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Sodobna dramatika po letu 2000’

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

Tako smobilize obkoncusSestdesetihletprejSnjegastoletjapricat.i.performativnemu
obratu (Erika Fischer-Lichte), ki je v nadaljevanju vplival na pojav postdramskega
gledalisc¢a (Hans-Thies Lehmann) oz. nove estetike performativnega (Erika Fischer-
Lichte), na podrocju dramskega pisanja pa je v osemdesetih in devetdesetih letih
prinesel ne ve¢ dramske gledaliSke tekste (Gerda Poschmann) oz. postdramska
besedila. O renesansi dramske pisave smo govorili ob gledaliscu »u fris«, ki se je
razvilo v devetdesetih letih prejsnjega stoletja v Veliki Britaniji in je vplivalo na
razvoj dramatike po vsej Evropi. Po letu 2000 se je predvsem v nemski literarni
teoriji in teatrologiji zacel uveljavljati nov nacin pisanja za gledaliSce, ki ga Birgit
Haas imenuje »dramatisches Drama« oz. v slovenscini »dramati¢na drama«. Gre za
gledaliska besedila, ki ponovno v vecji meri gradijo na dialogu in prepoznavnem ter
vsaj delno koherentnem dramskem dejanju, obenem pa jih zaznamuje poudarjena
politicna / druzbeno angazirana poanta. Hkrati so se zacela uveljavljati nova
poimenovanja dramskih pisav onstran postdramskosti, npr. neodramsko (Anne
Monfort) ali postpostdramsko gledalis¢e (Elisabeth Angel-Perez), v Kkaterih
avtor ohranja svojo prisotnost z lirizacijo in epizacijo. Sodobna dramatika nas
tako izpostavlja dekonstrukciji nasprotja med reprezentacijo in prezentacijo,
hkrati pa kljub motnjam v fikcijskem besedilnem kozmosu vzporedno vseeno
vzpostavlja mocan proces redramatizacije, vbrizganja dramskega in dramaticnega
v postdramsko tkivo iger.

0 teh vprasanjih so raziskovalci razmisljali na Amfiteatrovem znanstvenem simpoziju,
ki je potekal oktobra 2021 v Ljubljani. Na podlagi teh razmislekov in raziskav je
nastala tokratna tematska Stevilka revije, ki odpira Stiri temeljne teme:

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

1 Urednistvo te Stevilke in pisanje uvodnika je potekalo na AGRFT Univerze v Ljubljani v okviru raziskovalnega programa
Gledaliske in medumetnostne raziskave P6-0376, ki ga financira Javna agencija za raziskovalno dejavnost Republike
Slovenije iz drzavnega proracuna.



2. Koliko je postdramsko gledalisce res prelom oz. ali je njegov prelom z reprezentacijo
mogoce iskati Ze v tradiciji metadrame?

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

4. Katere so vsebinske in formalne znacilnosti dramatike, ki jo piSe najmlajsa
generacija t. i. milenijcev?

Prvo temo odpre Aleksandra Jovicevi¢, ki raziskuje sodobna uprizoritvena besedila.
Slednja morajo upostevati tako spremembe besedilne predloge v uprizoritvi kot
tudi aktivno vlogo gledalcev, ki ta hipertekst soustvarjajo. S Studijami posameznih
uprizoritev ali uprizoritvenih praks ta razmislek dopolnjujejo Zuzana Timcikova,
ki piSe o avtenti¢nosti v sodelovalnem gledalis¢u na Slovaskem, Zala Dobovsek z
natanéno analizo Hlapca Jerneja Zige Divjaka, ki uporablja pristope dokumentarnega
gledalisca, in Hana Strejckova z raziskavo ambientalne avtorske drame.

Drugo temo odpira Lada Cale Feldman, ki razpravlja o nasprotju med reprezentacijo
in prezentacijo v postdramskem gledaliS¢u ter se sprasuje, ali bi lahko odmik od
reprezentacije iskali Ze v metadramskih tekstih v preteklosti. Pokaze na presenetljive
podobnosti med sodobnimi teksti (Zapiranje ljubezni Pascala Ramberta, 2011, in Avtor
Tima Croucha, 2009) ter med Shakespearovim Hamletom in Calderénovim Velikim
gledaliscem sveta. Nadalje temo analizirata Kristof Jacek Kozak, ki se ukvarja z odmevi
klasi¢nih tragedij v postpostdramskih besedilih Elfriede Jelinek, Stefana Hertmansa
in Vinka Mdderndorferja, ter Lara Jerkovic, ki se ukvarja z dramsko formo in eti¢nimi
razseznostmi gostije Simone Semenic.

Tretjo temo zacrta Jure Gantar z razmislekom o dramskem znacaju, ki v
postdramskem gledaliS¢u razpada oz. postaja vedno bolj fragmentaren, a se zdji,
da v postdramski komediji ni povsem tako. Razlicne teme v sodobnem dramskem
pisanju analizirata tudi Pavel Ocepek, ki raziskuje temo seksualnosti v dramah
Simone Semeni¢, in Hanna Veselovska, ki analizira vpliv druzbenih omrezij in
njihovo uporabo v dramskem pisanju.

V Cetrto temo se najprej uvrscarazprava Lucije Ljubi¢ in Martine Petranovic o poeti¢nih
tendencah v sodobni hrvaski dramatiki. Podobo najmlajse generacije slovenskih
dramates pa izriSejo Varja Hrvatin, MaSa Radi Buh in Jakob Ribi¢. Benjamin Zajc
vzporeja prav to generacijo (Iza Strehar) tudi s hrvaskimi (Dino Pesut) in srbskimi
pisci (Gorana Balancevic).

Tematski del zaokrozujeta razpravi, ki vsaka na svoj nacin dopolnjujeta opisano sliko.
Matic Kocijancic analizira uprizoritve Sofoklejeve Antigone na slovenskih poklicnih
odrih in tako razsirja clanek Kristofa Jacka Kozaka. Luka Benedic¢i¢ pa s poskusom



povezati Brechtov pojem gestusa z ritualom in tabujem ponovno odpira temo eticne in
politicne moci gledalisca.

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

Stevilko zakljucujejo recenzije aktualnih monografij s podro¢ja. Tokrat predstavljamo
Gledalisce upora Alda Milohnic¢a, zbornik Adapting Greek Tragedy: Contemporary
Contexts for Ancient Texts, ki sta ga uredila Vayos Liapis in Avra Sidiropoulou, ter
Ekvinokcij Marjana Kozine Boruta Smrekarja.

Sodobno gledalisko pisavo in gledaliSce zaznamuje soobstoj razli¢nih praks, ki segajo
od postdramske o0z. ne ve¢ dramske pisave do postpostdramske ali kar dramske pisave.
V tem soobstoju razlicni pristopi vplivajo eden na drugega, se izmenjujejo v opusih
posameznih avtorjev ter se vedno znova preoblikujejo ob prenosu na gledaliski oder.
Tudi slednji se predvsem z aktivnim vkljuevanjem gledalcev vedno znova kaze kot
pojav, ki se izmika opredelitvam in se ne pusti zlahka zajeti v teoreti¢ni diskurz. Tako
drame, gledaliske uprizoritve in teorija eden drugemu postavljajo vedno nove izzive.
Vse to pa je tisto, kar dela nase raziskovalno polje izredno vznemirljivo. Tokratna
Stevilka odstira Stevilna vprasanja in izrisuje kompleksno podobo dramskega pisanja
zadnjih dvajsetih let.

Gasper Troha






Contemporary Drama after the Year 2000

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

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

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

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

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



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

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

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

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

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

The fourth theme is first discussed by Lucija Ljubi¢ and Martina Petranovi¢ with an
analysis of the poetic tendencies in contemporary Croatian drama. Varja Hrvatin, Masa
Radi Buh and Jakob Ribic¢ describe the image of the young generation of Slovenian
playwrights, and Benjamin Zajc compares Slovenian playwrights of this generation
(Iza Strehar) with Croatian (Dino Pesut) and Serbian writers (Gorana Balancevic).

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



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

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

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

Gasper Troha
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The paper deals with different forms of the performance text, still @ new phenomenon
in contemporary theatre, which requires new instruments for its analysis. The structural
transformation of the written text into the performance, including the role of the spectator
in it, confirms the fact that the performance text does not simply mean a new kind of
the written text - and even less a new type of theatre text, but rather an essentially
changed hypertext. Instead, the performance text could also be called an open text of
the performance, in the sense that it requires spectators to become its active co-writers.
Can we, therefore, define the performance text as a scenic écriture, collective writing,
hypertext, stretch text, or even écriture corporelle? Furthermore, how can it be translated
from stage to page to be preserved for future studies?

The performance text is impossible without its author(s). Therefore, the paper deals with
the performances of The Wooster Group, Motus, René Pollesch, Joris Lacoste, Milo Rau and
Oliver Frlji¢, who are all constantly producing performance texts with their actors, without
separating the process of writing from directing.

Keywords: contemporary theatre, performance art, theatre play, theatre directing,
performance text, hypertext, dramaturgy, crystal image, storytelling, archive, repertory,
performer, actor, narractor, theatre spectator
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From Stage to Page: New Forms of the
Performance Text

Aleksandra Jovicevic
La Sapienza University, Rome

1

For centuries, the theatre was accused of being exceptionally logocentric. The
theatre play or drama was seen as a primary producer and transmitter of meaning
and represented the main source of understanding a theatre production. It also
represented a basic document for the history of the theatre. Yet, theatre and drama are
two different phenomena, and their relationship to each other remains unresolved.
According to Bernhard Dort, the unification of text and stage never really took place,
always remaining a relationship of oppression and compromise (173). Especially
the contemporary theatre confirms that a harmonious relationship between them is
impossible but instead that there is a perpetual conflict between text and scene. Being
a latent structural conflict of any theatrical practice, this inevitability can now become
“a consciously intended principle of staging” (Lehmann 145). There is a significant
distinction between two forms of texts: one that precedes the production (i.e., a play,
dramatic text or any kind of written text) and the other that follows the production
(text of the performance or the performance text). Therefore, instead of “asking what
a dramatic text is, and what are the types of existing dramatic texts (a question as vain
as it is desperate), it would be better to observe what we can do with texts, how mise
en scene and performance art handle them” (Pavis 248).

Forafew decades now,adramatic texthas completely emancipated itselffrom the stage
and became a literary genre just for reading. It is no longer seen as an “authority” that
controls and governs the process of staging and/or as the central and most important
element of the theatre production. It is defined as something out of which the staging
process departs as a source of conception and inspiration, but it can also stand on its
own as an independent literary form. On the other hand, the performance text is seen
as the final result of the theatre production, where the bodies of actors, the space,
and the props have appeared in particular materiality, and thus its written form has
become redundant or overpassed. During the rehearsals, the actors must internalise
any kind of text and then externalise a new kind of text, the performance text. This



always happens in traditional or experimental theatre, regardless of whether the text
is performed in full, with cuts and changes, or interspersed with additional material.
The actors must seize and incorporate the text, or the texts, and embody them so that
something other than the written text is created - first the text of mise-en-scene and
then the performance text.

We could conclude that this tension or rupture with the theatre play started with
Brecht's creation of epic theatre. In his analysis of Brecht’s epic theatre, Walter
Benjamin noted that dialectical images are by no means solely linguistic images
because the text is no longer a basis of that performance but “a grid on which, in the
form of new formulations, the gains of that performances are marked” (2). Thus, the
function of the text in epic theatre is not to illustrate or advance the action but, on
the contrary, to interrupt it and proceed “by fits and starts, in a manner comparable
to the images on a film strip” (Ibid. 21). Epic theatre introduced a new way of writing
that came closest to what we now define as a montage or collage of different texts
or an anti-linear, fragmentary dramaturgy. Most importantly, it introduced how the
performer’s body creates meaning and, finally, the codes of meaning produced by
the performance text. Brecht was probably the first who introduced the ontological
status of live performance in his work by extensive use of Model books. These
books came closest to what we today define as the performance text. However, any
attempt to reproduce exactly how they were annotated always differed from the
original production, becoming new performances and thus had nothing to do with
Brecht's originals.

Hence, the time and space of the performance (here and now), its social and cultural
context, and the relationship between performers and spectators are all interwoven
in a texture and cannot be separated, constituting the text of the performance. A
written and/or verbal text is then transformed into the performance text, which
includes performers, their movements, their “body language”, their reductions or
deformations of the linguistic material (pauses, silence, shouts, murmurs), their
relationship to the space and time of the performance, as well as to the spectators,
including all the material elements used: costumes, props, lighting, screens,
microphones, etc. The presence of human and sometimes animal, hybrid and cyborg
bodies, gestures and voices also transform the written language into a “language” of
tones, words, sentences and sounds that form a scenic composition through different
forms of dramaturgy (visual dramaturgy, sound dramaturgy, actors’ dramaturgy, and/
or spectators’ dramaturgy, etc.).

The structural transformation of the written text into the performance, including
the role of the spectator in it, confirms the fact that the performance text does not
simply mean a new kind of the written text - and even less a new type of theatre text,



butrather an essentially changed hypertext. Roland Barthes defines the theatre as “a
kind of cybernetic machine” which, as soon as the curtain rises, emanates a variety
of simultaneous messages, some of which persist over time (scenography), while
others change continuously (words and gestures). This informational polyphony,
this thickness of the signs, is a fundamental characteristic of theatre, which
constitutes one of the most difficult challenges for the semiotic analysis. Thus, a
whole performance could be seen as a text, where every structured combination
of signs, regardless of what sort of signs they are, are seen as a text. From a
semiotic perspective, however, the written text and the text of the performance are
two different sign systems. Each has specific characteristics and limitations that
influence its means of expression. Therefore, several questions arise about the
function and role of the performance text because any kind of text is incomplete
when it comes to the performance.

The performance text could also be defined as a piecing together of different elements,
material and conceptual alike, that exist only during a performance, in the very act
of performing, during an event, performance, or in representation that produces
different performance texts, which Alain Badiou calls theatre-ideas (72). This also
means that theatre-ideas could not be produced by any other instruments or at any
other place; none of the elements by itself could produce theatre-ideas or even the
text of the performance itself. The theatre-ideas come forth only in the (brief) time
of its performance, of its representation. Therefore, all performance texts could be
defined as “open” texts since they require the spectators to become active co-writers.
Can we, therefore, define the performance text as a scenic écriture, collective writing,
stretch text, or even écriture corporelle? Furthermore, how can it be traced from stage
to page to be documented and archived for future studies?

Is the performance text a final document of the staging process or an entirely new
kind of text? No matter how much the practitioners, theorists and critics are trying to
describe the creation process from page to stage, something always remains lacunose
and cannot be revealed. Perhaps a fairly recent concept used in the theatre studies -
“Genetics” (a term borrowed from the study of literary manuscripts to describe the
genesis of a text from an idea up until the moment of publication), could be applied
to describe and apprehend this processes (Pavis 82). According to Pavis, in the case
of the theatre, genetics is concerned with the creation of the text of the performance,
from the study of everything that precedes the production, from a written text and/
or texts, through the text of mise-en-scene, to the performance text, precisely all that
is finally presented to the public.

Still lacking the right terms to describe this process from stage to page, perhaps we
can turn to theories outside of the theatre. For example, the concept of “crystal image”



can come to the rescue when defining the performance text. Not only stage directions,
the space, lights, sound, the set and costumes, but also the bodily co-presence of the
performers and the public; altogether, they create that which could be defined as
a crystal image. Deleuze examines how time discloses itself through the semiotic
dimension of cinema. Subsequently, Deleuze identifies three distinctly different senses
of cinematographic time: 1) time as the movement of image; 2) the movement of time-
image; and 3) the appearance of time itself. In the cinema, the crystal image is a shot
that fuses the past of the recorded event with the presentness of its viewing. Instead, in
the case of the performance text, we could speak about the fusion of the presentness
of viewing and its recollection in the future. Both in the theatre and cinema, the
crystal image is an indivisible unity of the virtual image and the actual image. Based
on the strength of this method, the main objective is two-fold: to demonstrate that
the performance text could be approached not only as a special kind of semiotic
phenomenon but to further our understanding of the materiality and completeness
of the performance. Precisely, because contemporary theatre increasingly extends
its borders with the help of visual and sound effects, and with the combination and
juxtaposition between video and digital projections with the live presence and/or
liveness of the performance, it has to refer to the performance text as a quality that
can reflect and testimony its crystal image.

2.

There are many texts used in the landscape of the contemporary theatre, such as
scenic essays, political speeches, theoretical texts, discursive novels, epic poems, i.e.
different texts that offer a public reflection on particular themes instead of traditional
theatre plays. Theoretical, philosophical or aesthetic texts are taken out of their
familiar context and reintroduced in different productions. Companies and directors
use the stage to “think aloud” publicly or to exchange their ideas with the audience.
In this kind of work, one can also find the actors who are more absorbed in different
social and political debates than in their presentation, as in the works of The Wooster
Group, Motus, Rimini Protokoll, Forced Entertainment, as well as in the productions
of René Pollesch, Falk Richter, Joél Pommerat, Milo Rau, Joris Lacoste and Oliver Frlji¢,
to name a few artists, who are all constantly making performance texts with their
actors or companies and who do not separate the process of writing from directing.
“I do not write plays, I write performances [...] the text is what comes afterwards, and
what remains after the theatre” (Pommerat cited in Pavis 250).



In his famous document The Ghent Manifesto, Milo Rau states,

One: It's not just about portraying the world anymore. It's about changing it. The aim is
not to depict the real, but to make the representation itself real.

Two: Theatre is not a product, it is a production process. Research, castings, rehearsals
and related debates must be publicly accessible.

Three: The authorship is entirely up to those involved in the rehearsals and the

performance, whatever their function may be - and to no one else.

Thus, the contemporary theatre “becomes more presence than representation,
more shared than communicated experience, more process than product, more
manifestation than signification, more energetic impulse than information” (Lehmann
85). This is certainly true for the works of René Pollesch, where, for example, one
can witness a public debate among the actors about a given subject rather than a
real theatre production. In all Pollesch’s plays, there is neither a story, nor characters,
nor a possibility of identification. Pollesch’s characters become objects of total
capitalisation, multiple interfaces and a presentation of the neoliberal society. In
productions, actors are more like performance artists because their provocative
presence and the liveness of their performing come to the forefront, more so than
representing a character would do. The actors confront the audience, talking about
their own existence, seeking to transform their ideas/texts into life so that the
audience may be entirely “drawn” into those texts, which are usually theoretical and
non-representational.! Therefore, the actors take a specific risk, like in performance
art, because they never know how the audience will react to their performance and
how they will end - Pollesch’s performances deliberately seem unfinished, even like
failures.? A typical Pollesch show is characterised by a fluent, chatty dialogue that
combines the technological and neoliberal jargon with the philosophical language
and high-energy performances from a group of charismatic actors whose creative
input during the rehearsal process effectively makes them co-authors, like in Life on
Earth Can be Sweet, Donna (2019).3

This principle of polyglossia proves to be universal for most of the contemporary
theatre. It is asserted on several levels, “playfully showing gaps, abruptions and
unsolved conflicts, even clumsiness and loss of control” (Lehmann 147). Most
of the time, the audience is made aware of the physical, motoric act of speaking
or reading the text itself as an unnatural, not self-evident process, like in some

1 Pollesch has written more than hundred plays in a thirty-year career - an average of two per season - and had directed
nearly all of them.

2 In his play, Pablo in der Plusfiliale (Pablo at a Plus Supermarket, 2004), Pollesch used a selection of writings by a number
of economics experts on the grey economy in Third World Countries.

3 The staring point was Donna Haraway’s A Cyborg Manifesto (1985).



works of The Wooster Group. They carried out a similar experiment in their
famous production of Hamlet (2007-2013), based on the film Hamlet, directed
for television by John Gielgud in 1964, with Richard Burton in the title role. The
Wooster Group, in its distinctive style of “dance with technology”, used the film as
a kind of reference text and, projecting it alongside the stage action of the actors,
created the live interaction in a sort of “very sophisticated form of karaoke”. Thus,
the show constitutes an emblematic example of the increasingly widespread
practice of interaction between audiovisual technologies and knowledge
incorporated in the theatre, a hyper-media show based on the highly refined use
of the most up-to-date audiovisual technologies.

This sort of “karaoke” was already used in the theatre by the Italian author-actor
Carmelo Bene, whose favourite technique was a kind of playback that often replaced
dialogue in his shows. Bene was also famous for his detractions of different texts, a
process defined by Deleuze as amputation (85). In the process of subtraction, Bene
took away from classical plays the action, dialogue, characters and even the diction,
so Deleuze rightly wondered, what was left? Everything, but in a new light, with new
words, new pronunciations, new sounds, new gestures, new stage and audience
relationships. There was no longer any dialogue but simultaneous and successive
voices superimposed and transposed, enclosed in this temporal space of variation.
The Italian critics have “accused” Bene of carrying out a work of “aphasia” on the
language (whispers, stammering or deformed diction, barely perceived or deafening
sounds), and an impediment work on things and gestures, practices that hinder
movements instead to facilitate them, gestures that are too rigid or excessively weak,
accessories that move with difficulty.

Similarly, French author-director, Joris Lacoste, started an ongoing project,
Encyclopédie de la Parole, in 2002. With a group of poets, musicians, scientists,
visual artists, theatre and radio directors, dramaturgs, choreographers and
curators, Lacoste has ever since been collecting audio fragments of what is said or
uttered in public and private. Lacoste’s work is deeply about language, not about
what is said and what it means, but about how it sounds. “All the work I've done
is based on speech, but we never use texts. We use the recordings themselves, as
a kind of score. Including the pauses, silences and rhythms in what is being said”
(Lacoste in Ramaer). During the performance, the language does not organically
reside in the performer’s body but remains outside as a foreign body. Out of the gaps
in speech emerge stuttering, failures, accents and flawed pronunciation that mark
the conflict between body and word. The linguistic material and that of the staging
interact with the theatrical situation, understood comprehensively by the concept
of the performance text.



Even if the term “text” here is somewhat imprecise, it does express that each time
occurs a connection and interweaving of (at least potentially) signifying elements.
In fact, according to Pavis, the texture is a theatrical expression because it links the
scenes, dialogues and all the materials brought into the space/time of a production/
performance (251). As in texture, when only by touching it can we understand its
materiality. We only believe in the performance text after we have been witnessing its
spatial-temporal disposition, rhythmic quality, as well as its visual and sound aspect.
The experience of seeing, listening, witnessing, perceiving and interpreting leads us
to an aesthetic experience and the creation of meaning. Textuality, according to Pavis,
is how verbal, visual, sonic, musical and rhythmic matter is used by authors and actors
and then picked up by spectators and critics.

Sometimes, the actor is completely in charge, turning herself into a narractor (Pavis
147). In the production MDSX, by the Italian theatre group Motus, based on Jeffrey
Eugenides’ novel Middlesex, the actor Silvia Calderoni inserts her autobiographical
work, sothe spectatoris never sure whatisher own textand whatis the text of the novel.
To this, Motus also added quotations from Judith Butler’s Gender Trouble and Undoing
Gender, Donna Haraway’s A Cyborg Manifesto, Paul B. Preciado’s Manifeste Contra-
sexuel and other bits of the kaleidoscopic universe of Queer. However, Calderoni is
alone on the scene, embodying and undoing her gender, using her own body to tell a
story of violence, pain, confusion and acceptance. Thus, she challenges the tradition
that tends to separate theatre from storytelling, the actor from a storyteller. She moves
without warning from the role of the narrator-commentator to that of the character,
without any dramaturgical justification, except for that of telling the story.

Then, one could ask, who is the real author of the text of the performance? For
example, when not deconstructing a classical text, Oliver Frlji¢ is presenting his own
performance texts that are sometimes based on facts and sometimes on invented
narratives. In several interviews, he stated that he is very sceptical towards theatre
- for him, theatre is fake as a medium, and he feels embarrassed most of the time
watching people on stage. It is interesting to note that Frlji¢, like Pollesch, is never
concerned with what can be defined as a successful performance. On the contrary, most
of his productions seem unfinished, a kind of mis-performance, a sort of bad amateur
theatre, strongly influenced by performance art. The connoisseurs of performance art
can recognise many citations from the works of Joseph Beuys, Carolee Schneemann,
Marina Abramovi¢, Vito Acconci, Paul McCarthy, etc. The audience has a similar
reaction to his productions as it had to these performances: they are disgusted, they
protest or leave the theatre, but they are never indifferent. Frlji¢ himself claims:

When [ started to think about the arts, of what and of how could do things,
performance art was my first choice because of at least two things. First, it was
available, you didn’t need anything: it was like conceptual art, you need your idea,



you have yourself as performer, you can perform whenever you want, etc. I prefer the
original politics of performance art: no repetition, no rehearsing and no recording. So
the only trace of each performance is an experience shared between you as a performer
and the audience (Frlji¢ et al.).

Nevertheless, what are these traces, and how they can be tracked and conserved?
The central goal of such a reflection should be to analyse with precision the creation
and meaning of the performance text as a new and unavoidable theatre tool that
enlarges the definition of contemporary theatre. In her seminal book, The Archive
and the Repertoire, Diana Taylor provides a new understanding of the vital role
of the performance (in this case, for the history of the Americas). She argues that
different performances, from plays to official events to grassroots protests, must be
taken seriously to store and transmit knowledge. Taylor reveals how the repertoire
of embodied memory - conveyed in gestures, the spoken word, movement, dance,
song and other embodied practices - offers alternative perspectives to those derived
from the written archive. By examining several performances in South America
and the United States, Taylor exemplifies how people participate in producing and
reproducing knowledge through performing it. Therefore, if performance could be
a form that comes closest to the conditions under which we could understand our
own experience, becoming a repertoire that “enacts embodied memory”, then the
performance text could serve as its archive. Precisely, the embodied knowledge of
the repertoire becomes the performance text in which different political, social and
cultural positions are safeguarded in a kind of archive.

Many of the abovementioned live collaborative practices are made to motivate the
audience to join in and activate the social context in which these practices unfold.
According to Boris Groys, the tendency towards collaborative, participatory practice
is undoubtedly one of the main characteristics of contemporary art and, we could
add, contemporary performance. “Emerging throughout the world are numerous
artists’ groups that pointedly stipulate collective, even anonymous, authorship of
their artistic production” (Groys 200). However, only a few postmodern performance
artists have tried to regain common ground with their audience by enticing them out
of their passive roles using political or social engagement. This decision by the artists
to give up their exclusive authorship would seem primarily to empower the viewer.
“This sacrifice ultimately benefits the artist, however, for it frees him from the power
that the cold eye of the uninvolved viewer exerts over the resulting artwork” (Ibid.).

This leads us back to Brecht, according to whom the most successful theatre will be
the one that enters into a risky association between artists and spectators. It aims
to realise the intellectual as well as emotional abilities of the spectators, looking for
that which may be created in a new context of the performance. This position cannot



and may never be neutral. On many occasions, Brecht stressed that “the audience is
a collection of individuals, capable of thinking and reasoning, of making judgments
even in the theatre; it treats them as individuals of mental and emotional maturity,
and believes it wishes to be so regarded” (78). Viewed in this way, the text of the
performance comes closest to what can be defined as the “efficacy” of the performance,
which means that the “real” essence of the performance is communicated by its public
impact and not by the text itself.

Brecht's demand that authors should not “supply” the theatre with their texts but
instead change it has been realised far beyond his imagination. The strong urge of
contemporary artists like Pollesch, Rau or Frlji¢ to make their art useful could be seen
historically as a new position and requires a new theoretical reflection. Their thesis
is more or less similar: the theatre rejects the written text as a foreign body, as a
“world outside the stage”. The central goal of such reflection should be to analyse the
meaning and political function of the performance text with precision. Only then can
this dilemma over the performance text be settled and such productions generally
accepted, even if outside the mainstream theatre.

It should not be forgotten that the current consideration of the performance text
was prompted by the transformations introduced in the theatre in the 1960s.
Environmental theatre, participatory theatre, theatre of images, non-verbal theatre,
documentary theatre, performance art, happenings, assemblages, social theatre,
etc, all contributed to creating the performance text. Furthermore, scientific
disciplines such as semiotics, theatre anthropology, theatre sociology, aesthetics and
performance studies all offered valuable instruments for analysing the performance
text. However, to invent a more substantial theory of the performance text, we need
to create a new theoretical framework based on the common ground between artistic
practice and theory. Without treating it as a side effect of the performance but as
its vital component, a thorough study of performance text can contribute to a more
complex dialogue in contemporary theatre. The development of such a theory could
also contribute to how we look at performances and performance texts in the past.
The performance text cannot exist without the performance, which is directly related
to artistic practice. Therefore it is not enough to simply acknowledge its existence but
to recognise its ability to transform contemporary theatre.
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Z odra na papir: nove oblike uprizoritvenega
besedila

Aleksandra Jovicevic
Univerza La Sapienza, Rim

1

Gledalisce so dolga stoletja obtozevali izjemnega logocentrizma. Gledaliska igra ali
drama je veljala za primarno toc¢ko produkcije in prenasalca pomena, kot taka je
predstavljala glavni vir razumevanja gledaliske izvedbe. Predstavljala je tudi temeljni
dokument zgodovine gledalis¢a. Vendar pa ni treba posebej poudarjati, da sta
gledalisce in drama dva povsem razli¢na pojava, njuno medsebojno razmerje pa Se
danes ostaja nerazreSeno. Kot pravi Bernhard Dort, nikoli ni zares prislo do poenotenja
besedila in odra, njuno razmerje je vedno ostajalo na ravni zatiranja in kompromisa
(173). Se posebej sodobno gledali$¢e potrjuje, da je harmoni¢no razmerje med obema
nemogoce, prej bi lahko rekli, da je prisoten nenehen konflikt med besedilom in
odrom. Kot latentni strukturni konflikt vsake gledaliske prakse lahko ta neizbezna
danost dandanes postane »zavestno hoteno nacelo insceniranja« (Lehmann 145). Med
obema oblikama besedil obstaja pomembna razlika: prva predhaja izvedbo (se pravi
igra, dramsko besedilo ali pac¢ kakrsno koli zapisano besedilo), druga pa sledi sami
izvedbi (besedilo uprizoritve ali uprizoritveno besedilo). Namesto da se »sprasujemo,
kaj je dramsko besedilo in kakSne vrste dramskih besedil obstajajo (vprasanje, ki je
prav toliko jalovo kot obupano), bi bilo bolje opazovati, kaj lahko z besedili naredimo,
kako jih uporabljata reZija in performans« (Pavis 248).

V zadnjih desetletjih se je dramsko besedilo povsem emancipiralo od odra in
postalo literarni Zanr, namenjen zgolj branju. Ni¢ ve¢ ne velja za »avtoriteto, ki
nadzira in obvladuje proces inscenacije in/ali kot osrednji ter najpomembnejsi
element gledaliske izvedbe. Definirajo ga kot nekaksno predlogo, s katero se proces
inscenacije zacne, kot vir koncepta in navdiha, lahko pa velja tudi za samostojno in
neodvisno literarno obliko. Po drugi strani pa uprizoritveno besedilo velja za kon¢ni
rezultat gledaliske produkcije, kjer telesa igralcev, prostor in rekviziti nastopajo v
svoji partikularni materialnosti, zato sama zapisana oblika postane odvecna ali sploh
prezrta. Kakrsnokoli besedilo Ze imajo, ga morajo igralci med vajami ponotranjiti,
potem pa pozunanjiti v novo vrsto besedila, uprizoritveno besedilo. Do tega pride
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vedno, tako v tradicionalnem kot v eksperimentalnem gledaliscu, ne glede na to, ali je
besedilo uprizorjeno v celoti ali s ¢rtami in spremembami ali prepleteno z dodatnim
gradivom. Igralci morajo besedilo ali besedila vzeti in inkorporirati ter jih nato utelesiti
tako, da ustvarijo nekaj drugega od zapisanega besedila - v prvi vrsti besedilo rezije,
potem pa Se uprizoritveno besedilo.

Lahko bi sklepali, da se je ta napetost oziroma prelom z gledalisko igro zacel z
Brechtovo stvaritvijo epskega gledaliSca. V analizi Brechtovega epskega gledaliSca
je Walter Benjamin opazil, da dialekticne podobe Se zdale¢ niso zgolj lingvisticne
podobe, saj besedilo ni ve¢ podlaga tovrstne predstave, temve¢ »mreZa, na kateri se
v obliki novih formulacij oznacijo pridobitve same predstave« (Benjamin 2). Tako
funkcija besedila v epskem gledaliS¢u ni ve¢, da ilustrira dejanje ali ga poganja, temvec
nasprotno, da ga prekinja, pa tudi, da se odvija »v izbruhih in trzljajih, na nacin,
primerljiv s podobami na pasici filma« (Benjamin 21). Epsko gledalisce je uvedlo nov
nacin pisanja, ki se je Se najbolj priblizal temu, kar danes definiramo kot montazo
ali kolaz razlicnih besedil oziroma nelinearno, fragmentarno dramaturgijo, in kar
je Se pomembnejSe, predstavljanju nacinov, kako telo performerja ustvarja pomen,
in navsezadnje tudi samim kodom pomena, ki jih proizvaja uprizoritveno besedilo.
Brecht je bil verjetno prvi, ki je v svoje delo uvedel ontoloski status nastopanja v Zivo
s pomocjo obsezne uporabe t. i. Modellbticher. Te knjige so se Se najbolj priblizale
temu, kar danes definiramo kot uprizoritveno besedilo. Vendar pa se je ob vsakem
poskusu, da bi jih reproducirali natanko tako, kot so bile zabelezene, vedno izkazalo,
da se razlikujejo od izvorne izvedbe, in tako so nastale nove predstave, ki niso imele
nobene zveze z Brechtovimi izvirniki.

Tako so ¢as in prostor predstave (tukaj in zdaj), njen druzbeni in kulturni kontekst
ter razmerje med nastopajocimi in gledalci prepleteni kot v nekak$nem tkanju ter jih
ni mogoce lociti in skupaj sestavljajo besedilo uprizoritve. Napisano in/ali verbalno
besedilo potem preobrazijo v uprizoritveno besedilo, ki vkljuc¢uje nastopajoce, njihovo
gibanje, njihovo »telesno govorico«, njihove redukcije ali popacenja jezikovnega
materiala (pavze, tiSine, krike, mrmranje), njihov odnos do prostora in ¢asa uprizoritve
pa tudi do gledalcev, vklju¢no z vsemi uporabljenimi materialnimi elementi: kostumi,
rekviziti, lu¢mi, zasloni, mikrofoni itd. Prisotnost ¢loveskih in vcasih zivalskih,
hibridnih in kiborskih teles, gest in glasov prav tako preobraZa zapisani jezik v »jezik«
tonov, besed, stavkov, zvokov, ki oblikujejo scensko kompozicijo z razli¢nimi oblikami
dramaturgije (vizualna dramaturgija, zvo¢na dramaturgija, dramaturgija igralcev in/
ali dramaturgija gledalcev itd.)

Strukturna transformacija zapisanega besedila v uprizoritev, vkljucno z vlogo, ki jo
imajo v njej gledalci, potrjuje dejstvo, da uprizoritveno besedilo ni enostavno neka
nova vrsta napisanega besedila, Se manj pa neka nova vrsta gledaliskega besedila,



temvec prej nek bistveno spremenjen hipertekst. Roland Barthes gledalisce definira
kot »neke vrste kibernetski stroj«, ki takoj, ko se zavesa dvigne, zatne oddajati celo
vrsto socasnih sporocil, pri ¢emer nekatera vztrajajo v ¢asu (scenografija), druga pa se
nenehno spreminjajo (besede in geste). Ta informacijska polifonija, gostota znakov, je
temeljna znacilnost gledali$¢a, kar tvori enega najzapletenejsih izzivov za semioti¢no
analizo. Celotno uprizoritev tako lahko pojmujemo kot besedilo, v katerem je vsaka
strukturirana kombinacija znakov razumljena kot besedilo ne glede na to, za kaksne
vrste znakov gre. Vendar s semioticnega glediS¢a zapisano besedilo in besedilo
uprizoritve predstavljata dva razlicna znakovna sistema, vsak s svojimi lastnimi
specifi¢cnimi znacilnostmi in omejitvami, ki vplivajo na njuna izrazna sredstva. Tako
se porodi mnozica vprasanj o funkciji in vlogi uprizoritvenega besedila, saj je, ko je
govora o uprizoritvi, vsako besedilo, pa naj bo kakrsno koli, vedno nepopolno.

Uprizoritveno besedilo bi lahko definirali tudi kot lepljenko razlicnih elementov
(tako materialnih kot konceptualnih, ki obstajajo izkljucno med uprizoritvijo, v samem
dejanju uprizarjanja, med dogodkom, uprizoritvijo, ali v reprezentaciji), ki proizvajajo
razlicna uprizoritvena besedila, kar Alain Badiou imenuje gledaliSke ideje (72). To
pa med drugim pomeni, da gledaliskih idej ni mogocCe ustvariti z nobenim drugim
orodjem in na nobenem drugem kraju, pa tudi, da nobeden od elementov ne bi mogel
proizvesti gledaliskih idej samostojno, kaj Sele besedila same uprizoritve. Natancneje,
gledaliske ideje se porodijo izkljutno v (kratkem) Casu uprizarjanja, predstave.
Potemtakem bi lahko vsa uprizoritvena besedila definirali kot »odprta« besedila, v
smislu, da od gledalcev terjajo, naj postanejo aktivni so-pisci. Bi lahko potemtakem
uprizoritveno besedilo definirali kot scenic écriture, kolektivno pisanje ali hipertekst,
ali celo kot écriture corporelle? In kako bi mu lahko sledili z odra na papir, da bi ga
tako dokumentirali in arhivirali za prihodnje Studije?

