode (tako so jih imenovali
sami) odmevno predstavili na malem odru SNG Maribor dne 19. septembra 1968.
mpozneje, kot gledaliska skupina oziroma »Laboratorij za alkimijo umetnosti«, ob¢asno prirejala
glasbeno-pesniske vecere (tako so jih imenovali sami), med njimi: Ogledalo tisine oktobra 1974, poskus totalne

improvizacije Uho trenutka decembra 1974, Zven, ki vene februarja 1976 itd. O eksperimentih skupine Nomenklatura sem
natanéneje pisala v razpravi »Raziskave besede in zvoka v skupini Nomenklatura«.

4 Citat je vzet iz zapisa »Poezija jezika, ki ga je Boris A. Novak objavil ob izidu svojega pesnisSkega prvenca StihoZitje v
Ljubljanskem dnevniku 31. decembra 1977.



Predstavljeni so bili kot reklama (v Brvarjevem primeru) in na nacin zlogovne clenitve 151
besednih zvez, vzetih iz telefonskega imenika (v Slanovem primeru).

Predstavitve literarnih del v Pekarni

V gledalis¢u Pekarna (kot »poskusu vmesnega medija med gledaliS¢em in drugimi
umetniskimi izrazi«, ki je izkazoval teZznjo k »totalnemu gledalis¢u«, kot po Ladu
Kralju povzame Ivo Svetina (Gledalis¢e Pekarna 415)) so imeli posebno vlogo t. i.
literarni veceri sodobnih slovenskih pisateljev. Natanc¢neje jih predstavi Ivo Svetina
v monografiji Gledalis¢e Pekarna, v posebnem poglavju z naslovom »Gledali$ce in
literatura« (415-420). To so bili gledaliski dogodki, na katerih so ustvarjalci Zeleli
na drugacen nacin predstaviti ustvarjalnost zivih pisateljev in ki ve¢inoma niso bili
delezni gledaliskih kritik.* Kot pojasni Kralj, ni $lo »za tradicionalne literarne vecere,
ampak za neke vrste hepeninge, le da tega imena niso uporabljali (prav tam 416).
Osredotocimo se na tiste, v katerih so nastopili sami avtorji.

Ob izidu pesniske zbirke Iva Svetine Vasa partijska ljubezen, oletje! Herojska smrt
Zivljenja ... je avtor leta 1976 priredil dogodek, ki je prevzel formo gledaliske predstave.
Po Svetinovem pric¢evanju je dogodek vzbudil precej$njo pozornost; najbrz tudi zaradi
provokativne vsebine in same zasnove zbirke, ki je slavila oktobrsko revolucijo in jo
hkrati ironizirala. To je bil tudi razlog, da zbirka ni izsla pri mariborski zalozbi Obzorja
(leta 1972), temve¢ v samozalozbi (leta 1976). Svetina je v Pekarni zreZziral prizore,
v katerih so nastopili Ale$ Vali¢ (kot Lenin), Jerca Mrzel (kot Leninova Zena Nadezda
Krupska) in tudi on sam. Za to se je odlocil po zgledu predstave, ki si jo je nekaj
let prej ogledal v Rimu v Teatru Laboratorio. Tam je videl recital pesmi Vladimirja
Majakovskega v izvedbi znanega italijanskega igralca Carmela Beneja. Ta je s patosom
in ironijo recitiral pesmi ob glasbeni spremljavi, kar je Iva Svetino tako navdusilo, da
je takSen pristop v Pekarni ubral tudi sam. Oder je bil »okraSen z rde¢imi zastavami,
veliko Leninovo fotografijo, na kateri lezi v lezalniku, in z diapozitivi z glavo Mossfilma,
na katerem je znacilen kip dveh borcev za lepSo prihodnost, za raj na Zemlji, moskega
in Zenske v znadilni socrealisticni ikonografiji, razgaljenih prsi in s kladivom in
srpom Vv roki, v ozadju pa rdeca zvezda na enem od kremeljskih zvonikov« (Svetina,
Gledalisce Pekarna 419). Dramaticnost dogodka je nakazoval »velikanski ventilator, ki
je obcasno naredil (revolucionaren) veter, razgibal rdece zastave in napovedal prihod
novega ¢asa« (prav tam).

5 Izvedeni so bili: Veder Lojzeta Kovacic¢a (1972), Vecer Daneta Zajca (1972 v reziji Iva Svetine), Vecer Marka Svabica ali
»Predavanje o slovenski paranoji« (1973 v reziji Lada Kralja), literarni veCer Matjaza Kocbeka z naslovom Smrt po smrti
po bogu (literarno doZivetje s toplim bifejem, Zonglerjem, pesmicami, drobovino in zelnatimi glavami) prav tako leta 1973,
Happening Iva Svetine ali »Tiskovna konferenca« (1973 v avtorjevi reZiji, ob izidu njegove knjige Heliks in Tibija), Vecer
Ferdinanda Miklavca (1973), Vasa partijska ljubezen, oCetje! Herojska smrt Zivljenja ... (1976 v reziji Iva Svetine, ob izidu
njegove knjige s tem naslovom). V Repertoarju slovenskih gledalis¢ 1972-1977 v dveh primerih reZiserja nista navedena.
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Leta 1973 je bil izveden Vecer Marka Svabi¢a ali »Predavanje o slovenski paranoji«
(1973), in sicer v obliki predavanja (danes bi ga oznacili za predavanje - performans,
lecture performance). Pisatelj se je gledalcem predstavil kot predavatelj, »ki 'v
asketski pozi' stoji za pultom z mikrofonom in kozarcem vode ter predava o 'slovenski
paranoji'« (prav tam 416). IzkaZe se, da gre za »predavanje 'o paranoji Marka Svabica'
oziroma razkrivanje njegovega pisateljskega procesa pred javnostjo« (prav tam). Ta
je na obiskovalce ucinkoval osupljivo, saj je avtor spregovoril »o svojih kar najbolj
intimnih doZivetjih, sanjah, morah, obsesijah«, v nadaljevanju pa odgovoril $e na nekaj
novinarjevih vprasanj. Kot ugotavlja Svetina, je bila » predstava', ki jo je uprizoril Svabic,
nekaj popolnoma drugacnega od dolgocasnega branja, ki se skoraj po pravilu godi na
obicajnih literarnih vecerih,« in jo oznaci za obliko totalnega gledalis¢a (prav tam 417).

Nastop Matjaza Kocbeka Smrt, po smrti, po bogu pa je bil »pravi hepening«, o cemer
zgovorno prica tudi oznaka dogodka: Literarno doZivetje s toplim bifejem, Zonglerjem,
pesmicami, drobovino in zelnatimi glavami (1973). Sredi bogato aranZziranega
dogajanja, »okrasenega« s precej$njimi koli¢inami mesa, je Kocbek interpretiral svoje
pesmi, nastop pa je navezal na »nesramne ekshibicije« v predstavi Pupilija, papa
Pupilo pa Pupilcki v izvedbi Gledali$¢a Pupilije Ferkeverk, v kateri je pred leti tudi sam
nastopil (prav tam 417).

Konec Sestdesetih in v sedemdesetih letih 20. stoletja so pesniki in pisatelji v
uprizoritvah svojih literarnih del igrivo preiskovali Zivljenje jezika na gledaliskih
odrih, zvocno in vizualno podobo besede ter opazovali, kako ucinkuje na gledalce.

sV v

ukvarjali: kako lingvisti¢ni znak prenesti in preobraziti v znakovne sisteme odra.

Tri desetletja pozneje je skupina dramatikov in dramaturgov v PreGleju razprla
problematiko ustvarjanja dramskih besedil. Ce je literate neoavantgardnih skupin
gledaliSce zanimalo kot prostor, ki omogoca raziskavo novih razseznosti literarne
besede, in kot medij, ki (drugace kot knjizna objava) omogoca neposredno komunikacijo
z obclinstvom, je bilo avtorjem PreGleja gledaliS¢e primarni medij, v katerem so
uresnicevali svoje zamisli. V PreGleju so se ukvarjali z vprasanjem: kako napisati dramo?
Osredotocili so se na vprasanje, kako premestiti logiko odra v dramsko besedilo, in na
strategije prenosa znakovnih sistemov odra v lingvisti¢ni znak.

Bralne uprizoritve v PreGleju

Leta 2005 je skupina dramatikov in dramaturgov mlajSe generacije, zbranih okrog
Simone Semeni¢, osnovala skupino PreGlej. V sodelovanju s teoretikom Rokom
Vevarjem so v okviru GledaliS¢a Glej v nekaj letih vzpostavili platformo za ustvarjanje,



razvoj in mednarodno izmenjavo dramskih pisav. PreGlej je nastal iz Zelje po pridobitvi
znanj in ve$¢in iz dramskega pisanja, pa tudi kot kritika obstojecih razmer na podrocju
gledaliSkega izobraZevanja in samega vrednotenja dramskih del. V tistem casu se
je bilo v slovenskem prostoru mogoce seznaniti z veS¢inami dramskega pisanja na
delavnicah, ki jih je organiziral festival Teden slovenske drame v Kranju, ne pa tudi
na Akademiji za gledali$ce, radio, film in televizijo.® Iz potrebe po razvijanju dramskih
besedil so organizirali vrsto dejavnosti, ki so spodbujale in zagotavljale kontinuirano
in sistemati¢no delo na dramskih besedilih.

PreGlejcki (kot jih po analogiji s Pupil¢ki imenuje Maja Sorli, tudi sama aktivna
Clanica PreGleja) so o dramskem besedilu razmisljali kot o potencialni uprizoritvi. V
PreGlejevem Laboratoriju so vsako drugo soboto v mesecu obdelovali nova oziroma
nastajajoca dramska besedila, se o njih pogovarjali in jih nadgrajevali. Organizirali so
predavanja, ki so spodbujala teoretsko premisljevanje dramskega ustvarjanja. Poleg
tega so vpeljali bralne uprizoritve kot ucni proces ustvarjanja drame, ki omogoca
procesualno dramsko pisavo in prinasa dramo v razvoju kot delo v nastajanju. Oder so
uporabili kot medij za komunikacijo z obéinstvom - s prvimi bralci, poslusalci oziroma
gledalci. Bralne uprizoritve so bile zastavljene kot nadaljevanje dramske delavnice, na
kateri dramatik sprevidi, kako dramska beseda ucinkuje na odru, in ima priloZnost
skupaj z reZiserjem, igralci pa tudi z gledalci predebatirati svoje delo. Pripravljali so jih
v sodelovanju z reziserji in igralci svoje generacije. Po bralni uprizoritvi kot prvi javni
predstavitvi novega dramskega dela je stekel pogovor, v katerem so bili k izmenjavi
mnenj povabljeni vsi prisotni. Na ta nacin so PreGlejcki poskus$ali v proces nastajanja
drame vkljuciti tudi gledalce. Z uprizoritvenega vidika so bile to neke vrste aranzirke,
ki so po eni strani zagovarjale preprostost bralnouprizoritvenih prijemov, kot pravi
Simona Semenic (Jesenko 27), po drugi strani pa nedovrSenost samih uprizoritev. Ali
kot bralno uprizoritev opredeli Blaz Lukan: »gre za vrnitev k tekstu, ki pa ne pomeni
revitalizacije nekakSne anahronisticne dramskogledaliske paradigme, temvec za
metodoloSko vzpostavitev teksta kot uprizoritvenega polja, ki za svojo uprizoritev
potrebuje le svojo 'tekstualnost'« (194).

PreGlejeve bralne uprizoritve izkazujejo razumevanje dramskega ustvarjanja kot
uprizoritvenega pisanja, ki pojmuje dramo kot zmeraj Ze premesSceno v medij
gledalisca ter transkribirano v jezik odra. To je bilo razvidno tudi v izvedbi Devetih
lahkih komadov (2007), zastavljenih kot provokativna politicna gesta in kritika
vrednotenja dramskih besedil v slovenskem prostoru. Kot pravi Rok Vevar, je bil v
Sloveniji eden osrednjih problemov ta, »da gledaliska elita zelo natanc¢no 've, kaj je
dobra drama'« (»PreGlej« 19). Po njegovem mnenju je bil v slovenskem prostoru
takrat najbolj cenjen »‘dramski realizem’, teko¢ dialog, jezik v funkciji okoliscin,

6 Predmet dramsko pisanje se je na UL AGRFT zacel izvajati ob uvedbi bolonjske reforme na Univerzi v Ljubljani v
Studijskem letu 2009/10.
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situacije in intence ter ne niti preve¢ kompleksne niti komplicirane strukture.
Skratka: nekaj, kar se da nategniti na metodoloske kliSeje psiholoSkega realizma«
(prav tam). V preucevanju in teoretskem premisljevanju drame kot literarne zvrsti
in uprizoritvenega dogodka so na dramskih delavnicah v PreGlejevem Laboratoriju
raziskovali, kaj vse je lahko drama. Vevar je dal udeleZzencem nalogo, naj raziscejo,
kaj bi po analogiji z Duchampovim pisoarjem v dramatiki lahko pomenil ready-made.
Rezultat je bil zbirka besedil — Devetih lahkih komadov, vzetih iz razlicnih kontekstov
vsakdanjega Zivljenja (kot so navodila za uporabo pralnega stroja, poljudnoznanstvena
besedila, medicinska besedila, prepis strokovne debate, chata, foruma itd.), ki so jih
udelezenci delavnice nato avtorsko obdelali.” Njihova uprizoritev je prevzela hibridno
obliko bralne uprizoritve in performansa, ki so ga izvedli 1. aprila 2007, na dan, ko
je v Kranju potekala zaklju¢na slovesnost Tedna slovenske drame in so podelili tudi
Grumovo nagrado za najboljSe izvirno dramsko besedilo.® Devet lahkih komadov je
bilo zamisljenih kot »akcijag, s katero so »poskusali zmotiti red, ki narekuje kriterije
za slovensko dramsko pisanje« (Sorli, »Politi¢nost« 18). Hkrati pa je $lo za temeljito
preizprasevanje ne ve¢ dramskih gledaliskih besedil. Maja Sorli PreGlej¢ke primerja
s Pupilcki, ki so leta 1969 v predstavi Pupilija, papa Pupilo pa Pupilcki prav tako
uporabili raznovrstna umetnostna in neumetnostna besedila, vzeta iz drugih medijev
in njihovih kontekstov, vendar njihova premestitev na oder ni bila sporna. Pravzaprav
besedilo za Pupilijo in njegova sestava sploh nista bila deleZna pozornosti. Sokanten
je bil sklepni prizor, v katerem je bila obredno zaklana kokos, ki je po presoji Vena
Tauferja pomenila »smrt literarnega, samo esteticno funkcionalnega gledaliS¢a na
Slovenskem« (42). Stiri desetletja pozneje je izvedba t. i. ready made besedil v PreGleju
dodatno razvnela v tistem Casu Zgoce razprave o tem, kaj je drama. Osredinjala so jih
vprasanja, kaj je izvirna drama in kaj je slovenska izvirna dramatika.’ To je bil ¢as
krize dramskega pisanja in pomanjkanja novih dram, ko so repertoarna gledalisca
izdatno uprizarjala dramatizacije proznih del (te so bile sicer stalnica na slovenskih
odrih), soCasno pa je porast uprizoritev snovalnega gledalisca porodil vrsto t. i. ne vec
dramskih gledaliskih besedil.