Je uprizoritveno besedilo kon¢ni dokument procesa insceniranja ali povsem nova
vrsta besedila? Ne glede na to, kako zelo se praktiki, teoretiki in kritiki trudijo
opisati proces prenasanja s papirja na oder, vedno ostane nekaj luknjicastega, Cesar
ni mogocCe razkriti. Morda bi lahko za opis in razumevanje teh procesov uporabili
koncept »genetike« (Pavis 82), ki je v teatrologiji Se dokaj sveZ (gre za termin,
izposojen iz Studij literarnih rokopisov; tam opisuje genezo besedila od same ideje
pavse do trenutka objave). Kot pravi Pavis, se v kontekstu gledalisca genetika ukvarja
z ustvarjanjem besedila uprizoritve, od Studija vsega, kar predhaja sami izvedbi, od
napisanega besedila in/ali besedil prek besedila rezije pa vse do uprizoritvenega
besedila, se pravi, natanko vsega tistega, kar je nazadnje predstavljeno publiki.

Ker Se vedno manjkajo pravi termini za opisovanje tega procesa prenasanja z odra
na papir, se nemara lahko obrnemo k teorijam izven gledalis¢a. Tako si lahko pri
definiranju uprizoritvenega besedila na primer pomagamo s konceptom »kristalne



podobe«. Ne samo didaskalije, prostor, luci, zvok, scenografija in kostumi, temvec
tudi telesna soprisotnost nastopajoc¢ih in ob¢instva, vse to skupaj tvori tisto, kar
bi lahko definirali kot kristalno podobo. Deleuze preucuje, kako se ¢as razkriva
prek semioticne dimenzije kinematografije. Nadalje Deleuze identificira tri izrazito
razlicne smisle kinematografskega casa: (1) ¢as kot gibanje podobe, (2) gibanje
Casa - podobe in (3) pojavljanje samega casa. V kinu je kristalna podoba posnetek,
ki zlije preteklost posnetega dogodka s prezentnostjo ogledovanja le-tega. Ko gre
za uprizoritveno besedilo, pa bi namesto tega lahko govorili o zlitju prezentnosti
ogledovanja in spominjanja le-tega v prihodnosti. Tako v gledalis¢u kot v kinu kristalna
podoba pomeni nedeljivo enotnost virtualne podobe in dejanske podobe. Glavni cilj,
ki temelji na odlikah te metode, je dvojni: pokazati, da je mogoce k uprizoritvenemu
besedilu pristopiti ne le kot k posebne vrste semioticnemu fenomenu, temvec¢ da pri
tem Se poglobimo razumevanje materialnosti in celovitosti uprizoritve. Prav zato, ker
sodobno gledali$c¢e vedno bolj Siri svoje meje s pomocjo vizualnih in zvo¢nih ucinkov
ter s kombiniranjem in zoperstavljanjem videa in digitalnih projekcij Zivi prezenci in/
ali Zivosti same uprizoritve, se mora nanasati na uprizoritveno besedilo kot kvaliteto,
ki lahko odraZa in pri¢a o njegovi kristalni podobi.

2.

Namesto tradicionalnih gledaliskih iger se na terenu sodobnega gledaliS¢a uporablja
cela vrsta besedil, na primer scenski eseji, politicni govori, teoretska besedila,
diskurzivni romani, epske pesnitve, se pravi razlicna besedila, ki nudijo javno
refleksijo o specificnih temah. Teoretska, filozofska ali estetska besedila so iztrgana
iz obicajnega konteksta in ponovno uvedena v razlicne izvedbe. Skupine in reziserji
uporabljajo oder za »glasno razmisljanje« v javnosti ali da z ob¢instvom izmenjujejo
ideje. V tovrstnih delih naletimo tudi na igralce, ki so bolj zatopljeni v raznorazne
druzbene in politicne debate kot v lastno predstavitev, to velja na primer za dela
skupin The Wooster Group, Motus, Rimini Protokoll, Forced Entertainment pa tudi
za predstave Renéja Pollescha, Falka Richterja, Joéla Pommerata, Mila Raua, Jorisa
Lacoste in Oliverja Frlji¢a, ¢e nastejemo le nekatere izmed umetnikov, ki nenehno
ustvarjajo uprizoritvena besedila skupaj z igralci ali skupinami in pri tem procesa
pisanja ne lo¢ujejo od reZzije. »Jaz ne piSem iger, piSem performanse [..] besedilo je
tisto, kar pride kasneje in kar ostane po gledaliS¢u« (Pommerat, nav. po Pavis 250).

V slavnem Manifestu iz Ghenta Milo Rau izjavi: »1) Ne gre vec zgolj za portretiranje
sveta. Gre za to, da ga spremenimo. Namen ni orisati realnega, temvec narediti
reprezentacijo samo realno.« Rau razglasi tudi, da »2) [g]ledaliS¢e ni produkt; je
proces produkcije. Raziskave, avdicije, vaje in s tem povezane debate morajo biti javno
dostopne« ter »3) [a]vtorstvo je v celoti prepusceno tistim, ki sodelujejo na vajah in



v uprizoritvi, ne glede na to, kaksna je njihova funkcija - in nikomer drugemu«.! Tako
sodobno gledaliS¢e »postane bolj prezenca kot reprezentacija, bolj deljena kot pa
komunicirana izkusnja, bolj proces kot produkt, bolj manifestacija kot oznacevanje,
bolj energetski impulz kot informacija« (Lehmann 85). To vsekakor velja za dela
Renéja Pollescha, kjer smo, na primer, namesto prave gledaliske predstave lahko price
javni razpravi med igralci o doloceni temi. V nobeni od Polleschevih iger ni mogoce
najti ne zgodbe, ne likov, ne moznosti identifikacije. Pri Polleschu liki postajajo objekti
totalne kapitalizacije, veCkratnih vmesnikov in predstavitve neoliberalne druzbe. V
njegovih predstavah so igralci bolj umetniki performansa, saj v ospredje stopi njihova
provokativna prezenca in Zivost njihovega nastopanja, bolj kot bi to lahko dosegli z
reprezentiranjem likov. Igralci se soocajo z ob¢instvom, govorijo o lastni eksistenci
in poskusSajo preoblikovati svoje ideje/besedila v zivljenje, tako da bi obcinstvo
povsem »vpotegnili« v ta besedila, ki so po navadi teoretska in nereprezentacijska.?
Igralci torej do neke mere tvegajo, tako kot pri performansu, saj nikoli ne vedo, kako
se bo obc¢instvo odzvalo na njihovo uprizarjanje in kako se bo koncalo - Pollescheve
uprizoritve namenoma delujejo kot nedokoncane, celo spodletele.® Za Pollescheve
predstave je znacilen teko¢, klepetav dialog, ki zdruZuje tehnoloski in neoliberalni
zargon s filozofskim jezikom, visokoenergetske nastope skupine karizmati¢nih
igralcev, katerih ustvarjalni prispevek med procesom vaj dejansko pomeni, da
postanejo soavtorji, kot na primer v predstavi Zivljenje na zemlji je lahko sladko,
Donna (Life on Earth Can be Sweet, Donna) (2019).*

Tak pristop, t. i. polyglossia, se je izkazal kot univerzalen za vecéino sodobnega
gledaliS¢a in se potrjuje na veC ravneh, »igrivo prikazuje vrzeli, prekinitve in
nerazreSene konflikte, celo nerodnosti in izgubo nadzora« (Lehmann 147). Ob¢instvu
veCinoma jasno kaZe fizicno, motori¢no dejanje govorjenja ali branja samega besedila
kot nenaraven, nesamoumeven proces, kot na primer v nekaterih delih skupine The
Wooster Group. Tak eksperiment so izpeljali v slavni izvedbi Hamleta (2007-2013),
ki je temeljila na filmu Hamlet z Richardom Burtonom v naslovni vlogi, ki ga je leta
1964 za televizijo reziral John Gielgud. The Wooster Group je v prepoznavnem slogu
»plesa s tehnologijo« uporabila film kot nekaksno referen¢no besedilo in ga projicirala
socasno z odrsko aktivnostjo igralcev, kar je ustvarilo nekak$no Zivo interakcijo ali
neke vrste »zelo sofisticirane oblike karaok«. Predstava je emblemati¢ni primer vse
bolj razsirjene prakse interakcije med avdiovizualnimi tehnologijami in znanjem,
vklju¢enimi v gledaliSce. Gre za hipermedijsko predstavo, ki temelji na zelo prefinjeni
uporabi kar najsodobnejse avdiovizualne tehnologije.

1 https://www.ntgent.be/en/about/manifest
2 Pollesch je v tridesetletni karieri napisal ve¢ kot sto iger - v povprecju dve na sezono - in skoraj vse tudi sam reziral.

3 Vigri Pablo in der Plusfiliale (Pablo v veleblagovnici Plus, 2004) je Pollesch uporabil izbor iz spisov cele vrste ekonomskih
strokovnjakov za sivo ekonomijo v deZelah tretjega sveta.

4 Izhodi$ce za to predstavo je bil Manifest o kiborgih (A Cyborg Manifesto) Donne Haraway (1985).



Taksne »karaoke« je v gledalisS¢u uporabljal Ze italijanski avtor-igralec Carmelo Bene,
Cigar priljubljena tehnika je bila neke vrste »playbacky, ki je v predstavah pogosto
nadomescal dialog. Slovel je tudi po omalovazevanju razli¢nih besedil; gre za proces,
ki ga je Deleuze definiral kot amputacijo (85). V tem procesu odvzemanja je Bene iz
klasi¢nih besedil ¢rtal vso akcijo, dialoge, like in celo dikcijo, tako da se je Deleuze
upraviceno spraseval, kaj sploh Se ostane. Odgovor je: vse, vendar v novi luci, z novimi
besedami, izgovarjavo, z novimi zvoki, novimi gestami, novimi razmerji med odrom in
obcinstvom. Ni Slo vec za dialog, temvec za soc¢asne in zaporedne glasove, nanesene in
prenesene drug ¢ez drugega in zaprte v Casovni prostor variiranja. Italijanski kritiki
so Beneja »obtozZevali«, da izvaja »afazijo« jezika (Sepetanje, jecljanje ali popacena
dikcija, komaj zaznavni ali ogluSujoci zvoki) in ovira stvari in geste, da uporablja
prijeme, ki otezujejo gibanje, namesto da bi ga lajsale, geste, ki so pretoge ali pretirano
Sibke, dodatno opremo, Ki jo je tezZko premikati.

Podobno je tudi francoski avtor-reziser Joris Lacoste leta 2002 zacel projekt, ki Se
kar traja, z naslovom Encyclopédie de la Parole. S skupino pesnikov, glasbenikov,
znanstvenikov, vizualnih umetnikov, gledaliskih in radijskih reziserjev, dramaturgov,
koreografov in kuratorjev Lacoste vse od takrat zbira zvo¢ne fragmente, izrecene
ali izjavljene tako v javnem kot v zasebnem Zivljenju. Lacostovo delo je globoko
povezano z jezikom, a ne s tistim, kar je izreceno ali kar naj bi to pomenilo, temvec
s tem, kako zveni. »Vsa moja dosedanja dela temeljijo na govorici, vendar pa nikdar
ne uporabljamo besedila. Same posnetke uporabljamo kot nekaksno partituro. Vanjo
vklju¢ujemo premore, tiSine in ritme v tem, kar je izreceno« (Lacoste v Ramaer). Med
uprizoritvijo jezik ni organsko umescen v telo nastopajocega, temvec ostaja zunaj
njega, kot tuje telo. Iz vrzeli v govoru vzniknejo jecljanje, spodrsljaji, naglasi, napacne
izgovarjave, ki oznacujejo konflikt med telesom in svetom. Jezikovno gradivo in
gradivo inscenacije sta v interakciji z gledaliSko situacijo, celostno razumljena s
pomocjo koncepta uprizoritvenega besedila.

Ceprav je termin »besedilo« na tem mestu nekoliko nenatanéen, vendarle izraza
dejstvo, da vsakokrat pride do povezave in prepletanja (vsaj potencialno) pomenskih
elementov. Pravzaprav je, kot pravi Pavis, tekstura gledaliSki izraz, saj povezuje
prizore, dialoge pa tudi vse materiale, ki jih vnesemo v prostor/cas uprizoritve/
izvedbe (251). Kot pri teksturi, ko lahko njeno materialnost razumemo samo tako, da
se je dotaknemo, tudi v uprizoritveno besedilo verjamemo Sele potem, ko smo price
njegovi prostorsko-¢asovni razpostavi, ritmicni kvaliteti pa tudi vizualnim in zvo¢nim
vidikom. Izkus$nje gledanja, poslusanja, pricevanja, zaznavanja, interpretiranja nas
vodijo k estetski izku$nji in stvarjenju pomena. Kot trdi Pavis, je tekstualnost nacin,
kako avtorji in igralci uporabljajo verbalno, vizualno, zvoc¢no, glasbeno in ritmi¢no
snov, ki jo potem izluscijo gledalci in kritiki.



Vcasih igralci povsem prevzamejo pobudo in postanejo pripovedovalci (Pavis
147). V predstavi MDSX italijanske gledaliSke skupine Motus, ki temelji na romanu
Middlesex pisatelja Jeffreyja Eugenidesa, igralka Silvia Calderoni vstavi svoje lastno
avtobiografsko gradivo, tako da gledalec ne more biti preprican, kaj je njeno lastno
besedilo, kaj pa besedilo romana. K temu pa je Motus dodal Se navedke iz knjig TeZave
s spolom (Gender Trouble) in Iznic¢enje spola (Undoing Gender) pa tudi Manifest o
kiborgih Donne Haraway, Manifeste Contra-sexuel Paula B. Preciada in druge delcke
kalejdoskopskega kvirovskega univerzuma. Vendar pa je Calderoni na prizoriscu
sama, ko utelesa in iznicuje svoj spol, uporablja lastno telo, da bi povedala zgodbo o
nasilju, bolecini, zmedenosti in sprejemanju. S tem izziva tradicijo, ki je nagnjena k
lo¢evanju gledaliSc¢a od pripovedovanja zgodb, igralcev od pripovedovalcev. Calderoni
brez opozorila prehaja iz vloge pripovedovalke - komentatorke v vlogo lika brez
kakega vidnega dramaturskega razloga, razen tega, da pove zgodbo.

Zato je povsem na mestu vprasanje, kdo je pravi avtor besedila uprizoritve? Kadar
Oliver Frlji¢c ne dekonstruira kaksSnega klasicnega besedila, pogosto predstavlja
lastna uprizoritvena besedila, ki obc¢asno temeljijo na resni¢nih dejstvih, v¢asih pa
na izmisljenih pripovedih. V ve¢ intervjujih je Ze izjavil, da je precej skepticen do
gledalisca, da mu gledalisce kot medij deluje lazno in da mu je pogosto Cuti zadrego,
kadar gleda ljudi na odru. Kot zanimivost lahko omenimo, da se, tako kot Pollesch,
tudi Frlji¢ nikdar ne ukvarja s tem, kar bi lahko opredelili kot uspesno predstavo.
Ravno nasprotno, vecina njegovih uprizoritev daje vtis nedokoncanosti, nekaksne
zgreSenosti, kot bi Slo za nekak$no slabo amatersko gledaliS¢e pod mo¢nim vplivom
performansa. Poznavalci performansa lahko v tem prepoznajo Stevilne citate iz del
Josepha Beuysa, Carolee Schneemann, Marine Abramovi¢, Vita Acconcija, Paula
McCarthyja idr. Tudi ob¢instvo se na njegove predstave odziva podobno, kot se je na
tak$ne performanse, s tem, da se zgrazajo, protestirajo ali zapustijo gledalisce, nikdar
pa niso brezbrizni. Sam Frlji¢ zase trdi:

Ko sem zacel razmisljati o umetnosti, o tem, kaj in kako bi lahko delal, je bil performans
moja prva izbira, in to najmanj iz dveh razlogov. Prvic je bil zelo dostopen, saj za
performans ne potrebujes nicesar: to je tako kot pri konceptualni umetnosti, potrebujes
samo lastno idejo, potem pa si sam svoj performer, nastopi$ lahko, kadar hoces itd.
NajbliZe so mi izvorna nacela performansa: nobenih ponovitev, nobenih vaj, nobenega
snemanja. Tako je edina sled vsakega performansa samo izkusnja, ki si jo kot performer
deli$ z ob¢instvom. (Frlji¢)

Toda kaj so ti sledovi in kako jih je mogoce izslediti in ohraniti? Osrednja
naloga takSne refleksije bi morala biti natan¢na analiza ustvarjanja in pomen
uprizoritvenega besedila kot novega in neizogibnega gledaliskega orodja, ki razsirja
definicijo sodobnega gledaliSca. V vplivni knjigi Arhiv in repertoar (The Archive and
the Repertoire) Diana Taylor ponuja novo razumevanje klju¢ne vloge performansa



(v tem primeru gre za zgodovino obeh Amerik). Trdi, da je treba razlicne vrste
uprizoritev, od iger do uradnih dogodkov in mnoZi¢nih protestov, jemati zelo resno,
kot nacine shranjevanja in prenaSanja znanja. Taylor razkriva, kako repertoar
uteleSenega spomina, ki ga podajamo z gestami, govorjeno besedo, gibanjem, plesom,
pesmijo in drugimi uteleSenimi praksami, ponuja alternativne poglede na spomine,
izpeljane iz zapisanega arhiva. Taylor preuci ve¢ performansov iz Juzne Amerike in
ZDA kot vzorcne primere tega, kako ljudje sodelujejo pri produkciji in reprodukciji
znanja s tem, ko ga uprizarjajo. Ce je potemtakem performans oblika, ki se $e najbolj
pribliza razmeram, v katerih bi lahko razumeli svoja lastna izkustva, ko postanemo
repertoar, ki »udejanja uteleSeni spoming, bi lahko uprizoritveno besedilo sluZzilo
kot arhiv za to. Prav uteleSeno znanje repertoarja postane uprizoritveno besedilo,
v katerem se razli¢ne politi¢ne, druzbene in kulturne pozicije ohranijo kot v neke
vrste arhivu.

Mnoge izmed zgoraj omenjenih sodelovalnih praks v Zivo imajo namen motivirati
obcinstvo, da se pridruzi dogajanju, in aktivirati druzbeni kontekst, v katerem se te
prakse odvijajo. Kot pravi Boris Groys, je nagnjenost k sodelovalni, participatorni
praksi zagotovo ena glavnih znacilnosti sodobne umetnosti, lahko bi dodali tudi
sodobnega performansa. »Po vsem svetu se pojavljajo Stevilne umetniske skupine, ki se
pri svoji umetniski produkciji poudarjeno posluzujejo kolektivnega, celo anonimnega
avtorstva« (Groys 200). Vendar pa je le pescica postmodernih performativnih
umetnikov poskusala ponovno doseci skupni imenovalec z ob¢instvom tako, da so
jih zvabili iz pasivne vloge s pomocjo uporabe politicnega ali druzbenega angazmaija.
Pric¢akovali bi, da bo ta odlocitev umetnikov, da se odrecejo izklju¢nemu avtorstvu, v
prvi vrsti opolnomocila gledalca. »Toda konec koncev je ta Zrtev umetniku v korist,
saj ga odresSi modi, ki jo ima hladen pogled neprizadetega opazovalca ob ocenjevanju
modernega umetniSkega dela« (Groys 200).

To pa nas privede nazaj k Brechtu, ki je menil, da je gledaliSce lahko najuspesnejse,
kadar vzpostavi tvegano povezavo med umetniki in gledalci. Namen tega je uresniciti
tako intelektualne kot emocionalne zmozZnosti gledalcev v iskanju tistega, kar je
mogoce ustvariti v novem kontekstu uprizoritve. Tak$no staliS¢e ni in ne more
nikdar biti nevtralno. Brech je ob Stevilnih priloZnostih poudaril, da je »obcinstvo
kolektiv posameznikov, sposoben misljenja, sklepanja in razsojanja, tudi v gledaliscu;
obravnava jih kot posameznike, ki so duhovno in ¢ustveno dozoreli, in verjame, da
tudi sami Zelijo, da jih tako obravnavajo« (Brecht 78). Ce pogledamo s tega zornega
kota, se besedilo uprizoritve Se najbolj pribliza tistemu, kar bi lahko definirali kot
»ucinkovitost« uprizoritve, kar pomeni, da »resni¢no« bistvo uprizoritve podaja njen
javni vpliv, ne pa samo besedilo.

Brechtova zahteva, da avtorji gledaliS¢a ne smejo »zalagati« z besedili, temveC da



ga morajo spremeniti, se je uresnicila do takSne mere, da si tega ne bi mogel niti
predstavljati. Mo¢na potreba sodobnih umetnikov, kot so Pollesch, Rau ali Frlji¢, da
bi svojo umetnost naredili koristno, bi lahko, zgodovinsko gledano, razumeli kot
novo stalisce, ki terja tudi novo teoretsko refleksijo. Njihove teze so si bolj ali manj
podobne: gledaliSce zavraca napisano besedilo kot tuje telo, kot »svet zunaj odra«.
Osrednji cilj tovrstnih refleksij bi moral biti ¢im natancnejsa analiza pomena in
politicne funkcije uprizoritvenega besedila. Samo tako bi bilo mogoce razresiti dilemo
glede uprizoritvenega besedila. Nedvomno bo tak pristop postal splosno sprejet, pa
Ceprav izven okvirov institucionalnega gledalisca.

Ne smemo pozabiti, da so trenutne razmisleke o uprizoritvenem besedilu spodbudile
preobrazbe, ki so jih v gledaliS¢e uvedli v Sestdesetih letih dvajsetega stoletja.
Okoljsko gledalisce, participatorno gledalisce, gledalisce podob, neverbalno gledalisce,
dokumentarno gledalis¢e, performans, hepening, kolaz, druzbeno gledalisce itd., vse
to je prispevalo k stvarjenju uprizoritvenega besedila. Poleg tega so nove znanstvene
discipline, kot so semiotika, gledaliSka antropologija, gledaliska sociologija, estetika in
performativne Studije, ponudile uporabna orodja za analizo uprizoritvenega besedila. A
Ce naj pridemo do bolj substancialne teorije uprizoritvenega besedila, bo treba ustvariti
nov teoretski okvir, ki bo temeljil na skupnem izhodiS¢u umetniske prakse in teorije.
Temeljita raziskava uprizoritvenega besedila, ki ga ne bo imela zgolj za stranski uc¢inek
uprizoritve, temvec kot kljucni elementle-te, lahko prispeva h kompleksnejSemu dialogu
o sodobnem gledaliscu. Razvoj taksne teorije bi lahko prispeval tudi k nasim pogledom
na uprizoritve in uprizoritvena besedila iz preteklosti. Uprizoritveno besedilo ne
more obstajati brez same uprizoritve, kar je neposredno vezano na umetnisko prakso.
Potemtakem ni dovolj, da zgolj pripoznamo njegov obstoj, ampak moramo prepoznati
njegovo zmoznost, da preobrazi sodobno gledalisce.

Prevedel Jaka Andrej Vojevec.
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Deconstructing and Re-constructing
the Fictional Universe: On Two Opposite
Examples of Contemporary Metadrama

Lada Cale Feldman
Faculty of Humanities and Social Sciences, University of Zagreb

My aim is to discuss the relevance and resilience of dramatic theatre - the one
relying on the playtext preceding a theatrical production - from the perspective of its
internal, inherited modes of theorisation and autopoietic rejuvenation, which seem
to spite its supposed demise in the era of the postdramatic, of the no longer dramatic
or of the post-post dramatic text. An insight into the way these modes are employed
in contemporary playwriting could, I believe, bring us closer to understanding how
it happens that the dramatic text is currently bouncing back and striking with a
vengeance at all the attempts to reduce it to a purely linguistic and literary entity
and to divorce it from the actualities of the stage, which have always guaranteed
its structural specificity, even when it was considered to be just one of the “literary
types”, to use Benjamin Bennett's words (27-56).

Contemporary playwrighting does its best to parallel and engender postdramatic
performances by its own attempts to break free from “the closure of representation”,
as the invariant structure of Western theatre, which Artaud attacked and Derrida
famously theorised as being metaphysical in kind. The endeavours to escape from
this structure have, however, endangered the very notion of drama, for they often take
the shape of either “lyric” or “epic” strategies of “de-dramatization”. As Liz Tomlin,
however, pointedly argued in her foreword to Vicki Angelaki’s collection of essays
on contemporary British theatre, before one discredits dramatic theatre as being
irredeemably predicated upon totality, closure and temporally progressing a fictive
cosmos enclosed in a pre-existing play-text, one should first reflect upon the historical
accuracy of this definition, let alone acknowledge a respectable dramatic tradition
of self-reflexive critique. Contemporary playwrights revive such self-reflexivity,
for instance, when they explicitly refer to crucial instances of the very medium of
theatre - to authors, plays, actors, audiences, playacting and spectating, as well as
to the spaces, i.e., ontologies, that these agents and actions are supposed to occupy.
As opposed to Tomlin’s emphasis on modernist predecessors, such as Pirandello and
Genet - whose metadramatic confrontations with the “real” certainly figure among



the most intriguing disruptions of the aforementioned invariant structure - I will
here go further back into the history of dramatic theatre. Following, namely, David
Roberts’s considerations regarding the way Derrida’s discussion of Artaud could serve
as a basis for the establishment of the two basic types of metadrama, [ will show that
the two early modern prototypes that Roberts singles out - Shakespeare’s Hamlet
and Calderén’s The Great Theatre of the World - could indeed be used as models
for understanding my two chosen extreme points in contemporary metadramatic
experimenting.

Unlike Lehmann and other performance scholars who, to put it like Julia Jarcho,
seem to “exhibit a kind of selective amnesia when it comes to Derrida’s critique” (4),
Roberts reminds us of how suspicious Derrida is of the Artaudian dream of escape
from the closed circle of representation. According to his version of Derrida’s thesis,
the traditional theatre Artaud wants to abolish implies “the dominance of the word”
and “the primacy of a founding logos, which endows the scene with the following
elements: an author-creator, absent, distant, armed with a text, who supervises
and controls the meaning of the representation”, making the “actors enact the will
of an invisible master before an audience of spectators, consumers, voyeurs” (37).
Derrida, however, also warns that Artaud’s theatre of the unrepeatable gesture and
self-presence is impossible since repetition remains unavoidable; all theatre can do to
undermine the afore-described theological structure is to “lay bare what the circle [of
representation] contains” to represent “the limit of representation” by re-presenting
the representation (Ibid. 37-38).

Based on such premises, Roberts introduces his two types of metadrama, which he
differentiates according to the opposing strategies they use in order to undermine
the fatal closure. Both types stem from the inherent possibility of dramatic theatre
to question its own limits by foregrounding the spatial duality it implies since “every
play [...] opens a space of play and represents the world as play” (Ibid. 38). The first
type of metadrama, the “self-critical” one, inserts the limit of representation within
its own play-as-world in the form of an inset play - for example, the well-known
“Mousetrap” in Hamlet, which appears to be ordered by an invisible and unreliable
Ghost-in-the-machine. The other, the “self-affirming” type, exemplified by Calderén’s
The Great Theatre of the World, projects the limit out, into the world-as-play, by
making the Author behind the scene appear out front as the All-mighty God who both
runs and watches the show and who ultimately grants salvation or damnation of any
actual audience watching Calderdn’s play. To summarise the ideological stakes of this
opposition, let me finish its all-too-short explanation by again quoting David Roberts:

[...] the one uses reduplication to internalise the origin and causality of the scene, the
other to externalise origin and causality. [...] Theologically and historically the two
types point in the opposite directions: the play within the play anticipates through



introversion the modern recession of origin, that is, the paradox of self-implication;
World Theatre looks backwards to reaffirm through extroversion the medieval closure
of meaning whose outcome is the allegory of self-explication (38-39).

The two contemporary examples that, in my view, make us recall these two types of
self-reflexivity are Pascal Rambert’s Cléture de I'amour (2011) and Tim Crouch’s The
Author (2009). 1 chose these two metadramatic plays since both of them, interestingly,
bear in their titles some marked associations to Derrida’s commentary of Artaud and
to the previously described “invariant structure” of the Western theatre: while the
first one seems to allude to the closure of representation, the second one invokes
the centrality, if not the God-like position of the author. Although the French title of
Rambert’s play was translated into English as The Closing of Love or Love’s End, I will
insist on the allusive impact of the original title, which uses the same word - cléture -
as Derrida does to describe the paradox of Artaud’s ambitions. In my view, Rambert’s
play thus intentionally connects the crisis of love with the crisis of representation and
culture in general and with the crisis of theatre in particular. My choice of Rambert’s
play could be justified as well by the sheer amount of resonance it provoked, for,
unlike Tim Crouch’s The Author, which toured mainly in the Anglo-American world,
The closure of love - as  would translate Rambert’s title - has already gained the status
of a transnational phenomenon, having so far been performed in more than twenty
different languages all over the world, from Brazil and the United States via Slovenia,
Croatia and Italy to Egypt, Russia, China and Japan. However, in contrast, to Crouch’s
much-discussed and - for many critics (Bottoms, Rebellato, Henke, Delgado-Garcia
and others) - truly seminal play, the performing enthusiasm for Rambert’s text has so
far not been matched by serious scholarly analysis of its planetary appeal.!

So, why, precisely, The closure of love? Let me repeat that closure here is an ambiguous
word, signalling both the self-containment of a universe and, at the same time, the
end of that universe. In a wish to both denounce and announce the closure of the
representation, to end it, to abolish it, and in the same stroke to revive it on his own
terms, meant for Artaud, as Roberts reminds us, to inaugurate a pure theatre of
presence, devoid of any hand that would govern it from the outside - to establish, in
a word, pure immanence of life - and of death. In such a theatre, the actor becomes
a martyr permitting his or her own destruction to become a spectacle proving the
immanence of negation.? Artaud imagines a variety of techniques by which to assault,

1 The only exception I am aware of is a monographic issue of the journal Parages, no 7, 2020, in which one can find inspiring
essays on Rambert as playwright and director, only, however, incidentally mentioning the play, and not interpretively
engaging in its analysis. The journal itself is published by the National Theatre of Strasbourg, one of the regular sites
of Rambert’s collaboration, so the issue devoted to Rambert is more of a tribute to the home author than a scholarly
publication. Nevertheless, there are in this issue some interesting remarks by the editor Frederic Vossier, Claudine Galea,
as well as the actors who initially appeared in the French version of the play, Stanislas Norday and Audrey Bonnet.

2 It is insightful to consult in that light a recent monograph by Kimberly Jannarone, Artaud and his Doubles, 2015. She
reads Artaud’s text in the historical context and finds numerous correspondences between his obsessive motifs and
metaphors on the one hand, and the fascist rhetorics on the other, especially when it comes to his repeated exposure of
“the omnipresence of evil, the foulness of the body and the need to systematically employ cruelty and terror” (1).



benumb and confront the audience to imminent death: raging against the theatre of
his time. He expresses disgust not only for “psychological” dilemmas but particularly
for the whole cheap sentimentalism and verbalism of bourgeois domestic dramas.
Pascal Rambert appears at first glance to be doing quite the opposite. In The closure
of love, he writes a logorrheic play for the age-old apparatus of the thédtre a l'italienne
that claustrophobically and obsessively addresses precisely the trials and tribulations
of a typical modern bourgeois marriage. Lacking, however, in dialogic stichomythia,
The closure of love consists of what appear to be two subsequent monologues but
are, in fact, two monomaniacal “narrative” voices forced into a “dramatic” clash.
As if Rambert, faced with the current trend to represent the world as broken into
a Babylonian multitude of narrative ontologies, tried to test the form of drama, to
put its current implosions to their utmost limit, to constrain this obsession with self-
narration to be deployed within the common space/time of what Badiou would name
the “Two scene” (29), of the archetypal and yet so modern drama of sexes. In so doing,
Rambert, however, emphasises the need for the characters to also stay patiently
silent for almost an hour each, to listen to the other and to respond to the other
exclusively via their bodies, to silently provoke inadvertent dialogic punctuations -
disruptions, hesitations and modifications, or indeed, additional momentum - within
the monologic texture of the other’s speech. The dialogic clash here is not verbal; it
takes place between one’s language and the other’s body.

Rambert’s actors address each other by their proper, everyday names since the
play’s protagonists are “in fact” - that is, in the possible world, the fictive universe
of the play, just as much as in the actual world of its enactment - actors. In a move
much closer to Artaud’s poetics than it may seem, Rambert collapses fiction into the
living and breathing, embodied actuality of the stage: the space of the play and the
world-as-play are here one and the same space. His imaginary actors are, namely,
caught in the midst of a rehearsal of an unknown play, perhaps a play on love as
well, perhaps the very play they are, qua empirical actors, already actually acting
in. Facing the fatal separation, the man and the woman thus, to express it through
a proper paradox, seem to be what they actually are - two beings actually suffering
from painful linguistic blows that their characters emit into each other’s bodies and,
yet, beings who, in the very here-and-now of their irreducible, intimate performing
selves, are, again, “just acting”, as if, even after the break-up of the couple, they would
still be ready to start the rehearsal and the play anew. Indeed, whenever the play is
re-played, the actors all around the world call each other by their proper names3,
confronting their personal bodies and existences to the respective translations of

3 The use of the proper names of the actors tends to reappear in contemporary theatre as a mode of indicating
“authenticity” (as the discussion after my paper was delivered at the conference sufficiently proved). It is, nevertheless, a
dramaturgical device like any other, which additionally blurs the already confusing semiotic status of theatrical names and
the ontological status of fictional entities they refer to. I cannot enter into that intriguing discussion here, but it is certainly
one worth pursuing along the lines suggested by Michael Y. Bennett (see Literature).



the play, so that this blending of sameness and difference in repetition works on the
global level as well.

By its very re-configured repeatable unrepeatability, Rambert’s The closure of love
reverses and exacerbates the pivotal paradox Derrida detected in Artaud’s writing by
creating a meta-play, a play within the play, endlessly repeated in the-almost-same
mise-en-scene, but always with different actors, different embodiments, different
contexts of “the world as play”. However, contrary to the violent scene of parricide
that Derrida proclaimed to be necessarily haunting the stage Artaud so desperately
wanted to clear from God’s repressive presence, Rambert’s play, and its never-ending
differential movement, is opened up to the terrifying encounter of sexual differences,
to the desperate search for an Irigarayan “way of love”, for a way out of its fatal
closure, which, like the closure of representation, results to be founded on what it
declaratively tries to eschew: the metaphysics of self-presence, the mirage of the Real
and the idea of Truth. To replace the originary scene of parricide with the troubling
and yet eventually amorous “Two scene” already means to challenge the violent
logic lurking behind Artaud’s ambition to abolish God. As opposed to all the critics of
Rambert’s piece who praise the play for its universality - either willingly disregarding
or completely missing the way in which it poses the question of sexual difference -
I argue that the aforementioned meta-theatrical impact depends precisely upon
allegiance to a revision of history and the blind alley in which the dominant culture of
love seems to be still stuck, from the woman'’s perspective.

There are striking differences in Rambert’s play in how the male character and
the female character use language and address the issue of love. It is the man
who announces the inevitable closure, the impossibility of a common future, the
exhaustion of a certain concept of love. For Stan, the love relationship he is in is
now nothing else but the endless repetition of the same, of the theatre of love as
the worn-out theatre of representation, the theatre of the sentimental fiction, built
upon something occluded: the hidden, cruel truth of negativity which should now
finally be revealed, spelt out, brought out in the open. It is the Other, the woman,
who is accused of holding too firmly to this fictional, worn-out, sentimental notion
of love, of desperately ignoring and pushing away the negativity, of impeding the
necessity for it to come out finally and of pressuring the man to continue along a
common path. However, according to Stan, what is this hidden truth of love, the
repressed ground of its stale theatrical illusion? Clearly, Stan’s concept of love is
impregnated by psychoanalytic terms, which formulate the relation to the other
within the logic of Hegelian recognition and Lacanian desire. It is a logic that sees
desire itself as grounded on the work of negativity, the unsignifiable Real, which
marks the gap or lack in the constitution of the subject, allotting it to the gaze of the
other, making it crave for something behind the other’s gaze - a logic, by the way,



governing the metatheatrical structure of the exemplary psychoanalytic tragedy,
Hamlet (Armstrong 6-29).

To falter for a moment in his destructive move, to recollect how love works, to
recognise the Other, means for Stan, therefore, first and foremost, to evoke Audrey as
an outstanding actress, the extraordinary screen and mirror to his own narcissism, and
to project onto her the desired fulfilment of his own lack, proving the destructive logic
of desire, whose constitutive insatiability produces the mirage of the foreclosed Real.
Incapable of ever reaching its goal except in death, it can only produce a debasement
of being into disposable things, objects and substances. Therefore, despite Stan’s
intermittent nostalgic reminiscences of the lost love, the break-up will soon degenerate
into an anticipated dispute over separate items that hold for him, ironically, particular
sentimental value. Stan’s speech is forcefully “modern”, or should we say “postmodern”,
steeped in quotations of clichés, ironic or not, in English jargon words like “turn-over”
that pollute the French original with contemporary techno-managerial vocabulary,
globally spread to kill meaning and communication. Such abuse of language can only
lead to war. Perhaps it would not be such a terrible outcome if there were no children
around: in the middle of Rambert’s performance, just before the moment in which
the man and the woman switch their sides on the proscenium, as also their speaking
positions, a chorus of children enters as if interrupting the rehearsal and reclaiming
the stage. Not all of these children are Stan and Audrey’s children. Yet, let us recall the
modern “recession of origins” that David Roberts ascribes to the first type of metadrama,
which stands for the psychoanalytic plunging into the deep recesses of our memory. We
could then say that the entire audience identifies with their children, who thus stand for
all the children in the world.

However, the table turns here, and the woman starts to talk back, to prevent the man
from simply exiting. Her way out is radically different, for she re-frames the meta-
reference to the theatre to serve the right for the Other to answer and to inaugurate
the perspective of the Two, especially since the break-up, any break-up, is never
exclusively personal. It always somehow affects the entire world. In the temporal
scheme of the play, just as in one of the histories of civilisation, the woman arrives
second, indeed, she has been forced to cultivate, as Nietzsche would say, “the instinct
for a secondary role” (69). The second part of the play will therefore be given over to
this internal supplement of the man’s logorrheic onset, that is, to her revision, to her
refusal of the closure, to her challenge of the logic of the same, to her mimesis, her
parody, her echo of Stan’s speech, to the deployment, that is, of the most cherished
Irigarayan strategies of deconstruction and dislocation of all closures - of thought, of
sexuality, of identity and, above all, of human becoming and of love as its horizon. The
woman’s counter-attack will, as a matter of fact, make the man listen to himself since
it will mock his defilement of language and especially the very word war, let alone the



grandiosity of the role Stan assigned to himself in it, sneaking out as the deserter from
the battlefield of love, caring little for what this war, the war of words, will produce for
their children, as for all the children of the world.

Her recollection of their love has nothing to do with splitting the ego, desires and
projections but instead with joining seemingly disparate facets of life in daily work,
regardless of who or what comes first. Audrey, therefore, debunks Stan’s notion of
the Real, both in love and in the theatre, as resting on violence and destruction, on an
unacknowledged - Artaudian - fascination with death and cruelty. The body, her body,
is for Audrey neither a thing to be exposed, displayed and debased, nor a mirror or a
screen for Stan’s “flamboyant exteriority”, but the endangered locus of their common
becoming and transcendence, which here replaces the emblematically empty circle,
the O of Ophelia’s lap, the castration anxiety that according to Philip Armstrong lurks
behind the epistemological failure of Hamlet’s “Mousetrap” (Armstrong 20-25). From
this locus, Pascal Rambert’s equally humiliated woman will make another attempt to
call the man back. Although she cannot help but see in the two of them the inheritors
of Masaccio’s touching interpretation of the Expulsion of Adam and Eve from Eden, the
woman prefers to cast herself as Eurydice, “holding out her white hand”, “walking
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with the man in a common dream”, “coming back to life creating and procreating”,
opening up the temporality of the Two, rather than the substantiality of the one. The
man will not join her, but the play will still end on an ambivalent note since the finales
of their respective speeches make both man and woman acknowledge the need to
continue their work as actors, that is, to continue repeating the play, and, to do so, as

all the lovers of the world, over and over again.

As opposed to the internal reduplication and never-ending repetition endorsed by
the intensely lit space of the play in Rambert’s Cloture de I'amour, disturbed only
for a moment by the uncanny irruption of children reminding the couple who is the
unacknowledged internal audience to their theatrical display, Tim Crouch’s The
Author, as | have already suggested, represents metadrama'’s potential for extraversion,
inaugurated by Calderon’s The Great Theatre of the World. Now, [ am far from suggesting
that Tim Crouch’s post-postdramatic Authorlongs for amedieval faith in the unshakeable
ground of God’s “true presence”, but the structure Crouch envisaged, and the topics
discussed by his characters, certainly do invoke a parallel tradition which, just like
Rambert’s piece, places theatre-making squarely into the field of ultimate ontological,
epistemological and, above all, ethical questions of humanity.

This cunning metadrama could figure indeed as an extreme version of David Roberts’s
second type since here, the space of the play, just as much as the world of the play,
is not reduplicated, as in Rambert’s piece, but turns out to be almost non-existent:
the entire action takes place as if outside the conventionally established borders of



drama, in the intensely lit space of the audience, in what seems to be the form of,
again, a narrative address by theatre producers to the flabbergasted members of
the actual public, divided into two groups facing each other, with only a tiny vacant
corridor in-between them. The producers are visible and present, seated amongst
others, only talking about their preparations for the show, which the audience never
actually witnesses, except for one very short scene, just to have a glimpse of what it
was supposed to be, a tiny moment of re-play of the creative process that introduces
the audience to a crude, violent “slice of life” of a raped young woman Karen, a scene
that quickly blends with the situation of the audience witnessing its re-creation.
As in Rambert’s play, the actors are instructed to appear in The Author under their
own, real life names as well, but the name of the author and director of the play, Tim
Crouch, is always supposed to remain the same, regardless of the actor who would
take his part. If Rambert’s actors can seemingly act as if no one is watching them, as if
the fourth wall is shielding them from any public responsibility, only to be reminded
that there is an internal audience that they ignore just as much as the real one, Crouch
reverses the theatrical situation by focusing on all actual audiences of his play and
by openly accusing them to consist of consumers and voyeurs who display the same
kind of irresponsible indifference towards the “obscenity” of what they nevertheless
insatiably watch, be it violence in the theatre or outside of it, on the screen or in their
neighbourhoods.

Besides framing the entire play by the appearance and the monologues of the very
author who wrote them - supposedly, the same Tim Crouch who also appears in the
performance as the actor playing himself - Crouch parallels Calderén’s structural
tautology in his complete conflation of acting with a chance to act ethically. Just like
Calder6n’s members of humanity who are allowed to exercise their free will and
yet listen to the prompter named Faith, who advises them to choose to do good and
thus acquire a place next to the Author-God at the supper to which he invites them
after the performance, so also all the characters in Crouch’s play - the members
of the actual audience included - are given an opportunity to take a stand when it
comes to the ethical meaning and purpose of a theatre representation, especially
the one representing graphic images of violence. Instead of Faith who figures as a
prompter in Calderén’s piece, here, however, we have an ironic, if not diabolic advisor,
a character of a deluded member of the audience - initially played by Adrian Howells
- prompting the audience constantly to respond to his infantile enthusiasm for
theatre’s most superficial attractions. The irony befalls the figure of the Author as
well: the contemporary God-like creator turns out now to be a monomaniacal torturer
of the actors he summoned, so absorbed in his righteous need to show the violence
of the world to the world that he inevitably perpetuates it, thus destroying the actors’
lives, making them martyrs of a morality play with doubtful didactic outcomes. Unlike
Rambert’s actors, who search for the truth of their love in other representations,



not only in Masaccio’s picture but also in the myths of Adam and Eve, Orpheus
and Eurydice and even in the myth of John Lennon and Yoko Ono’s love, Crouch’s
characters search for the cause and origin of violence outside of representation: the
character of the actress, initially interpreted by Esther Smith, claims that she went to
the beaten women'’s shelter in order to understand the character of Eshma she has to
interpret, where she met Karen, the actual relay for the effet du réel that the actress
wants to produce through her interpretation. It turns out that the character of Karen,
whom the audience got acquainted with in the rehearsed fragment of the inset play, is
not part of the play in preparation, but only a kernel of reality used to make that play
more “real”. Moreover, the whole troupe visits an unknown East-European country in
the war for the same purpose, just to grasp why a man would rape his own daughter
and then use that knowledge in performance. Even the Author, Tim Crouch, declares
at the outset of The Author that he decided to kill himself by drowning in a coffin-like
tub of a spa, just to taste what death is like, or perhaps also to assume the ultimate
responsibility for all the symbolical capital he used to exploit by representing images
of violence to gain success and fame.

To sum up the surprising resonances with Calderén’s emblematic metadrama, there is
in Tim Crouch’s play - an allegorical play, by the explicit designation, that the author
professes within the play - even the mention of a dinner party to which “the author”
invites his actors at the end of the show, just as the God-like Author does in The Great
Theatre of the World. Crouch’s dinner party, however, ends in the horror of all horrors:
if Calderén’s innocent unborn child ends in a Limbo since it never had a chance even
to get an idea of what ethics means, here child appears in the guise of Esther’s baby,
innocently sleeping while the author - as, again, he himself confesses to the audience -
masturbates to the internet child pornography he is watching on the computer screen
while the rest of the guests, and his wife, go to sleep. Disgust that this confession may
generate among the members of the audience is thoroughly welcome, for the Author
finally kills himself indeed, right after having announced that writing had left him,
before he even had the chance to leave it first and abandon the space of the play - as,
we may add, Artaud had anyway wished the author to do.*

The contrasting two examples I decided to reflect upon in this paper thus nicely
point to the limits of contemporary dramaturgical ambitions to match the prevailing
impulse of forgetting the pressures and obligations towards a pre-existing play-
text and devise theatre that would somehow spring from its own internal and
momentary necessity. Whether engulfed in “universals” such as the issue of love
and the question of sexual difference, or tackling the thorniest of all violent outrages

4 The character of the author re-appears in a number of contemporary British plays, as Dan Rebellato points out, but
it is striking that he never sees this obsession in the light of Artaud’s (and Derrida’s), problematisation of this role, so
particularly invested in drama as a controversial case of literary “ownership”, but rather chooses to connect Crouch’s
“death of the author” with Barthes’s famous essay.



currently plaguing the world, the two dramatic constructions, deconstructions
and reconstructions of representation that I chose as exemplary cannot but turn
around their very theatrical conditions, that is, around the fundamental puzzle
that never slips from the minds of their authors: what's theatre got to do with it?
By rejuvenating inherited modes of metadramatic self-questioning, they testify to
the curious fact that theatre - even the dramatic one - was never meant to be a
representation of something absent from the here and now of its actual happening, of
its performance, of its immediacy, its production of feelings, meanings and epiphanic
moments. However, the reverse is true as well, that theatre was never only about the
here and now of the sheer spontaneity and eventfulness; it was always closely tied
to the very phenomenon of literacy, as a challenge posed by orality, corporeality
and contextuality to the apparent semiotic fixity and narrative determinations of
the written word. It is this warning, I think, that the two metadramas [ have just
discussed bring sharply to light, thus urging contemporary playwrighting to break
free from the often deeply constraining field of the here and now (Jarcho 15)
precisely in order to be able to repeat and by repeating - even if it concerns the
dramaturgical patterns inherited from olden days - to make a difference.
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V prispevku razpravljom o nacinih, kako se metadramske modalnosti simultane
dekonstrukcije in rekonstrukcije fiktivnega vesolja pojavljagjo v dveh sodobnih igrah,
Zapiranju ljubezni (2011) Pascala Ramberta in Avtorju (2009) Tima Croucha. Pokazem, da
obe priznani igri spadata v trdoZivo avtorefleksivno linijo dramatike, ki preizprasuje zaprtje
reprezentacije, ki se zacenja v zgodnjem modernem obdobju s klasicnimi besedili, kakrsni
sta Shakespearov Hamlet in Calderonovo Veliko gledalisce sveta.

Kljucne besede: zaprtje reprezentacije, dekonstrukcija, metadrama, Shakespeare, Calderon,
Rambert, Crouch
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Dekonstrukcija in rekonstrukcija fikcijskega s
sveta: o dveh nasprotujocih si primerih
sodobne metadrame

Lada Cale Feldman
Fakulteta za humanistiko in druzbene vede, Univerza v Zagrebu

V razpravi nameravam pretresti relevantnost in odpornost dramskega gledalisca, se
pravi gledalisca, ki se zanasa na besedilno predlogo, ki predhaja gledaliski izvedbi, z
vidika notranjih, podedovanih modusov teoretizacije in avtopoetskega pomlajevanja,
ki ocitno kljubujejo domnevni smrti tovrstnega gledaliS¢a v obdobju postdramskega,
ne ve¢ dramskega ali postpostdramskega besedila. Vpogled v to, kako se ti modusi
uporabljajo v sodobni dramatiki, bi nam, po mojem mnenju, lahko pomagal razumeti,
kako je prislo do tega, da se dramsko besedilo trenutno, kot vse kaze, vraca in mascuje
vsem poskusom, da bi ga reducirali na ¢isto jezikovno in literarno entiteto ter ga s tem
lo¢ili od dejanskosti odra, kar mu Ze od nekdaj zagotavlja strukturno specifi¢nost, tudi
v Casih, ko so ga obravnavali zgolj kot, z besedami Benjamina Bennetta (27-56), eno
od »literarnih zvrsti«.

Sodobna dramatika poskusa po svojih najboljsih moceh iti v korak s postdramskimi
uprizoritvami in jih porajati z lastnimi poskusi, da bi se iztrgala in osvobodila od
»zaprtja reprezentacije« kot invariantne strukture zahodnega gledaliSca, ki jo je
napadal Ze Artaud, teoretiziral pa Derrida kot metafizicno po svojem bistvu. Vendar
so poskusi, da bi ubeZali tej strukturi, ogrozili sam pojem drame, saj pogosto
privzamejo obliko bodisi »liriénih« ali »epskih« strategij »dedramatizacije«: a kot
poudarjeno trdi Liz Tomlin v predgovoru k zbirki esejev o sodobnem britanskem
gledaliscu Vicki Angelaki, preden odpiSemo dramsko gledalis¢e kot neodpravljivo
utemeljeno v totaliteti, zaprtju in casovno napredujocem fikcijskem kozmosu,
zaprtem v predobstojece dramsko besedilo, bi bilo treba razmisliti o sami zgodovinski
toCnosti taksne definicije, kaj Sele pripoznati spoStovanja vredno dramsko tradicijo
samorefleksivne kritike. Sodobni dramatiki obujajo tovrstno samorefleksivnost s tem,
ko se, na primer, izrecno sklicujejo na klju¢ne elemente samega gledaliskega medija -
na avtorje, igre, igralce, obc¢instvo, dramsko igro in gledalstvo, pa tudi na prostore, se
pravi, na ontologije, ki jih ti akterji in dejavnosti domnevno naseljujejo. V nasprotju
s Tomlin, ki poudarja modernisti¢ne predhodnike, na primer Pirandella in Geneta -



katerih metadramska soocenja z »realnim« zagotovo spadajo med najzanimivejse
motnje v zgoraj omenjeni invariantni strukturi - bom na tem mestu posegla Se precej
dlje v zgodovino dramskega gledali$ca. Pri tem sledim premislekom Davida Roberta o
tem, kako bi Derridajeva razprava o Artaudu lahko sluZila kot izhodis¢e za opredelitev
dveh osnovnih tipov metadrame. Pokazala bom, da oba prototipa iz zgodnje moderne
dobe, ki ju izpostavi Roberts — Shakespearov Hamlet in Calderénovo Veliko gledalisce
sveta — zares lahko uporabimo kot vzorcna primera za razumevanje obeh skrajnih
toc¢k v sodobnem metadramskem eksperimentiranju, ki sem ju izbrala.

Drugace od Lehmana in drugih izvedencev za performans, ki, z besedami Julie Jarcho,
kot kaze, »izkazujejo nekaksno selektivno amnezijo, kar se tice Derridajeve kritike«
(4), nas Roberts opomni na to, kako sumnicav je Derrida glede artaudovskih sanj o
pobegu iz zaprtega kroga reprezentacije. Sodec po njegovi razlicici Derridajeve teze,
tradicionalno gledalisce, ki ga ho¢e Artaud ukiniti, implicira »prevlado besede« in
»primat utemeljevalnega logosa, ki prizoris¢u dodeli naslednje elemente: avtorja-
ustvarjalca, odsotnega, oddaljenega, oboroZenega z besedilom, ki nadzoruje in
obvladuje pomen reprezentacije, igralce pa pripravi k temu, da udejanjajo voljo
nevidnega gospodarja pred obcinstvom gledalcev, potrosnikov, voajerjev« (37).
Vendar pa Derrida opozarja tudi, da je Artaudovo gledaliS¢e neponovljive geste
in samoprezence nemogoce, saj se ponavljanju ni mogoce izogniti, vse, kar lahko
gledaliSce naredi za to, da bi spodkopalo zgoraj opisano teolosko strukturo, pa je, da
»razgali tisto, kar krog reprezentacije vsebuje«, da reprezentira »mejo reprezentacije«
s tem, ko re-prezentira reprezentacijo (prav tam 37-38).

Na podlagi teh premis Roberts predstavi dva tipa metadrame, med katerima
razlikuje glede na nasprotujoce si strategije, ki jih uporabljata za to, da spodkopljeta
smrtonosno zaprtje. Oba tipa izhajata iz inherentne zmoZnosti dramskega gledalisca,
da preizprasuje lastne meje tako, da postavi v ospredje prostorsko dvojnost, ki jo
implicira, saj »vsaka drama odpira dejanski prostor igre, obenem pa tudi reprezentira
svet kot igro« (prav tam). Prvi, t. i. »samokriti¢ni« tip metadrame mejo reprezentacije
vkljuéi v okvir lastne »igre kot sveta« v obliki vloZene igre - na primer dobro znani
primer »miSnice« v Hamletu, za katero se zdi, da jo upravlja neki nevidni in nezanesljivi
duh v stroju. Drugi, »samopotrjujoci« tip, katerega vzor¢ni primer je Calderénovo
Veliko gledalisce sveta, pa mejo projicira navzven, v »svet kot igro«, tako da avtorja,
skritega v zaodrju, prikaZe v ospredju, kot vsemogocnega Boga, ki predstavo hkrati
vodi in gleda in ki nazadnje vsem dejanskim gledalcem Calderénove igre tudi podeli
bodisi odresitev bodisi prekletstvo. Z namenom, da povzamem ideoloski zastavek
te opozicije, naj to vse prekratko obrazloZitev kon¢am s tem, da Se enkrat navedem
besede Davida Robertsa:



[P]rvi se posluzuje podvojitve, da s tem ponotranji izvor in vzro¢nost prizora, drugi pa,
da izvor in vzro¢nost pozunanji. [...] Teolosko in zgodovinsko gledano, ta tipa kazeta v
dve nasprotni smeri: igra v igri prek obrata navznoter predhaja moderni recesiji izvora,
se pravi, paradoksu samoimplikacije; gledalisCe sveta pa se ozre nazaj in prek obrata
navzven ponovno potrdi srednjeveSko zaprtje pomena, katerega rezultat je alegorija
samoeksplikacije. (38-39)

Kot primera iz sodobnosti, ki po mojem mnenju spominjata na omenjena tipa
samorefleksivnosti, lahko navedem besedili Cléture de l'amour (2011) Pascala
Ramberta ter The Author (2009) Tima Croucha. Prav ti metadramski besedili sem
izbrala, ker v naslovih, zanimivo, vsebujeta doloCene izpostavljene asociacije na
Derridajev komentar k Artaudu in na zgoraj opisano »invariantno strukturo«
zahodnega gledalisca: zdi, se, da prvi namiguje na zaprtje reprezentacije, drugi pa
prikli¢e v spomin osrednji, ¢e ne Ze kar boZanski polozaj avtorja. Ceprav so francoski
naslov Rambertove igre v anglesc¢ino prevedli kot The Closing of Love ali Love’s End
(Zapiranje ljubezni oziroma Konec ljubezni), sama vztrajam pri aluzivnhem vtisu
izvornega naslova, ki uporabi prav isto besedo - cléture - kot Derrida pri opisovanju
paradoksa Artaudovih ambicij. Po mojem mnenju Rambertova igra tako namenoma
povezuje krizo ljubezni s krizo reprezentacije in kulture na sploh, Se posebej pa s
krizo gledaliSca. Izbor Rambertove igre lahko upravici Ze tudi zgolj velika odmevnost,
ki ga je izzvala, saj je, drugace od Avtorja Tima Croucha, ki je gostoval ve¢inoma po
anglo-ameriskem svetu, Zaprtje ljubezni (kot bi sama prevedla Rambertov naslov) zZe
doseglo status mednarodnega fenomena, saj so ga uprizorili Ze v ve¢ kot dvajset jezikih
po vsem svetu, od Brazilije in ZDA, prek Slovenije, Hrvaske in Italije pa vse do Egipta,
Rusije, Kitajske in Japonske. Res pa so o Crouchevem besedilu Siroko razpravljali in
ga imajo Stevilni kritiki (Bottoms, Rebellato, Henke, Delgado-Garcia in drugi) za res
vplivno igro, vendar pa navdusenju za uprizarjanje Rambertovega besedila vsaj za
zdaj Se ni sledila resnejs$a strokovna analiza njegove planetarne privlacnosti.!

Zakaj torej ravno Zaprtje ljubezni? Naj Se enkrat ponovim, da je zaprtje misljeno kot
dvoumna beseda, ki oznacuje samozadostnost in samostojnost nekega vesolja, obenem
pa tudi konec tega vesolja. V Zelji, da bi hkrati zavrnil in razglasil zaprtje reprezentacije,
da bi jo koncal, ukinil, hkrati pa jo v enem zamahu tudi ozivil pod lastnimi pogoji, si
je Artaud prizadeval, kot nas opominja Roberts, uvesti Cisto gledaliSce prezence, ki ga
ne bi od zunaj upravljala Se neka druga roka. Se pravi, z drugimi besedami, vzpostaviti
¢isto imanenco Zivljenja - in smrti. V takSnem gledali$¢u igralec postane mucenik, ki
dovoli svoje lastno unicenje z namenom, da postane spektakel, ki dokazuje imanenco

1 Edina izjema, za katero vem, je monografska izdaja revije Parages, §t. 7, 2020, v kateri lahko najdemo navdihujo¢ esej o
Rambertu kot dramatiku in reZiserju, ki pa igro omenja zgolj mimogrede, ne da bi se le lotil interpretativne analize. Revijo
objavlja Narodno gledali$¢e v Strasbourgu, s katerim Rambert redno sodeluje, tako da je izdaja, posve¢ena Rambertu, prej
poklon hisnemu avtorju kot strokovna publikacija. Kljub temu je v reviji mogoce najti nekaj zanimivih pripomb urednika
Frederica Vossierja pa tudi Claudine Galea in obeh igralcev, ki sta prva nastopila v francoski razli¢ici igre, Stanislasa Nor-
daya in Audrey Bonnet.



negacije.? Artaud si je zamislil celo vrsto tehnik, s katerimi bi bilo mogoce napasti ali
otopiti obcinstvo ali pa ga soociti z neizbeZno smrtjo: s tem, ko je besnel proti gledaliS¢u
svojega casa, je izrazal ne le gnus do »psiholoskih« dilem, ampak Se posebej do vse
cenene sentimentalnosti in verbalnosti mescanskih druzinskih dram. Na prvi pogled se
zdi, da Pascal Rambert naredi ravno nasprotno: v Zaprtju ljubezni piSe logorejsko igro
za prastari aparat thédtre al‘italienne, ki klavstrofobi¢no in obsesivno naslavlja ravno
preizkusnje in stiske znacilnega modernega mescanskega zakonskega para. A ker manjka
dialoSka stihomitija, Zaprtje ljubezni sestavljata, tako se zdi, dva zaporedna monologa,
ki pa sta v resnici dva monomanicna »pripovedna« glasova, prisiljena v »dramatic¢ni«
spopad. Kot Ce bi Rambert, sooCen s trenutnim trendom reprezentiranja sveta kot
razlomljenega v babilonsko mnoZico pripovednih ontologij, poskusal preizkusiti obliko
drame, potisniti njene trenutne implozije do najskrajnejsih meja, zamejiti to obsedenost
s samopripovedovanjem tako, da jo razpostavi v skupnem prostoru/casu tistega,
kar bo Badiou poimenoval »prizor Dveh« (29), arhetipske, pa vendar tako moderne
drame spolov. Pri tem Rambert poudarja tudi nujnost, da lika potrpeZljivo vztrajata v
molku vsak skoraj po celo uro, da poslusata drug drugega in da se odzivata na drugega
izklju¢no prek svojih teles, da molce izzivata nenamerne dialoSke poante, prekinitve,
obotavljanja in modifikacije ali pa nemara dodatni zagon znotraj monoloske teksture
partnerjevega govora. Dialoski spopad tu ni verbalen, odvija se v prostoru med jezikom
enega ter telesom drugega.

Rambertova igralca drug drugega naslavljata po svojih pravih, vsakdanjih imenih, saj
sta protagonista igre »dejansko« - se pravi, tako v tem mozZnem svetu, v fikcijskem
vesolju igre, kot tudi v dejanskem svetu njegovega uprizarjanja - tudi sama igralca.
Ta korak je mnogo blize Artaudovi poetiki, kot se nemara zdi, saj Rambert s tem
povzroci kolaps fikcije v Zivo, dihajoco, uteleSeno dejanskost odra: prostor igre in
sveta kot igre tako postaneta en in isti prostor. Njegova namisljena igralca sta namrec
zasacena sredi vaje za neko neznano igro, ki je morda prav tako igra o ljubezni, morda
gre prav za to igro, v kateri, kot empiri¢na igralca, pravkar dejansko igrata. SooCena
s to smrtonosno locitvijo, se tako moski in Zenska, Ce naj to izrazimo prek pravega
paradoksa, zdita ravno to, kar dejansko tudi sta - bitji, ki dejansko trpita zaradi bolecih
jezikovnih udarcev, ki jih njuna lika oddajata v telesi drug drugega, pa vendar bitji, ki
v samem tukaj in zdaj svojih ireduktibilnih, intimnih, uprizarjajocih jazov spet »samo
igratag, kot bi bila, celo potem ko se par Ze razide, Se vedno pripravljena ponovno
zaceti z vajo in igro. Dejansko kadar koli igro uprizarjajo, igralci po vsem svetu drug
drugega klicejo po pravih imenih,? s tem pa svoja osebna telesa in eksistence soocajo z
mglobiti v pred kratkim objavljeno monografijo Kimberly Jannarone Artaud in njegovi dvojniki (Ar-
taud and his Doubles), 2015. Avtorica bere Artaudovo besedilo v zgodovinskem kontekstu in najde $tevilna ujemanja med

njegovimi obsesivnimi motivi in metaforami na eni strani ter faisti¢no retoriko na drugi, $e posebej, kar se tice nenehnega
izpostavljanja »vseprisotnosti zla, pregresnosti telesa in potrebe po sistemati¢ni uporabi krutosti in terorja« (1).

3 Uporaba pravih imen igralcev se v sodobnem gledali§¢u pogosto pojavlja kot na¢in za nakazovanje »avtenti¢nosti« (kot
je v zadostni meri dokazala Ze diskusija po predstavitvi pri¢ujoce razprave na konferenci). Kljub temu pa gre pri tem za
dramatursko sredstvo, taksno, kot so vsa druga, ki Se dodatno zabri$e Ze tako nejasni semioti¢ni status gledali$kih imen in



vsakokratnim prevodom igre, tako da to meSanje istosti in razlike v ponavljanju deluje
tudi na globalni ravni.

Ze s samo rekonfigurirano ponovljivo neponovljivostjo Rambertovo Zaprtje ljubezni
zaobrne in Se poglobi klju¢ni paradoks, ki ga je Derrida zaznal v Artaudovih spisih, s
tem, ko ustvari metaigro, igro vigri, ki se neskon¢no ponavlja v skoraj enaki mizansceni,
a vsakic¢ z drugimi igralci, drugimi utelesenji, druga¢nim kontekstom »sveta kot
igre«. Vendar pa se, nasprotno nasilnemu prizoru ofetomora, ki, kot je razglasil
Derrida, nujno strasi po odru, ki ga je Artaud tako obupano hotel ocistiti zatiralske
prisotnosti Boga, Rambertova igra s svojim neskon¢nim diferencialnim gibanjem
odpira grozljivemu srecanju s spolnimi razlikami, obupanemu iskanju irigarayevske
»poti ljubeznik, izhoda iz njenega smrtonosnega zaprtja, za kar se, tako kot za zaprtje
reprezentacije, izkaZe, da temelji prav na tistem, cemur se deklarativno skusa izogniti:
na metafiziki samoprezence, prikazni Realnega in ideji Resnice. Nadomestiti izvorni
prizor oCetomora s sicer zaskrbljujo¢im, a navsezadnje vendarle ljubezenskim
»prizorom Dveh« Ze pomeni izzvati nasilno logiko, ki prezi za Artaudovo Zeljo, da bi
ukinil Boga. V nasprotju z vsemi kritiki Rambertove igre, ki jo hvalijo zaradi njene
univerzalnosti - s ¢imer pa bodisi hote zanemarijo ali pa povsem zgresijo nacin, na
katerega zastavlja vprasanje spolne razlike - trdim, da je prej omenjeni metagledaliski
vtis odvisen prav od zavezanosti reviziji zgodovine in od slepe ulice, v kateri se zdi, da
Se vedno tici prevladujoca kultura ljubezni z vidika Zenske.

V Rambertovi igri res prihaja do osupljivih razlik glede tega, kako moski in Zenski
lik uporabljata jezik in kako naslavljata vprasanje ljubezni. Moski je tisti, ki
razglasi neizbezno zaprtje, nemoznost skupne prihodnosti, iz¢rpanost dolo¢enega
pojmovanja ljubezni. Kar se Stana tice, ljubezenski odnos, v katerem se nahaja, ni
vec ni¢ drugega kot neskoncno ponavljanje istega, gledaliSca ljubezni kot iztroSenega
gledalisca reprezentacije, gledaliS¢a sentimentalne fikcije, ki je zgrajeno na necem
okludiranem: na skriti, kruti resnici negativnosti, ki bi jo bilo treba zdaj dokon¢no
razkriti, ubesediti, privesti na odprto. Drugi, Zenska je tista, ki jo obtoZuje, da se
prevec krcevito oklepa tega fikcijskega, iztroSenega, sentimentalnega pojmovanja
ljubezni, da obupano ignorira in odriva negativnost, da preprecuje nujnost tega, da
bi kon¢no prisla na dan, in da sili moskega v to, da nadaljuje po skupni poti. Ampak
kaj je, po Stanovem mnenju, ta skrita resnica ljubezni, potlaceni temelj njene postane
gledalisSke iluzije? Ocitno je Stanovo pojmovanje ljubezni preZeto s psihoanaliticnimi
izrazi, ki formulirajo razmerje do drugega v okviru logike heglovskega prepoznanja
in lacanovske Zelje. Naj vas opomnim, da gre pri tem za logiko, ki samo Zeljo pojmuje
kot utemeljeno v delu negativnosti, na Realnem, ki mu ni mogoce pripisati pomena,
ki zaznamuje vrzel ali manko v konstituciji subjekta in ga pripiSe pogledu drugega,

ontoloSkega statusa fikcijskih entitet, na katere se nanasajo. Na tem mestu se ne morem spuscati v to zanimivo razpravo,
vsekakor pa bi jo bilo vredno raziskati, kot je to zacrtal Michael Y. Bennet (glej Literaturo).



tako da hlepi po necem skritem za pogledom drugega - mimogrede, to je tudi logika,
ki obvladuje metagledaliSko strukturo eksemplari¢ne psihoanaliticne tragedije -
Hamleta (Armstrong 6-29).

Za trenutek zastati v tej destruktivnosti, se spomniti, kako ljubezen deluje, prepoznati
Drugega, za Stana potemtakem pomeni v prvi vrsti izzvati Audrey kot izstopajoco
igralko, kot izjemen zaslon in zrcalo za njegov lastni narcizem, ter nanjo projicirati
zazeleno izpolnitev lastnega manka, s ¢imer bi dokazal destruktivno logiko Zelje,
katere konstitutivna nezadovoljivost proizvaja privid izkljucenega Realnega. Ker je
Zelja nezmozna, da bi kadar koli dosegla svoj cilj, razen v smrti, lahko proizvede samo
razvrednotenje biti v stvari za enkratno uporabo, v objekte in substance. Razhajanje se
bo torej kljub Stanovim obcasnim nostalgi¢nim reminiscencam o izgubljeni ljubezni
kmalu spridilo v pricakovano prerekanje glede razlicnih predmetov, ki imajo zanj, kako
ironi¢no, posebno sentimentalno vrednost. Stanova govorica je na silo »moderna,
morda bi morali re¢i kar »postmodernag, preZeta z navedki kliSejev, bolj ali manj
ironi¢nimi, z angleskimi zZargonskimi besedami, kakrsna je na primer »turn-over, ki
francoski original onesnazijo s sodobnim tehnomenedzZerskim besednjakom, ki se Siri
globalno, da bi iztrebil pomen in komunikacijo. TakSna zloraba jezika lahko vodi samo
v vojno, kar samo po sebi morda Se ne bi bilo tako grozno, ¢e ne bi bilo otrok: sredi
Rambertove predstave, tik preden moski in Zenska zamenjata strani na prosceniju,
s tem pa tudi polozaj govorca, nastopi zbor otrok, ki kot da prekinejo vajo in si spet
prilastijo oder. Sicer niso vsi ti otroci potomci Stana in Audrey, a ¢e se spomnimo na
moderno »recesijo izvorov, ki jo David Roberts pripisuje prvemu tipu metadrame,
kar predstavlja psihoanaliticno poglabljanje v najgloblje koticke nasega spomina, bi
lahko rekli, da se celotno obcinstvo identificira z njunimi otroki, ki tako zastopajo vse
otroke tega sveta.

Vendar pa se na tem mestu stvar obrne in Zenska zaCne ugovarjati ter tako prepreci
moskemu, da bi enostavno odSel. Njena pot iz tega je radikalno drugacna, saj
metareferenco na gledaliSce prestavi v nov okvir, tako da sluzi pravici Drugega do
odgovora in do uvajanja perspektive Dveh, Se posebej zato, ker razhod, noben razhod,
ni nikoli izklju¢no oseben; na neki nacin vedno vpliva na ves svet. V ¢asovni shemi igre,
natanko tako kot v shemi zgodovine civilizacije, Zenska nastopi druga, pravzaprav je
bila prisiljena, kot bi dejal Nietzsche, gojiti »nagon za drugo vlogo« (69). Drugi del
igre bo potemtakem prepuscen temu notranjemu dopolnilu logoreji¢nega zastavka
moskega, se pravi, njeni reviziji, njeni zavrnitvi zaprtja, njenemu izzivanju logike
istega, njeni mimesis, njeni parodiji, njenemu odjeku Stanovega govora, se pravi,
uvajanju najbolj opevanih irigarayevskih strategij dekonstrukcije in premesc¢anja
vseh zaprtij - misli, seksualnosti, identitete in, predvsem, cloveskega postanka ter
ljubezni kot njegovega horizonta. Protinapad Zenske bo, ¢e smo Ze pri tem, moskega
prisilil, da prisluhne samemu sebi, saj se bo norcevala iz njegovega oskrunjenja jezika,



Se prav posebej pa iz same besedne vojne, ¢e sploh ne omenjamo grandioznosti vloge,
ki si jo je Stan pripisal v njej, ko se je z bojis¢a ljubezni splazil kot dezerter, pri tem pa
se ni kaj dosti oziral na to, kaj bo ta vojna, vojna besed, prinesla tako njunim otrokom
kot tudi vsem otrokom sveta.

To, kako se ona spominja njune ljubezni, nima nobene zveze s cepljenjem ega, z
Zeljami in projekcijami, gre prej za zdruZevanje na videz nezdruzljivih vidikov
zivljenja v vsakdanjih opravilih ne glede na to, kdo ali kaj je prvo. Audrey potemtakem
ovrZe Stanovo pojmovanje Realnega, tako v ljubezni kot v gledalis¢u, ¢eS da temelji
na nasilju in destrukciji, na nepriznani, artaudovski fascinaciji s smrtjo in krutostjo.
Telo, njeno lastno telo, za Audrey ni ne stvar, ki jo je mo¢ razgaliti, prikazati in
onecastiti, pa tudi ne zrcalo ali zaslon za Stanov »gizdalinski videz«, temve¢ ogroZeni
kraj njunega skupnega postajanja in transcendence, ki na tem mestu nadomesti
emblemati¢no prazni krog, sklenjen krog Ofelijinega narocja, kastracijo tesnobe, ki,
kot pravi Philip Armstrong, prezi skrita za epistemoloskim neuspehom Hamletove
»misSnice« (Armstrong 20-25). Prav s tega mesta bo ni¢ manj poniZana Zenska Pascala
Ramberta $e enkrat poskusila priklicati mo$kega nazaj. Ceprav si ne more kaj, da ne
bi v njiju videla naslednikov Masaccieve ganljive interpretacije Izgona Adama in Eve iz
rajskega vrta, se Zenska raje postavi v vlogo Evridike, ki »iztegne svojo belo roko«, »z
njim stopa naprej skozi skupne sanje, »se vracata v zivljenje ustvarjata in zaplajata,
odpira ¢asovnost Dveh namesto substancialnosti enega. Moski se ji ne bo pridruzil,
kljub temu pa se bo igra koncala z dvoumnim tonom, saj v zaklju¢ku obeh govorov
tako moski kot Zenska prepoznata potrebo, da nadaljujeta delo igralcev, se pravi, da
Se naprej ponavljata igro, in da morata to poceti kot vsi ljubimci po vsem svetu, spet
in spet.

V nasprotju z notranjimi podvojitvami in neskon¢nim ponavljanjem, ki ga ponuja
intenzivno osvetljeni igralni prostor Rambertove Cléture de I'amour, kar zgolj za
hip prekine srhljivi vdor otrok, ki par opomnijo na to, kdo je nepripoznano notranje
obcinstvo njunega gledaliskega razkazovanja, pa drama The Author Tima Croucha,
kot sem Ze namignila, predstavlja moznost metadramskega obrata navzven, kot ga je
uvedel Calderdn v Velikem gledaliscu sveta. Seveda Se zdaleC ne Zelim namigovati, da
postpostdramski Avtor Tima Croucha hrepeni po srednjeveski veri v neomajni temelj
»resniCne prezence« Boga, vendar pa struktura, ki jo je zasnoval Crouch, in pa teme,
o katerih razpravljajo njegovi liki, zagotovo priklicejo v spomin vzporedno tradicijo,
ki, tako kot Rambertovo besedilo, gledaliSko delovanje umesca neposredno v polje
ultimativnih ontoloskih, epistemoloskih, predvsem pa eti¢nih vprasanj clovestva.