Skupina PreGlej je formo bralne uprizoritve popularizirala tudi na prvem festivalu
dramske pisave v slovenskem prostoru PreGlej na glas! (leta 2006), ki je prerasel v
mednarodni festival. V osmih letih svojega delovanja je uspesno spodbujal izmenjavo
dramskih besedil (na relaciji Ljubljana-New York-Ljubljana - mesta v nekdanji

7 Postopke avtorske obdelave ready-made besedil predstavi Maja Sorli (»Dva primera« 76). Avtorji so bili: Zalka Grabnar
Kogoj, Iztok Ilc, Jerneja Kusar, Miha Marek, Janko Oven, Peter Rezman, Simona Semeni¢, Maja Sorli in Rok Vevar.

8 Besedilo Devet lahkih komadov je konkuriralo tudi za Grumovo nagrado. Zanimivo je, da je bilo tri leta pozneje za Grumovo
nagrado nominirano ready-made besedilo Janeza Jan$e Slovensko narodno gledalisce. Uprizoritev (v formi dobesednega
gledali$ca, t. i. verbatim theatre) je sicer Ze leta 2008 prejela Borstnikovo nagrado za gledalike inovacije in estetski preboj.
To je bilo eno od petih dramskih besedil, ki so bila v letu 2010 nominirana za Grumovo nagrado. Podeljene so bile tri
enakovredne nagrade: Ivu Prijatelju za dramo Totenbirt, Simoni Semeni¢ za 24ur in Ivu Svetini za dramo Grobnica za
Pekarno.

9 Ta vprasanja so pregledno analizirana v tematskem bloku »Literatura in teater« v reviji Literatura (januar/februar 2006,
letn. 18, §t. 175-176, str. 67-190).



Jugoslaviji idr.) in pospesil uprizarjanje novih dram v slovenskih gledaliscih. PreGlej
je z entuziasti¢no kulturno-umetnisko gverilo, kot se izrazi Rok Vevar (»Za dramsko
pisavo« 3), sprozil pravi trend bralnih uprizoritev. Kot oblika javne predstavitve
drame se je uveljavila na festivalu Teden slovenske drame, na katerem vsako leto
bralno uprizorijo nominiranke za Grumovo nagrado za najboljSe dramsko besedilo;
prav tako na Akademiji za gledalisce, radio, film in televizijo, kjer jih kontinuirano
pripravljajo $tudentje (bodisi pod mentorstvom Zanine Miréevske bodisi samostojno).
Dramatiki in dramaturgi mlade generacije so vzpostavili tudi novo platformo dramske
ustvarjalnosti in ustanovili festival dramske pisave Vzkrik (leta 2017).

Dramaticarka in pobudnica PreGleja Simona Semenic je bralno uprizarjanje uporabila
kot postopek pri snovanju dram tudi zunaj PreGleja, denimo pri pisanju besedila za
uprizoritev Se ni naslova v reZziji Tomija Janezica in izvedbi Slovenskega mladinskega
gledalisc¢a (2018).Besediloje pisalasproti, ko so Ze potekale vaje in je bilo vsodelovanju
z igralci mogoce preveriti njegovo odrsko dimenzijo ter ga uskladiti, ali bolje,
razvijati v dialogu z reZiserjem in uprizoritvenim konceptom. Ceprav tak$en nacin
uprizoritvenega pisanja redko zasledimo v repertoarnih gledalis¢ih, je bil v zgodovini
gledaliS¢a pogosta praksa. Kot opozarja Rok Vevar, je »klasi¢na dramatika nastajala
sproti, se pravi: skupaj s prakso, se pravi s sprotnimi »bralnimi uprizoritvami, ki so
sugerirale popravke (»PreGlej« 20). Kot zgled izpostavi Shakespearjevo dramatiko.

V slovenskem gledaliS¢u so na takSen nacin nastajala denimo besedila Emila
Filip¢ica za uprizoritve v reZiji Vita Tauferja: Altamira (SNG Drama Ljubljana, 1984),
Atlantida (Slovensko mladinsko gledalisce, 1988) in BoZanska tragedija (PreSernovo
gledalisce Kranj, 1989). Tomaz Toporisic navaja, da je Filipc¢i¢ nastopil kot rezidenc¢ni
pisatelj, njegovo vlogo v procesu ustvarjanja uprizoritve pa primerja z Barthesovim
modernim pisarjem (129). Ob tem ugotavlja, da je to vlogo pred njim prevzel tudi
Milan Jesih, ko je v Eksperimentalnem gledaliscu Glej pripravljal besedilo za Limite
(1973) v reziji Zvoneta Sedlbauerja, v devetdesetih letih pa Andrej Rozman, denimo
ko je v Slovenskem mladinskem gledaliScu pisal besedilo za Tartifa (1993) v reziji
Vita Tauferja (prav tam 129-130). Na tak$en nadin so v SMG nastale tudi Zrtve
mode bum-bum (1975) DuSana Jovanovi¢a. Produkcija dramskih besedil kot praksa
uprizoritvenega pisanja se je uveljavila tudi v snovalnem gledalisc¢u.
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Sklep

Neoavantgardnim gledaliSkim praksam in PreGleju je bilo skupno zanimanje, kako
njihova (pesniska, prozna in dramska) dela ucinkujejo na obcinstvo. Povezovalo jih je
vpraSanje o naravi odrskega znaka. V Sestdesetih in sedemdesetih letih 20. stoletja so se
pesniki in pisatelji ukvarjali s tem vprasanjem z vidika premestitve lingvisti¢cnega znaka
v znakovne sisteme odra. V prvem desetletju 21. stoletja pa so dramatiki in dramaturgi
v PreGleju pristopili k temu vpraSanju prav z nasprotnega vidika: kako naseliti logiko
znakovnih sistemov odra v lingvisti¢ni znak? Oziroma drugace povedano: kako misliti
dramo, kot da bila Ze ugledaliS¢ena, in napisati dramsko besedilo?

Pesniki in pisatelji, ki so predstavljali svoja literarna dela obc¢instvu, so utelesali samo
pisavo, ob tem pa dopuscali, da jih presega in se razrasca v druge znakovne sisteme
odra. Pri tem so ustvarili raznovrstne oblike uprizoritvenega pisanja, ki so porajale
zgodnje primere ne ve¢ dramskih gledaliskih besedil na slovenskih odrih, in z njimi
oblikovali odrske estetike v zarisu postdramskega gledalisca. Tri desetletja pozneje
so udelezenci PreGleja uporabili formo bralne uprizoritve kot metodo za procesualno
dramsko ustvarjanje. Na bralnih uprizoritvah so v dialogu z uprizoritelji in gledalci
preverjali, kako njihove drame delujejo na odru, z namenom, da bi usvojili tehnike
dramskega pisanja in vzpostavili dramo kot predstavo. Z uprizoritvenim pisanjem so
funkcijo dramskega avtorja delili z ustvarjalci uprizoritve in tudi z gledalci. Zavezani
raziskovanju drame kot zvrsti in v iskanju inovativnih pristopov k oblikovanju ne
ve¢ dramskih gledaliskih besedil, so povezovali prakso dramskega pisanja s teorijo
drame in gledalisca. S celoto svojih dejavnosti (z organizacijo prvega slovenskega
festivala dramske pisave PreGlej na glas!, konstruktivno kritiko sistemov vrednotenja
dramskih besedil, popularizacijo bralnih uprizoritev) so med mlajSo generacijo
gledaliskih ustvarjalcev vzbudili zanimanje za dramsko pisanje kot trendovsko
dejavnost, v slovenskem prostoru pa pomembno prispevali k revitalizaciji samega
podrocja dramske ustvarjalnosti. Raznolikim umetniskim interesom neoavantgardnih
skupin in skupine PreGlej navkljub pa so njihovi avtoriji izstopali iz konvencij pisanja
oziroma produkcije gledaliSkih besedil ter z uprizoritvenim pisanjem utirali poti
novim pristopom in estetikam uprizarjanja.



Literatura 157

Allsopp, Ric. »Performance Writing.« PA] - A Journal of Performance and Art, letn. 21,
$t. 1, 1999, str. 76-80.

Barthes, Roland. UZitek v tekstu. Variacije o pisavi. Prev. S. Zakelj. Beletrina, 2013.
Knjizna zbirka Koda.

Bergvall, Caroline. »What Do We Mean by Performance Writing?« Uvodno predavanje
na prvem simpoziju na temo Performance Writing. Dartington College of Arts, Velika
Britanija, 12. apr. 1996, docplayer.net/38120436-Caroline-bergvall-keynote-what-
do-we-mean-by-performance-writing-w.html. Dostop 25. feb. 2023.

Jesenko, Primoz. »Da bi se dolgorocno pisalo vec in tudi vse bolje. Pogovor s Simono
Semenic, koordinatorico projekta PreGlej.« Dialogi, st. 7-8, 2006, str. 23-28.

Literatura in teater. Tematski blok v reviji Literatura, letn. 18, §t. 175-176, 2006, str. 67-190.

Lukan, BlaZz. »Tekst kot oder ali bralne uprizoritve v lu¢i performativne ekonomije.«
Umetnost med teorijo in prakso: teoretski pogledi na umetnostno realnost na pragu
tretjega tisocletja, ur. Jozef Muhovi¢, Zalozba Univerze v Ljubljani, 2021, str. 187-200.

Milohni¢, Aldo, in Ivo Svetina, ur. Prisli so Pupilcki: 40 let Gledalis¢a Pupilije Ferkeverk.
Maska, Slovenski gledaliski muzej, 2009.

Nomenklatura. »Koncept in pravila igre happeninga 'Zvok, ne jezi se'.« Generator::
za proizvodnjo poljubnega sStevila dramskih kompleksov: slovenski eksperimentalni
dramski in uprizoritveni teksti iz obdobja modernizma (1966-1986), ur. Blaz Lukan,
Slovenski gledaliski inStitut, Akademija za gledalisce, radio, film in televizijo, 2021,
str. 189-195.

Orel, Barbara. »Raziskave besede in zvoka v skupini Nomenklatura.« Slovenska

dramatika, ur. Mateja Pezdirc Bartol, Znanstvena zalozba Filozofske fakultete, 2012,
str. 215-221. Obdobja, 31.

Svetina, Ivo. Gledalis¢e Pekarna (1971-1978): rojstvo gledalisca iz duha svobode:
pricevanje. Mestno gledaliSc¢e ljubljansko, 2016. KnjiZnica MGL, 167.

Svetina, Ivo. »Gledalisce Pupilije Ferkeverk ali vprasanje rituala.« Literarni modernizem
v »svinfenih« letih, ur. Gasper Troha, Studentska zaloZba, Drustvo Slovenska matica,
2008, str. 79-99.

Svetina, Ivo. »Prispevek za zgodovino gledaliSkega gibanja na Slovenskem - Pupilija
Ferkeverk.« Maske, st. 4, 1986, str. 86-101.

Sorli, Maja. »Dva primera ready-made besedila v slovenskem gledali§¢u.« Drama,

tekst, pisava, ur. Petra Pogorevc in Tomaz Toporisic, Mestno gledalisce ljubljansko,
2008, str. 69-86. Knjiznica MGL, 148.



158 Sorli, Maja. »Politi¢nost in teatralnost v slovenskih postdramskih besedilih.« Dialogi,
letn. 44, st. 3-4, str. 15-32.

Taufer, Veno. Odrom ob rob. Drzavna zaloZba Slovenije, 1977.
Toporisi¢, Tomaz. Med zapeljevanjem in sumnicavostjo: razmerje med tekstom in

uprizoritvijo v slovenskem gledalis¢u druge polovice 20. stoletja. Maska, 2004.
Transformacije, 14.

Vevar, Rok. »PreGlej.« Dialogi, $t. 7-8, 2006, str. 18-20.

Vevar, Rok. »Za dramsko pisavo s PreGlejem na glasl« Daj Dramo!: deset dramskih
besedil, ur. Ana Perne in Iztok Ilc, Kulturno drustvo Integrali, Gledalisce Glej, Javni
sklad RS za kulturne dejavnosti, WaxFactory, 2007, str. 3.



160

UDK 792.02(497.4):821.163.6.08-2
UDK 821.163.6.09-2:792.02(497.4)
DOl 10.51937/Amfiteater-2023-1/160-172

In 2005, on the initiative of playwright Simona Semenic¢ and in close collaboration with
performing arts theorist Rok Vevar, a group of playwrights and dramaturgs founded
PreGlej within the Glej Theatre in Ljubljana, Slovenia. The group confronted the issues of
playwriting and, within a few years, established a platform for the creation, development
and international exchange of dramatic writing. Their work was committed to establishing
the conditions necessary for creating dramatic texts. To this end, they used the form of
staged readings - not only as a public presentation of dramatic plays but as a method
for developing drama, bringing drama as a work in progress. The article shows that this
kind of playwriting practice on Slovenian stages has its precursors in the experimental
theatre practices of the 1960s and 1970s (as applied by the neo-avant-garde groups
of poets 441/442/443, Nomenklatura and LKB - Literarni klub Branik, as well as in the
performances of writers presenting their literary works at the Pekarna Theatre). Poets and
writers staged their works, which were not primarily intended to be performed, creating
theatrical forms of writing for the stage, which fit neither the conventions of drama nor
the tradition of theatre. The staging of literature and staged readings are discussed in the
context of performance writing, which characterises the multiple relationships between
writing and performance, focusing on the process of writing as a performative act.
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Performing Literature and Staged Readings  *

Barbara Orel
Academy of Theatre, Radio, Film and Television, University of Ljubljana

In 2005,! the PreGlej group in Ljubljana, Slovenia, started organising drama work-
shops, which included staged readings of newly written plays. The staging of readings
was conceived as a way of creating drama - not only as its public presentation but as a
process in which playwrights have the opportunity to experience how their play func-
tions on the theatre stage, see how the audience experiences it, and then, after the
reading, discuss it with the director, actors and audience and, based on their feedback,
improve the play. The staged readings in PreGlej Laboratory established the condi-
tions for processual dramatic creativity. The precursors of this kind of playwriting on
Slovenian stages can be identified in the experimental theatre practices of the 1960s
and 1970s, which explored the dimensions of the word in the medium of theatre and,
in the process, developed forms various of performance writing.