Ta bistroumna metadrama bi v resnici lahko predstavljala ekstremno razliCico
drugega tipa po Davidu Robertsu, saj prostor igre, tako kot tudi svet igre, tu nista
podvojena, tako kot pri Rambertu, temvec se izkaZe, da tako reko¢ ne obstajata:



celotno dogajanje se odvije tako reko¢ zunaj konvencionalno vzpostavljenih meja
drame, v intenzivno osvetljenem prostoru obcinstva, v obliki, za katero se spet zdi, da
gre za pripovedno naslavljanje zaprepadenih ¢lanov dejanske publike, ki so razdeljeni
na dve skupini, obrnjeni druga proti drugi in loCeni zgolj z ozkim praznim hodnikom,
s strani gledaliskih ustvarjalcev. Ustvarjalci so vidni in prisotni, sedijo med drugimi,
govorijo zgolj o svojih pripravah na predstavo, ki je ob¢instvo nikoli dejansko ne vidi,
z izjemo enega samega zelo kratkega prizora, samo toliko, da dobijo bezen vpogled v
to, kar naj bi predstava bila, droben hip posnetka ustvarjalnega procesa, ki ob¢instvu
predstavi grobo, nasilno »rezino zivljenja« posiljene mlade Zenske Karen. Gre za
prizor, ki se hitro zlije s polozajem obcCinstva, ki je pri¢a poustvarjanju le-tega. Tako
kot pri Rambertu imajo igralci navodilo, naj v Avtorju nastopajo s svojimi pravimi
imeni iz resni¢nega Zivljenja, samo ime avtorja in reziserja predstave Tima Croucha
naj bi vedno ostalo enako ne glede na to, kateri igralec prevzame njegovo vlogo. Pri
Rambertu se igralca ocCitno lahko obnaSata, kot da ju nihce ne gleda, kot da ju pred
kakrsno koli javno odgovornostjo varuje Cetrta stena, obenem pa ju opominja, da
obstaja tudi notranje obcCinstvo, ki ga ignorirata prav toliko kot dejanske gledalce,
Crouch pa gledalisko situacijo obrne s tem, ko se osredotoc¢i na vse dejansko ob¢instvo
svoje igre in jih odkrito obtozi, da niso ni¢ drugega kot potrosniki in voajerji, ki
izkazujejo enake vrste neodgovorno brezbriZznost do »obscenosti« tistega, kar kljub
vsemu nenasitno gledajo, pa naj gre za nasilje v gledali$¢u ali zunaj njega, na zaslonu
ali v njihovih lastnih soseskah.

Poleg tega, da vso igro uokviri s pojavo in monologi prav tistega avtorja, ki jih je
napisal, domnevno istega Tima Croucha, ki nastopa tudi v sami predstavi kot igralec, ki
igra samega sebe, Crouch potegne vzporednico s Calderonovo strukturno tavtologijo
s tem, ko povsem zlije igranje s priloZnostjo, da delujes$ eti¢no. Natanko tako kot
Caldero6novi pripadniki ¢lovestva, ki dobijo priloznost, da ravnajo po lastni svobodni
volji, pa vendarle poslusajo Sepetalko po imenu Vera, ki jim svetuje, naj izberejo dobro
in si tako zagotovijo mesto ob boku Avtorja - Boga pri vecerji, na katero jih vabi po
predstavi. Tudi vsi liki v Crouchevi igri, vklju¢no s ¢lani dejanskega obcinstva, dobijo
priloZnost, da se postavijo zase, ko pride do eticnega pomena in namena gledaliske
reprezentacije, Se posebej takSne, ki reprezentira eksplicitne podobe nasilja. A
namesto z Vero, ki v Calderénovi drami nastopa v vlogi Sepetalke, imamo tu opravka
z ironicnim, Ce ne Ze kar diabolicnim svetovalcem, z likom razocCaranega clana
obcinstva, ki ga je sprva igral Adrian Howells. Ta nenehno spodbuja ob¢instvo, da se
odzivajo na njegovo otrocje navduSenje nad kar najbolj povrSinskimi gledaliskimi
atrakcijami. Ironija doleti tudi lik samega Avtorja: izkaze se, da je sodobni bogu
podobni stvarnik dandanes prej monomanic¢ni mucitelj igralcev, ki jih je sklical, tako
zatopljen v svojo pravi¢niSsko potrebo po tem, da pokaZze nasilnost sveta samemu
svetu, da s tem neizogibno vzdrzuje prav to nasilje in tako unicuje zZivljenja igralcev ter
iz njih dela mucenike moralitete s precej dvomljivimi didakti¢nimi rezultati. Drugace



od Rambertovih igralcev, ki resnico svoje ljubezni iSceta pri drugih reprezentacijah,
ne le v Masaccievi sliki, ampak tudi v mitih o Adamu in Evi, o Orfeju in Evridiki, celo
v mitu o ljubezni med Johnom Lennonom in Yoko Ono, Croucheve osebe vzroke in
izvor nasilja iS¢ejo zunaj reprezentacije: lik igralke, ki jo je sprva igrala Esther Smith,
trdi, da je obiskala zatocCisSce pretepene Zenske, da bi razumela lik Eshme, ki ga mora
igrati. Tam se je srecala s Karen, dejansko nosilko effet du réel, ki ga Zeli igralka
podati s svojo interpretacijo lika. Izkaze se, da lik Karen, s katerim se je obcinstvo
seznanilo v fragmentu vloZene igre, sploh ni bil del uprizoritve v procesu priprav,
temvet le drobec realnosti, ki so ga uporabili, da bi igro naredili bolj »realno«. Se ve¢,
vsa skupina z enakim namenom obiSc¢e neznano vzhodnoevropsko drzavo, ki je sredi
vojne, da bi tako lahko zapopadli, zakaj bi moski posilil lastno hler, in potem to znanje
uporabili v predstavi. Celo sam Avtor, Tim Crouch, na zacetku Avtorja razglasi, da se
je odlocil ubiti se, tako da se bo utopil v krsti podobni banji nekega zdravilisc¢a, samo
da bi okusil, kak$na je smrt, ali pa, da bi prevzel kon¢no odgovornost za ves simbolni
kapital, ki ga je nekoc izrabljal z reprezentiranjem podob nasilja za to, da je dosegel
uspeh in slavo.

Kot zadnje presenetljivo ujemanje s Calderénovo emblemati¢no metadramo omenimo
Se, da je v Crouchevi igri - gre za alegoric¢no igro, kot jo izrecno oznaci avtor, kar
izpove v okviru same igre - celo omenjena vecerja, na katero »avtor« povabi igralce po
koncu predstave, tako kot bogu podobni Avtor v Velikem gledalis¢u sveta. Vendar pa se
Croucheva vecerja konca z grozo vseh grozot: pri Calderonu nedolzno nerojeno dete
konca v vicah, saj nikdar ni imelo priloZnosti, da bi si ustvarilo vsaj beZno predstavo
o tem, kaj pomeni etika; tu pa se otrok pojavi v podobi Estherinega dojencka, ki
nedolzno spi, medtem ko avtor - kot, spet, sam prizna obcinstvu - masturbira ob
internetni otroski pornografiji, ki si jo ogleduje na ra¢unalniskem zaslonu, potem ko
gredo ostali gostje, vklju¢no z njegovo lastno Zeno, spat. Gnus, ki bi ga lahko pri ¢lanih
obcinstva sprozilo takSno priznanje, je zelo dobrodosel, saj se Avtor nazadnje tudi v
resnici ubije, takoj potem, ko razglasi, da ga je pisanje zapustilo, Se preden je sploh
dobil priliko, da bi ga sam prvi opustil in zapustil prostor igre. K temu bi lahko dodali:
natanko tako, kot je Artaud Zelel, da bi naredil avtor.*

Kontrastna primera, ki sem se ju odlocila raziskati v prispevku, lepo pokazeta na
meje sodobnih dramaturskih ambicij, da bi se ustrezno odzvali na prevladujoce
teZnje, da bi pozabili na pritiske in obveze do predobstojece igre - besedila in ustvarili
gledalisce, ki bi nekako pognalo iz lastne notranje in trenutne nujnosti. Naj se
poglabljata v »univerzalije«, kot sta problematika ljubezni in vprasanje spolne razlike,
ali pa obravnavata najbolj trnovega izmed vseh nasilnih Skandalov, ki trenutno pestijo

4 Kot opozarja Dan Rebellato, se lik avtorja pojavlja v celi vrsti sodobnih britanskih iger, osupljivo pri tem pa je, da te
obsedenosti nikoli ne uzre v navezavi na Artaudovo (in Derridajevo) problematiziranje te vloge, ki je tako partikularno
vpletena v dramatiko kot kontroverzni primer literarnega »lastnistva«. Namesto tega Crouchevo »smrt avtorja« raje na-
veZe na Barthesov slavni esej.



svet - obe dramski konstrukciji, dekonstrukciji in rekonstrukciji reprezentacije, ki
sem ju izbrala kot eksemplari¢ni, ne moreta drugace, kot da se suceta okoli lastnih
gledaliskih pogojev, se pravi, okoli temeljne uganke, na katero niti za hip ne pozabi
nobeden od avtorjev: kaj ima gledalis¢e opraviti s tem? Z obnavljanjem podedovanih
modusov metadramskega samopreizpraSevanja pri¢ata o nenavadnem dejstvu, da
gledalisce, celo dramsko gledaliSce, ni bilo nikdar misljeno kot reprezentacija necesa,
kar je odsotno od tukaj in zdaj svojega dejanskega dogajanja, njegovega uprizarjanja,
njegove neposrednosti, proizvajanja Custev, pomenov in trenutkov razodetij. Vendar
je res tudi nasprotno, da v gledaliS¢u nikdar ni Slo samo za tukaj in zdaj Ciste
spontanosti in dogodkovnosti; vedno je bilo zelo tesno povezano s samim fenomenom
pismenosti, kot izziv, ki ga oralno, telesno in kontekstualno postavljajo navidezni
semioti¢ni fiksnosti in pripovednim determinantam pisane besede. Mislim, da je prav
to opozorilo, ki ga obe metadrami, o katerih sem razpravljala, ostro osvetljujeta, s tem
pa apelirata na sodobne dramatike, naj se osvobodijo pogosto globoko omejujoCega
polja tega tukaj in zdaj (Jarcho 15), prav zato, da bodo lahko ponavljali. In prav s
ponavljanjem, pa cetudi to zadeva dramaturske vzorce, podedovane iz starih ¢asov,
bodo lahko dosegli spremembe.

Prevedel Jaka Andrej Vojevec
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According to Elinor Fuchs, the main characteristic of postmodern theatre and, consequently,
the main reason for the decline of the dramatic text as the most important element of
classical theatre is the death of character. While the traditional Hegelian view of drama
depends heavily on a unified fictional subject, Fuchs argues that both modern and
postmodern theatre destabilise and subvert this subject to the degree that we can no
longer see it as a coherent whole. Yet, her theory, like Hans-Thies Lehmann's, has one
notable methodological weakness: she almost entirely ignores comedy. Her study omits in
its analysis a substantial portion of the repertoire not only of the mainstream but also of
fringe and experimental theatres.

This paper attempts to rectify this omission and hopes to determine whether character
also disappears from postdramatic comedy and not just from serious postdramatic
theatre. The analysis focuses on three forms of postmodern comedy that deviate from the
traditional narrative format and seem to support Fuchs's reading: on sketch, stand-up and
improvisational comedy. Using examples from sketch comedy Beyond the Fringe, George
Carlin's stand-up acts and The Second City improvs, the main body of the argument tests
the cogency of the basic tenets of Fuchs's theory. The second part of the paper offers a
counterargument and a possible supplement to her hypothesis.
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1

In the summer of 2008, The Drama Review (TDR), one of the most prestigious scholarly
journals in its field, published a comprehensive assessment of the recent English
translation of Hans-Thies Lehmann’s book Postdramatic Theatre. The fact that it was
entrusted to an academic heavyweight, Yale University professor Elinor Fuchs, who is
herself quoted several times in Lehmann’s book, is probably the best indication of the
importance that TDR’s editors placed on the publication. Yet, Fuchs did not approach
her task with the respect one might have expected, given the reputation of Lehmann’s
study. Her review systematically dismantles Lehmann’s argument, methodology, and
style. It goes as far as to suggest that Postdramatic Theatre “has the peculiar fate of
being both prophetic and behind the times” (Fuchs 178). She finds Lehmann both too
circumspect and not decisive enough. “What is the ‘postdramatic’ post?” she asks and
continues with another question: “Might we then expect a return to the text after all?”
(Ibid. 181).

Considering the extent of Fuchs’s disapproval, it is somewhat ironic that Lehmann
and Fuchs actually share the same methodological starting point. They both base their
analyses of contemporary theatre on rejecting the traditional Aristotelian definition,
which favours text over all other elements of a performance. However, while Lehmann
claims that the most important feature of postdramatic theatre is a “renunciation”
of the plot (27), Fuchs, in her book The Death of Character: Perspectives on Theater
after Modernism, sees the disappearance of character as more significant. According
to Fuchs, neither modern nor postmodern theatre depends on self-reflective
subjectivity. Instead, they both actively attempt to destabilise and subvert this subject
to the degree that the audience can no longer see it as a “continuous self” (Fuchs,
Death of Character 9).

Lehmann and Fuchs have one other methodological feature in common: their theories
rely almost exclusively on what could provisionally be called serious productions and
ignore nearly all forms of theatre whose main objective is to make their audiences



laugh. This disregard does not necessarily mean that either Lehmann’s or Fuchs’s
hypotheses are fundamentally flawed. However, it implies that they are incomplete
and should be tested on further examples. Since productions aiming for laughter are
just as present and popular today as they were in the past, any thorough examination
of contemporary theatre should at least attempt to account for comedy.

Moreover, this is precisely what [ have tried to determine in this paper. Using Fuchs
rather than Lehmann as the foundation of my terminological and methodological
framework - simply because her argument is epistemologically more decisive than
his - [ attempt to describe how comedy has responded to the changes in theatrical
practice and dramatic writing since the decline of modernism. The main question I ask
myself on the following pages is whether character also disappears from postdramatic
comedy and not just from serious postdramatic theatre. I focus on three forms of
postmodern comedy that deviate from the traditional narrative format and seem to
support Fuchs’s reading: on the sketch, stand-up and improvisational comedy. Since
the postmodern theatre is characterised by “the vanishing boundaries between high
and popular culture” (Fuchs, Death of Character 2), most of my examples come from
the popular part of the spectrum rather than from what criticism usually considers
high literature. The main body of the argument tests the cogency of basic tenets of
Fuchs’s theory using examples from sketch comedy Beyond the Fringe, George Carlin’s
stand-up acts, and The Second City improvisations. The second part of the paper, on
the other hand, offers a counterargument and concludes with a possible supplement
to Fuchs’s hypotheses.

2

The most conspicuous postdramatic mutation of comedy is probably sketch comedy. The
main reason for this is that sketch comedy is no longer fixated on “individual subjectivity,”
which, according to Fuchs, has been the principal goal of drama since the time of
German idealism (Death of Character 27). Georg Wilhelm Friedrich Hegel (Ibid. 27) first
introduced the notion of dramatic character as “the only artistic vehicle that could give
material form to absolute spiritual subjectivity” but it reached its peak in realism, where it
was understood primarily in terms of its psychological depth and complexity. By the end
of the nineteenth century, however, modernist playwrights such as August Strindberg and
Maurice Maeterlinck started to move away from it until “in twentieth-century non-realist
theater; Thought began to assume a newly dominant dramaturgical position, shadowed
by the slighted Aristotelian category of Spectacle” (Ibid. 31).

A paradigmatic example of how this new genre operates is the legendary 1960 sketch
comedy Beyond the Fringe, created jointly by the Cambridge University Footlights



Dramatic Club and The Oxford Revue. While both student groups regularly staged
their productions for the general public and were satirical in their outlook from their
inception, Beyond the Fringe nevertheless represented a qualitative leap from the
usual sophomoric humour and tongue-in-cheek lampooning to the thoroughly “anti-
establishment” bent and anarchic structure (Stringer 57). Alan Bennett, Peter Cook,
Jonathan Miller and Dudley Moore’s loosely connected and non-linear comic sketches
may have been a logical extension of their earlier student revues, but, as a whole, they
far exceeded the sum of their parts and became a historical turning point in the post-
war British “satire boom” (Carpenter 1).

With its radical abandonment of narrative continuity and integrated fictional
identities, Beyond the Fringe appears to offer a new, postmodern alternative to
traditional comedy. In the published version of the sketches, the speakers are referred
to by their performers’ names - Peter, Jon, Alan and Dudley - rather than by the name
of the character they play. This practice is used even when they temporarily adopt
another identity, for instance, when Jon becomes Vicar Dick or when Peter mimics
British Prime Minister Harold MacMillan (Bennett et al. 23, 53-55). If the recordings
of the actual production of Beyond the Fringe can be trusted, this kind of approach
results in the dismantling of the mere idea of a unified self. The four performers move
from one stereotype to another in a seamless manner, sometimes splitting the lines
belonging to a single voice and at other times switching from one persona to another
in a matter of seconds.

The impression of the perfect fluidity of characterisation is further reinforced by
a total lack of any character development. Because the structure of Beyond the
Fringe is so episodic, with each sketch fully independent of the others, no single
enacted figure has the chance of being fleshed out. Peter’s Mr Charles Spedding of
Hoxton “com[es] up through a trap door,” delivers a speech in which he reminisces
about the declaration of World War I, and then exits in the same way, never to
be seen again, no matter how much the audience may care about what happens
to him next (Bennett et al. 72-73). Conversely, another Charles, Charles P. Moody,
does not even appear on the stage, though he is at least mentioned several times
(Ibid. 80).

The only bond between the fragments in Beyond the Fringe was among the four
performers themselves, but they were dressed so similarly that they occasionally
appeared interchangeable. Perhaps Dudley, who also sang, was slightly distinct from
the other three, yet even he did not really change through the play. All this is, of course,
a significant departure from traditional comic characters, who may be flawed but are
always consistent in their foibles, and who may not grow but at least fluctuate in their
dramatic status.



3

The second type of postdramatic comic theatre that deserves closer scrutiny is stand-
up comedy, with its most unique feature an innate “theatrical self-reflexivity” (Fuchs,
Death of Character 47). Fuchs describes it as a mode of “self-observing consciousness
[which] operates at the level of the characters’ canny awareness of their own role-
playing” (Ibid. 47). The main example that she uses to illustrate this notion is David
Cole’s 1979 “chamber epic” The Moments of the Wandering Jew (Fuchs, Death of
Character 48). As is the case in so many other postmodern “mysterium|[s]” (Ibid. 49),
in Cole’s play, the symbolic and abstracted everyman figure only exists as an actor in
his own play. This means that the protagonist of The Moments of the Wandering Jew is
no longer only decentred but also stripped of all his psychological attributes and fully
theatricalised.

In stand-up comedy, stand-up comedians can be seen as the contemporary equivalents
of such medieval allegorical characters. They are a de facto postmodern Everyman or
Mankind: their goal is to become so universal that every audience member will be able
to relate to them. Meanwhile, the ubiquitous presence of a microphone foregrounds
the theatrical nature of their act. It reminds both the comedians and the audience
that what they are witnessing, despite the ostensible intimacy and authenticity of the
confessional format, is ultimately still a performance and not life itself.

The suggestion that stand-up comedy is a subgenre of postdramatic theatre is further
reinforced if we remember that, according to Philip Auslander, stand-up comedy “is
not a narrative form; there is no ‘situation’ to surround and contain the actions of the
comic” (118-19). Instead, Auslander continues, “[S]tand-up comedy is monologic -
the comedian stands alone, unmediated by other characters; there is no George for
every Gracie, no Ricky for every Lucy” (119). If Lehmann is correct when he observes
in his analysis of common postdramatic strategies that “a monologue as a speech
that has the audience as its addressee intensifies communication” (128), then stand-
up comedy amplifies communication to the point where all the limits between the
medium and the message have been erased. In this case, life and fiction are inseparable,
which also means that the traditional category of character has become obsolete.

The most postdramatic of all stand-up comedies is probably George Carlin’s infamous
routine “The Seven Words You Can Never Say on Television”. Unlike several of the other
tracks on the album Class Clown on which this routine was first recorded, “The Seven
Words” lacks a clear autobiographical dimension. While the views presented are still
presumably the speaker’s, any details about his own personality or experiences are
absent. In fact, the structure of Carlin’s routine is much closer to a high-school public-
speaking assignment than to a typical stand-up anecdote.



Here is the beginning of Carlin’s text, as delivered on 27 May 1972, in Santa Monica,
California: “Ilove words. I thank you for hearing my words. I want to tell you something
about words that I think is important. I love that I say they’re my work, they’re my
play, they’re my passion. Words are all we have, really. We have thoughts, but thoughts
are fluid...” (“Seven Words”). There is obviously no attempt to be funny in the first six
sentences. Instead, Carlin articulates a sensible and insightful position to which few
spectators or listeners could object. The first moment of comic deflation follows the
pause after the word “fluid”, but the first of the seven transgressive words is not heard
until almost a minute and a half into the seven-minute spiel.

The overall effect of Carlin’s routine is very much in line with Fuchs’s description
of what happens with character in postmodern theatre: the subject retreats behind
the pure objectivity of words and sacrifices its individuality through the process of
deconstruction of language as the established limit of our thought (compare Fuchs,
Death of Character 170-1). The very end of Carlin’s monologue, in particular, with its
analysis of “two-way” or “double-meaning words” - “You can prick your finger but
don’t finger your prick” (“Seven Words”) - in a curious way, reminds us of the verbal
gymnastics typical of French poststructuralists. In Carlin’s stand-up comedy, just
like in Jacques Derrida’s philosophy, “metaphysical presence” is “undermin[ed] [by]
theatrical presence” (Fuchs, Death of Character 11) until it reduces the character to a
speaker in front of a brick wall.

4

The last postdramatic comic genre that [ will address in this paper is improvisational
comedy. Here, too, Fuchs’s study provides a convenient theoretical explanation of the
genre’s contribution to the dissolution of character. “Inspired by Artaud’s rejection
of the ‘masterpiece’ and by Grotowski’s training,” she writes, “many theaters came
to regard the author’s script as an element of political oppression in the theatrical
process, demanding submission to external authority” (Fuchs, Death of Character 70).
The alternative to such oppression was what Fuchs calls the “[e[x tempore speech”
(Ibid. 70), that is, the unrehearsed lines which express the performers’ subjectivity
rather than the absent writer’s.

Such a dialogue is particularly important in improvisational comedy proper, especially
as developed by twoleading Chicago companies: the Compass Players and its successor,
The Second City. Under Paul Sills’s guidance, both companies successfully put his
mother Viola Spolin’s Theatre Games theories into practice (see Spolin). The Second
City style of improv, as this variation is often called, differs most prominently from its
famous predecessor, commedia dell’arte, in that the final segment of The Second City’s



typical performance abandons any script or prepared material and instead relies on
its plotting and characterisation entirely on the audience’s suggestions.

As their former artistic director Del Close notes, the Second City audiences often attend
their productions precisely because they want to observe the results of their own
interaction with the performers (see Patinkin and Klein 55). When one of The Second
City’s early shows “closed with an opera improvised on an audience suggestion of
Grimm Brothers’ fairy tale” (Ibid. 36), the spectators who gave the performers the
seemingly impossible challenge experienced a two-fold pleasure: they enjoyed both
the performers’ quickness of mind and ingenuity and the creative potential of their
own idea.

However, the unpredictability of the audiences’ interventions has an unusual
consequence. It causes the fundamental instability of Second City characters. Though
the company normally decides in advance how each fictional figure will behave and
rehearses various directions in which an actor could take the character during the
actual improvisation, a live audience can derail even the best of plans. Nia Vardalos, for
example, was called “thunder thighs” during the improv set in a Toronto performance
(Thomas 158). Her response to a comment about the size of her legs was certainly
not a part of her rehearsed character. She took the microphone, walked into the
audience, made the heckler stand up, and said, “Let’s take a look at your body” (Ibid.
159). Everything that she did after that moment was a departure from her original
character, and no matter what she said afterwards, her lines were perceived as more
assertive and edgier.

5

Fuchs argues in her study that the “interest in the psychological depth and
substantiality of character” declined “toward the end of the nineteenth century”
and suggests that this has led to a gradual move away from “character-generated”
dramaturgies (Death of Character 49). The result of this change is that postmodern
theatre no longer focuses on questions of identity and is instead far more interested
in an “exploration and playing out of difference” (Ibid. 14). My analysis so far confirms
Fuchs’s views: sketch comedy dismantles the notion of a unified self, stand-up blurs
the border between the real and the fictional, while improv destabilises subjectivity
itself. In short, everything seems to indicate that character is dying out in postdramatic
comedy, too.

There is only one dissenting voice from this view: that of the comedians themselves.
They still appear to approach their comedies through the lens of character. Cook’s miner,
for instance, appears in a single sketch in Beyond the Fringe (Bennett et al. 97-98) and



should, as such, be a perfect example of a dislocated postmodern figure. Yet, he ended
up evolving into one of the most original and well-defined comic characters of post-
war British comedy, the wonderfully dull and pompous E. L. Wisty (see Cook xiv-xv).
Similarly, Carlin’s second most popular stand-up routine, “Al Sleet, Your Hippy-Dippy
Weatherman,” revolves around the carefully crafted character of a well-natured but
spaced-outhippie, Al Sleet. Carlin’s repertoire includes a whole range of other assumed
identities and is rarely, if ever, fully depersonalised. Furthermore, the same is true
of The Second City’s performance poetics. More than sixty years after the company
was first established, their advertisement for the current production of Noisy Maroon
still promises a “long-form, character-driven improv”. It even assures its spectators
that “all improvisers will be one character (inspired by audience suggestion) for the
duration of the show”.

No matter how hard they try to distance themselves from the past, postmodern
comedians are clearly still resorting to fictional and psychologically motivated
characters in their performances. Why is this the case? How is it that comedy cannot
follow serious theatre and reject tradition? Does this mean comedy can never be truly
postdramatic?

The first potential answer to these questions is that comedy as a genre tends to be
cautious, not so much in terms of its selection of suitable targets as in its choice of
dramaturgical and theatrical strategies that it employs to achieve its effect. Because
comedy depends for its success on a very tangible audience response - laughter - it
wants to ensure a maximum level of understanding. It is, therefore, far more reluctant
to experiment with its means of expression than other forms of theatre where
interpretative uncertainty and ambiguity are often seen as values. In this sense,
hanging onto tradition is the lesser - and the safer - of the two evils: rather than a
taste for nostalgia, it indicates a healthy degree of performative pragmatism.

But there exists one other hypothetical explanation. It is also possible to argue that
the comic character has survived any attempt to abolish it because it is precisely its
unstable identity, inadequate authenticity, or ambiguous individuality - that is, the
main objectives of its deconstruction — which make it comic. In this view, characters
are considered comic when they fail to become autonomous and unified subjects. Or,
to take this statement even further, any bid to challenge character as an independent
dramatic entity inevitably makes it comic. Let me demonstrate how this works in
practice, using examples from the same three subgenres of comedy that I discussed
earlier in this paper.

The curious choral sketch “Bread Alone” from Beyond the Fringe should have been
a perfect case of the loss of individual identity in postmodern comedy. Though the
names of two of the four bar guests in the sketch are specified - Squiffy and Buffy



(Bennett et al. 100) - these are such generic public-school nicknames that they do not
really help the audience distinguish between the very similar members of the group.
This impression is further confirmed by the fact that much of the scene is delivered
with a variety of incomprehensible hums and ahems and other human noises rather
than with words, which is exactly what Fuchs admires in Antonin Artaud’s Theatre of
Cruelty.

Yet, instead of responding to this visceral experience of the “unlimited, stripped-bare,
sacred Self” with awe (Fuchs, Death of Character 70), the audience reacts to the four
performers’ mumbling with roars of laughter. From the spectators’ point of view, the
vague identity of the guests whose only distinguishing feature is their choice of drink
- Peter orders “large whiskey,” Jon “double brandy,” Dudley “glass of vino tinty,” and
Alan “rosé” (Bennett et al. 99) - can be explained simply as a logical materialisation
of their spiritual vacuity. Four people are on the stage, but they share one thoroughly
predictable and one-sided character. And since they have been stripped of all
noticeable differences, the only legitimate way to respond to their blank identities is
with giggling.

In Carlin’s case, his attempt to depersonalise the speaker of “Seven Words” and
make him factual rather than fictional has an unforeseen corollary. Though the
main target of Carlin’s ridicule are the absent (and possibly hypocritical) censors, a
speaker so preoccupied with the seven words that he cannot move on to the next
topic himself ceases to appear real. In his persistent fascination with swearing, he is
almost as funny as the moralistic television producers who have decided to ignore
the vernacular of the world surrounding them. Carlin’s anger at society may not quite
reach the point where it could be considered what traditional scholarship of comedy
calls “monomania” or “obsession” (Nelson 14; Frye 168-69), but it does make him,
too, worthy of the audience’s glee.

The relationship between theatrical deconstruction and the survival of comic
character is probably even easier to see in The Second City productions, where the
rehearsal process is gradual and often well recorded. We can occasionally retrace
all the steps in the genesis of an iconic character there. For example, Martin Short’s
nerd Ed Grimley started when he took over a role in the sketch “Sexist” in their revue
entitled The Wizard of Ossington. Because Short could hardly be more different than
John Candy, who originally performed the role of a chauvinist “moron” (McCrohan
242), he had to address the challenge with the help of an entirely different set of
improvisations and rehearsal discoveries. Grimley’s idiotic grinning, for instance,

“e

was imported from an unrelated scene. “I was doing the piece with Robin Duke and
Peter Aykroyd, Short recollects, ‘1 remember one time I looked at Robin, and she was

downstage. I kind of bared my teeth by accident. The audience laughed. My tendency



when they laugh is to freeze and figure out what I've done later. So that teeth-baring

"

became part of the character’ (Ibid. 242). In other words, an actor’s mistake turned

into an essential character feature.

Grimley’s exaggeratedly pointy hairdo was also just an extension of the actor’s own
mannerism. Short originally gelled his hair to make Grimley look more fashionable.
However, once one of his scene partners pointed out the ridiculousness of the
shape, the hair became a reflection of the character’s silly personality. The source
of inspiration was neither psychological nor intended to convey the essence of a
fictional figure. Instead, a character emerged out of serendipitous moments which
resulted from a process privileging play and not mimesis. The dorky Ed Grimley did
not evolve into a well-rounded comic figure despite all the attempts to make him less
realistic, but because of them.

6

Like sketch or stand-up comedy, improvisational comedy demonstrates that a
postdramatic approach does very little to affect the dominant position of character
in comic dramaturgy. At the same time, all three forms of postdramatic comedy
repeatedly underline parallels between postmodernism as a historical period and
comedy as a genre. Does this mean that, at least in theory, all postmodern characters
could be seen as comic? This may sound like a sweeping and superficial generalisation
butlet us not forget that critics have regularly described postmodernism in terms of its
“parodic relationship with modernism” (Hutcheon, Theory of Parody 28) and speak of
“the governing role of irony in postmodernism” (Hutcheon, Poetics of Postmodernism
4). Metatheatre, especially, cannot avoid gravitating towards laughter, no matter how
serious the subject of the plays (compare Abel 59-60).

Of course, the practice of postmodern theatre does not quite support this suggestion.
First, there are many coherent characters in some of the best-known postmodern
plays, which are decidedly unfunny. Second, not all parodies are comic, and at least
one form of irony has been present in tragedy at least since Sophocles. And finally, the
propensity for comedy in postmodern drama does not necessarily make every single
character funny.

A more nuanced explanation of the curious affinity between comedy and
postmodernism, which also accounts for the persistence of comic character in
postdramatic theatre, might be that there is no concerted effort to abolish character
in postmodernism after all. The great majority of all attempts to eliminate or
replace it occurred in modernism, and postmodernism, simply highlights their
failure, especially in its comedies. Because it does this through appropriation - and



subsequent subversion - of the methods for a modernist deconstruction of individual
subjectivity, these methods have now often become associated with postmodernism
rather than with modernism where they originated. Yet, they primarily exist in
postmodern theatre as a comic device, working to make a character amusing rather
than superfluous. Their primary value is in ensuring that comic characters can also
exhibit ontological and not only moral vices. In this sense, postmodern comedy is
clear proof that character has survived the transition to the postdramatic theatre and
is there to stay. Even if character only remains present in comedies, this still means
that the reports of its death have been greatly exaggerated.
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Po mnenju Elinor Fuchs je glavna znacilnost postmodernega gledaliséa in potemtakem
osnovni razlog za zaton dramskega besedila kot najpomembnejSe prvine klasicnega
gledalis¢a smrt dramskega znacaja. Medtem ko tradicionalni hegeljanski pogled na dramo
temelji na enotnem fiktivnem subjektu, pise Fuchs, pa tako moderno kot postmoderno
gledalisce tak subjekt destabilizirata in sprevracata do te mere, da ga ne moremo vet
obravnavati kot celoto. A podobno kot Lehmannova ima tudi njena teorija vsaj eno
opazno metodoloSko pomanjkljivost: skoraj popolnoma prezre komedijo. Fuchs se v svaji
raz¢lembi izogne precejSnjemu delezu repertoarja institucionalnih pa tudi alternativnih in
eksperimentalnih gledalisc,
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Smrt znacaja v postdramski komediji
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Poleti leta 2008 je The Drama Review (TDR), ena izmed najuglednejsih strokovnih
revij na svojem podrocju, objavila iz¢rpno oceno nedavnega angleSkega prevoda
Lehmannove knjige Postdramsko gledalisce. O tem, kakSen pomen so uredniki TDR
pripisali tej objavi, najzgovornejSe prica dejstvo, da so recenzijo zaupali akademski
tezkokategornici, profesorici z Univerze Yale Elinor Fuchs, ki je tudi sama citirana
v Lehmannovi knjigi. A Fuchs se svoje naloge ni lotila tako spostljivo, kot bi lahko
pricakovali glede na sloves Lehmannove Studije. Njena recenzija sistemati¢no
skritizira Lehmannovo razlago, metodologijo ter slog in med drugim celo zatrdji, da je
Postdramskemu gledaliscu »usojeno, da je hkrati preroska in zastarela« knjiga (Fuchs
178). Po njenem mnenju je Lehmann tako prevec previden kot tudi premalo odlocen.
»Postdramsko je post cemu?« se vprasa in nadaljuje s Se enim vprasanjem: »Lahko
torej navsezadnje pri¢akujemo vrnitev k besedilu?« (prav tam 181).

Glede na to, kako kriti¢na je Elinor Fuchs, je kar malce ironi¢no, da Lehmann in Fuchs
pravzaprav izhajata iz istega metodoloskega izhodis¢a. Oba svoje analize sodobnega
gledalis¢a utemeljujeta z zavracanjem tradicionalne aristotelovske definicije, ki
besedilo postavlja nad vse preostale prvine gledaliSke uprizoritve. A medtem ko
Lehmann trdi, da je najpomembnejsa znacilnost postdramskega gledalis¢a »odpoved«
zapletu (27), Fuchs v svoji knjigi Smrt znacaja: pogledi na gledalisce po modernizmu
to vlogo podeli razkroju znacaja. Ne moderno ne postmoderno gledaliSce, dokazuje
ameriska Kkriticarka, se ne zanaSa ve¢ na avtorefleksivno subjektivnost. Prav
nasprotno: tako moderno kot postmoderno gledalisce subjekt namenoma poskusata
spraviti iz ravnovesja in ga razrahljati do tiste mere, ko ga ob¢instvo ne bo ve¢ moglo
dojeti kot »stalen jaz« (Fuchs, Death of Character 9).

Lehmann in Fuchs paimata Se eno metodolosko sti¢no tocko. Njuni teoriji se sklicujeta
skoraj izklju¢no na resne predstave in se bolj ali manj izogneta uprizoritvam, katerih
glavni namen je, da obcinstvo nasmejijo. TaksSna izbirCnost sicer ne pomeni, da so
njune domneve naceloma zgreSene, a vsekakor opozori na njihovo nepopolnost ter
posredno zahteva dodatno preverjanje. Glede na to, da so dandanes zabavne predstave
prav tako pogoste in priljubljene kot v preteklosti, nas ta zahteva ne bi smela prav



hudo presenetiti: vsak temeljit pregled sodobnega gledalisca bi moral vkljucevati tudi
komedjjo.

In prav to je osrednja tema mojega referata. S pomocjo Elinor Fuchs kot terminoloske
in metodoloske vodnice - v glavnem zato, ker je njen argument epistemolosko bolj
razviden kot Lehmannov - bom poskusil opisati, kako se je komedija odzvala na
spremembe v gledaliski praksi in dramski pisavi po zatonu modernizma. Poglavitno
vprasanje, s katerim se bom spopadel, je, ali znacaj izgine tudi iz postdramske komedije
in ne le iz postdramske resne dramatike. Pri tem se bom osredoto¢il na tri podzvrsti
postmoderne komedije, ki odstopajo od tradicionalnega pripovednega vzorca in
na prvi pogled potrjujejo interpretacije Elinor Fuchs: na ske¢ komedijo, standup
komedijo in improvizacijsko komedijo. Ker v postmodernem gledalis¢u »meje med
visoko in popularno kulturo pocasi izginjajo« (Fuchs, Death of Character 2), vecina
mojih primerov izvira iz popularnega repertoarja in ne iz visoke literature. Prvi del
razprave preverja utemeljenost njenih teoreti¢nih predpostavk s pomocjo primerov
iz ske¢ komedije Onkraj obrobja (Beyond the Fringe), standup rutin Georgea Carlina in
improgledaliS¢a Drugo mesto (The Second City). Drugi del ponuja protiargument ter
mozno dopolnilo k njenim hipotezam.

2

NajocitnejSa postmoderna mutacija komedije je verjetno ske¢ komedija. Glavni razlog
za to je, da ske¢ komedije »individualna subjektivnost,« po mnenju Elinor Fuchs
osrednji cilj dramatike vse od nemskega idealizma (Death of Character 27), ne zanima
vec. Idejo, da je dramski znacaj »edino umetnisko sredstvo, ki lahko podeli materialno
obliko absolutni duhovni subjektivnosti« (prav tam 27), je prvi omenil Georg Wilhelm
Friedrich Hegel, toda svoj vrhunec je pricakala v realizmu, kjer sta pisatelje najbolj
zanimali psiholoSka globina in kompleksnost znacaja. Ob koncu devetnajstega
stoletja so se modernisti¢ni dramatiki, kakr$na sta bila na primer August Strindberg
in Maurice Maeterlinck, zaceli odmikati od iskanja »individualne subjektivnosti« kot
dramskega ideala, dokler ni »v nerealisticCnem gledaliS¢u dvajsetega stoletja misel
polagoma prevzela najpomembnejsi dramaturski polozaj, tesno za njo pa tudi doslej
prezrta aristotelovska kategorija spektakla« (prav tam 31).

Kako deluje ta nova literarna zvrst, lahko najnazorneje vidimo v legendarni skec
komediji iz leta 1960 Onkraj obrobja, ki sta jo skupaj postavila dramski klub Odrske
luc¢i z Univerze v Cambridgeu (Cambridge University Footlights Dramatic Club) in
Oxfordska revija (The Oxford Revue). Ceprav sta obe $tudentski skupini Ze pred tem
redno uprizarjali satiricne uprizoritve za Siroko obcinstvo, pa je predstava Onkraj
obrobja vendarle pomenila kakovostni preskok od obi¢ajnega nezrelega humorja in



neresnega posmehovanja do povsem protiinstitucionalnega pristopa in anarhi¢ne
zgradbe (Stringer 57). Ohlapno povezani in nelinearni komic¢ni skeci Alana Bennetta,
Petra Cooka, Jonathana Millerja in Dudleyja Moora so nemara res logi¢ni podaljsek
njihovih prejsnjih Studentskih odrskih revij, vendar kot celota opazno presegajo
vsoto svojih sestavnih delov in so postali prava zgodovinska prelomnica v povojnem
britanskem »satiriénem bumu« (Carpenter 1).

Z radikalno opustitvijo pripovedne kontinuitete in v zaplet vpisanih izmiSljenih
identitet Onkraj obrobja ocitno ponuja postmoderno protiutez tradicionalni komediji.
V knjizni objavi skecev so govorci poimenovani z imeni nastopajocih - Peter, Jon, Alan
in Dudley - ne pa z imeni oseb, ki jih igrajo. Tako je urejeno celotno besedilo, tudi ko
igralci zac¢asno prevzamejo drugo vlogo, na primer ko Jon postane vikar Dick ali ko
Peter oponasa britanskega ministrskega predsednika Harolda MacMillana (Bennett
idr. 23 in 53-55). Ce lahko zaupamo televizijskim posnetkom uprizoritve Onkraj
obrobja, tak pristop pelje v razstavljanje same ideje enotnega jaza. Stirje nastopajoci
od enega stereotipa k drugemu prehajajo brez opaznega presledka, pri ¢emer si
vcasih porazdelijo replike ene same osebe in spet drugi¢ z ene na drugo preklapljajo
vsakih nekaj sekund.

Vtis popolne poljubnosti karakterizacije dodatno potrjuje odsotnost kakrSnega koli
razvoja znacajev. Ker je zgradba Onkraj obrobja vseskozi epizodna in posamezni
skecCi neodvisni od vseh ostalih, ni prave priloZnosti, da bi bil kateri koli lik do konca
izdelan. Petrov gospod Charles Spedding iz Hoxtona na primer na oder »vstopi skozi
pogrezalno loputok, izvede govor, v katerem se spominja zacetka druge svetovne
vojne, ter z odra izgine na isti nacin in se nanj ne vrne vec, Ceprav marsikoga med
gledalci verjetno zanima njegova usoda (Bennett idr. 72-73). Neki drug Charles,
Charles P. Moody, se, prav nasprotno, na odru sploh ne pojavi, ga pa zato drugi govorci
kar nekajkrat omenijo (prav tam 80).

Edina vez med fragmenti v Onkraj obrobja so bili stirje igralci sami, toda tudi ti so bili
obleceni tako podobno, da so se zdeli bolj ali manj izmenljivi. Dudley, ki je v predstavi
pel in ne le govoril, je verjetno nekoliko izstopal, vendar se med predstavo samo ni
prav nic spremenil. Vse to je seveda bistveno drugace kot pri tradicionalnih komic¢nih
znacajih, ki sicer imajo hibe, a so v njih vselej dosledni. Tudi ¢e se morda res ne
razvijejo, v svojem dramskem statusu vendarle vsaj nihajo.

3

Druga zvrst postdramske komedije, ki si jo velja podrobneje ogledati, je standup
komedija; njena najprepoznavnejSa poteza je »gledaliSka avtorefleksivnost« (Fuchs,



Death of Character 47). Elinor Fuchs jo opisuje kot vrsto »samoopazujoCe zavesti,
ki se izraza kot odkrito priznanje znacajev, da v predstavi zgolj igrajo vlogo« (prav
tam 47). Glavni primer, s katerim pojasnjuje to misel, je »komorni ep« Davida Cola
Trenutki ve¢nega Zida (The Moments of the Wandering Jew) iz leta 1979 (Fuchs, Death
of Character 48). Tako kot v mnogih drugih postmodernih »misterijih« v Colovi
igri simboli¢ni in abstraktni slehernik obstaja samo kot oseba v svoji lastni igri
(Fuchs, Death of Character 49). To pomeni, da protagonist Trenutkov vecnega Zida
ni le razsrediS¢en, temve¢ popolnoma psiholosko razgaljen in zreduciran na golo
gledaliSkost.

Komik v standup komediji je sodobni vrstnik srednjeveskih alegori¢nih junakov.
Dejansko bi ga lahko imeli za postmodernega Slehernika: njegov cilj je postati tako
splosen, da se bo z njim lahko poistovetil vsak gledalec. A ker ga na odru vselej
spremlja mikrofon, njegovi nastopi vseeno ostajajo gledaliSki dogodek. Mikrofon
tako obcinstvo kot komika spominja na to, da kljub navidezni intimnosti in pristnosti
izpovednega formata pri standup komediji vendarle spremljata predstavo ne pa
Zivljenja samega.

Da gre pri standup komediji za podzvrst postdramskega gledalis¢a, dodatno potrjuje
Auslanderjeva ugotovitev, po kateri standup komedija »ni narativni Zanr; v njej ni
,situacije,’ ki bi vkljucevala in omejevala komikove akcije« (118-19). »[S]tandup
komedijo,« nadaljuje Philip Auslander, bi lahko opredelili bolj »kot monolosko -
komik [je na odru] sam in mu ne pomaga nihce; vsaka Gracie nima svojega Georgea
in ni Rickyja za vsako Lucy« (119). Ce ima Lehmann prav, ko v svoji analizi osnovnih
postdramskih strategij opozori, da »monolog kot nagovor, v katerem je naslovnik
obdinstvo, krepi sporazumevanje« (128), potem standup komedija sporazumevanje
stopnjuje do tiste mere, ko razmejitev med obcilom in sporocilom dokoncno izgine.
V tem primeru sta resni¢nost in fikcija nelocljivi, kar hkrati pomeni, da tradicionalna
kategorija znacaja postane povsem nepotrebna.

NajizrazitejSe postdramska od vseh standup komedij je verjetno znamenita rutina
Georgea Carlina »Sedem besed, ki jih ne sme$ nikoli reci na televiziji« (»The Seven
Words You Can Never Say on Television«). V nasprotju z vecino drugih posnetkov na
albumu Razredni pavliha (Class Clown), na katerem je bil Carlinov nastop prvic posnet,
»Sedmim besedam« manjka oc€itna avtobiografska razseznost. Medtem ko so pogledi,
ki jih njegova tocka zagovarja, skoraj gotovo avtorjevi, pa v njih ni niti enega samega
podatka o govorcevi osebnosti ali Zivljenjskih izkuSnjah. Pravzaprav je dramaturski
lok Carlinovega nastopa veliko blize srednjeSolskemu govornemu nastopu kot pa
znacilni standup anekdoti.



Oglejmo si, denimo, zacetek Carlinovega besedila, kot ga je podal 27. maja 1972 v Santa
Monici: »Ljubim besede. Hvala, ker posluSate moje besede. Nekaj zelo pomembnega
vam hocem povedati o besedah. Ponosen sem, da so besede moja zaposlitev, moja
igra, moja strast. Besede so navsezadnje vse, kar imamo. Seveda imamo misli, ampak
misli se spreminjajo ...« (»Seven Words«). Kot lahko vidimo, v prvih Sestih stavkih ni
ne duha ne sluha o kakrsni koli $ali. Carlin preprosto izraza smiselno in pronicljivo
mnenje, s katerim se ni tezko strinjati. Prva priloznost za komicni ucinek se pojavi
Sele po premoru, ki sledi besedi »spreminjajo,« medtem ko prvo izmed sedmih
prepovedanih besed sliSimo Sele minuto in pol po zacetku sedemminutnega nastopa.

Ucinek Carlinove tocke kot celote je zelo blizu tega, kar se po mnenju Elinor Fuchs
v postmoderni dramatiki pripeti znacaju: subjekt svoje mesto prepusti popolni
objektivnosti besed in svojo individualnost Zrtvuje na oltarju dekonstrukcije
jezika kot prislovicne meje naSega sveta (primerjaj Fuchs, Death of Character 170-
1). Se zlasti sam konec Carlinovega monologa, v katerem analizira »dvostranske«
ali »dvopomenske besede« - »Lahko se tice dotika, ne sme$ pa se dotikati tica«
(»Seven Words«) - na svoj nacin spominja na besedno telovadbo, kakr§no navadno
povezujemo s francoskimi poststrukturalisti. Tako kot v Derridajevi filozofiji tudi
v Carlinovi standup komediji »gledaliska prisotnost« spodkopava »metafizi¢no
prisotnost« (Fuchs, Death of Character 11), dokler se znacaj ne zreducira na govorca,
stojecega pred steno.

il

Zadnji izmed postdramskih Zanrov, ki jih bom tukaj omenil, je improvizacijska
komedija. Tudi pri njej je prispevek k razkroju dramskega znacaja Se najlaze razumeti
s pomocjo teoreticne razlage, ki jo v svoji Studiji ponuja Elinor Fuchs. »Pod vplivom
Artaudovega zavracanja ,mojstrovin‘ in pod vplivom poetike Grotowskega,« pise
Fuchs, »je vrsta gledaliS¢ avtorjevo besedilo, ki pa¢ zahteva podrejanje zunanji
avtoriteti, zaCela obravnavati kot orodje politi¢cnega zatiranja v gledaliSkem procesu«
(Fuchs, Death of Character 70). Alternativa takemu zatiranju je po njenem mnenju
»ekstemporirani govor« (prav tam 70), se pravi, improvizirane replike, ki izrazajo
subjektivnost nastopajocega izvajalca, ne pa odsotnega avtorja.

Improviziran dialog je seveda Se posebej pomemben v improvizacijski komediji
sami, Se zlasti v taksni, kot sta jo razvili vodilni ¢ikaski gledalis¢i: Kompas (Compass
Players) in njegov naslednik Drugo mesto. Pod vodstvom Paula Sillsa sta oba ansambla
uspesno uresnicila teoreticne ideje njegove matere Viole Spolin (prim. Spolin).
Improgledalisce v slogu Drugega mesta se od svoje slovite predhodnice commedie
dell‘arte najocitneje razlikuje po tem, da njegovi igralci v drugi polovici tipi¢ne



predstave opustijo kakrsno koli zapisano predlogo ali vnaprej pripravljen dialog in se
pri dogajanju ter karakterizaciji zanasajo izklju¢no na predloge obcinstva.

Kot je opazil njihov bivsi umetniski vodja Del Close, gledalci predstave Drugega mesta
pogosto obiskujejo prav zato, ker hocejo opazovati, kako se bodo igralci odzivali na
nasvete gledalcev (glej Patinkin in Klein 55). Ko se je, recimo, ena od zacetnih predstav
Drugega mesta »po Zelji ob¢instva koncala z improvizirano opero na temo Grimmove
pravljice« (prav tam 36), so gledalci, ki so igralcem zadali ta navidezno nemogoci izziv,
lahko uzivali na dveh ravneh: tako v bistroumnosti in iznajdljivosti izvajalcev kot tudi
v ustvarjalnem potencialu lastne ideje.

Nacelna nepredvidljivost posredovanj gledaliSkega obcinstva pa ima Se eno
nepricakovano posledico.Povzrocatemeljnonestabilnostkomicnihlikovvuprizoritvah
Drugega mesta. Ceprav se reZiser in igralci navadno Ze vnaprej odlocijo, kako se bo
dolocena namisljena oseba obnasala, in se med vajami pripravijo na najrazlicnejse
improvizacijske scenarije, lahko uprizarjanje v Zivo iztiri tudi najnatanc¢neje zarisane
nacrte. Med improviziranim delom predstave Drugega mesta v Torontu, na primer,
je eden izmed gledalcev Nio Vardalos na glas podrazil, ce$ da ima »gromska stegna«
(Thomas 158). Igralkin odziv na opazko o premeru njenih nog vsekakor ni bil del
vnaprej pripravljenega znacaja. Pograbila je mikrofon, se sprehodila v dvorano,
nevljudnega gledalca dvignila s stola in mu rekla: »Pa si oglejmo tvojo postavo« (prav
tam 159). Od tega trenutka je bilo vse, kar je Nia Vardalos naredila na odru, odmik od
njenega izvirnega znacaja in ne glede na to, kaj je dejansko rekla, je ob¢instvo njene
besede dojelo kot odlo¢nejse in ostrejse.

5

Elinor Fuchs v svoji Studiji piSe, da se je »zanimanje za psiholoSko globino in trdnost
znacaja ... proti koncu devetnajstega stoletja« zmanjsalo, in sklene, da je to pripeljalo
do postopnega odmika od »na znacaju temeljeCih« dramaturgij (Death of Character
49). Posledica te spremembe je, da se postmoderno gledali$ce ne osredotoca vec na
vprasanje identitete, ampak ga veliko bolj zanimata »raziskovanje in odigravanje
razlik« (prav tam 14). Moja analiza zaenkrat podpira njeno mnenje: ske¢ komedija
razstavlja pojem enotnega jaza, standup komedija briSe mejo med resni¢nim in
fiktivnim, medtem ko improgledaliSce destabilizira subjektivnost samo. Skratka, vse
kaZe na to, da znacaj izumira tudi v postmoderni komediji.

Samo eno mnenje se ne strinja s taksno interpretacijo: mnenje komikov samih. Komiki
se svojega dela Se zmeraj lotevajo skozi prizmo znacaja. Cookovega rudarja na primer
srecamo v enem samem skecu v Onkraj obrobja (Bennett idr. 97-98), kar pomeni, da



bi moral biti idealen primerek nedokoncanega postmodernega lika, a ga je njegov
izvajalec kasneje razvil v enega izmed najizvirnejsih in najbolj dodelanih komiénih
likov v povojni britanski komediji, v neskon¢no otopelega in domisljavega E. L. Wistyja
(glej Cook xiv-xv). Podobno velja za Georgea Carlina. Njegov drugi najpriljubljenejsi
monolog, »Al Sleet, va$ hipijevski vremenar, se vrti okrog natanc¢no zastavljenega
znacaja dobrodusnega, toda zmedenega hipija Ala Sleeta. Nasploh Carlinov komic¢ni
repertoar sestavlja cela vrsta prevzetih identitet in le redko so njegovi monologi
popolnoma razosebljeni. PoloZaj ni kaj dosti drugacen niti v gledaliski poetiki
Drugega mesta. Vec kot Sestdeset let po ustanovitvi te skupine njen oglas za predstavo
Glasen pok (Noisy Maroon) Se zmeraj obljublja »celoveCerno, na znacaju temeljeco
improvizacijo« in obcinstvu celo zagotavlja, da »bo vsak improvizator upodabljal en
sam znacaj (ki ga bodo predlagali gledalci) skozi celotno predstavo«.

Ne glede na to, kako trdo si prizadevajo, da bi se oddaljili od preteklosti, se postmoderni
komiki v svojem pristopu k igri oCitno Se zmeraj zatekajo k namisljenim in psiholosko
motiviranim znacajem. Zakaj? Kako to, da se komedija, v nasprotju z resno dramatiko,
tradiciji ne zmore dokon¢no odpovedati? Ali to pomeni, da komedija ne more nikoli
biti docela postdramska?

Prvi moZni odgovor na ta vprasSanja je, da je komedija kot literarna zvrst na¢eloma
previdna, in sicer manj pri iskanju primernih tar¢ posmeha kot predvsem pri
izbiri dramaturskih in gledaliskih prijemov, s katerimi se teh tarC loteva. Ker je
uspeh komedije odvisen od zelo konkretnega odziva oblinstva - smeha - si gotovo
prizadeva, da bi ji lahko sledilo kar najvec gledalcev. Zato je komedija veliko bolj
zadrzana pri eksperimentiranju z izraznimi sredstvi kot mnoge druge dramske zvrsti,
ki se ne bojijo interpretativne negotovosti in dvoumnosti. Oklepanje tradicije je s tega
zornega kota manjSe zlo in varnej$a resitev: prej kot na nostalgijo kaze na zdravo
mero uprizoritvenega pragmatizma.

Toda to ni edina moZna razlaga. Prav tako je mogoce trditi, da je komicni znacaj
vse poskuse ukinitve preZivel preprosto zato, ker so prav temeljni cilji njegove
dekonstrukcije - nestabilna identiteta, nezadostna pristnost in vprasljiva
individualnost - tisti, ki ga delajo komicnega. S tega staliSca je znacaj komicen, kadar
mu ne uspe postati avtonomen in enoten subjekt. Oziroma ce to misel izpeljem Se
korak naprej: vsak poskus, da bi znacaj kot neodvisno dramsko danost odpravili,
ga slejkoprej naredi komicnega. Naj pokazem, kako ta postopek poteka v praksi, s
pomocjo prizorov iz istih treh podzvrsti komedije kot popre;j.

Nenavadni zborovski ske¢ »Samo od kruha« iz Onkraj obrobja bi moral biti po vseh
pravilih idealen primer razkroja posameznikove identitete v postmoderni komediji.
Dva izmed $tirih barskih gostov v skeCu sta resda izrecno poimenovana - Squiffy in
Buffy (Bennett idr. 100) - toda njuna nadimka sta tako stereotipno osnovnosolska,



da prav ni¢ ne pomagata pri razlikovanju med zelo podobnimi si ¢lani skupine. Poleg
tega se gostje v glavnem sporazumevajo z momljanjem in odkasljevanjem ter drugimi
nerazpoznavnimi zvoki, ne pa z besedami, se pravi, na nacin, ki ga Elinor Fuchs
obcuduje pri Artaudovem gledaliscu krutosti.

A namesto da bi se obclinstvo na tak$Sno nagonsko izrazanje »neomejenega,
razgaljenega, svetega Jaza« odzvalo s strahospostovanjem (Fuchs, Death of Character
70), na stokanje Stirih igralcev odgovori z izbruhi krohota. S stalis¢a gledalcev si je
namrec¢ nerazlo¢no identiteto gostov, katerih edina razpoznavna lastnost je izbira
pijace - Peter naroci »[v]elik viski,« Jon »[d]vojni konjak,« Dudley »[k]ozarec temnega
vina«in Alan »[r]oze« (Bennettidr. 99) - Se najlaZe razloziti kot pri¢akovano uteleSenje
njihove duhovne praznosti. Na odru so Stiri osebe, pa si delijo en sam predvidljiv in
enostranski znacaj. In ker med njimi ni opaznih razlik, se na njihove brezizrazne
identitete lahko mirno odzovemo s hahljanjem.

Carlinov poskus, da bi govorca »Sedmih besed« razosebil in ga osmislil, ima prav
tako nepredvideno posledico. Ceprav so glavna tar¢a njegovega posmeha odsotni (in
verjetno licemerski) cenzorji, se nam govorec, ki ga tako skrbi za usodo teh sedmih
besed, da kar ne more preiti na naslednjo temo, tudi sam polagoma preneha dozdevati
resniCen. S svojim vztrajnim vracanjem k preklinjanju je skoraj tako smeSen kot
moralisti¢ni televizijski uredniki, ki so se odlocili, da jih dejanski pogovorni jezik
pac ne zanima. Carlinova jeza na druzbo sicer ne doseze tiste mere, ki bi jo lahko z
besedami tradicionalne vede o komediji opisali kot »monomanijo« ali »obsedenost«
(Nelson 14; Frye 168-69), ga pa vsekakor potencialno izpostavlja posmehu.

Odnos med gledalisko dekonstrukcijo in prezivetjem komi¢nega junaka je nemara Se
laZe ponazoriti s primerom iz repertoarja Drugega mesta, saj gre pri njihovih vajah za
zelo pregleden in pogosto natan¢no arhiviran postopek, ki kdaj pa kdaj celo omogoci
rekonstrukcijo celotnega nastanka dobro znanega lika. Shortov piflar Ed Grimley,
recimo, se je zacel oblikovati, ko je igralec prevzel vlogo v skecu »Seksist« v odrski
reviji Carovnik z ossingtonske. Ker si Martin Short in John Candy, ki je bil v vlogo
Sovinisti¢nega »kretena« zaseden pred tem (McCrohan 242), nista prav ni¢ podobna,
se je moral Short z izzivom spoprijeti s pomocjo popolnoma drugacnih improvizacij
in vaj. Grimleyjevo bedasto rezZanje je, na primer, v vlogo prenesel iz neke druge igre.
»lgral sem v prizoru z Robin Duke in Petrom Aykroydom,« pravi Short, »Spomnim se,
da sem se nekoc¢ ozrl proti Robin in opazil, da je na rampi. Bolj ali malo po nakljucju
sem ji pokazal zobe. Gledalci so se zasmejali. Ko se mi gledalci zasmejijo, navadno
otrpnem in Sele kasneje ugotovim, kaj sem pravzaprav sploh naredil. In tako je moje
rezanje postalo del lika« (prav tam 242). Z drugimi besedami, igralceva napaka je
postala bistvena poteza novega znacaja.



Grimleyjeva pretirano konicasta frizura je prav tako le podaljSek igralceve zasebne
afektacije. Short si ji lase na zacetku naZeliral zato, da bi Grimleyja naredil bolj
modnega, toda potem ko je eden izmed njegovih soigralcev omenil, kako trapasto
je videti navzgor prifrknjeni koder, je Shortova frizura v hipu postala del osebnosti
lika. Niti prva niti druga znacilnost nista bili psiholoSko motivirani in nista imeli
kaksne posebno globoke povezave z bistvom dramskega lika. Prav nasprotno,
znacaj se je izoblikoval na podlagi naklju¢nih odkritij in pa zato, ker je bila Shortu
igra pomembnejsa kot posnemanje resni¢nosti. S tem ko je telebana Grimleyja
poskusil narediti manj realisticnega, je Short torej pospesil, ne pa preprecil, razvoj
tridimenzionalnega komicnega lika.

6

Tako kot ske¢ komedija in standup komedija tudi improvizacijska komedija ocitno
potrjuje, da postdramski pristop h gledaliS¢u ne vpliva na klju¢ni polozaj znacaja
v komiski dramaturgiji. Hkrati vse tri oblike postdramske komedije nenehoma
opozarjajo na vzporednice med postmodernizmom kot zgodovinskim obdobjem in
komedijo kot literarno zvrstjo. Mar to torej, vsaj teoreticno gledano, pomeni, da so
vsi postmoderni znacaji na¢eloma komi¢ni? Ceprav se tak zaklju¢ek skoraj gotovo
zdi pretirano posploSen in povrSen, ne smemo pozabiti, da literarni teoretiki kot
temeljno lastnost postmodernizma pogosto omenjajo prav njegov »parodi¢ni odnos
do modernizma« (Hutcheon, Theory of Parody 28) in med drugim govorijo o »vodilni
vlogi ironije v postmodernizmu« (Hutcheon, Poetics of Postmodernism 4). Igre v igri,
denimo, se zlepa ne uspejo izogniti smehu, in to ne glede na to, s kako resnimi temami
se ukvarjajo (primerjaj Abel 59-60).

Podrobnejsi pregled postmodernega gledaliS¢a seveda hitro ovrze to hipotezo.
Najprej zato, ker je v nekaterih izmed najbolj znanih postmodernih dramskih besedil
kup doslednih, toda popolnoma nesmesnih znacajev. Poleg tega ni vsaka parodija
zabavna pa tudi ironijo lahko zasledimo tudi v tragediji Ze vse od Sofokleja. In kon¢no,
nagnjenost postmoderne dramatike h komediji ne pomeni nujno, da je Cisto vsak
znacaj komicen.

Druga, precej manj preprosta, pa nemara prepricljivejSa razlaga presenetljivih
vzporednic med komedijo in postmodernizmom ter posredno tudi razlaga razlogov
za vztrajno navzocnost komic¢nega znacaja v postdramskem gledalis¢u, temelji na
predpostavki, da postmodernizma ukinitev dramskega znacaja pravzaprav sploh ne
zanima. Velika vecina poskusov, da bi znacaj odpravili, se je zgodila v modernizmu;
postmodernizem nasprotno le opozarja na njihov neuspeh, Se posebej v svojih
komedijah. Ker to pocne tako, da si pri modernizmu izposoja - in kasneje tudi



spodkopava - postopke za razgraditev individualne subjektivnosti, te postopke kritiki
pogosto povezujejo s postmodernizmom in pozabljajo, da pravzaprav pripadajo
modernizmu. Pa vendar v postmoderni dramatiki podobni prijemi v glavnem delujejo
kot komi¢ni mehanizmi in znacaj smesijo, ne pa ukinjajo. In kar je Se pomembnejse:
pri komic¢nih znacajih dovoljujejo tudi ontoloSke in ne le moralne slabosti. S tega
stalis¢a postmoderna komedija torej jasno dokazuje, da je znacaj prezivel prehod v
postdramsko gledalisce in da bo tam tudi ostal. In celo Ce se je znacaju uspelo ohraniti
le v komediji, to Se zmeraj pomeni, da porocila o njegovi smrti mo¢no pretiravajo.
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Poetic Tendencies in Contemporary
Croatian Playwriting

Lucija Ljubi¢, Martina Petranovic
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Contemporary Croatian Playwriting

In 2020, the Croatian Ministry of Culture and Media received seventy-one submissions
to the Marin Drzi¢ Award for the best Croatian contemporary play. It was the highest
number of plays submitted since the award was established thirty years ago, at the
very beginning of the 1990s. At that time, the total number of plays per year was far
more modest than in the following years, especially recent ones (Petranovi¢). The
candidates varied from well-established names who began their playwriting careers
in the previous decades, some even prior to the 1990s (Miro Gavran, Matko Srsen,
Predrag Raos, Davor §pi§ié, Denis Peric¢i¢, Damir Madari¢, Hrvoje Barbir Barba, Nina
Mitrovic ...), and some of the latest winners of the award (Una Vizek, Marina Vuj¢ic,
Ruzica ASci¢ ...) to less-known or emerging authors (Monika Herceg, Anja Pletikosa,
Espi Tomi¢i¢, Dina Vukeli¢, Dorotea Sus$ak, Nikolina Rafaj ...). The plays revealed a
wide-ranging field of interest with special emphasis on the most recent incentives
in the global and local community (COVID-19 pandemic, earthquakes in Croatia)
and on formal strategies, generic designations and stylistic qualities representing
numerous nuances between more traditional forms of drama on one end and text
marked by postdramatic strategies on the other end of the spectrum.! That alone can
hardly stand for the undeniably prolific and diverse nature of contemporary Croatian
playwriting over the last thirty years. However, it can perhaps point us towards some
significant elements that helped shape and define it. It is perhaps not a coincidence
that many of them became established in the 1990s.

One ofthe essential characteristics of the period is the emergence of several generations
of Croatian playwrights since the early 1990s and the simultaneity of very different

1 The prize is awarded by an expert jury consisting of three members (usually, but not mandatory, including a stage
director, an actor and a theatre scholar or a dramaturg) re-selected each year. The independence of decision-making
process is ensured by the anonymity of applied authors, and the plays are registered under code names not known to the
jury members and administrative personnel in the Ministry of Culture and Media before the decision about the awarded
plays is final. For more information on the Marin Drzi¢ Award see also: https://min-kulture.gov.hr/izdvojeno/izdvojena-
lijevo/kulturne-djelatnosti-186 /dramske-umjetnosti-188 /nagrada-za-dramsko-djelo-marin-drzic/297. Accessed 17
December 2021.



playwriting practices that resist fixed classifications regarding poetic affiliations and
subject matters, even though certain similarities in the formal characteristics, shared
concerns and approaches to playwriting and theatre, in general, cannot be completely
ignored, especially concerning the significant representatives of the “young Croatian
drama” in the first half of the 1990s (Car Mihec). Furthermore, the 1990s also saw the
beginning of the institutionally driven revival of contemporary Croatian playwriting,
branching into several different directions. For instance, the abovementioned award
for the best Croatian play was established in 1991, as was the Maruli¢ Days Festival
dedicated solely to the productions in Croatia and abroad of classic and contemporary
Croatian plays. Several literary and theatre journals committed to publishing
contemporary national plays, such as Plima (1993-2000), Teatar i teorija (1995-
1998), Glumiste (1998-1999), Hrvatsko glumiste (1999), and Kazaliste (2000-), also
appeared in the 1990s. The Croatian Centre of ITI launched a specialised book series
dedicated to publishing new Croatian playwriting (the Mansioni book series). The
Marin Drzi¢ Award series, introduced by Disput publishing house in cooperation with
the Ministry of Culture and Media, appeared later in the new millennium, in 2009.
Various types of playwriting workshops, public readings and showcases, today almost
standard for promoting recent Croatian playwriting, were first tested and verified in
the 1990s. Since the beginning of the 1990s, the Croatian Radio Drama programme
produced numerous radio shows of contemporary Croatian plays and provided
strong support to new Croatian playwriting. Moreover, the already mentioned
Croatian Centre of ITI, founded in the 1990s, developed into one of the key figures
in the national and international promotion of contemporary Croatian playwrights
with many of their programmes (bulletins and journals, book series, showcases,
public readings, playwriting workshops ...), as did the Department of Dramaturgy
at the Academy of Dramatic Art in Zagreb, especially in the new millennium (for
example, DeSADU public readings of student plays). In 2009, students and alumni
of the Academy of Dramatic Art in Zagreb, Ivor Martini¢, Lana Sarié, Mirta Puhlovski,
Jasna Zmak and Maja Sviben, created the Drame.hr web portal in an attempt to offer
Croatian playwrights a place to present their plays and to increase their visibility
among both national and international theatre managers, directors and dramaturgs.

However, numerous obstacles in contemporary Croatian playwriting remain,
for example, the contingent nature of Croatian theatre repertoires concerning
contemporary Croatian playwriting and the regular lack of theatre-based dramaturgs
devoted to reading new Croatian plays. However, perhaps the biggest of them is
the fact that theatres themselves, with only a few notable exceptions, rarely served
as incubators or midpoints of Croatian playwriting, even though Croatian theatre
scholars and reviewers generally do agree that the majority of relevant contemporary
Croatian plays were finally if belatedly staged (Boko, Lederer). Besides the financial
support to authors, the Marin Drzi¢ Award for the best new play includes public



readings of the awarded plays and substantial financial support to theatres willing to
stage them. Nevertheless, a certain number of plays remain unstaged. The readiness
of theatres to include contemporary Croatian authors in their repertoires was often
connected to changes in theatre management whose artistic programme and creative
visions were grounded in productions of Croatian plays (&TD Theatre in Zagreb,
Kerempuh Theatre in Zagreb, Croatian National Theatre in Split, etc.), sometimes
even resulting in a creative relationship between a particular theatre and writer (for
example, playwrights Filip Sovagovi¢ and Elvis Bo$njak in Split National Theatre), or
even more so between particular stage director and writer, like for example, between
Bozidar Violi¢ and Mate Matisi¢, Borivoj Radakovi¢ and Petar Vecek, Boris Senker
and Robert Raponja, Paolo Magelli and Filip Sovagovi¢, Nenni Delmestre and Elvis
Bosnjak (Ljubi¢). Along that line, some of the theatres periodically introduced the
practice of developing new plays within the theatre (more recently, Zagreb Youth
Theatre, for example). However, one can rightfully claim that, on more than one
occasion, contemporary Croatian playwriting has proved to be more progressive
than theatre (production) dared to follow. It has also happened more than once
that a contemporary Croatian play was staged abroad before it was presented in the
country and/or the language of its origin (certain plays by Slobodan Snajder, Lidija
Scheuermann Hodak, Ivana Sajko, Tena Stivi¢i¢, Ivor Martini¢).

Despite the resistance to oversimplifications, it is generally agreed upon that
the contemporary Croatian playwriting began in the early 1990s, parallel to the
fundamental social, political and cultural changes in both country and region,
but primarily due to the new generation of young playwrights formed within the
Department of Dramaturgy at the Academy of Dramatic Art in Zagreb and grouped
around The &TD Theatre and its Contemporary Croatian Drama Stage (1990-1991)
initiated by its manager and playwright Miro Gavran, the Prolog theatre journal
and later the Plima literary journal (Lederer). This unofficial group is said to create
postmodern, intertextually focused plays, marked by grotesque and parody, the
disintegration of characters and a lack of coherent plots, with little or no interest
in politically charged and subversive subjects that so deeply concerned their
predecessors in the seventies and eighties. The main representatives of this new
kind of playwriting (Ivan Vidi¢, Asja Srnec Todorovi¢, Pavo Marinkovi¢, Milica Luksi¢,
Mislav Brumec), along with several other prominent playwrights, began their writing
careers in the 1980s such as Lada Kastelan, Miro Gavran or Mate MatiSi¢, to a large
extent dominated the 1990s. They continued to write into the new century, yet their
later playwriting, which began to show its new face as early as the second half of the
1990s, revealed somewhat different poetic qualities. Even when pervaded by black
humour, grotesque and fantastic elements, it was now much closer to the neorealistic
model than before, and the topics were devoted to tackling more contemporary issues,
personal or social (Lada Kastelan, Posljednja karika; Mate Matisi¢, Andeli Babilona



and Svecenikova djeca; Filip Sovagovi¢, Cigla), and more critical towards the political
and social questions of the day. The tendency towards dealing with the realities of
the current post-war and transitional Croatian society (traumas, crimes, poverty,
unresolved family issues, identity) culminated at the beginning of the new century
in Ivan Vidi¢’s Octopussy and Veliki bijeli zec, Davor Spi$i¢’s Jug II and Elvis Bo$njak’s
Nosi nas rijeka, along with the plays written by the next generation of authors that
gave fresh incentive to Croatian playwriting in the new millennium in both its content
and its forms, such as Tomislav Zajec, Nina Mitrovi¢, Ivana Sajko, Dubravko Mihanovi¢
and Tena Stivi¢i¢ who, roughly speaking, emerged at the turn of the century, or Ivor
Martini¢, Olja Lozica, Dino PeSut and Vedrana Klepica who emerged in the second
decade of the new century.

Subject(s) Matter(s)

Over the last thirty years, Croatian playwriting has repeatedly proved that subjects
do matter. If we were to turn our heads towards the predominant subject matters
of the contemporary Croatian playwriting, it could be said, even at the risk of
overgeneralisation, that the end of the 1990s and the beginning of the new millennium
were more nationally oriented in the choice of overall topics, focusing on the Croatian
homeland war and its post-war traumas, and on the ordeals of transition to democracy
and capitalism as well as their often devastating consequences on both the individual
and the society. On the other hand, the playwriting of the last two decades disclosed
more global and international concerns, not entirely unrelated to the general changes
in social and political circumstances in the country, the worldwide globalisation
processes and the advance of European integrations. Therefore, it will come as no
surprise that some of the new millennium playwriting keywords include globalisation,
migration, multiculturalism, integration, minority representation, personal identities,
invalidity, and human rights.

One of the most obvious examples in that respect is Tena Stivi¢i¢, a Croatian
playwright based in London and Glasgow, whose first plays appeared at the turn of
the century and who always, from the very beginning of her playwriting career in
Croatia (Nemres pobjec¢ od nedjelje, Dvije), openly insisted on surpassing and crossing
the narrow national borders, both figuratively and literally, in subject matters (dealing
with migration, multiculturalism, globalisation, consumerism, xenophobia, personal,
cultural and (inter)national identities), language (she writes in both Croatian and
English), and available theatre markets (her plays have been staged in several
countries throughout the world). In 2003, when one of her early plays was being
staged in Belgrade, she announced that “all of us today think in terms of some sort
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of European context, and that reducing things to our own little society and market
is clearly not enough” (Stivi¢i¢ in Lasi¢ 67). She repeated the same claim in 2015:
“I always wanted to write across the borders of our country or our countries. I was
attracted to the idea of international theatre or film” (Stivi¢i¢ in Silobr¢i¢ 54).

Likewise, since the beginning of the 21 century, more and more Croatian playwrights
have developed their careers abroad, not only in terms of having their plays staged
out of the country but in terms of moving abroad and writing from the perspective
of internationally and globally situated and oriented playwright (Ivana Sajko, Nina
Mitrovi¢, Ivor Martini¢, Dino PeSut), always however struggling to break or overcome
the narrow image of an Eastern European writer.