Poetry Performed by Groups of Poets

The presentation of literature on Slovenian stages has taken various forms of perfor-
mance. In addition to traditional literary evenings (poetry, prose and, less frequent-
ly, drama) that regularly supplement the repertoire in institutional theatres, various
types of stagings of literature with a tendency towards theatrical experimentation
began to appear on experimental stages as early as the 1950s, and especially in the
1960s and 1970s. Their performative qualities, however, were mostly ignored. They
include stagings of poetry by the group 441/442 /443 (which later transformed into
the Pupilija Ferkeverk Theatre), explorations of the sound image of words by the
groups Nomenklatura and LKB - Literarni klub Branik (The Branik Literary Club)
and presentations of literary works by Slovenian writers in the Pekarna Theatre. In
these presentations, the authors could examine on theatre stages the dimensions of
words and literary works that were not primarily intended for performance. They
recognised theatre as an attractive and effective medium for direct communication

1 Acknowledgements: The paper was written in the framework of the research programme “Theatre and Interart Studies”
(P6-0376), co-financed by the Slovenian Research Agency from the state budget.



2

with the audience and a place for exploring texts. Stage performances included var-
ious actions, acts and situations animated by the authors’ creative enthusiasm and
inseparably linked to behavioural practices. We will consider them in the context of
the so-called performance writing since, as Caroline Bergvall defines it, performance
writing needs to “explore the kinds of relationship text-based work entertains when
developed in conjunction with other media and other discourses”, opening up a space
for “investigation of the kinds of formal and ideological strategies which writers and
artists develop textually in response or in reaction to their own time and their own
fields” (“Keynote™). As Ric Allsopp explains, the label performance writing “attempts
to hold in tension both writing and its performance, performance and its writing” and
establishes a framework for diverse writing and performance practices that would
otherwise remain silenced or ignored in the face of traditional ways of seeing and
writing (77). The relationship between writing and performance is constantly chang-
ing. Each marks the two extremes between which various practices of performance
writing circulate and take form. The notion of performance writing is not temporally
defined or tied to a particular style of performance, as it encompasses a multiplicity
of diverse relations between writing and/as performance, or performance as writing
and focuses on the “transformative play of text as performance” (77).

Let us first look at the groups of poets who have performed their poetry on theatre
stages. The neo-avant-garde group of poets called 441/442/443 (the group changed
the final number in its name with each successive performance of poetry and later
renamed itself the Pupilija Ferkeverk Theatre) understood poetry “in its ‘usefulness’
for public performance in the form of a theatrical event” (Svetina, “Gledalisce Pupilije
Ferkeverk” 92). In the quest to make poetry more communicative, the poets sought
“an appropriate space for their public ‘performance’” and identified the theatre as
a medium in which “poetic words can take on a completely new dimension” (92).
According to Ivo Svetina, they were also inspired by Allen Ginsberg’s public readings
of his poetry and the famous Moscow evenings of Yevgeny Yevtushenko. Particularly
interesting for our discussion are the literary presentations entitled V pocastitev
tisocletja nosecnosti in stoletja prve pomoci (In Celebration of the Millennium of
Pregnancy and the Century of First Aid), when the actor Jurij Soucek helped the poets
with their stage realisation, and Zlahtna plesen Pupilije Ferkeverk (The Noble Mould of
Pupilija Ferkeverk), directed by DusSan Jovanovic. They took place on the Small Stage of
the Slovenian National Theatre Drama Ljubljana in May 1968 and 1969, respectively.
In both, the authors appeared in the roles of poets performing their own poetry.

The importance of the transposition of poetry to the medium of theatre in group 441
is illustrated by Ivo Svetina. His account clearly shows how the process of “translat-
ing” poetry into the language of theatre, as he puts it, i.e., the transfer and transcrip-
tion of the linguistic sign into the sign systems of the stage, took place. Traces of Bar-



thes’s semiology can be discerned in this. As Svetina says, in the “theatricalisation” of
poetry in In Celebration of the Millennium of Pregnancy:

It happened that increasingly “gesture” also became a language. The authors of poems
became “actors” who, despite not “inhabiting” the characters or heroes of a play, a dra-
matic text but who, precisely by their presence on the stage, locked in the magic circle
of the illuminated cube, brought their words, verses, poems to life. This animation took
us along the path of “play”, improvisation and the enjoyment of language, which ex-
panded the space of the stage and, in an instant, placed before the audience a whole
world caught in the network of poetic language. At a particular moment, poetry, its lit-
erary-aesthetic function, receded into the background, and what came to the fore was
the body, voice, gesture, sound .... (“Prispevek” 88)

The live presence of the poet on the stage became more important than the poem it-
self. This was further aided by music, which “dismantled the poetic fabric, hindered or
encouraged its interpretation, and at the same time, with this ‘dismantling’ of poetry”,
the image of the “aristocratic poet” faded, and the listeners “were becoming more and
more like spectators”. Svetina emphasises that it was “not so much about interpreting
the poem but rather about creating” (Svetina, “Prispevek” 88).

In The Noble Mould of Pupilija Ferkeverk, the poets were joined by new members who
were not literary artists. Poems were no longer interpreted or embodied only by their
authors but also by other performers. As Svetina points out, it was no longer “just a
matter of an authorial interpretation of a poem by a particular author but a process
in which all the performers became actors, actors of a new type, who no longer based
themselves on ‘inhabiting’ individual dramatic characters, but who, with their individual
energy and presence, with movement and words, gave a new image to both the poems
and their authors” (“Prispevek” 91). In Svetina’s words, in the process of the collective
creation of the performance, “a ‘democratisation’ of the poetic act happened since the
poetic act is not only an act of creation but also an act of ‘passing’ a poem, it is about

”m

the contact between the poet and the ‘citizen” (“Prispevek” 91). The life of poetry as a
theatre performance meant “renouncing the claim of the poem as an absolute organism
of language” (“Prispevek” 91). In their next performance, Pupilija, papa Pupilo pa
Pupil¢ki (Pupilija, Papa Pupilo and the Pupilceks), the poets surrendered themselves to
Dusan Jovanovic¢'s vision, and their poetry functioned only as part of the textual material
of the performance; set in the context of other artistic and diverse non-artistic texts.?
For the occasion, they renamed themselves 443, or Pupilija Ferkeverk Theatre. They
defined themselves as the “443 Movement”, namely as a movement “working in the field

of theatre, literature, film, visual arts and everywhere else” (Svetina, “Prispevek” 96).

2 The text consisted of: a poem by Tomaz Kralj, the folk song “Lepa Anka kolo vodi” (“Pretty Anka Leads the Kolo”), a poem
by Jovan Vesel Koseski and Mayakovsky, the text of a photo novel in Italian, a riddle, communication in sign language, the
text of an advertisement for the Alpsko Mleko brand of milk, a text in Latin and a text from the “Confidential” section of a
yellow press magazine. The entire text of Pupilija is published in the monograph Prisli so Pupilcki.
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In the 441/442 /443 group, the process of shifting poetry into the medium of the the-
atre is clearly discernible. In the case of the Nomenklatura group, this process is joined
by a theoretical reflection on the sound image of the poetic word on stage. Nomen-
klatura’s theatrical experiments are based on investigating the relationship between
literature and music, treating words and sounds as equal partners. Boris A. Novak
was responsible for the conceptual starting points in the field of literature, while Bor
Turel took over the music. Particularly interesting for the present discussion are the
beginnings of their work when they were working as a literary group and - like the
441/442/443 group - were driven by the desire to communicate with the audience.

The group playfully explored the relationship between the meanings and sounds of
words at musical-literary events where they performed their poetry.3 In 1973, Boris
A. Novak, Igor Likar, Milan Klec¢ and Jure Perovsek presented their poetry at the 3rd
Cultural Marathon at the Faculty of Arts, conceived as a manifestation of student
(sub)culture and other student activities. The group performance was carried out by
stretching ropes around the venue and creating a kind of poetry ring in the form of
a boxing ring. The poets interpreted their poems simultaneously by passing lines of
their poems to each other and exchanging them - like punches in boxing - in a “verse
for verse” manner. In this way, the sound image of the poems came to full expression
while the meaning of the poem itself was deconstructed.

Following Boris A. Novak’s poetic maxim that “the sound of the word means and the
meaning of the word sounds!”,* Nomenklatura was devoted to exploring the relation-
ship between the sound of the word and its meaning. This relationshsip is essential-
ly Ferdinand de Saussure’s question of the relationship between the signifier (the
acoustic and visual image of the word) and the signified (the meaning of the word),
to which they theoretically referred. They focused on investigating the acoustic level
of language. This investigation is well illustrated by the concept for their happening
Zvok, ne jezi se (Sound, Don’t Get Angry, 1974). The happening was modelled on the
cross and circle board game known in the Slovenian language as Clovek, ne jezi se (Man,
Don’t Get Angry).® In the Festivalna dvorana (Ljubljana Festival Hall), where it was
performed, they marked out the fields in which the participants moved. Their move-
ment was determined by the roll of a die by a member of the Nomenklatura group.
The fields contained instructions for the performance of various tasks or “sound ac-
tions”, ranging “from the conception of basic sound actions, through the incorporation
me group or Laboratorij za alkimijo umetnosti (Laboratory for the Alchemy of Art), they would
occasionally organise musical-poetry evenings (as they called them), including Ogledalo tisine (Mirror of Silence) in
October 1974, an experiment in total improvisation Uho trenutka (The Ear of the Moment) in December 1974, Zven, ki vene

(The Sound that Withers) in February 1976, etc. [ have written in more detail about the experiments of Nomenklatura in
the essay “Raziskave besede in zvoka v skupini Nomenklatura”.

4 This quotation comes from the essay “Poezija jezika”, published by Boris A. Novak on the occasion of the publication of
his poetic debut StihoZitje in Ljubljanski dnevnik on 31 December 1977.

5 Editor’s note: The Slovenian game takes its name from the German cross and circle game, Mensch drgere Dich nicht.
English variations of this game are known as Sorry!, Parcheesi or Aggravation.



of semantically still unformed voices, to the musical mediation of poems, the highest
sonic form of semantically articulated speech” (Nomenklatura, “Koncept” 189). The
so-called “sound actions with the body” (such as clapping the hands; clapping with
straight palms, with rounded palms, slapping the top of the wrist; clapping the palms
against other parts of the body, the floor, etc.) intensified in complexity all the way to
“reading the text” (exploring exaggerated reading, reading at different speed, intensi-
ty, pitch, singing of text) (195). It was about performing the acoustic body of the word,
communicating its vocal value. The exposition of the phonic signifier in relation to the
signified content opened the way to so-called acoustic writing.

A similar observation could be made about the LKB group - Literarni klub Branik
(The Branik Literary Club) (their name was a parody of the popular Branik Sports
Club from Maribor), founded in 1965 in Maribor by Miroslav Slana to provide young
artists with opportunities for public appearance. In the third year of their activity,
on 19 September 1968, Miroslav Slana, Andrej Brvar, Tone Partlji¢, Drago Jancar and
Francek Hedl presented their literary products (as they called them themselves) on
the Small Stage of the Slovenian National Theatre Maribor. They presented them in
the style of advertisements (in Andrej Brvar’s case) or as syllabic articulations of
phrases taken from the telephone directory (in Miroslav Slana’s case).

Presentations of Literary Works at the Pekarna Theatre

Pekarna Theatre was “an attempt at an intermediate medium between theatre and
other artistic expressions”, which demonstrated a tendency towards “total theatre”,
as Ivo Svetina quotes Lado Kralj in his monography (Gledalis¢e Pekarna 415). Here,
the so-called literary evenings of contemporary Slovenian writers held a special place.
They are presented in more detail in the monograph’s chapter entitled “Gledalisce
in literatura” (“Theatre and Literature”) (415-420). These were theatrical events in
which the creators wanted to present the works of living writers differently and were
mainly not subject to theatrical criticism.® As Kralj explains, these were “not tradition-
al literary evenings, but a kind of happenings”, except that they did not use this label
(qtd. in Svetina, Gledalis¢e Pekarna 416). Let us focus on the events which featured the
authors themselves.

6 They carried out the following events: Vecer Lojzeta Kovacica (Lojze Kovacic’s Evening), 1972; Vecer Daneta Zajca Dane
Zajc’s Evening), 1972, directed by Ivo Svetina; Vecer Marka Svabica ali “Predavanje o slovenski paranoji” (Marko Svabi¢’s
Evening or “A Lecture on Slovenian Paranoia”), 1973, directed by Lado Kralj; Matjaz Kocbek’s literary evening entitled
Smrt po smrti po bogu. (Literarno doZivetje s toplim bifejem, Zonglerjem, pesmicami, drobovino in zelnatimi glavami)
(Death after Death after God. (A literary experience with a warm buffet, juggler, poems, tripe and cabbage heads)), also in
1973; Happening Iva Svetine ali “Tiskovna konferenca” (Ivo Svetina’s Happening or “Press Conference”), 1973, directed by
the author alongside the publication of his book Heliks in Tibija (Heliks and Tibija); Ferdinand Miklavc’s Evening (Vecer
Ferdinanda Miklavca), 1973; Vasa partijska ljubezen, ocetje! Herojska smrt Zivljenja ... (Your Party Love, Fathers! The Heroic
Death of Life ... ), 1976, directed by Ivo Svetina, alongside the publication of his book of the same title). In two cases, The
Repertoire of Slovenian Theatres 1972-1977 does not note the directors.
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In 1976, on the occasion of the publication of Ivo Svetina’s poetry collection Vasa
partijska ljubezen, ocetje! Herojska smrt Zivljenja ... (Your Party Love, Fathers! The
Heroic Death of Life ...), the author staged an event that took the form of a theatre
performance. According to Svetina’s testimony, the event attracted considerable
attention, probably due to the provocative content and the very conception of the
collection, which simultaneously celebrated and ironized the October Revolution. For
this reason, the collection was not published by the Maribor publishing house Obzorja
(in 1972) but rather as a self-published edition (in 1976). In the Pekarna Theatre,
Svetina directed scenes which featured Ale$ Vali¢ (as Lenin), Jerca Mrzel (as Lenin’s
wife, Nadezhda Krupska) and himself. He decided to do this after a performance he had
seen a few years earlier at the Teatro Laboratorio in Rome. There, he had seen a recital
of Vladimir Mayakovsky’s poems performed by the well-known Italian actor Carmelo
Bene, who recited the poems with a great deal of pathos and irony, accompanied by
music, which impressed Ivo Svetina so much that he decided for a similar approach at
the Pekarna Theatre. The stage was “decorated with red flags, a large photograph of
Lenin lying in a deckchair, and slides with Mossfilm’s logo showing a typical statue of
two people fighting for a better future, for a paradise on Earth, a man and a woman in
typical socialist realist iconography, bare-chested and holding a hammer and sickle,
with a red star on one of the Kremlin’s belfries in the background” (Svetina, Gledalisce
Pekarna 419). The dramatic nature of the event was indicated by “a giant fan that
occasionally made (revolutionary) winds, unfurled the red flags and announced the
coming of new times” (419).