While the main concerns of Croatian playwriting in the late 1990s and early 2000s
still rested within the taboos of the 1990s and subsequent deconstruction of various
aspects of national ideology, myth-making and collective identity formation (Ivan
Vidi¢, Octopussy and Veliki bijeli zec; Nina Mitrovi¢, Komsiluk naglavacke, Kad se
mi mrtvi pokoljemo) or war traumas (Filip Sovagovi¢, Cigla; Dubravko Mihanovié,
Zaba; Mate Matisi¢, Posmrtna trilogija), the attention of Croatian playwrights in the
215 century seems to have turned towards the representation of various types of
minority groups and socially constructed identities that fall outside the dominant
and normative matrix. More than ever before, the new millennium plays reveal
playwrights’ widespread interest in those who are socially stigmatised, excluded,
discriminated, disadvantaged, vulnerable and marginalised, such as ethnic, racial and
national minority groups, gender minorities, international refugees and migrants,
poor and powerless, informal and precarious workers, imprisoned, older persons,
persons with chronic illnesses, people with physical or mental disabilities, children
and youth, etc. For instance, Filip Sovagovi¢ in Pti¢ice and Elvis Bo$njak in Otac write
about the imprisoned, Dubravko Mihanovi¢ in Prolazi sve about old age, and Ivor
Martini¢ in Moj sin samo malo sporije hoda focuses on invalidity. Socially deprived
working classes or the unemployed are the subjects of Nina Mitrovi¢’s Familija u
prahu, Olja Lozica’s Sada je zapravo sve dobro and Reces i ja, Goran Fercec’s Radnice u
gladovanju and Vedrana Klepica’s Keinberg, to name but a few examples. Numerous
plays and projects continuously and methodically developed by the writer, dramaturg
and director Olja Lozica discuss autism (Vincent), minority identities such as poverty,
disability, old age and gender and ethnic minority (Gozba), dementia (Zadnji put kad
sam ti vidjela lice) and depression (Dobro je nista).

One of the prevailing subjects in plays written by, for example, Dino PeSut are the
topics of coming to terms with personal traumas of growing up and generational
questions of the so-called millennials (Pritisci moje generacije, Posljednja panda ili o
statici, L.U.ZE.RL, H.E.J.TE.R.L). At the same time, some recent playwriting of not only



Pesut but the younger generation of writers as well, reveals a deep interest in issues
of family traumas caused by conservative upbringing or even violence, sometimes,
but not always, related to transgenerational violence or gender issues (Espi Tomici¢).
There are several female authors of different generations and rather diverse if
not opposed aesthetic preferences who use their playwriting to meticulously and
vigorously analyse, decompose and reinvent the position of women, regarded as
objects of either desire or abuse, in a male-dominated society. They are doing so by
introducing both historical and present-day concerns, as well as locally or globally
oriented perspectives (Ivana Sajko, Tena Stivi¢i¢, Vedrana Klepica, Lana Sari¢,
Jasna Zmak, Diana Meheik). Elements of popular culture intersecting with media
exploitations and manipulations and media or, more recently, cyber violence, also
entered the stage in several prominent plays, such as Tomislav Zajec’s John Smith,
Princeza od Walesa and Darko Luki¢’s VazZno je biti pozitivan, as did corporative violence
in plays by Ivan Vidi¢ (Dolina ruZa) and Filip Nola (Tri X i ja), to mention but a few.
The complex entanglement of private and public, fiction and faction, playwright and
character, along with the absurdity of the playwright’s position in a culture dominated
by mass media, is exploited by Mate Matisi¢ in his more recent trilogies Ljudi od
voska and Moji tuzni monstrumi. Several Croatian plays in the last two decades also
scrutinise the relationship between identity and language, especially in the extreme
situations of being deprived of one’s mother tongue (Darko Luki¢’s Kraljice, several
plays by Tena Stivi¢i¢ such as Fragile! or Nevidljivi, Diana Meheik’s Jerihonska ruza).
Playwriting in Croatian dialects is also increasingly present and intensely promoted
by several authors (Denis Peric¢i¢, Mateja Posedi), as are resolute attempts to liberate
the dialect from the stigma of comedy (Elvis BoSnjak, Nosi nas rijeka).

While for some authors, questions about intimate relationships and topics that
interest them on a highly personal level came first (Lada Kastelan, Prije sna; Dubravko
Mihanovi¢, Bijelo; Tena Stivi¢ié, Nemre$ pobje¢ od nedjelje; Ivor Martini¢, Drama o
Mirjani i ovima oko nje), others, like for example, Vedrana Klepica, insisted on writing
about the universally understood “state of the society”, as she puts it, consciously
setting aside subjective and individual preoccupations (Klepica in Feréec and Zmak).
For the majority of playwrights, however, the imperative of being socially critical or
provocative and dramaturgically experimental, as proposed, or consequently subtly
imposed to the future aspirants for the award by the jury of the Marin Drzi¢ Award
in 2012 proved not only impossible to meet but also unacceptable, and they openly
dismissed it. Thus, one of the best play award winners, Kristina Gavran (Spremni),
claimed that such a request made her uncomfortable and “feel like an outsider
because she was attracted to some perfectly ordinary, universal topic like, let us say,
love” (Gavran in Rogosi¢ 187).
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Approaches to Playwriting

The plays submitted to the mentioned Marin DrZi¢ Award came in many different
forms and genres, from more traditionally and neatly structured plays based on easily
discernible plots and/or characters to more open textual structures experimenting
with intermedial, auto-referential, poetic, narrative, documentary or metatheatrical
disruptions of dramatic form. The same basic division can be applied to theatre
writing during the last thirty years as well, including different models of playwriting
and different approaches to writing and theatre-making, i.e., reflecting variable
attitudes of contemporary Croatian playwrights towards plays seen either as finished,
complete and independent literary pieces or as performance texts in case of which
the writer’s work is hardly finished at the table, or somewhere between the two.
When asked in an interview whether he thought that the time of playwriting was
over, playwright Ivor Martini¢ did not deny a high degree of ongoing experimentation
in contemporary (Croatian) playwriting. However, he emphasised that even though
plays are being subjected to different types and levels of modification during the
course of the production and that nowadays, no one expected a play to be produced
“as it was written”, he still believed that a play continues to be just as important
element of theatre-making as any other (Martini¢ in Feréec and Zmak).

In contrast to the postmodernist 1990s that showed significantly little concern
for the model of new European drama, except for several noteworthy examples
such as Davor Spisi¢ and Borivoj Radakovi¢ (Boko), several playwrights in the new
millennium revealed an interest in more classic dramatic forms with straightforward
plots, references to everyday reality, psychologically depicted and linguistically
differentiated characters, discernible spatial and temporal coordinates, etc., as
noticeable, for example, in plays written by Ivan Vidi¢ in contrast to the ones he wrote
inthe 1990s,2in the most prominent plays of Elvis Bo$njak, or in the playwriting of Tena
Stivi¢i¢ and Dubravko Mihanovié, whose writing was sometimes welcomed by theatre
criticism as a long-awaited turn towards new sentimentalism and intimism opposed
both to the brutalities of the new European drama and the social disengagement,
escapism or even autism of Croatian playwriting dominant in the 1990s.

On the other hand, in line with the consequences of the proverbial postdramatic
turn in understanding theatre and live performance, several playwrights developed
their own types of postdramatic text marked by some of the well-known elements of
postdramatic writing, such as metatextual and intertextual strategies, documentarism,
auto-referentiality, autopoietic subversion, the poetic role of stage directions, the
absence of coherent plots and characters or apparent space and time patterns,
discontinuity and termination of linearity, focus on the dissolution of illusionistic

2 Vidi¢ himself would say that his earlier plays were grounded “in language” and the recent ones in “the harsh reality” (49).



and representational principles, the autonomy of language, open endings, and direct
communication with the spectator (Lehmann, Barnett, McClelland, Delgado, Lease and
Rebellato, ed.). Some of the most prominent representatives of such writing types in
Croatia include Ivana Sajko and Goran Fercec. Furthermore, in the last couple of years,
contemporary Croatian playwriting displays a growing tendency towards poetic plays
that employ various lyrical strategies and lyrical elements, such as lyrical subject,
verse, rhythm, repetitive and incantational tone, poetically structured monologues,
soliloquies or intermezzi, dependence upon musical qualities of the language, etc.
(Monika Herceg, Marija Dejanovic).

In addition, there is more than one example of blurring the boundaries and
intersecting the roles between the writer, director or actor/performer: actors
are turning into writers (Elvis Bo$njak, Filip Sovagovi¢, Arijana Culina, Filip Nola
...), writers are acting as directors of their own plays (Dubravko Mihanovi¢, Filip
Sovagovi¢, Ivor Martini¢, Olja Lozica, Vedrana Klepica ...) or performers (such as
Ivana Sajko, who calls such performances “the autoreferential readings”). Along with
some well-established playwrights who actively participate in producing their plays
and modifying (or creating) their texts in collaboration with the actors but remain
in a domain of classic referential playwriting, new generations of playwrights see
themselves more vigorously involved in the process of theatre-making. They conceive
the plays as performance texts related to the overall idea of the theatre event and
perceive the written text only as a starting point or an element in the process of
theatre-making, associated with or subsumed to each performance and the space
and context of the production and the performers (Vedrana Klepica, Rona Zulj, Jasna
Zmak, Jelena Kovaci¢ ...). Therefore, their concerns are not only about the status of
the play within the performance or the impossibility of repeating the play (or text)
outside the context of a specific performance - like in devising the productions of
Bobo Jel¢i¢ - but also about exploring new models of the co-existence between play
and performance. In that respect, one must underline the examples of symbiotic and
long-term writer-director partnerships, such as those between Jelena Kovaci¢ and
Anica Tomi¢ or Rona Zulj and Miran Kurspahié. It can also be useful to point out the
example of Bobo Jelci¢, who refused the Best Play Award at the Satire Days Festival
in Zagreb (2018) for Govori glasnije! because he believed that the play should be
repeatable, while in this case, the text was an integral and inseparable part of a unique
devised theatre project.

Some authors experimented with different writing procedures, forms and strategies
and refashioned and remodelled their playwriting approaches (T. Zajec, E. BoSnjak,
0. Lozica) so that they are equally prone to creating classic plays finished before
the production, modifying or developing their plays during the rehearsal process,
participating in collaborative writing processes and improvisations throughout
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rehearsals, building their plays with regard to a specific actor, stage director and
practical theatrical circumstances, or writing down their plays like some sort of
postfestum notes to the production itself. As an example, we can briefly focus on Olja
Lozica, who acts as a playwright, dramaturg and director in different combinations
of the three. Sometimes she is the playwright and director of her own plays written
before the rehearsals. Sometimes she is the dramaturg and director who gives the idea
to the actors and then develops the text during rehearsals or uses only text provided
by the actors. Sometimes she abandons the written text altogether, introduces
postdramatic elements and procedures and focuses on the actors’ nonverbal
expressions and interactions. In any case, her work with the text and on the text as
theatre material is equal to any other during production rehearsals and draws heavily
upon the communication and collaboration with the team members, the dramaturg,
the designer, and most of all, the actors: “The text is not a dead letter on the paper,
it is subject to modifications and situations on the stage, it can be adapted, erased,
rewritten. [...] People who act solely as writers see it differently than I do when
approaching the theatre as an author in a more holistic manner. During rehearsal, I
am ready to change the text ten times if necessary so that the actor can communicate
with it in line with his or her professional and private habitus” (Lozica in Crncevic).

Conclusion

Since the beginning of the 1990s, for more than thirty years, contemporary Croatian
playwriting has incorporated several generations of playwrights and introduced
numerous and various (post)dramatic worlds and strategies. The early 1990s saw
the beginning of previously unseen, broad and diverse institutional cultural support
to Croatian playwrights and playwriting in inviting, following, rewarding, publishing
and staging contemporary Croatian plays (best Croatian play award, theatre festival of
Croatian drama, theatre journals and book series ...), butalso had to face the reluctance
of more than one theatre management towards producing new Croatian playwriting.
It happened on more than one occasion that Croatian plays premiéred abroad before
reaching the stages in their homeland, which on the other hand, contributed to their
international acclaim. However, several playwrights and stage directors in Croatia
developed continuous creative partnerships spanning several productions, theatres
and decades.

The last thirty years also speak in favour of the multifaceted and manifold nature
of generations of Croatian playwrights, such as those who asserted themselves as
playwrights well before the 1990s, the representatives of the “young Croatian drama” in
the early 1990s (most of whom continued to write into the next decades and until today),



and the most recent generations of writers who joined the ranks of Croatian drama
after the year 2000, including both authors who were nationally and internationally
recognised and those who became better known in the last couple of years.

The topics of contemporary Croatian plays written in the first half of the 1990s reveal
a lack of direct interest in the social realities of the day. However, the picture began to
change in the second half of the 1990s, focusing on the Homeland war, war traumas
and transition, and their reflections in personal identities. In the last two decades, the
emphasis has been placed on the position of personal identity towards internationally
relevant social phenomena such as globalisation, migrations, multiculturalism and
various collective identities. Furthermore, the youngest generations of playwrights
are seen as more concerned with generationally marked questions of the millennials,
including an interest in both virtual reality and working-class rights and in the violence
and intolerance towards different, often marginal and underprivileged social groups.

On the one hand, contemporary Croatian playwriting includes plays taken as finished
and independent works of art. On the other, more and more playwrights since the
year 2000 seem to nurture somewhat radical approaches to playwriting, insisting on
writing plays during and parallel to the staging process or even after the performance
itself. More than a few playwrights belonging to different generations of authors
created their own idiosyncratic versions of postdramatic playwriting, whereas
several recent playwrights reveal a tendency towards writing plays deeply imbued
with poetic elements. Finally, more and more theatre artists of the new millennium
are actively involved in both playwriting and staging processes, blurring or merging
the boundaries between different theatre professions, so it is quite usual, for example,
for actors and stage directors to write plays, and for playwrights to stage plays or
perform them in person.

In 2020, indisputably marked by the pandemic and earthquakes, the Association of
Croatian Screenwriters and Playwrights, web portal Drame.hr and Kazaliste theatre
journal ventured into a joint effort of inviting nineteen Croatian playwrights to
write short monologues on the topic of isolation during the lockdown, and to do so
from the perspective of either a newly created character, one of their old characters,
a well-known character of some classic or canonised author, or a real historical or
contemporary figure. Both the monologues and the subsequent theatre production
in the Zagreb Youth Theatre, directed by Anica Tomi¢, exposed some of the burning
issues of the day, equally probing the minds of the playwrights and the general public
but also demonstrating that formal closures, in approaches to playwriting or in social
life, cannot obliterate the need of playwrights to write plays and to open themselves
to (dramatic) dialogue with the world around them.
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Prispevek ponuja pregled poglavitnih poeticnih tendenc sodobnega hrvaskega dramskega
pisanja po letu 2000. Avtorici se osredotocata na vec znanih hrvaskih dramatikov (kot so Mate
Matisi¢, Davaor Spisi¢, lvan Vidi¢, Nina Mitrovi¢, Elvis Bo$njak, Dubravko Mihanavi¢, Tomislav
Zajec, vana Sajko, Tena Stivici¢, Ivor Martini¢, Olja Lozica ..), katerih igre so bile v zadnjih
dveh desetletjih uprizorjene, objavljene, raziskovane in/ali nagrajene tako na Hrvaskem kot v
tujini, V prispevku se poglabljata v znacilnosti vsebine (lokalne ali svetovne, javne ali intimne,
priljubljene ali provokativne teme), v formalne in splosne lastnosti (dramska struktura, pripoved,
poetizacija, raziskovanje meja dramskega pisanja), v predstavljanje kulturnih identitet (osebnih
in kolektivnih), v zanimanje za mnozicno in popularno kulturo, v znacilnosti dramskega diskurza
in jezika, v odnos do druzbenega angazmaja ali kritike ter v prizadevanje za pritegnitev ciljnih
druzbenih skupin ali tipov obcinstva, Nazadnje v prispevku raziskujeta tudi razlike in podobnosti
med dramskim pisanjem v devetdesetih letih in pisanjem po letu 2000,

Kljucne besede: sodobna hrvaska dramatika, repertoar hrvaskega gledaliS¢a, promocija
hrvaske dramatike, generacije hrvaskih dramatikov in dramaticark, nagrada Marina Drzica,
gledaliske revije, postdramsko pisanje
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Ena prvih in najpomembnejSih znacilnosti tega obdobja je pojav veC generacij
hrvaskih dramatikov in dramaticark po zgodnjih devetdesetih letih in pa soobstoj zelo
raznolikih praks dramskega pisanja, ki se upirajo dokon¢ni klasifikaciji. Devetdeseta
leta so predstavljala tudi zacetek preporoda hrvaske dramatike, ki so ga spodbudile
institucije, kasneje pa se je razvejala v zelo raznolike smeri. Leta 1991 so ustanovili
Nagrado Marina DrZi¢a za najboljSo hrvasko dramo skupaj s festivalom Maruli¢evi
dnevi, ki se posvecaizklju¢no uprizoritvam hrvaskih dram, tako klasi¢nih kot sodobnih,
na hrvaskem in v tujini. V devetdesetih letih je zacelo izhajati tudi vec literarnih in
gledaliskih revij, ki se posvecajo objavljanju sodobne nacionalne dramatike. Takrat
so tudi zaceli preizkusSati in preverjati razlicne oblike dramskih delavnic, javnih
branj in predstavitev, ki so jih kasneje nadgrajevali (hrvaska radijska igra, Hrvaski
center TTI, Akademija dramske umetnosti v Zagrebu, spletni portal Drame.hr). Kljub
temu Se vedno ostaja precej ovir za sodobno hrvasko dramatiko, na primer dokaj
kontingentna narava repertoarjev hrvaskih gledalis¢, kar se tice sodobne hrvaske
dramatike, ter pomanjkanje v gledalis¢ih zaposlenih dramaturgov, ki bi se posvecali
prebiranju novih hrvagkih dram. Se najvecjo oviro pa nemara predstavlja dejstvo,
da so sama gledali$ca, z nekaj opaznimi izjemami, redko sluzila kot inkubatorji ali
posredniki hrvaske dramatike.

Zacetke sodobne hrvaske dramatike lahko umestimo v zgodnja devetdeseta leta,
sofasno s temeljitimi druzbenimi, politicnimi in kulturnimi spremembami tako
v sami drzavi kot celotni regiji, Ceprav je bil glavni vzrok nedvomno pojav nove
generacije mladih dramatikov, ki se je oblikovala na dramskem oddelku Akademije
za dramsko umetnost v Zagrebu ter se zbirala okrog Odra sodobne hrvaske drame v
Gledalis¢u &TD v Zagrebu. Prav tej neformalni skupini lahko pripiSemo, da je zacela
ustvarjati postmoderna, medbesedilno usmerjena dela, za katera so bili znacilni



grotesknost in parodija, dezintegracija likov, manko koherentne zgodbe ter le malo
ali ni¢ zanimanja za politi¢no angaZirane in subverzivne teme (Ivan Vidi¢, Asja Srnec
Todorovi¢, Pavo Marinkovi¢, Milica Luksi¢ in Mislav Brumec). Skupaj s Se nekaterimi
drugimi pomembnimi dramatiki, ki pa so pisateljske kariere zaceli Ze v osemdesetih
letih, na primer Lada Kastelan, Miro Gavran in Mate MatiSi¢, je v devetdesetih letih v
veliki meri prevladovala prav ta skupina. A ¢eprav so v dramatiki ob prelomu stoletja
prevladovali ¢rni humor, groteska in fantasticni elementi, je bila v resnici precej blize
neorealisticnemu modelu kot prej. TeZnja po obravnavi realnosti tedanje povojne in
tranzicijske hrvaske druzbe je vrhunec dosegla na zacetku novega stoletja z dramami,
ki jih je pisala nova generacija avtorjev, ki so hrvaski dramatiki v novem tisocletju dali
sveZe spodbude, tako kar se tice vsebine kot tudi forme, na primer Tomislav Zajec,
Nina Mitrovi¢, Ivana Sajko, Dubravko Mihanovi¢ in Tena Stivi¢i¢, ki so se pojavili nekje
na prelomu stoletja, pa tudi Ivor Martini¢, Olja Lozica, Dino Pesut in Vedrana Klepica,
ki so zaceli delovati v drugem desetletju novega stoletja.

V enaindvajsetem stoletju se je pozornost hrvaskih dramatikov, kot kaZe, obrnila k
zastopanju razli¢nih tipov manjSinskih skupin in druzbeno skonstruiranih identitet,
ki ne spadajo v prevladujo¢o normativno matrico. Bolj kot kdaj prej se v dramah
novega tisocletja razkriva vsesplo$no zanimanje dramatikov za ljudi, ki so druzbeno
stigmatizirani, izkljuCeni, diskriminirani, ranljivi, marginalizirani in imajo manj
priloznosti, na primer zanimanje za etni¢ne, rasne in nacionalne manjsine, spolne
manjSine, mednarodne begunce ali migrante, za revne in brezdomce, za prekarne
delavce in delavce na €rno, za zapornike, starejse, za ljudi s kroni¢nimi obolenji, za
osebe s fizicnimi in psihi¢nimi motnjami, za otroke in mladino.

V nasprotju s postmodernisticnimi devetdesetimi leti je v novem tisocletju cela
vrsta piscev pokazala zanimanje za bolj klasi¢ne dramske forme z jasnimi zgodbami,
referencaminavsakdanjo realnost, s psiholosko orisanimiinjezikovno diferenciranimi
liki in prepoznavnimi prostorskimi ter casovnimi koordinatami. Po drugi strani pa
se pojavi tudi veC piscev, ki razvijajo lastne pristope k postdramskim besedilom,
za katere so znacilni nekateri znani elementi postdramskega pisanja, na primer
metabesedilne in medbesedilne strategije, dokumentarnost, samonanasalnost,
avtopoetska subverzija, poeti¢na funkcija didaskalij, odsotnost koherentne zgodbe in
likov ali jasnih ¢asovnih in prostorskih vzorcev, nedoslednost in odprava linearnosti,
osredotoCenost na razpustitev iluzionisti¢nih in reprezentacijskih nacel, avtonomnost
jezika, odprti konci in neposredno nagovarjanje gledalcev (Ivana Sajko, Goran Fercec).
V zadnjih letih pa sodobna hrvaska dramatika kaze vse ocitnejSe teZnje po poeti¢nih
dramah (Monika Herceg, Marija Dejanovic).

Poleg tega lahko nastejemo veC razlicnih primerov brisanja meja in krizanja vlog
med pisci, reZiserji in igralci/izvajalci: igralci postajajo pisci (Elvis Bosnjak, Filip
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Sovagovié, Arijana Culina, Filip Nola ...), pisci prevzemajo vlogo reZiserjev lastnih
dram (Dubravko Mihanovié, Filip Sovagovié, Ivor Martini¢, Olja Lozica, Vedrana
Klepica) ali celo izvajalcev, na primer Ivana Sajko. Nova generacija dramatikov
snuje drame kot uprizoritvena besedila, povezana s prevladujoim pojmovanjem
gledalisca kot dogodka, zato napisano besedilo dojemajo zgolj kot izhodiS¢no tocko
ali enega od elementov v procesu gledaliske produkcije, ki je povezan z vsako
posamicno uprizoritvijo, prostorom in kontekstom produkcije in izvajalcev ali jim je
celo podrejen (Vedrana Klepica, Rona Zulj, Jasna Zmak, Jelena Kovaci¢). Zanima jih
predvsem raziskovanje novih modelov soobstoja drame in uprizoritve (sodelovanje
piscev in reZiserjev: Jelena Kovaci¢ in Anica Tomi¢ ali Rona Zulj in Miran Kurspahi¢).
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Tudi za postpostdramski ¢as je znacilno spogledovanje s kljucnimi formami svetovne
dramatike, kot so anti¢ne in elizabetinske tragedije, ter z njihovimi temami, ki jin aplicira
na popolnoma sodobne probleme. Izmed mnogih besedil je mogoce izbrati tri: Die
Schutzbefohlenen Elfriede Jelinek, Antigona v Molenbeeku Stefana Hertmansa ter Romeo
in Julija sta bila begunca Vinka Méderndorferja. Poleg razmerja do antike povezuje vse tri
drame Se tematska rdeca nit; migracije ter z njimi povezane nesrecne usode beguncev.
Izkaze se, da je edina optimistitna razlicica te teme nastala pri Ajshilu, vse tri sodobne
drame pa bi bilo mogoce brez tezav uvrstiti med tragedije. Taksna je drama Jelinekove,
ki je nastala po resnicnem dogodku iz leta 2012, ko je skupina migrantov protestno vdrla
v Votivno cerkev na Dunaju in zahtevala zase in za sebi podobne ¢loveka dostojno azilno
obravnavo. Jelinek izkaze ves eti¢ni razkroj Evrope, ki se skriva za visokolete¢imi ideali
tlovekoljubja, dejansko pa ravna prav nasprotno. V tem primeru gre za razmerje med
migranti, ki so pravi tujci, in pa Evropejci. Tujca, ki je Ze polnopraven drzavljan Evrope,
predstavi Hertmans, le da svojo »Antigono« zaplete Se s klasicno zgodbo pokopa mrtvega
brata, ki je v tem primeru terorist. Ta Antigona je Se vedno tujka, a tudi Zze drzavljanka Evrope.
Zadnji korak v tej smeri naredi Moderndorfer, ki pa kot migrante, torej kot tujce, obravnava
ekonomsko ogrozene Evropejce. Nobena od treh dram nima izhoda in slehernikova usoda
se konca tragicno.

Kljuéne besede: postpostdramsko gledalisce, tragedija, migracije, meje, Antigona, E.
Jelinek, S. Hertmans, V. M6derndorfer
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prevajalec in dramaturg. Kot predavatelj je gostoval na Stevilnih tujih univerzah
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tragedij: Jelinek, Hertmans, Méderndorfer
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Ceprav ¢lovek samega sebe danes razume kot izjemno mobilno vrsto - o ¢emer
pricajo na primer podatki o prepeljanih potnikih v svetovnem letalskem prometu ali
statistike o turisti¢nih nocitvah - je bilo v preteklosti s to zavestjo precej drugace.
Ljudje so bili, potem ko so razvili poljedelsko civilizacijo, odvisni od enega prostora
pa tudi potovati $e ni bilo tako enostavno. Se v razsvetljenstvu je v Bogastvu narodov
(1791) Adam Smith lahko zapisal: »Po vsem, kar je bilo povedano o lahkomiselnosti
in nestanovitnosti Clovekove narave, pa je iz izkuSnje ocitno, da je izmed vseh
vrst prtljage najtezje prevaZzati ¢loveka« (Smith 90). Podobno je ¢loveka v svojih
Perzijskih pismih razumel tudi Montesquieu (prim. Le Bras 38-39). Vso civilizacijsko
zgodovino je bilo razumevanje cCloveske eksistence vezano na ustaljena mesta,
kraljestva in oblast, s tem pa na zemljo, ki jim je pripadala (s sicer pomembno izjemo
rimske republike in cesarstva, kjer je namesto jus soli prevladoval jus sanguinis - za
drzavljanski status ni bilo pomembno, kje si se rodil, temve¢ komu; prim. SPQR, M.
Beard). Tako je navsezadnje tudi danes v sistemu nacionalnih drzav: narod je zlitje
prebivalstva in prostora (prim. Le Bras 77). Fiksna lokacija omogoca tradicionalno
funkcijo: s ponotranjenjem »lastnega« prostora ta postane »pogoj, klju¢na referenca
[...] skupinskega, skupnostnega obcutka in tako, ponovno, [...] identitete« (Balibar
78). Stalni prostor ¢loveku posluzi za identifikacijo lastne identitete, postane pogoj za
naso identitetno samodolocitev.

Pomen zemlje je bil torej pri doloc¢anju clovekove samobitnosti vselej v precejsnji
prednosti, kar pa Se ne pomeni, da clovek zemlje, potem ko je z njo definiral svojo
identiteto, ni pogosto zapuscal: iz radovednosti, objestnosti, potrebe/prezivetja ali
zaradi prisile, zlo¢ina, vojne. Ravno s prestopki je povezan mitski (abrahamski) zacetek
clovekove civilizacije, saj se zacne prav s pregonom, ki predstavlja kazen za prekrsek.
V skladu s tem naziranjem sta bila iz svoje prvotne domovine za vekomaj izgnana prva
Cloveka: »lzgnal je ¢loveka in postavil vzhodno od edenskega vrta keruba in me¢, iz
katerega je $vigal ogenj« (1 Mz 3, 24). Clove$tvu se v prvotno rajsko domovino (3e)
ni uspelo vrniti. Za bratomor je bil z izgonom kaznovan tudi njun prvorojenec Kajn:
»Glej, danes me izganjas iz deZele [...] Blodil in begal bom po svetu« (1 Mz 4, 14).
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Izgon kot kazen se zdi toliko mocnejse sredstvo, kolikor bolj je ¢clovek navezan na svoj
izvorni kraj.

Zacetek vzpostavitve clovekove (Cetudi miticne) identitete je povezan s tlemi, zemljo,
a hkrati tudi z njeno prepovedjo: zemlja torej, ki ¢loveka definira, mu je takoj tudi
odvzeta. Ta delitev predpostavlja dva kraja: idealnega, ki ¢lovestvu ni ve¢ dosegljiv, ter
realnega, ki pa je nas, a je veCinoma le malo prijeten. Zato je s clovekovim osnovnim
stanjem povezano umanjkanje ideala, naso izvorno identiteto doloc¢a prav kraj, ki ga
ni, utopos. Koncept dislokacije, termin, ki po svoji naravi inherentno predpostavlja
binarno delitev sveta na dve strani, se zdi tako reko¢ vpisan v cloveske gene.

Binarna delitev realnega sveta pa inherentno vsebuje mejo med obema, ki ju vzpostavi
kot opozicijo. Sodobna teorija vidi sicer objektivno definicijo meje kot absurdno (prim.
Balibar 76), a vendarle njenega obstoja ni mogoce zanikati. Na temelju razmejevanja
prostora ta meja posledi¢no vzpostavlja tudi razliko med nami, »pravimi« ljudmi, in
ne-nami, tujci, ali kot so jih neko¢ imenovali, barbari. Ima pa to razmejevanje Se eno
pomembno znacdilnost, saj, z besedami F. Ratzla, »nacionalne ideje ¢rpajo velik del
svoje moci iz svoje podobnosti z religioznimi idejami« (prim. Le Bras 78). Meja ima
torej metafizicno konotacijo, ¢e ne celo pomena, saj so z dogajanjem v zvezi z mejami
in njihovim prestopanjem Ze od vselej imeli opraviti bogovi. Zato lahko re¢emo, da je
razmejevanje temelj ¢clovekove identitete, meja pa njen fizicni garant.

Ne glede na to, kako varovana (ali celo eshatoloSka) je meja bila, nobena ni nikoli (bila)
popolnoma neprepustna. V realnem svetu se okoli meje obiCajno ustvari specifi¢ni
habitat s posebno osmotsko dinamiko njenega prestopanja, prehajanja tja in nazaj.
Slednje, torej migriranje, je v naravi meje ter tako tudi temeljni nacin obstoja cloveske
vrste. In ker so migracije realna kategorija, s tem pa so vezane na politiko, je najbrz
res, da je teorija migracij ideoloska (prim. Le Bras 74).

Se preden smo ljudje to svojo ontolosko danost zaceli tudi dejansko uresnicevati, $e
preden smo postali torej najbolj nemirna Zivalska vrsta na nasem planetu, se je z idejo

.....

.....

Zmoznost prehajanja je bila spocetka dovoljena le miticnim bitjem: vladarjem, herojem,
(pol)bogovom, saj je pogosto Slo za katabazo, sestop z iniciacijskim znacajem v spodnji
svet ali onstranstvo (kot npr. v Epu o Gilgamesu in mitu o Orfeju, Odiseji in Eneidi, Stari
zavezi ter BoZanski komediji, posebno mesto pa ima tu blodeci Jud Ahasver), kasneje so
se tem pridruzile Se zgodbe o skupinskih/nacionalnih eksodusih (npr. beg starozaveznih
Judov iz Egipta, zaCetek judovske diaspore nekaj stoletij kasneje, srbski eksodus v 17.
stoletju v Evropo in Rusijo), medtem ko realnost sodobnega sveta polnijo zgodbe o begu
Sircev, Afganistancev, Sudancev in mnogih drugih z Bliznjega vzhoda in iz Afrike.



Posebej dinamicna je zaradi narave svojega binarnega pogleda na svet dramatika,
saj se dobesedno od svojega nastanka ukvarja s tovrstnimi vprasanji: od junakovega
prizadevanja za boljsSe Zivljenje do konfliktov, utemeljenih na nevidnih delitvah. V
uprizorjenem konfliktu se namrec iz¢istijo dvomi, zariSejo vrednostna vprasanja in
vzpostavijo nasprotja, vse to pa izhaja iz (raz)locevanja.

To velja za vso zgodovino dramatike in prav ni¢ drugace ni v dramatiki zadnjih
desetletij. Svet se sooca z neverjetnim Stevilom druzbenih konfliktnih situacij, ki
dobijo odmev v dramskih delih. Ce nastejemo le nekatere in brez posebnega vrstnega
reda, bi lahko nasli odmeve na balkansko vojno (David Greig: Europe 1994; Kitty
Felde: A Patch of Earth 2014; pri nas Dragica Potoc¢njak: Alisa Alica 1997, Hrup, ki ga
povzrocajo Zivali, je neznosen 2002; DuSan Jovanovi¢: Uganka KorajZe 1994, Antigona
1996, Kdo to poje Sizifa 1997 in pa Boris A. Novak: Kasandra 2001), vojno kot tako
(Tomasz Man: War Child Mother 2019; Malina PrzeSluga: All is good when we are
happy 2019; Mohammad al Attar: Damascus 2045 2019; Milena Markovi¢: Children
of Joy 2016; Andreas Flourakis: The things you take with you 2016), emigracijo (Julia
Lizurek: Manifest emigracyjny 2020; Martyna Majok: [ronbound 2018; Elfriede Jelinek:
Die Schutzbefohlenen 2013; Adel Darwish: Hierarchy of needs 2019), terorizem (David
Greig: The Events 2013; Marius Ivaskevicius: Masara 2015; Maya Arad Yasur: God
waits at the Station 2014; Stefan Hertmans: Antigone in Molenbeek 2017; Ismaél Saidi:
Jihad 2017) ter politi¢no realnost in ekonomske tezave (Henriette Dusche: About a
long journey along today not so long a route 2014; Vinko Moderndorfer: Romeo in
Julija sta bila begunca 2018) itd. Seznam bi lahko Se nadaljevali, vendar je ocitno,
da so se v sodobni dramatiki mo¢no uveljavile migracijske vsebine, se pravi, teme,
povezane z e/i/migracijo ter obcutki odtujenosti, drugacnosti, tujosti, nepripadnosti,
manjvrednosti in zavrnjenosti.

Je pav tej Ze tako Stevil¢ni skupini mogoce zaslediti posebej vznemirljivo kombinacijo,
tj. besedila, v katerih se na podlagi omenjene teme prekrivata dva zelo razli¢na
svetova: starodavni in sodobni. Migracije kot tema so vplivale na tradicionalno najbolj
uveljavljene dramske zvrsti, na primer na tragedijo v njeni prvotni anti¢ni ter poznejsi
elizabetinski in neoklasicisti¢ni podobi (npr. Kralj Ojdip, Oresteja, Kralj Lear itd.), so
se pa tudi sodobni dramski junaki pridruzili anticnemu Zalostnemu zboru, Ki recitira
na melodijo otipljivega ¢loveskega trpljenja, ne glede na to, ali je zdruzitev izvirnih in
sodobnih migracijskih tem razumljena dobesedno ali metafori¢no.

Za ilustracijo te netipicne kombinacije - torej vprasanje migracij, kakor se zrcali v
sodobnih reinkarnacijah klasi¢nih dramskih form, kot je tragedija - se zdijo posebej
intrigantna tri besedila, ki na svoj originalni tragiski vir aplicirajo sodobne problemske
situacije, s ¢Cimer reinkarnirajo original: jezikovna umetnina (das Sprachkunstwerk)
Die Schutzbefohlenen (morebitni prevod Varovanci ali Sé¢itenci, op. avt.) Elfriede
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Jelinek iz leta 2013, Antigona v Molenbeeku (prvi del 2016, drugi del 2018) Stefana
Hertmansa in pa Romeo in Julija sta bila begunca (2017; Grumova nagrada 2018)
Vinka Moderndorferja, pri ¢emer se Hertmansova drama na anticni vir in usodo svoje
junakinje naslanja dobesedno, medtem ko besedili Jelinekove in Méderndorferja
izkoristita svoja slavna predhodnika le bolj simboli¢no.

Primer 1: Ajshil - Jelinek

Ajshilove PribeZnice (v nemSkem prevodu Die Schutzflehenden, ki jih naslov Jelinekove
nedvomno priklicuje v spomin. Tudi grski naslov originala, Hikétides, je neposredneje
od slovenskega povezan z vsebino, saj izhaja iz samostalnika hikétes, to je tisti, »ki
prosi varstva, milo prose¢, prosilec (milosti), pribeznik, varovanec« (Dokler 377),
najbrz drugo besedilo po vrsti iz sicer izgubljene tetralogije, pravzaprav ni tragedija,
saj se konca »sre¢no«: Danajeve hcéere, ki iz Egipta pribeZijo pred svojimi bratranci,

sinovi Ajgipta, na Peloponez, v Argosu dobijo zatociSCe oziroma azil. Domacini jih
sprejmejo in obljubijo zasc¢ito celo za ceno vojne z Egipcani.