In 1973, Vecer Marka Svabica ali »Predavanje o slovenski paranoji« (Marko Svabi¢’s
Evening, or “A Lecture on Slovenian Paranoia”) was performed as a lecture (today, it
would be described as a lecture performance). The writer presented himself to the
audience as a lecturer “standing ‘in an ascetic stance’ behind a lectern with a micro-

m

phone and a glass of water, lecturing on ‘Slovenian paranoia’™ (Svetina, Gledali$ce Pe-
karna 416). This lecture turned out to be “on the paranoia of Marko Svabi¢, or rather
the revealing of his writing process to the public” (416). It had a striking effect on the
audience, as the author spoke “about his most intimate experiences, dreams, night-
mares, obsessions” and then went on to answer a few further questions posed by a
journalist. As Svetina notes, “the ‘performance’ staged by Svabi¢ was something com-
pletely different from the boring reading that almost as a rule takes place at ordinary

literary evenings” and describes it as a form of total theatre (417).

Matjaz Kocbek’s performance Smrt, po smrti, po bogu (Death After Death After God) was
“a real happening”, as the event’s label eloquently testifies: A literary experience with a
warm buffet, juggler, poems, tripe and cabbage heads (1973). Amid the richly decorated
action, “adorned” with considerable amounts of meat, Kocbek interpreted his own
poems and related the performance to the “shameless exhibitions” in the performance



Pupilija, Papa Pupilo and the Pupilceks, performed by the Pupilija Ferkeverk Theatre, in
which he had also appeared a couple of years earlier (Svetina, Gledali$ce Pekarna 417).

In the late 1960s and 1970s, poets and writers, in performances of their literary
works, playfully investigated the life of language on the theatre stage, the acoustic and
visual image of the word, and the effect it had on the audience. How to turn poetry and
prose into theatre? This was the central question they addressed: how to transpose
and transform the linguistic sign into the sign systems of the stage.

Three decades later, a group of playwrights and dramaturgs in PreGlej addressed the
problem of creating dramatic texts. If the writers of the neo-avant-garde groups were
interested in theatre as a space for exploring new dimensions of the literary word
and as a medium that (unlike the book form) allowed direct communication with the
audience, for the PreGlej authors, the theatre was the primary medium in which they
realised their ideas. In PreGlej, they addressed the question: How to write a play?
They focused on the question of how to transfer the logic of the stage into a dramatic
text and on the strategies for transferring the sign systems of the stage into the lin-
guistic sign.

Staged Readings in PreGlej

In 2005, a group of playwrights and dramaturgs of the younger generation gathered
around Simona Semeni¢ and founded the PreGlej group. In collaboration with the
theorist Rok Vevar, in a couple of years, they managed to establish a platform for the
creation, development and international exchange of playwriting within the Glej The-
atre. PreGlej was born out of a desire to acquire knowledge and skills in playwriting
and as a critique of the existing situation in theatre education and the evaluation of
dramatic works. At that time, it was possible to learn about playwriting skills in Slo-
venia at workshops organised by the Week of Slovenian Drama in Kranj but not at the
Academy of Theatre, Radio, Film and Television, University of Ljubljana.” The need
for developing dramatic texts led to organising a series of activities to encourage and
ensure continuous and systematic work on dramatic texts.

The PreGlejceks (PreGlejcki) (as Maja Sorli, herself an active member of PreGlej, calls
them, in analogy with the Pupilceks) thought of dramatic text as a potential perfor-
mance. On the second Saturday of every month, they worked on new or emerging
drama texts in the so-called PreGlej Laboratory, discussing and improving them. Lec-
tures were organised to encourage theoretical reflection on playwriting. In addition,
they introduced staged readings as a learning process of playwriting, allowing for

7 The course of Drama Writing was introduced at the UL AGRFT with the implementation of the Bologna Reform at the
University of Ljubljana in the academic year 2009/10.
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processual playwriting and presenting the developing drama as a work in progress.
They used the stage as a medium of communication with the audience - the first read-
ers, listeners or spectators. The staged readings were conceived to be a continuation
of the drama workshop, in which the playwright could learn how their dramatic text
functions on the stage and get the opportunity to discuss their work with the direc-
tor, the actors and the audience. The readings were prepared in collaboration with
directors and actors of the generation. After the staged reading as the first public
presentation of a new play, a discussion took place in which all attendees were invited
to exchange their opinions. In this way, the PreGlejceks tried to involve the audience
in the process of the play’s creation.

From a staging perspective, these were blocking rehearsals that advocated not only,
as Simona Semenic puts it, the simplicity of reading and staging approaches (qtd. in
Jesenko 27) but also the unrefined nature of the performances. Or, as BlaZz Lukan de-
fines staged readings, “It does mean a return to the text, although this does not imply
a revitalisation of some anachronistic dramatic theatre paradigm but rather a meth-
odological legitimisation of the text as the area of performance that does not require
anything but its own ‘textuality’ for its staging” (Text as Stage 211).

PreGlej’s staged readings demonstrate an understanding of playwriting as perfor-
mance writing that conceives of drama as always already transposed into the medi-
um of theatre and transcribed into the language of the stage. This view of playwrit-
ing was also evident in the performance of Devet lahkih komadov (Nine Easy Pieces,
2007), conceived as a provocative political gesture and a critique of the evaluation
of dramatic texts in Slovenia. According to Rok Vevar, one of the central problems in
Slovenia was that “the theatre elite ‘knows exactly what good drama is” (“PreGlej”
19). In his opinion, what was most appreciated in Slovenia at the time was “‘dramat-
ic realism)’, fluent dialogue, language in the function of circumstances, situations and
intentions, and neither too complex nor complicated structures. In short: something
that can be adapted to the methodological clichés of psychological realism” (19). In
the study and theoretical reflection on drama as a literary genre and a performance
event, the drama workshops at PreGlej Laboratory explored what else drama could
be. According to the analogy with Duchamp’s urinal, Vevar gave the participants the
task of exploring what Ready Made could mean in drama. The result was a collec-
tion of texts — Nine Easy Pieces taken from various contexts of everyday life (such as
washing machine instructions, popular science texts, medical texts, transcripts of a
professional debate, a chat, a forum, etc.), which the workshop participants then au-
thorially reworked.? Their performance took the hybrid form of a staged reading and
performance, which was carried out on 1 April 2007, the day on which the closing
Wssesofauthorial reworking of the “ready-made” texts are presented by Maja Sorli (“Dva primera” 76). The

authors were Zalka Grabnar Kogoj, Iztok Ilc, Jerneja Kusar, Miha Marek, Janko Oven, Peter Rezman, Simona Semeni¢, Maja
Sorli and Rok Vevar.



ceremony of the Week of Slovenian Drama took place in Kranj and the Slavko Grum
Award for the best new Slovenian play was awarded.’ Nine Easy Pieces was conceived
as an “action” which “attempted to disrupt the order that dictates the criteria for Slo-
venian playwriting” (Sorli, “Politi¢nost” 18). Besides this, it also meant a thorough
questioning of no longer dramatic theatrical texts. Maja Sorli compares PreGlejceks
with the Pupilceks, who also used diverse artistic and non-artistic texts taken from
other media and their contexts in their performance Pupilija, Papa Pupilo and the Pu-
pilceks in 1969. Their transfer to the stage, however, was not controversial. In fact, the
text for Pupilija and its composition did not receive any attention at all. The shocking
bit was the final scene, in which a chicken was ritually slaughtered, which, as inter-
preted by Veno Taufer, signified “the death of literary, merely aesthetically functional
theatre in Slovenia” (42). Four decades later, the performance of the so-called ready-
made texts in PreGlej further inflamed the then-heated debates about what constitut-
ed drama. These discussions focused on the questions of what is original drama and
what is original Slovenian drama.’ It was a time of crisis in drama writing and a lack
of new plays, while repertory theatres were increasingly staging dramatisations of
prose works (which have been a constant feature on Slovenian stages). At the same
time, the increase in devised theatre productions brought forth many so-called no
longer dramatic theatre texts.

The PreGlej group also popularised the form of staged readings with the first festival
of drama writing in Slovenia called PreGlej na glas! (PreGlej Out Loud!) (2006), which
grew into an international festival. During the eight years of its existence, it has suc-
cessfully promoted the exchange of dramatic texts (Ljubljana - New York, Ljubljana
- cities in the former Yugoslavia, etc.) and accelerated the staging of new plays in Slo-
venian theatres. PreGlej, with its enthusiastic cultural-artistic guerrilla, as Rok Vevar
puts it (“Za dramsko pisavo” 3), started a proper trend of staged readings, establish-
ing it as a form of public presentation of drama at the Slovenian Drama Week festival
where every year the nominees for the Slavko Grum Award for best new Slovenian
play are presented in the form of staged reading; and at the Academy of Theatre,
Radio, Film and Television, where they are continuously put on by students (either
under the supervision of Zanina Miré¢evska or independently). Playwrights and dra-
maturgs of the younger generation have also established a new platform for dramatic
creativity, founding the Vzkrik! Festival of Dramatic Writing (in 2017).

9 The text of Nine Easy Pieces also competed for the Slavko Grum Award. Interestingly, three years later, Janez Jansa’s
“ready-made” text Slovenian National Theatre was nominated for the Slavko Grum Award. The production (in the form
of the so-called verbatim theatre) had already won the 2008 Borstnik Award for theatre innovation and aesthetic
breakthrough. It was one of the five plays nominated for the 2010 Slavko Grum Award. Three equivalent awards were
bestowed to Ivo Prijatelj for his play Totenbirt, Simona Semeni¢ for 24ur (24HRS) and Ivo Svetina for his play Grobnica za
Pekarno (A Tomb for Pekarna Theatre).

10 These issues are comprehensively analysed in the thematic section “Literatura in teater” (“Literature and Theatre”) in
the Literatura journal (January/February 2006, Vol. 18, No. 175-176, pp. 67-190).
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The playwright and PreGlej initiator Simona Semenic has used staged readings as a pro-
cedure in the creation of plays also outside PreGlej, for example, when writing the text
for the production Se ni naslova (no title yet) directed by Tomi JaneZic¢ and performed by
the Mladinsko Theatre (2018). She wrote the text on the fly when rehearsals were al-
ready underway, and it was possible to check its stage dimension in collaboration with
the actors and to harmonise or, better, develop it in dialogue with the director and the
concept of the performance. Although this kind of playwriting can rarely be seen in rep-
ertory theatre, it has been a common practice throughout the history of theatre. As Rok
Vevar points out, “classical drama was produced on the fly, that is to say: together with
practice”, that is to say, with ongoing “staged readings” that suggested further revisions
(“PreGlej” 20). He points to Shakespeare’s dramatic work as an example.

In Slovenian theatre, for example, Emil FilipCic’s texts for the productions directed
by Vito Taufer were created in this way: Altamira (SNT Drama Ljubljana, 1984), At-
lantida (Atlantis, Mladinsko Theatre, 1988) and BoZanska tragedija (The Divine Trag-
edy, PreSeren Theatre, Kranj, 1989). TomaZz Toporisi¢ notes that Filip¢i¢ acted as a
writer-in-residence and compares the role of FilipCic in the process of creating a pro-
duction to Barthes’s modern scriptor (129). He also notes that Milan Jesih had taken
on this role even earlier when preparing the text for Limite (Limits, 1973), directed
by Zvone Sedlbauer at the Glej Experimental Theatre and that, in the 1990s, Andrej
Rozman took it on when writing the text for Tartif (Tartuffe) directed by Vito Taufer at
the Mladinsko Theatre in 1993 (129-130). This is also how Dusan Jovanovi¢’s Zrtve
mode bum-bum (Victims of the Bang-Bang Fashion) was created at the Mladinsko The-
atre in 1975. The production of dramatic texts as performance writing has also be-
come established in devised theatre practices.

Conclusion

Neo-avant-garde theatre practices and PreGlej shared an interest in how their (poetic,
prose and dramatic) works affect the audience. What was common to them was the
question of the nature of the stage sign. During the 1960s and 1970s, poets and writ-
ers addressed this question regarding the transposition of the linguistic sign into the
sign systems of the stage. In the first decade of the 21 century, however, playwrights
and dramaturgs in PreGlej approached the question from the opposite perspective:
how to inhabit the logic of the sign systems of the stage in the linguistic sign? Or, to
putit another way: how to think of drama as if it had already been staged and to write
a dramatic text?

The poets and writers who presented their literary works to the audience embodied
writing itself while allowing it to transcend them and grow into other sign systems



of the stage. In doing so, they created diverse forms of performance writing that gave
rise to early examples of no longer dramatic theatre texts on Slovenian stages, and
this way shaped the stage aesthetics in the outline of post-dramatic theatre. Three
decades later, the PreGlej participants used the form of staged readings as a method
for processual playwrighting creation. In the staged readings, they were testing how
their plays functioned on stage in dialogue with the performers and the audience in
order to master the techniques of playwriting and to establish drama as a perfor-
mance. Through playwriting, they shared the function of the playwright with the stag-
ing’s creators and the audience. Committed to the exploration of drama as a genre and
in search of innovative approaches to the creation of no longer dramatic theatre texts,
they linked the practice of playwriting to the theory of drama and theatre. Through
the totality of their activities (the organisation of the first Slovenian playwriting fes-
tival PreGlej na glas!, constructive criticism of the systems of evaluation of dramatic
texts and the popularisation of staged readings), they aroused interest in playwriting
as a trendy activity among the younger generation of theatre artists. They significant-
ly contributed to revitalising the field of dramatic creativity in Slovenia. Despite the
diverse artistic interests of the neo-avant-garde groups and the PreGlej group, their
authors reached beyond the conventions of writing or producing theatre texts and
paved the way for new approaches and aesthetics of performance through perfor-
mance writing.
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