Ceprav na prvi pogled identi¢na, se situacija v obeh besedilih razlikuje v bistvenih
podrobnostih, ki sodobno besedilo spremenijo v tragedijo. Poleg Ze omenjenega
sre¢nega sprejema v Argosu je klju¢no dejstvo, da so Danaide - kljub od Ahajcev
popolnoma drugacnemu videzu (Danaide so »ubezZnice«, 12, »¢rnopolti rod, od
soncnih zarkov potemnelg, 14), jeziku (dekleta sprasujejo, ali »prav razumes, o deZzela,
mojo tujo govorico?«, 13) in nosi (argoski kralj Pelazg se ¢udi, »odkod ta gruca pred
menoj v negrski nosi? Barbarska vasa so bahava oblacilag, 18) - neobicajne begunke.
So namrec¢ potomke argoske svecenice lo, ki je neko¢ skrbela za Herin tempelj, a
se je vanjo zagledal Zevs, zato jo je Hera kaznovala s spremembo v telico. A tudi to
Zevsa ni ustavilo in se je Io priblizal v obliki bika. Boginja je nato nadnjo priklicala Se
brenclja, ki je nesrecno kravo preganjal vse do Memfisa v Egipt, kjer ji je Zevs nadlogo
navsezadnje le odstranil in jo zaplodil. 1z te zveze se je rodil egiptovski kralj Epaf,
njegova hdi Libija pa je bila prababica Danaid.

IzkaZe se, da ubeZnice torej niso prave migrantke, temvec so kraljevskega rodu, dolgo
izgubljene visokorodne hcere, ki se vracajo vdomovino, zato lahko od Pelazga zahtevajo:
»ravnaj, te prosim, kot ce srecal bi Argejke« (22), kar popolnoma spremeni ves poloZzaj.
Domacinom ali, drugace receno, drzavljanom deZele avtomati¢no pripada pravica do
za$Cite in zanjo ni treba nikogar prositi. Popolne tujke, ki pa so dokazale krvno povezavo,
imajo torej pravico do zascite in azil v tem primeru sploh ni ustrezni institut.

Toda problem se Se razplasti. Ne glede na dokazane sorodstvene vezi z Argosani in vso
svojo dobro voljo argoski kralj Pelazg sam Danaidam zascite ne more obljubiti, saj bi z
zavrnitvijo egiptovskih zasledovalnih Cet povecal moznosti vojaskega spopada: »da ne



bi nas zajela vojna povracilna« (26). Zato tega ne more narediti, ne da bi se posvetoval
s svojim ljudstvom: »nicesar ne storim brez ljudstva, pa ¢eprav mu vladam« (26), to
pa zato, ker je vselej podvrzen kritiki svojih podanikov: »ljudstvo silno rado graja
svojo oblast« (29). Da bi si ohranil dobro ime, mora svoje ljudstvo jemati resno in
spostovati tudi »civilno druzbo«.

Zbor Danaid razkrije Se eno, eshatolosko razseznost problema, ko kralja opozori:
»preudari in bodi nam varuh poboZen po sveti pravici; begunke ne izdaj« (prav tam).
Begunci so namre¢ pod posebnim varstvom bogov. Kdor je potreben zascite, temu so
zaradi ¢lovekove ranljivosti naklonjeni tudi bogovi. Pelazga tako opozarjajo, naj se, ce
bi dopustil, da bi jih egiptovski moski zvlekli iz svetiSc¢a, s Cimer bi poteptali njihovo
pravico in hkrati skrunili svetiSCe, varuje jeze bogov, celo najvisSjega med njimi:
»smrtnik mora spoStovati jezo Zevsa, pribeznih varuha« (29). Bogovom, enako kot
v primeru Antigone, za Cloveske situacije ni mar, ne ozirajo se na trenutnopoliti¢na
razmerja med njimi. Kar je bistveno za bogove, so vecna pravila, absolutni zakoni, ki
veljajo za vse neodvisno od polozaja.

In vendar se Danaide zelo zavedajo, da so bozanski zakoni od ljudi enako oddaljeni
kot bogovi sami. Ceprav upajo na resitev, v stiski razmisljajo o razli¢nih moZznostih
izida iz primeZa, v katerem so se znasle, in poseZejo tudi po izsiljevanju. Pelazgu
nazorno razkrijejo, da se, ce jih kralj ne bo vzel v zasc¢ito, »pri prici [...] obesimo na
bozje kipe« (28). To bi pomenilo dvojno skrunitev svetisca, zato bi se Pelazg znasel v
brezizhodnem poloZaju, saj bi mu z ene strani grozili ljudje, z druge bogovi, ¢esar se v
polnosti zaveda: »v brezdanje, neprehodno morje sem zabredel, nikjer ni pristanisca,
varnega pred zlom« (prav tam). Tega uvida denimo Kreon ni premogel.

Pelazgov posvet z ljudstvom traja dolgo, v tem ¢asu Egipcani Ze pristanejo na obalah
Argosa in nameravajo s silo odgnati Danaide na poroko z Ajgiptovimi sinovi, njihovimi
bratranci. A ko Egip¢ani ob groznjah z nasiljem Ze segajo po Danaidah, ki vijejo roke
v obupu, saj je njihova usoda videti zapecatena, se v zadnjem hipu vrne kralj Pelazg
z odresilno novico: »ljudstvo enoglasno je sprejelo sklep, da se nikdar prisilno ne
izroCi teh Zensk; in to stoji trdné pribito« (47). Ljudstvo je torej sprejelo odlocitev
o odobritvi azila in se zavestno izpostavilo nevarnosti krvave vojne za zascito tujih
Zensk, pa Ceprav miti¢cnih sorodnic. Odgovornost zascite in varovanja nesrecnih
begunk so, sicer na prigovarjanje obeh vladarjev, sprejeli sami: »Argejci so odlo¢ili
brez omahovanjal« (33).

Ena prvih zabeleZenih migrantskih kriz zahodne kulture se tako izteCe pozitivno,
Clovesko, pa ceprav predvsem na podlagi bozanskih, absolutnih zakonov. Bistveno je,
dase za odobritev azila temnopoltim tujkam ne odlo¢i (samo) oblast, temve¢ predvsem
ljudstvo, tisti ljudje torej, ki bi/bodo morali, ¢e se bozjih zakonov ne bi/bo upostevalo,
zaradi svoje odlocitve tudi umirati. Ljudstvo bi se seveda lahko odlocilo tudi drugace,
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vendar bi potem njihova usoda najbrz ne bila zelo drugacna, saj bi se izpostavilo na
primer usodi Ojdipovega rodu, bogovi pa so kruti in dosledni sodniki. A ne glede na to
je bistveno, da se ljudstvo postavi na stran v konfliktu manjvrednih, tistih v stiski, jim
ponudi zascito in jim s tem omogoci nadaljevanje cloveka vrednega zZivljenja. Izkaze
toleranco, zmoZnost empatije, ki vzpostavi bistveno razliko med ArgoSani in Egipcani.
Sele na podlagi spo$tovanja absolutnih (boZjih) zakonov - zaradi katerih koli razlogov
Ze - se clovek oddalji od zgolj prezivetvenega refleksa svoje narave in postane, Ce
uporabimo Cankarjevo metaforo, Clovek.

Kako drugace je videti ¢lovek v drami, ali rajsi tragediji - saj to v primerjavi s
PribeZnicami tudi je - Elfriede Jelinek. Besedilo Jelinekove temelji na resni¢nem
dogodku: »vdoru« skupine migrantov novembra 2012 v Votivno cerkev na dunajskem
Ringu, kjer so zaceli gladovno stavkati, saj so hoteli opozoriti na polozaj beguncev
v Avstriji, ker da so Ze veC mesecev Cakali na priznanje azila, ki pa ga Republika
Avstrija ni omogocala in je begunce ve¢inoma neusmiljeno (za)vracala. Stavkajoce
so obiskovali visoka politika (ministrica za notranje zadeve), predstavniki klera
(kardinal), ki so jih pribeZniki vse prosili za podporo in pomo¢ (razvili so transparent
»Tudi Jezus je bil begunec«), ti pa so jih skusali prepricati samo, naj cerkev zapustijo.
Zasedba cerkve je trajala nekaj mesecev, a ni ni¢ pomagalo in nekaj deset beguncev je
policija iz Votivkirche odstranila s silo. Del jih je takoj deportirala, vec¢ kot deset pa se
jih je znaslo pred sodis¢em.

Jelinek se je avstrijskega odnosa do beguncev lotevala sicer Ze prej v dramah Stecken
Stab und Stangl. Eine Handarbeit (Palica, kij in krepelo. Rocno delo, 1996) ali Das
Lebewohl (Zbogom, 2000), toda pricujoCe besedilo se je izkazalo za prerosko, sSe
posebej glede na val migrantov leta 2015 (prim. Wasik 2015). Jelinekovi je resni¢nost
priskrbela idealno situacijo za primerjavo.

Razlika med anti¢nim in sodobnim ravnanjem je pretresljiva. V zadnjem desetletju
se je v Evropi poloZaj beguncev »razjasnil«. Videti je, da ni ve¢ tezav z vprasanji po
nujnosti CloveSkega pristopa, razumevanja, solidarnosti in empatije. V danasnji
Evropi se »pred nami, rojem barbarov, [...] vsi umikajo. Vsi ljudje, ne glede na to, kje
Zivijo, se nehotno umikajo pred tujimi oblacili in pokrivali, pred tem rojem divjakov,
ki smo« (Jelinek, odst. 4. Glede na dejstvo, da je besedilo dostopno le na spletu, za
laZjo orientacijo navajamo le Stevilke odstavkov, op. avt.) Ti ljudje niso drugac¢ni po
videzu, temvec¢ po noSi: »nimamo oblacil, ki bi bila v skladu z vasimi navadami ali
ki bi jih vi odobravali, samo obleceni smo, kot so obleceni vsi, vendar vemo, da bi
nas prepoznali, tudi Ce bi bili videti kot vi: prepoznali bi nas, prepoznali bi nas med
tisoci, prepoznali bi nas Kjer koli. Vedeli bi, da ne spadamo sem« (4) in jeziku: »zal
ne govorimo vaSega jezika, kje je tolmac? kam je Sel? obljubili ste nam ga, kje je, kje
je ¢lovek [...]7« (3). Ceprav se je anti¢ni Argos odlo¢il sprejeti ubeznice kljub njihovi



popolnoma drugacnim, tujim videzu, jeziku in obleki, sta danes slednja dovolj, da ena
skupina ljudj, tista, ki ima, brutalno zavrne drugo skupino ljudi, ki je v stiski, in izvaja
nad njimi to, kar je Foucault imenoval »bio-power« (Balibar 84). Ceprav so nedolzni
in brez krivde, se to danes zdi zanemarljiva malenkost.

Bistveno je, da so drugacni: »mi, temna, s soncem obsijana mnozica, smo se nato obrnili
nazaj, le: kam?« (2) in zaradi svoje drugacnosti, pa Ceprav se sami nikakor ne zavedajo
razloga svoje drugacnosti: »nam bo kdo povedal, od katerih ljudi se razlikujemo« (5),
nesprejemljivi. Zato morajo ostati ante portas, kot barbari. So Se manj kot to: »kajti
drzen govor se nikoli ne spodobi za nesre¢neze. Kje bomo potem! Kje bomo potem
pogumni, ko ne bomo nicl« (3). In zato se jih nikoli ne sme spustiti noter, v zgolj
narodu obljubljeno deZelo: »ljudi, kot smo mi, je treba obrzdati, ne, ograditi, oprostite,
ukroceni spadamo k divjakom, da vas ne preplavimo« (15). Drugacne so bile tudi
Danaide. Tega so se zavedale, vendar jih to ni oviralo pri dokazovanju svoje mitske
sorodnosti, ki bi jo bilo mogoce povezati s sodobnim ¢loveskim odnosom do svojega
kreacionisticnega izvora. In vendar - kljub tej izvorni sorodnosti - ostanejo sodobni
begunci nesprejeti. Argosani so se plemenito odlocili za obrambo begunk, sodobni
ljudje pa jih a priori zavracamo, se pred njimi branimo s »tehni¢nimi sredstvi« in jih
pustimo umirati v morjih, rekah, gozdovih itd.

Vendar pa tudi ta situacija pozna izjeme. Jelinek namre¢ opozori na dva skandalozna
primera odobritve avstrijskega drzavljanstva tujkam. Prvi primer zadeva avstrijskega
milijarderja Franka Stronacha, ki je pred leti skupaj z rusko banko Sberbank nameraval
prevzeti Opel in zgraditi tovarno avtomobilov v Ruski federaciji. V ¢asu pogajanj je
zaradi boljSega sodelovanja z ruskimi oblastmi uspel, da je avstrijsko drzavljanstvo
prejela »h¢i krave Evrope« (18), sicer héi Borisa Jelcina. Drugi primer pa je operna
zvezda, sicer pa zavzeta ruska nacionalistka Anna Netrebko (leta 2014 se je na primer
fotografirala z Olegom A. Carjovom, premierjem mednarodno nepriznane Federativne
drzave Novorusije - dveh ruskih separatisticnih »narodnih republik« na vzhodu
Ukrajine - s separatisti¢no zastavo v rokah, ko mu je izrocala ¢ek za milijon rubljev kot
podpro operi v Donbasu). Ker se je nekoc pritozila, da je pridobivanje viz za potovanje
v Avstrijo prenaporno, je takoj dobila drZavljanstvo. Jelinek je to lapidarno razloZila:
»ni ji treba odpreti frace, ni ji treba raztegniti nog za vsakogar, ki ji da kratkoroc¢ni
vizum, delovno dovoljenje, ni ji treba dati dovoljenja, morate jo prositi, prositi jo na
kolenih, ker ima dar tega edinstvenega soprana« (18).

Ker danasnji begunci, razen svojih Zivljenj, enako kot Agambenovi homines sacri,
nimajo nicesar. Nimajo denarja ne zvez, ki bi jim lahko uredili sprejem in bivanje. In
z enako neznosno lahkoto jih je mogoce Zrtvovati kot Zrtvenega kozla za notranjo
enotnost Evrope. Sider tudi Danaide niso imele zlata, a je njihova zas¢ita ArgoSanom
avtomaticno prinesla naklonjenost bogov. Kaj lahko Evropi dajo begunci? Z danasnjega
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neclovesko utilitarnega staliS$c¢a nic: »nas$ obstoj je nase placilno sredstvo, drugega
nimamo, skratka in jasno, nimamo nicesar, imamo svoj obstoj kot placilno sredstvo,
vendar nismo placilno sredstvo, ne, nismo« (9). Zato si ne morejo »kupiti« nove
domovine, ki bi jih sprejela, kot je sprejela dve drugace situirani Zenski. In njihova
»placilna sredstva« sprejema morje: »krivda pade na vodo, Bog daj, krivda, hvala, da
mi placujes vec kot obresti, da placujes s svojim kapitalom, z ljudmi, ki so se pojavili
tukaj, kot sredstvo za placilo sebe« (12). Placujejo s svojimi Zivljenji. Nekje drugje
Jelinek pravi, da se ljudje raztopijo v morju kot juha v prasku. Tezko si je zamisliti
grozovitejSo metaforo, ampak taka je logika sodobnega Argosa: »stotisoci, prosim,
pridite! Ce je treba, v morje, tam je $e vedno prostor, veliko prostora, $e ve¢ jih gre tja,
naj pridejo k meni malcki, pravi morje« (14). TeZko bi bilo jasneje predstaviti razliko
med anti¢nim in sodobnim ¢lovekom, ki zase celo misli, da zivi v skladu s ¢lovekovimi
vrednotami in dostojanstvom.

Posebej pomenljivo za tovrstni konflikt je prizoris¢e, kamor so se zatekle tako
Danaide kot tudi begunci Jelinekove: bozje prebivalisce, svetisce, cerkev. Medtem ko
so se begunci zatekli v cerkev v upanju, da jim bo to pomagalo, a zaman: »kdorkoli Ze
si, ti, Jezus, Mesija, Messie, vseeno, ker varujes hiSo, rod, vse pobozne, nas nisi vzel«
(1). Bog, ki je tako reko¢ tudi njihov, se nanje ne sploh ne obraca vec. Vse prevec ocitno
je, da je nekoc¢ vsemogocCni danes le Se pribit na steno, od koder ne more nic: »vladar
visi na steni, vendar Ze dolgo nima kaj povedati« (22). V skladu z maksimo »bog je
mrtev, naj Zivi bog« je bog danes kicasto okraSen, umaknjen na oltar in nem, njegove
besede pa tolmacijo njegovi zastopniki ali zastopniki zastopnikov: »torej tam okoli
stoji vas bog, zare¢ od svetlobe, na tisoce njegovih kipov, zlato, blescCice, pisane barve,
bling bling, prosim, recimo poskusno, morda nam bo pomagal, ¢eprav ni odgovoren za
nas, ampak ta namestnik namestnika namestnika boga« (3).

Ti dana$nji namestniki so postali tako pomembni, da je samoumevno, da vimenu boga
prevzemajo njegove funkcije. Begunci-barbari se sprasujejo: »ali nam lahko poveste,
kdo, kateri Bog prebiva tukaj in je odgovoren, tukaj v cerkvi vemo, kateri, lahko pa so
tudi drugi, drugje, so predsednik, kancler, minister, tako, in seveda obstajajo tisti, ki
kaznujejo« (1). Ti so danes bozji namestniki na zemlji in glede na to, da je bog pribit
na steno, delajo v njegovem imenu, kar se jim zahoce. Predvsem pa morajo vzbujati
vtis, da varujejo deZelo pred vdorom beguncev, ker ti ne prihajajo k nam iz stiske in
zaradi potrebe. Nasi bogovi pa se zavedajo, da imajo begunci nekaj za bregom: »vase
oci sploh niso nezahtevne, tudi Ce trdite, da so, saj postavljajo zahteve! Danes Zelite
odeje, vodo in hrano, kaj boste zahtevali jutri? NaSe Zenske, naSe otroke, nase poklice,
nase hiSe, nasa stanovanja?« (3). Danasnji begunci se dobro zavedajo, da »bitja, kot
smo mi, zelo sovrazite, to vidimo, to je jasno.« (3). Ali z besedami Chantal Mouffe:
»brez izkljucevanja ni konsenza, brez ,njih‘ ni ,nas) in nobena politika ni moZna



brez zarisovanja mej« (73). LoCevanje je conditio sine qua non sodobne politike in,
posledicno, sveta. Zato jih, svoje bogove, Se toliko bolj ¢astimo, ker jim verjamemo,
da poznajo prave namere beguncey, in ker vemo, da nas bodo zas¢itili. Ob tem pa
namenjamo beguncem le tisto, kar jim gre.

Klju¢no vprasanje, ki se pojavlja, je vprasanje cloveskosti danasnjega Cloveka, Se
posebej, ¢e ga primerjamo s clovekom miticne dobe. Razliko je mogoce opaziti
predvsem pri vrednotah, saj antika postavlja druZbene vrednote pred subjektivne,
danes pa je ravno obratno. Zato danes ni mogoce govoriti o druzbi kot celoti, kjer bi
imel kolektiv klju¢no vlogo, narekoval bi pa tudi rezoniranja in vedenje skupnosti.
V danasnji atomizirani druzbi imajo prednost subjektivne vrednote, ki pa zato vse
prepogosto ne temeljijo na eti¢nih predispozicijah, temvec se zvajajo le na sodbe
koristi ali okusa. In tako ima vsak posameznik pravico do svojega mnenja, ki ni
primerljivo in preverljivo, saj je okus subjektivna zadeva in ne izhaja iz moralnih, torej
vsezavezujocih dolocil. Enega boga smo pribili na zid, da bi imeli pred njim mir in bi
nas ne motil pri naSem ¢ascenju drugih, zacensi z zlatim teletom, pred njim. Vseeno,
0 bogu danes veliko govorimo. Danes ima vsak svojega boga in pomembno je, da
bog poskrbi samo zanj. Zato danasnji Argos ni zmozen obljubiti varstva sodobnim
Danaidam, ker ni zmozZen druzbenega, to je tudi druzbeno odgovornega razmisleka.
In res, danaSnjega ArgoSana v njegovi samozadovoljni zagledanosti begunci samo
motijo, ¢esar se tisti begunci, ki jim po ¢udezu vendarle uspe vriniti nogo med vrata,
lahko hitro zavejo: »preusmerite, zavrzite, nato pa jih odstranite in nas odstranite. Vsi
so mrtvi, zakaj bi torej jaz, zadnji, Se zivel?« (3).

Na tem mestu se zazdi »j‘accuse« Jelinekove najbolj direkten.

Primer 2: Sofoklej - Hertmans

Ceprav bi si bilo na prvi pogled kot sodobno postpostdramsko razli¢ico Antigone za
dialog z antiko najbrz ustrezneje izbrati Antigono (2015) Slavoja Zizka ali Antigono
dvajset let pozneje Vinka Moderndorferja, je zoper tako odlocitev pretehtalo dejstvo,
da ZiZzek motiva Antigone tematsko ni posodobil, temve¢ je originalni anti¢ni zgodbi
- in skoraj sofoklejevski dikciji - spremenil zakljucek ter ponudil tri razlicne razplete,
medtem ko je Méderndorferjeva igra le bezni poklon anticni temi, saj gre za zgodbo
sestreljenega pilota v ¢asu slovenske osamosvojitvene vojne leta 1991, pri ¢emer je
Antigona le ime helikopterja. V nasprotju z obema pa je Hertmans semioti¢no prevzel
popolno strukturo Antigoninega zapleta in ga apliciral na skrajno sodoben problem.

Hertmansova Antigona se dogaja v danes Ze razvpiti bruseljski Cetrti Sint-Jans-
Molenbeek. Pred vec kot sto leti je bilo to cvetoCe predmestje s Stevilnim delavskim
prebivalstvom, ki pa je pozneje z razpadom industrije zdrsnilo v revs¢ino, narascajoci
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kriminal in kulturno degradacijo. To dejstvo samo na sebi ne bi pomenilo Se nicesar, ce
se ne bi Molenbeek vpisal v kolektivno zavest Evropejcev leta 2015 z novembrskimi
teroristi¢nimi napadi v Parizu, dva dni po napadu na Charlie Hebdo: Stirje od
napadalcev so namrec ne le prebivali, ampak celo odrascali v Molenbeeku, Stevilni
drugi napadalci pa so bili tako ali drugace s Cetrtjo povezani. Zato so Molenbeek
posledi¢no poimenovali »tako imenovana dzihadisticna prestolnica Evrope« (v
prispevku televizijske mreze ABC’s Molenbeek), »vrelisCe islamisticnega terorja« in
»obmocje prepovedanega vstopa« (Robert Chalmers), ki jih je vse mogoce zaslutiti na
obzorju Hertmansove igre.

Idiosinkrazija Hertmansovega besedila je popoln prenos klju¢nih gradnikov
Sofoklejeve Antigone v sodobno resni¢nost, in to celo do te mere, da se besedilo
malodane zdi kot sestrska stvaritev anti¢nega dramatika. Ceprav je igra napisana
postdramsko (postdramsko razumem skladno z razlago Lehmanna, medtem ko si kot
postpostdramsko predstavljam pa Ze obdobje, ki prvemu sledi in se spet konkretneje
ozira tudi k besedilu, torej k zgodbi v gledalis¢u), tako kot drama Jelinekove v obliki
neprekinjenega toka misli, prepletenega z didaskali¢nimi referencami, je dramski
zaplet izrazit in poteka dvoravninsko: na podlagi junakinjinih notranjih obcutkov ter
razmis$ljanj in pa zunanjih odrskih opisov. Tako avtor doseZe Zivahno predstavitev
dogodkov z ene kot tudi sosledja misli in besed protagonistov z druge strani. Razen
posameznih odstavkov brez locil ni nobena od prvin besedila grafi¢no lo¢ena, pa naj
gre za besede govorcev, didaskalije ali opis dogajanja. Kljub temu to ne pomeni, da bi
besedilo lahko uvrstili med bralne drame, saj, ravno nasprotno, s svojo imanentno
energijo igra odpira vrata mo¢nemu gledaliSkemu doZzivetju.

Hertmansova Antigona je Nouria, mladenka arabskega (magrebskega?) porekla,
ki, ironicno, Studira pravo na bruseljski univerzi in je po nakljucju sestra enega od
samomorilskih napadalcev novembra 2015 v Parizu. Z bratom sta odrascala, tako
kot Stevilni otroci priseljencev, dobesedno na robu druzbe, a Se vedno z eno nogo na
»notranji« strani, v »Argosu«. Iz Nourijinih spominov izvemo, da sta, rojena v Belgiji,
utelesala uspesno migrantsko vkljuCevanje v druzbo in nista izstopala iz mnozice.
Leta 2014 so zahodne sile sproZile napad na Islamsko drZavo in takrat se je brat
radikaliziral ter se pridruzil Islamski drzavi. Ko se je vrnil, ga ni ve¢ prepoznala.

Po pariSkem napadu se svet in vse dotlejSnje zZivljenje za Nourio v trenutku sesujeta.
Njen oce, ki ne more vzdrzati osebne bolecine in druzbenega pritiska, pobegne v
domovino in pusti héerko, da se sama spopada s posledicami tragedije. Njena edina
skrb je, da poiSce in, proti vsem pricakovanjem, pokoplje posmrtne ostanke svojega
(teroristicnega) brata. Situacija je identicna Antigonini, saj tudi Nouria vstopi v
postopoma absurdni, kafkovski va-et-vient z oblastjo v podobi policije. Vsi, zlasti
policist, odgovoren za njeno cetrt, se izogibajo jasnemu odgovoru na Ze manic¢no



ponavljana vprasanja o posmrtnih ostankih njenega brata, Ce ti seveda sploh
obstajajo, tj. Ce je od njega ostalo Se kaj zemeljskega. Umrlega brata oblast razume
kot terorista - »nekaksen sovraznik drzave, to je bil« (147) - zato oblast Nourii ne
ustreZe in ne izroci bratovih posmrtnih ostankov, da bi jih lahko ustrezno pokopala
mitologije in resni¢nosti ter za podkrepitev svojega argumenta se Hertmans sklicuje
na navedbe casopisa De Morgen z dne 6. junija 2017, ki je navedel novico casopisa The
Independent, da je ve¢ kot 130 imamov zavrnilo ponudbo pokopa treh samomorilskih
napadalcev tega leta v Londonu).

K pokopu Nourio vodita dve potrebi, ki predstavljata izpeljavi enega zakona: ljubezen
do brata, druzine in pa prastaro pravilo, ki narekuje spravni pokop vseh, tudi
»sovraznika«: »ne, sem kriknila, ni res / ne bom pokopala terorista, pokopala bom
svojega brata. / To je moj dragi bratec, saj vam pravim. / Zakon, ki ga $¢itim, je prastari
zakon. / To je zakon druzine, da bi najbliZjim / izkazali vsaj to zadnje spostovanje«
(167). Za Nourio osebno, kakor tudi z vidika vere in tradicije, bi bil njegov ustrezni
pokop edino primerno dejanje. Brez tega dejanja Nouria ne more zaceliti svoje
Custvene in druZinske rane. ObCutek ima, kot da jo njegova nemirna dusa nenehno
obiskuje in zahteva ustrezno obredje za mrtve: »pustite mojo glavo na miru. / Bratec
moj, / koristni idiot, / daj mi mir. / Daj mi kon¢no mir« (172). Toda vrece z ostanki
njenega brata ji ne dajo in Nouria se pocuti cedalje bolj omejena in stisnjena v kot, da
se, spet kot njena anti¢na predhodnica, znajde v poloZzaju, ko ne vidi drugega izhoda,
kot da poskusi vzeti zadeve v svoje roke: »Hijena v moji glavi / jastrebi v moji glavi /
pesek v mojih oc¢eh / Vidim mesto / ki izginja v pesku / Imela sem dva brata« (153).

Nourii naposled uspe vdreti v Institut za sodno medicino, v katerega mrtvasnici celo
res najde vreco z bratovimi posmrtnimi ostanki. In ko jo ravno izvlece iz predala, jo za
vrat zagrabi Zelezna paznikova roka. Privedejo jo pred sodisce, kjer Nourio vsakic, ko
zaslisi izgovorjeno ime svojega brata, obsede besnilo. Vedno agresivnejse zagovarja
svojo staro pravico: »imam pravico, da sem cloveska / za nekoga, ki je moj najblizji
sorodnik, / najbliZje Zivece bitje / tudi zdaj, po smrti ... / Naenkrat se je iz mene izlil /
¢rn obup: / Da je zame sprava mogoce samo, / ko bom lahko pokopala svojega brata
... / Ostanke svojega brata ... / Ko to vreco ... / pokopljem to vreco, vreco, / ki jo ho¢em
odpreti, da bi se prepricala, / da je to zagotovo moj brat naredil / kaj takega, / Ker sem
v to vse manj prepricana« (167).

Z velanjem njenega z nerazumevanjem oblasti povzrocenega obupa se veca tudi
oblastna represija (ob udarcih, zaradi katerih omedleva, konca v prisilnem jopicu in z
bolecimi injekcijami v ramo). Ko je tako divjala, se je sama sebi ¢udila in se sprasevala,
od kod vsa ta agresija: »kaj se je dogajalo z mano? / Sama sebe nisem prepoznavala.
/ Kaj se je kopicilo v meni? / Od kod ta bes, ki / ga nisem zmogla obvladati? / KakSen
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demon me je obsedel? / Ali lahko zZalost izzove tak bes?« (171). To njeno obsedno
stanje se iztece v nepretenciozno opisano smrt. Ujeta in vklenjena kot Antigona
premaga smrt, ki se spusti nadnjo v njeno slepo, klini¢no belo okolje: »Belo in tiho. /
Se mlado. / V bistvu premlado / da bi bilo zdaj prastaro. / Ko tako leZi tiho. / Ko tako
belo in tiho. / Tako nago in nepokopano / in grobno tiho« (173).

Medtem ko je Antigonina temeljna zgodba zahodne kulture, ki zadeva le Argosane in
ne barbarov, je Hertmansu uspelo oba votka umetelno preplesti. Nouria v danasnjem
Argosu ze ima pravico prebivati, Se ve¢, v njem se je celo rodila, vendar je Se vedno
zelo ocitno, da je predstavnica drugacne kulture, na podlagi sprozilnih dogodkov
drame po mnenju oblasti celo »kulture smrti«, zato se sodobni Argosani samoumevno
pocutijo bolj ¢loveski in zato tudi superiornejsi od nje. Nouria in njeni so bili Se pred
teroristicnimi napadi dojemani vsaj kot drugorazredni drzavljani, ce ne Se slabse. Ne
gre torej niti toliko za oddaljeni kraj prebivanja in potem vdor migrantov - barbarov v
Argos, temvec je loCnica, civilizacijska meja, vzpostavljena Ze znotraj drzave. Barbari
so tu, zivijo z nami formalno sprejeti, a Se vedno zavracani: »na Facebooku sem spet
zagledala nekaj / hejtov enega od Studentov iz letnika / ki me Ze mesece zasleduje /
s svojimi selfiji z izkrivljenim obrazom: / da sem arabska psica in / naj spizdim / na
kup peska v puscavi / in naj se najbolje kar sama razstrelim / kot ta poSast moj brat«
(158). Bi taka usoda utegnila v Argosu doleteti tudi Danaide? Poznavaje ¢lovesko
naravo, najbrz res.

Tudi Hertmansova Antigona je v svoji nalogi sama in se ne sklicuje na sodobnega
Zevsa. Njen zakon je, drugace kot v Antigoni in PribeZnicah, samo »prastar, cloveski,
brez nadnaravnih komponent. »Zevsa« ugleda le enkrat, mimogrede, ko se tihotapi
v Institut za sodno medicino, in Se takrat ga razume kot uteleSenje svojega trpljenja:
»Kip z izmucenim moskim na krizu, / njegovi shujsani koleni sta bili zdruzeni, /
najocitneje zaradi boleCine. / Zarezalo je vame kot noz: bolecina. / Bolecina. Moj
bratec in bole¢ina« (157). Tudi po Hertmansu so ArgoSani bogu, potem ko je poskrbel
za naso varnost na tej strani zidu, odvzeli njegovo bozanskost in ga v zgolj ¢loveski
razliCici pustili, krizanega, hirati. Enako kot bog Jelinekove ga Hertmans priziva zgolj
z retori¢nim namenom, kot posodo za shranjevaje vrednot, kot opozorilo, a tudi tu
konca pribit na steno in pozabljen. V obeh primerih se mora tragedija torej odigrati
med ljudmi.

Primer 3: Shakespeare - Moderndorfer

Med avtorje, ki so Ze v asu postpostdramskega gledaliSc¢a za svoja besedila uporabili
teme klasi¢nih tragedij, spada tudi Vinko Méderndorfer: poleg Ze zgoraj omenjene
in za priCujoCo analizo ne prevec ustrezne Antigone je treba omeniti Se navezavo na



Shakespearjevo tragedijo ljubezni, in sicer na Romeo in Julija sta bila begunca. Ze
Moéderndorferjev naslov izdaja, da v tem primeru ne gre le za posodobitev ljubezenske
teme, ampak da se novejSa adaptacija razsiri Se s sodobno temo begunstva. Razlika
pa je Se ocitnejsa: medtem ko prvi analizirani dramski besedili svoja vzora vzameta
namre¢ zelo resno in dosledno (to absolutno velja za Hertmansa, v dokaj$nji meri pa
tudi za Jelinekovo), pa Moderndorfer z elizabetinsko tragedijo zgolj pokoketira in jo
uporabi le kot referenco, vsem znani citat oziroma obce mesto. Natan¢nih vzporednic
med Shakespearjem in Moderndorferjem zato ne gre iskati, saj gre pri slednjem za
naturalisti¢no skicirano usodo mladega para, ki mu krute druzinske okolis¢ine, nato
pa Se zivljenjski oziroma poklicni neuspehi, sicer ne vzamejo zivljenja, mu pa unicijo
izhodis¢no ljubezen in predvsem ¢loveka vredno eksistenco.

V svoji »ljubezenski drami v dveh dejanjih in z dvema epilogoma« Romeo in Julija sta
bila begunca Moéderndorfer temo begunstva razume $irSe od Hertmansa, tako reko¢
eksistenc¢no, zato je mogoce vzporednici med besediloma dolo¢iti le priblizno: prvi
zelo oddaljen priblizek se kaze v druzinskih razmerah, ki pri Méderndorferju le od
dale¢ spominjajo na druzini privilegiranih veronskih zaljubljencev: medtem ko sta
Romeo in Julija edinca svojih bogatih in zasc¢itniskih druZzin, kar je tudi eden glavnih
povodov njune tragedije, prihajata Roman in Juna, sicer enako mlad in neizkusen
par, s socialnega dna. Njuni starsi se med seboj ne poznajo in se za svoje otroke ne
brigajo prav veliko. Prepuscena sta tako rekoc¢ ulici, pri ¢emer je skoraj ¢udez, da
ostaneta oba pravzaprav Cista in nepokvarjena. NedolZna je zato tudi njuna ljubezen,
ki pa jo z vseh strani ogroza ni na koncu udusi pokvarjeni in hudobni svet: od njunih
domacih prek izprasevalcev na tecaju za zaposlitev do policistov v parku, kamor sta
se umaknila. Drugo priblizno vzporednico pa je mogoce iskati v njuni usodi: nacrt z
zacasnim strupom Romea in Julijo za nekaj ¢asa razdeli, zgolj nakljucje pa je krivo za
posledi¢no smrt obeh zaljubljencev. Roman pa se postavi zase, za svoje sanje, in da
bi se obranil pred podtikanji vodje tecaja, tega pretepe. Zaradi po njegovo izrazenega
ponosa ga zaprejo. Njunega otroka, ki sta ga prej dobila, dajo v rejo, in ko pride Roman
iz zapora (Juna je vimes poskus$ala narediti tudi samomor), so se jima sanje o srecnem
Zivljenju zdrobile v prah. Ostali so jima samo spomini na ljubezen, saj jima je razmerje
propadlo. Romanu ne preostane drugega, kot da se poskusa s te najnizje tocke spet
pobrati in v iskanju dela postane migrant.

Ce je zgodba izvirne tragedije ljubezen, ki ji ni uspelo zaradi usodnega nesporazuma,
torej v bistvu nakljucja, je Moderndorferjeva ideja tej prav nasprotna: popolnoma
jasno je, da niti pricakovati ni mogoce, da bi v predstavljenih Zivljenjskih razmerah
idealna ljubezen sodobnih mladostnikov, tudi ¢e Ze nastane, sploh imela moZnost za
obstoj. Ravno zato se zazdi avtorjevo sklicevanje na renesancno besedilo kot neke vrste
literarno rokohitrstvo, s katerim zvabi in odpre nasa pricakovanja sporocilu, tega pa
spelje drugam. Dekodiranje besedila se zato odvija na dveh ravneh, kjer se prva raven
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izvirnika izkaZe bolj kot mote¢ Sum. Mimo izvirnega Shakespearjevega sporocila, ki je
tragi¢no ravno zaradi svoje usodne naklju¢nosti, je Méderndorferjev namen posneti
prav njegovo nasprotje: sistemsko, torej predvsem nenaklju¢no kruto usodo, notranje
(ekonomsko) begunstvo, kar dokaZze v svojem eksegetskem motu: »Niso begunci samo
tisti, ki beZijo pred vojno. Begunci so vsi tisti, ki Zivijo v svojih deZelah, pa s svojim
delom ne morejo preziveti. Tiljudje so begunci vlastnem narodu, med lastnimi ljudmi,
v sistemu, ki jih je izkoristil in zavrgel« (Moderndorfer 1). In tu med vsebinama obeh
tekstov pride do zdrsa: to je begunstvo pravih ArgoSanov, domacinov, torej tistih, ki ne
bi smeli postati begunci, ki pa jih socialno »izZene« sama domovina in jim v Zivljenju
zaradi razli¢nih naturalisticnih razlogov ne samo ne omogoci osebne srece ali uspeha,
temvec jim odrece celo preZivetje. Ne ogroZajo jih - kot na primer Danaide - zunanji
zasledovalci in ne bezijo iz razdejanih domov oziroma iz domovine, ki je v vojni, pac
pa so razdejane Ze njihove mirnodobne eksistence doma. Ce se v Shakespearjevem
besedilu z begom resuje zgolj zaljubljenost, pri Méderndorferju beg predstavlja edino
moznost preZivetja, ljubezen pa je, kot na to pogosto precej prostasko opozarjata
Junina mama in Romanov oce, zgolj nepotreben luksuz.

Pri Méderndorferju je begunstvo predstavljeno na sodoben nacin: je eksistencialno,
ima pa prvenstveno ekonomsko podlago. Z Romanovim vstopom v tovornjak-hladilnik
za prevoz mesa (s Cimer avtor spomni na podobne »prevoze, ki so se dejansko koncali
tragitno - na primer 71 mrtvih migrantov v tovornjaku v Avstriji leta 2015 ali 39
mrtvih v tovornjaku v Angliji leta 2019), s katerim ga trgovci s ¢loveskim blagom kot
modernega suznja odpeljejo v »boljsi svet, pa se ta votek Se razsiri: Shakespearjev
prebivalec Argosa, privilegirani domacin torej, bezi zaradiljubezni, pri Méderndorferju
paje njegova deprivilegirana usoda veliko krutejsa in mora to storiti zaradi prezivetja.
Tragika je tu druZbena, obca, ker obsega tudi nas: »Prepri¢ani smo, da so begunci
drugi, pa smo v resnici to mi sami« (prav tam). Domacine Mdderndorfer pokaze kot
begunce, migrante, ki morajo drugje iskati svoj kraj pod soncem, za seboj pa - tako
kot tisti, ki prihajajo zapolnit njihova izpraznjena mesta - puScajo pogorisca svojih
Zivljenj. Gre za slehernika, s cimer se Mdderndorfer razlo¢no pridruzi kritiki sistema,
ki mu je sodobna druzba podlegla: »klju¢ni problem je v tem, da smo mi konec koncev
Zrtve iste politike, ki je unicila tudi BliZnji vzhod. NajjedrnatejSa oznaka te politike
je ustvarjalno unic¢evanje, kreativna destrukcija. Danes je to politika neoliberalizma«
(Mastnak 105).

Jasna je torej razlika med renesanc¢no in sodobno razlic¢ico ljubezenske tragedije.
Zaradi druzbene zasnove svoje drame je Moderndorfer precej blizje Jelinekovi, saj
nakaZe popolno moralno degradacijo danasnje Evrope oziroma sveta. Sodobni Argos
Se zdale¢ ni veC izsanjana dezela, temvec le Se krut, podivjan svet, ki mu vladajo zgolj
prezivetvenivzgibi: v njem zmagujejo hitrejsi, (pre)drznejsi, manj obcutljivi in krute;jsi,
medtem ko so idealisti zgoljluzerji za odstrel. Je pa tudires, da se vMdderndorferjevem



svetu - podobno kot v njegovem filmu Inferno - stvari potencirajo in se zgodi le vse
najslabse. Dramske osebe so kvintesenca tragedij, ki se jim dogajajo. Tako tudi Zevs
danes ne nastopa vec - niti kot moralna referenca. Postane zgolj kratko¢asna miselna
igrica - kot marsovci, ki nas morda opazujejo »od zgoraj« (Méderndorfer 44) - in ne
nekdo, ki bi usmerjal naSe ravnanje. Evropa svojih drZavljanov pred ekonomskim in
s tem osebnim propadom ne varuje vec. Zato se tudi Moderndorferjeva drama iztece
v popoln poraz vsakrSnega upanja in prizadevanja za srecnejsi jutri, ko Roman ob
slovesu z Juno izrec¢e naslednje besede: »Tu ne bo nikoli ni¢esar vec« (85).

Ergo

V vsaki od svojih postpostdramskih reinkarnacij s tematiko e/i/migracij trije izvirniki
klasi¢nih tragedij odigrajo svojstveno vlogo. Splosnih pravil njihove uporabe ni, razen
da sluZijo kot referen¢na tocka, na kateri reinkarnacije stopijo v dialog s svojimi vzori,
s tem pa se vpnejo tudi v celotni pomenski horizont. Sedanjost tu izkaze vso svojo
raznolikost, saj ponudi vse od natan¢ne uporabe, kjer sodobnost viru zvesto sledi, pa
do zgolj beZnih, okvirnih referenc. Toda bistvo klasi¢nega sklica se zdi predvsem v
odklonu od njega in v natan¢nem umerjanju te razdalje, saj ravno oddaljenost od vira
vzpostavi vrednostne, eticne in moralne parametre novih dram, na njihovi podlagi pa
tudi sodobnega sveta.

Navkljub zatrjevanju E. Balibarja o polisemicnosti (prim. Mezzadra 29) in absurdnosti
definiranja (prim. Balibar 76) mej, so te vseeno bistvene za kakrSno koli (samo)
identifikacijo, saj »identificirati pomeni razmejiti« (prav tam), zato je vprasanje e/i/
migracij danes vseprisotno. In meje potekajo tako navzven kot navznoter - morda
Se bolj perfidno navznoter. Tu pa se pokaZe bistvena, temeljna podobnost vseh treh
sodobnih besedil. Ze Pawet Sztarbowski je ob komentiranju Antigone v Molenbeeku
besedilo razumel v njegovih najsirsih okvirih, namrec da noben ¢lovek ne izhaja samo
iz enega kraja, da je tudi doma najveckrat emigrant, tujec, skratka, da smo vsi migranti
v Votivkirche in Nourie v Molenbeeku. Vsa tri besedila se ujamejo v tocki presitja,
tragi¢ni usodi sodobnega ¢loveka, ki ni le migrant, ampak tudi t. i. »privilegiranec, pa
Ceprav nikoli ni samo »od tukaj«. Gre torej za slehernika danes.

Pozitivno se iztecejo le anticne Ajshilove miticne PribeZnice, medtem ko se v realnem
svetu Jelinekove, Hertmansa in Méderndorferja za slehernika vse vsaki¢ konca
tragi¢no. Sodobni svet je popolnoma razvrednotil humanisticno maksimo, da »homo
faber fortunae suae« (Mezzadra 44), zato so danasnje reinkarnacije klasi¢nih tragedij
mnogo temacnejSe in brezizhodnejSe kot njihovi vzori.

A le koga to sporocilo danes sploh Se vznemirja?
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The post-postdramatic period is characterised by a flirtation with key forms of world
drama, such as ancient and Elizabethan tragedies, and their themes, which are applied
to thoroughly contemporary problems. In this regard, three of the many texts can be
selected: E. Jelinek's Die Schutzbefohlenen, S. Hertmans's Antigone in Molenbeek and
V. Moderndorfer's Romeo and Juliet Were Refugees. In addition to their relationship to
antiquity, all three plays are linked by a thematic thread: migration and the unfortunate
fate of refugees. It turns out that the only optimistic version of this theme came from
Aeschylus, and all three contemporary plays could easily be classified as tragedies.
Jelinel's play is based on an actual event from 2012 when a group of migrants stormed
the Votive Church in Vienna in protest and demanded decent asylum treatment for
themselves and others like them. Jelinek exposes the whole ethical decay of Europe,
which hides behind high-flying ideals of humanitarianism but does the exact opposite. In
this case, it is the relationship between migrants - the real foreigners - and Europeans.
Hertmans introduces a foreigner, who is already a fully-fledged citizen of Europe, only
to complicate his Antigone with the classic story of the burial of a dead brother, who
in this case is a terrorist. Moderndorfer takes the final step in this direction by treating
economically deprived European citizens as migrants, i.e., as foreigners. None of the three
plays has a way out, and the fate of the everyman ends tragically.

Keywords: post-postdramatic theatre, tragedy, migration, borders, Antigone, E. Jelinek, S.
Hertmans, V. Mdderndorfer
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Post-postdramatic Reincarnations of 13
Classic Tragedies: Jelinek, Hertmans,
Moderndorfer

Kristof Jacek Kozak
University of Primorska

The establishment of human (albeit mythical) identity is linked to space, to the Earth,
but also to its prohibition: the Earth, which defines human beings, is immediately
taken away from him/her by his/her expulsion (e.g.,, Adam and Eve, Cain). While the
ideal place is unattainable for humankind, the real one is not too pleasant. However,
the binary division of the real world is based on the boundary between the two and
thus establishes them as opposing categories. Therefore, the boundary is primarily an
ideological formation since its essence includes its crossing. The setting of borders is
the foundation of human identity, and the border itself is its metaphysical guarantor.

The basic characteristic of drama is its contemporary commentary on reality. If it may
have receded somewhat into the background in the postdramatic period, the post-
postdramatic period can be said to be characterised by its flirtation with key forms
of world drama, such as ancient as well as Elizabethan tragedies, and their themes,
which it applies to thoroughly contemporary problems. Thus, among the many texts,
three can be selected: E. Jelinek’s Charges, inspired by Aeschylus’s The Suppliants,
S. Hertmans’s Antigone in Molenbeek, and V. M6derndorfer’s Romeo and Juliet Were
Refugees, which, in addition to their relationship to antiquity, are linked by a thematic
thread: migration and the unfortunate fate of refugees. It is significant for our times
that the only optimistic version of this theme was Aeschylus’s, where the classical
refugee situation was only apparently so since the Danaids turned out to be distant
relatives of the people of Argos, which, of course, changes the value of the refugee
situation fundamentally. All three contemporary plays, however, can be unreservedly
classified as tragedies.

Jelinek’s play is based on an actual event from 2012 when a group of migrants
stormed the Votive Church in Vienna in protest, demanding decent asylum
treatment for themselves and others like them. The refugees achieved nothing, and
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the authorities used the police to drive them out of the church and deport most of
them. It is this attitude that Jelinek deals with in the play, which uses the examples
of European corruption and the betrayal of ideals to demonstrate the whole moral
decay of Europe. This rich place acts purely in a predatory manner and contradicts
the high-flown ideals of humanity and human dignity. This drama is about the classic
external relationship, that is to say, the relationship between migrants, who are in
fact foreigners, and Europeans. It turns out that the European authorities are actually
comfortable with migrants (in manageable numbers) as they help them to give the
impression that the authorities are struggling and caring for their citizens, thus
protecting their own positions. This can only be done by persecuting refugees and
treating them inhumanely. If Aeschylus’s Danaids are granted asylum by the people of
Argos, modern Europeans do not grant it to refugees, which is also our contemporary
reality.

Hertmans’s Antigone is one step more integrated. The author plays with the theme
of migration and subtly links it to Antigone’s: an Arab (Moroccan?) woman searches
for the remains of her terrorist brother, who blew himself up in the Paris attacks of
2015. The authorities refuse to hand his remains over to her, which leads her to take
matters into her own hands. She is caught, imprisoned and, in the end, the modern
Antigone dies. The girl is a naturalised Belgian, a citizen of Europe. However, she is
still understood as a foreigner, tolerated (she even studies law in Brussels) but not
integrated into Belgian society. From this position, it was not too difficult for her
brother to turn radical and become a “martyr”. Hertmans continues his narrative,
then, where Jelinek left off: one such Danaid, then, lives in Argos, but she is always a
foreigner in appearance, in costume, in culture. Integration is therefore not possible;
Europe keeps her isolated and at a distance.

Moderndorfer takes a final step in this sense, however, by no longer dealing with
external migrants - foreigners - but tracing migration among Europeans themselves.
Modern society is stratified to such an extent that those at the lower end of the social
scale are, as it were, in the function of (internal) migrants. Even if they are legal
citizens, their fates are the same as those of migrants. For a young couple, Roman
and Juna, fate blows in their faces and prevents them from living a successful (at least
not unhappy) life. This drama also ends tragically, as they fail to provide material
conditions for their family. Their former pure love ends in separation, where they
do not know whether they will ever meet again. The true European thus becomes a
migrant, continuing the cycle of misery due to poverty and exploitation by criminal
gangs. If for Jelinek, it is foreigners who “invade” Europe, for Méderndorfer, it is the
Europeans who are fleeing wretchedness. There is no privileged place in the world.
The circle of misfortune is complete because none of the three plays has a way out,
and each fate ends tragically.



The question is raised about the modern world’s humanity - that is to say, ethics.
Compared with the ancient world, where people did, after all, adhere to common
laws, it turns out that today our behaviour is no longer guided by values, but that the
main driving force behind human behaviour is personal gain, which always comes
out only at someone else’s expense. This state of mind in society cannot be called
anything other than tragic: tragic because of the ruined human destinies and equally
tragic because of the vacuum of values in which we exist.

Even more worrying is the question of whether anyone cares anymore.
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V prispevku se bomo posvetili eni najaktivnejsih in najuspesnejsih ustvarjalk v sodobnem
slovenskem gledaliskem prostoru, dramaticarki Simoni Semenic, in enemu njenih teoreticno
in vsebinsko najzanimivejsih besedil zgodba o nekem slastnem truplu ali gostija ali kako
so se roman abramovic, lik jansa, stiriindvajsetletna julia kristeva, simona semenic in
inicialki z.i. znasli v oblacku tobacnega dima (2010). Ugotavljali bomo, kako besedilo vpliva
na gledalca/bralca, ki ga avtorica ves ¢as neposredno nagovarja skozi lik pripovedovalca,
na podlagi analize forme in vsebine izbranega besedila pa bomo ocenili, koliko ga lahko
uvrstimo med ne vect dramske gledaliSke tekste (Poschmann), v okvir (spet) dramskega
gledaliskega teksta (»dramatisches Drama« - Haas) in na podrogje postdramskega
(Lehmann) ali postpostdramskega (Angel-Perez) gledaliS¢a. Namen prispevka je torej
analizirati (ne vec ali spet?) dramsko formo gostije ter specifike avtoricinega stila pisanja
in grajenja besedila, po drugi strani pa razloZiti metode, s katerimi poudarja eti¢no in
moralno odgovornost vpletenih (predvsem bralcev/gledalcev) v dogajanje.

Kljuéne besede: Simona Semenic, gostija, dramska forma, postdramsko gledalisce, ne vec
dramski gledaliski tekst, dramaticno, drama, etika
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Dramska forma in eticna razseznost
besedila gostija Simone Semenic

Lara Jerkovic
Akademija za gledalisce, radio, film in televizijo Univerze v Ljubljani

Simona Semeni¢, ena najplodnejsih in najuspesnejSih dramaticark v sodobnem
slovenskem gledaliSkem prostoru, se v svojih besedilih nikoli ne ukvarja zgolj s »fiktivno
oziroma ideolosko konstrukcijo sveta, ki bi jo skuSala dekonstruirati, temvec jo
zanima »sestop v realno« (Leskovsek, »Po trnovi« 16). To pa bi tezko dosegla v okvirih
tradicionalne drame, ki se dogaja v fiktivnem svetu in je ujeta v svojo absolutnost,
njen avtor pa je (kot pripovedovalec) odsoten - z drugimi besedami: »dramske replike
so poloZene v usta dramskim likom in jih lahko razumemo kot vezane izkljucno na
dramsko situacijo in komunikacijo likov znotraj nje« (prav tam). Zato se Semenic tem
konvencijam vztrajno upira in jih problematizira: nagovarja gledalca, ne pristaja na
pozicijo nevtralne, vzviSene ali nadrejene pozicije avtorja, ki situacijo spremlja zgolj
»od zunaj«, temveC ves Cas postavlja izzive in celo sama, s subjektivnimi opombami
in raznimi intermezzi, »vdira« v svoje drame. Obcasno tudi samo sebe tematizira kot
predmet svojih dram, kar je najocCitnejSe v t. i. trilogiji Zrtve, treh dramabh, ki jih je leta
2017 izdala v knjigi z naslovom me slisis?. Njena pisava tako predstavlja »vdor realnega,
telesnega, z vso pripadajoco fiziologijo in performativnim v dramsko fikcijo, ki na ta
nacin rusi njeno strukturo, pravila in zakone« (Leskovsek, »Dramska« 450).

Eden najboljsih primerov tovrstnega prevprasevanja in ruSenja - ter hkrati ponovnega
vzpostavljanja - dramske forme, ki odpira ogromno teoreti¢nih vprasanj s podrocja
teorije sodobne dramatike in gledaliSca, je prav besedilo zgodba o nekem slastnem
truplu ali gostija ali kako so se roman abramovic, lik jansa, sStiriindvajsetletna julia
kristeva, simona semenic in inicialki z.i. znasli v oblacku tobacnega dima (2010, v
nadaljevanju gostija). Z neulovljivostjo in poskusi opredelitev del Simone Semenic se
v zadnjih letih ukvarja kar precej slovenskih teatrologov ter drugih raziskovalcev, ki
delujejo na podrocju dramatike in gledali$ca, zato bomo na tem mestu - v luci novih
ugotovitev in teoretskih okvirov - ponovno premislili formo omenjenega besedila.
Najprej pa se bomo posvetili njegovi eti¢ni razseznosti, saj Semenic pri svojem pisanju
uporablja razli¢ne strategije predstavljanja perecih druzbenih problemov in vplivanja
na bralce oziroma gledalce, kar je prav tako eden izmed pomembnejsSih kriterijev
doloc¢anja (ne)dramskosti besedila.
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Namen prispevka je torej analizirati (ne vec ali spet?) dramsko formo gostije ter
specifike avtoriCinega stila pisanja in grajenja besedila, po drugi strani pa razloZiti,
kako avtorica poudarja eti¢no in moralno odgovornost vpletenih (predvsem bralcev/
gledalcev) v dogajanje. Analize se bomo lotili na podlagi glavnih vsebinskih in
formalnih znacilnosti besedila ter teorij (post)postdramskega gledalisca.

Povzetek glavnih vsebinskih in formalnih poudarkov besedila

Besedilo se pri¢ne z nastopom pripovedovalca, enega izmed sedmih likov: »v tej drami
je sedem likov, eden izmed sedmih likov sem jaz / jaz, sedmi lik v tej drami, stopim pred
vas, spostovano (zahodno) gledalstvo, stopim pred vas s pipo v roki« (Semenic 1).! Gre
za brezimni lik, ki opravlja funkcijo pripovedovalca in »gostitelja« ter nam na zacetku
poleg sebe predstavi tudi vse ostale osebe, ki so zapisane Ze v samem naslovu besedila
(Roman Arkadij Abramovi¢, Janez Jansa, Julija Kristeva, Simona Semenic in inicialki Z.
1.), nato pa skrbi za nemoten potek gostije - napoveduje goste, jim streZe obaro, hkrati
pa komentira in interpretira celotno dogajanje.

Sedmi, glavni lik, pa je truplo - vendar ta lik ni enoten, celovit, temve¢ pooseblja
celo vrsto oseb, (Zenskih) trupel, ki so to postale iz takSnih ali druga¢nih razlogov.
Gre za trpincene in zlorabljene Zenske z Vzhoda, Zrtve verskih in politi¢nih vojn ter
patriarhalnih in tradicionalnih verskih vzorceyv, ki so bile izpostavljene najrazlicnejsim
oblikam nasilja: posiljene, zlorabljene, utopljene, pretepene, umorjene ipd. Truplo
nam prvoosebno, v obliki izpovedi, pripoveduje njihove krute Zivljenjske zgodbe,
in sicer na zelo brutalen, neposreden nacin - avtorica niCesar ne olepSuje, nacin
pripovedovanja in uporaba izrazov sta ravno tako surova kot opisana dejanja sama.

Pripoved trupla pa ne tece neprekinjeno, temvec¢ se vmes na odru ena za drugo
zvrstijo naslovne osebe, t. i. »eminentni gostje«. Ti liki so nemi, ne komunicirajo niti s
pripovedovalcem niti s truplom. Njihova edina »vloga« je pouZitje obare, skuhane iz
trupla, ki jo vestno streze pripovedovalec. Ponujeno obaro vsak sprejme na drugacen
nacin - nekaterim zelo tekne, nekaterim pa se najprej gabi, a po pripovedovalCevem
prigovarjanju (ali celo pitanju na silo) vsi vljudno pomalicajo ostanke Cloveskega
trupla s svojih kroznikow.

Poleg likov, ki dejansko nastopajo v besedilu oziroma se pojavijo na odru, je za
besedilo oziroma njegovo razlago kljucen Se en akter - bralec oziroma gledalec. Ta je
namrec ves ¢as izpostavljen, saj ga pripovedovalec nagovori Ze takoj na zacetku, nanj
pa se z raznimi (ze kar ironi¢no spostljivimi) izrazi obraca po celotnem tekstu in ga
tako intenzivno vkljucCuje v dogajanje.

1 V citatih iz besedila gostija poSevnice (/) oznacujejo avtori¢in prehod v novo vrstico, zapis v lezeci ali

pokon¢ni pisavi pa izhaja iz zapisa v originalnem tekstu in je odvisen od osebe, ki ga govori/bere.



Eticna razseznost besedila gostija

ime mi je fatonah khairkova / pred mano je tvoj obraz / tvoj obraz in obrazi tebi enakih
/ obraz tebe, ki gledas / in tebe, ki se ozira$ stran / ampak ti bo odbilo / odbilo ti bo
(Semenic 14)

Upodobitve druzbenopoliticnega dogajanja, razlicnih oblik nasilja in vojnih grozot so
prisotne v mnogih dramskih besedilih, a mnogokrat pri bralcih ne vzbujajo nobenih
eti¢nih premislekov. Simona Semenic pa po¢ne ravno to - »bralca in gledalca postavlja
pred Stevilne eticne dileme, vzpostavlja prostor premisleka in sprasevanj ter zahteva
njegovo dejavno sodelovanje« (Pezdirc Bartol 166).

Bralec/gledalec je v gostiji neposredno nagovorjen in dejaven. A pri tem pojma
»dejavno sodelovanje« ne razumemo v smislu fizicne vkljuCenosti v uprizoritev, k
Cemur je stremelo na primer avantgardno gledalisce, temvec izhajamo iz Rancierjeve
opredelitve, da je tudi »gledanje akcija« (13). Biti bralec oziroma gledalec torej ni
pasiven polozaj, ki bi ga morali spremeniti v aktivnost, temvec je to Ze samo po sebi
aktivna dejavnost. Gledalec je namre¢ v predstavo vkljucen na emocionalnem in
kognitivnem nivoju (Pezdirc Bartol 176). Tudi Lehmann izpostavlja, da gledalcu ni
nujno treba brati in interpretirati gledaliSkih dogodkov, ampak naj se jih predvsem
udelezuje. Gledalis¢e lahko namrec sluzi kot »Custveno-spoznavni trening«, ki nam
pomaga, da boljSe obcutimo in gledamo ter o tem produktivnejSe razmisljamo
(Postdramsko 308-309).

Obcinstvo novega gledalis¢a se znajde kot naslovljenec osebne zgodbe, znajde se
prepleteno z ritualom podobnimi procesi, ostro doZivlja svojo lastno prisotnost, ker je
sooceno z ekstremnimi dolZinami uprizoritev ali neobi¢ajnimi mesti, ukvarjati se mora
z mnogovrstnimi provokacijami. [..] [V veljavi ostaja] temeljna sprememba celotne
ideje gledalisca, ki je implicirana v premiku osi z dialoga znotraj gledalisc¢a k dialogu

med gledaliS¢em in ob¢instvom. (Lehmann, »Od logosa« 239)
Pezdirc Bartol si postavi vprasanje, kje je torej mesto gledalca v tej gostiji:

Tudi gledalec je del zahodnega sveta, ki ga pripovedovalec ves Cas neposredno
nagovarja (cenjeno obcinstvo, velespoStovana publika, imenitni gledalec ...), gledalcu
je namenjena njegova pripoved kot tudi izpovedi trupla (truplo gleda vate, ga slisis, ti
maha, si predstavljas ...), s Cimer je gledalec vkljucen v dogajanje kot dejavna kategorija
- ni ve¢ privilegirani opazovalec, temvec soudeleZenec in posledi¢no tudi soodgovoren
za stanje v druzbi. (169)

Se dodatno je bil eti¢ni naboj poudarjen na krstni uprizoritvi besedila (leta 2011).
Reziser PrimoZ Ekart je namrec - v svojem stanovanju - namesto eminentnih gostov
za mizo posedel Sest gledalcev, nastopajoci osebi pa sta bili brezimni lik in truplo.
Tako ni bilo nobene delitve na oder in avditorij, temve¢ je med vsemi udeleZenci
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vladala izjemna blizina in intima (Pezdirc Bartol 169). Posledicno so bili gledalci ze
takoj prisiljeni zavzeti Custveno pozicijo do obravnavane in predstavljene tematike;
kot pravi Lehmann, je ta moznost dana, »ko so gledalci prisiljeni, da stopijo v razmerje
do tega, kar se zgodi v njihovi prisotnosti, torej, kakor hitro ni vec varne distance, za
katero se je zdelo, da zagotavlja estetsko razliko med dvorano in odrom« (Lehmann,
Postdramsko 309).

Pezdirc Bartol nadalje ugotavlja, da »Simona Semenic¢ eticne dimenzije besedila
ne aktivira eksplicitno s politi¢nimi izjavami, eti¢nimi imperativi, moralisticnim
posredovanjem vrednot ali didakticnimi poantami prav-narobe niti z neposrednim
prikazom nasilja, pobojev, vojnih grozot ipd.« (178), saj dramsko besedilo ne postane
eti¢no angazirano zgolj na podlagi obravnavanih eti¢no-problemskih vsebin. Gre bolj
za nacin predstavljanja - Semenic bralca/gledalca ves ¢as spodbuja k razmisljanju,
izbiri in dolo¢anju pomenov ter ga s tem opolnomoci za soustvarjanje celotnega
dogajanja. Kot poudari Troha, je seveda tezko napovedati, kako oziroma v kateri smeri
bo potekalo to soustvarjanje, a to niti ni tako zelo pomembno - »[p]Jomembnejsa je
sprejemnikova vpletenost, Custveni angazma, ki ga avtorica vendarle spretno krmari
h kritiki sodobne druzbe« (»Druzba« 46).

Vendar se ponovno zdi, da Simona Semenic¢ noce biti neposredno politi¢na, tendencna.
Njeno ¢rno-belo slikanje je zgolj provokacija, ki nas skupaj s fragmentarno postdramsko
formo zapelje v vrtinec Custev in opredeljevanj, v iskanje sporocila in smisla, ki naj nas
aktivira ter nam da misliti o nasi lastni poziciji. O tem, kje smo sami in kam ho¢emo
naprej. (prav tam 47)

Semenic tako s svojimi deli sicer res zahteva angaziranost bralca/gledalca, a ne
v politicnem smislu, temvec v smislu razreSevanja vprasanj, idej in obcutij, ki jih
odpira neko delo (Pezdirc Bartol 178). Ne gre torej za spodbujanje k politi¢ni akciji,
takoj$Snjemu aktivnemu spreminjanju stanja, temvec¢ zgolj za eti¢ni imperativ, s
pomocjo katerega se vsakemu posamezniku odpre (ali spremeni) kriticen pogled na
svet okrog sebe, druzbo in samo situacijo oziroma stanje v druzbi. »Bistveno je ravno
to, da moramo kot bralci/gledalci zavzeti svojo Custveno pozicijo do obravnavanega
sveta. Da se torej zbudimo iz otopelosti, v katero nas praviloma potiskajo oddaljene
podobe, ki nam jih servirajo mediji vseh vrst in oblik« (Troha, »Druzba« 45). Seveda
pa je to dolgorocen proces, ki se nikakor ne zakljuci na zadnji strani prebrane gostije
ali ob odhodu iz dvorane - takrat se eti¢ni proces Sele zacne.

Ranciere v povezavis tovrstnimi postopkizapiSe, daumetniknoce »poucevati« obCinstva,
temveC se - ravno nasprotno - »brani pred tem, da bi oder uporabljal za vsiljevanje
lekcij ali prenaSanje sporocil. Ho¢e samo proizvesti obliko zavesti, intenzivnost obcutka,
energijo za akcijo. Vendar pa Se vedno domneva, da bo zaznano, ob¢uteno, razumljeno
tisto, kar je vlozil v svojo dramsko pisavo ali svoj performans« (14).



Mislimo, da tudi Simona Semenic v gostiji (kljub nekaterim zelo grobim nagovorom)
ni Zelela »napadati« bralcev/gledalcev in jim vsiljevati svojega pogleda na svet,
temvec je hotela v njih zgolj vzbuditi zavest, da so tudi oni del »svetovnega omizja« in
posledicno do neke mere soodgovorni za dogajanje v svetu ter za dopuscanje krivic, ki
so se zgodile (in se dogajajo) »vzhodnim, v nezanemarljivi meri pa tudi »zahodnim«
Zrtvam. Kaj tovrstno vpletanje in zahtevanje aktivne vloge bralcev oziroma gledalcev
pomeni za samo umescanje besedila v okvire teorij sodobne dramatike in gledalisca,
pa bomo ugotavljali v nadaljevanju.

Dramska forma gostije

Za pisavo Simone Semenic¢ sta znacilni tako spodkopavanje ustaljenih bralnih
konvencij kot tudi destabilizacija temeljnih pojmov teorije drame (Pezdirc Bartol
176). Blaz Lukan v ¢lanku z naslovom »Nove tekstne prakse v slovenskem gledaliscu
in strategije uprizarjanja« dramo gostija opredeli kot novo tekstno prakso, ki se
uvrsca v metodolosko polje postdramskega, kakor ga je v delu Postdramsko gledalisce
opredelil nemski teoretik Hans-Thies Lehmann. Po njegovem pri teh novih tekstnih
praksah ne gre za radikalen prelom s tradicionalnim, pa tudi ne z moderni(sti¢ni)m
dramskim pisanjem, temvec¢ predvsem za radikalizacijo (in hkrati tudi preseganje)
nekaterih formalnih dramaturskih postopkov (167).

gostija je namrec¢ besedilo, ki nenehno poudarja svojo dramskost, a ni napisano v
klasi¢ni dramski formi. V nasprotju z opredelitvijo Anne Ubersfeld didaskalije pri
Semenic ne pripadajo avtorju, temvec dramski osebi - besedilo se ne zacne z uvodnimi
didaskalijami, ki bi nam posredovale informacije o nastopajo¢ih osebah (dramatis
personae) ter prostoru in ¢asu, temvec¢ nam te informacije poda sam pripovedovalec.
Gre torej za del pripovedovalCevega besedila, zato to ni ve¢ samo uvodni dodatek k
besedilu, temvec postane del glavnega teksta oziroma kar dramskega »dejanja«. Tudi
sicer so didaskalije formulirane kot opisna (pripovedovalceva) pripoved in so v funkciji
glavnega besedilnega toka, tako da ne morejo biti loCene ali izvzete iz besedila (Lukan
169), zato jih ne moremo opredeliti kot »stransko« besedilo, prav tako jih ne moremo
uprizoriti, saj ostajajo na ravni jezika (so verbalizirane) oziroma je delni prehod v
materialnost odvisen od vsakokratnega branja rezije. Temeljna delitev na dialog in
didaskalije je torej preseZena, a hkrati ohranjena v tipografskem zapisu - lezece je
zapisana pripoved brezimnega lika in pokoncno govor trupla (Pezdirc Bartol 170).

Avtorica tako s prenosom didaskalij v dogajalni tok prevprasuje dramsko formo in
razkriva mehanizme obstoja gledaliSkega dela. V nekaterih drugih njenih besedilih pa
je »stranskega« teksta celo vec kot »glavnega« in tako te oznake postanejo popolnoma
relativne.

1
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»Videz« besedila se [..] ne razlikuje veliko od videza modernisticne drame, vendar z
izenaCenjem razli¢nih nivojev in dramaturskih postopkov besedila avtorica ponuja
enovit dramsko-uprizoritveni korpus, v katerem ni nic¢ predpisano vnaprej oz. (skoraj)
ni¢ ne ustreza vnaprejSnjim predstavam ali dramskim konvencijam, ki naslovniku
olajSajo razumevanje. Besedilo je treba Sele (raz)lociti, skozi branje v njem razbrati
sestavne dele in jih nato usmeriti v »stransko« ali »glavno« smer oz., toCneje, najti
nacine njihovega bralnega ali uprizoritvenega udejanjenja. (Lukan 170)

Semenic torej tako v gostiji kot v drugih delih ves ¢as krsi oziroma postavlja pod vprasaj
temeljne dramske konvencije, predvsem Ingardnovo formalno znacilnost drame, tj.
delitev na glavno in stransko besedilo, ter Szondijev pojem »absolutnost drame, v
povezavistem patudistatus dramskegaavtorjainnaslovnika (bralca oziromagledalca)
(Pezdirc Bartol 166). Ubersfeld navaja tudi dejstvo, da je prva znacilnost gledaliskega
besedila, »da ni nikoli subjektivno, ker se avtor prostovoljno odrece temu, da bi govoril
v lastnem imenu; avtor je subjekt besedila le pri didaskalijah« (26-27). To znacilnost
pa Semenic v obravnavanem besedilu dvojno Krsi z Ze omenjenima potezama - prva je
to, da pri didaskalijah ni subjekt avtorica sama, temvec pripovedovalec; druga, Se bolj
radikalna, pa je njena pojavitev v besedilu oziroma »vdor« vanj.

Neobicajna je tudi sama oblikovanost besedila, saj ni ve¢ delitve na dejanja in prizore.
Replike niso zapisane po vlogah (ni eksplicitnega navajanja dramskih likov oz. njihovih
replik z imeni), temvec besedilo teCe kot pesnitev v svobodnih verzih, dolzina vrstic
pa deloma sledi premolkom pri govoru, prehodi v novo vrstico veckrat nadomescajo
rabo locil. Besedilo je namre¢ napisano brez kon¢nih locil (le tu in tam najdemo kakSen
vprasaj) in v celoti s samimi malimi ¢rkami - brez velikih zacetnic, tudi pri lastnih
imenih (Pezdirc Bartol 170; Lukan 168). »Drama se odvije v enem samem zamahu,
ni razdeljena na prizore ali dejanja, njen ritem doloc¢a pripovedoval¢evo uvajanje
oseb iz naslova oz. gostov na vecerji in pa menjavanje njegove (‘epske’) pripovedi z
(‘dramaticno’) izpovedjo trupla oz. trpinc¢ene Zenske« (Lukan 169). Navzven gostija
tako bolj spominja na liri¢no pesnitev kot klasi¢no dramsko besedilo.

Opredelitev besedila gostija v okviru teorij postdramskega
gledalisca

Na podlagi analize vsebinskih in formalnih znacilnosti besedila gostija ter pregleda
nekaterih teorij sodobnega gledalis¢a lahko nedvomno potrdimo, da delo Simone
Semeni¢ (oziroma vsaj gostija konkretno) ne more biti ve¢ opredeljeno kot
tradicionalno, moderno oziroma konvencionalno dramsko besedilo, temvec¢ spada
v polje postdramskega gledalis¢a. Na to kaze mnogo ujemajoCih se znacilnosti,
izpostavljamo naslednje:



e uporaba moznosti neposredne komunikacije s publiko - dialog se vraca med
oder in obclinstvo, medtem ko na odru pojema (odmik od reprezentacije k
dogodkovnosti);

e eksperimentiranje s poskusi prebijanja fikcijskih omejitev in prestopanje meja
konvencij (po Milohni¢u kategorija »nekonvencionalne dramatike«);

e meSanje razlicnih zvrstnih prvin (»epska« pripoved gostitelja, »dramati¢na«
izpoved trupla, izgled »liricne pesnitve«).

Na prvi pogled bi lahko zaradi avtori¢inega krSenja mnogih dramskih konvencij
s skorajSnjo gotovostjo trdili, da gostija spada med ne ve¢ dramske tekste (Gerda
Poschmann), katerih glavni znacilnosti sta radikalna dekonstrukcija dramske forme
oziroma njeno preoblikovanje ter vnasanje epskih in lirskih prvin (Troha, »Me« 91).V
to kategorijo jo uvrsti tudi Pezdirc Bartol (2017). Leskovsek pa na neki tocki izrazi svoj
zadrzek glede te uvrstitve in kot alternativno resitev ponudi eno izmed novejsih teorij
sodobne dramatike - teorijo Birgit Haas, ki je uvedla termin »dramatisches Dramag,
ki ga prevajamo kot »(spet) dramski gledaliski tekst«? (»Dramska«, 443-444).

kar se dogaja v najbolj sveZem sodobnem poglavju nemske dramatike, je prav povratek
k likom, fabuli, narativu, logi¢nemu in jasnemu siZeju, pri tem dramatiki oziroma njihovi
gledaliski teksti v popolnosti ohranjajo zavest o ne ve¢ dramski dekonstrukciji tako
gledaliskega teksta in funkcije avtorja kot referencialnosti njegove sporocilnosti / za
,spet dramski gledaliski tekst’ je obenem znacilen povratek k zgodbi in torej tekstu, ki
je strukturiran, celo hierarhicno, ter je predvsem mimetic¢en / [..] / drza te ,nove stare
drame’ je torej slicna modernisti¢ni, poleg tega pa skusa izoblikovati kriti¢en narativ

sedanjosti‘ in ,skusa vzpostaviti odnos s preteklostjo’ (prav tam 444)3

Gre za avtorje in drame, za katere »je sicer znacilna izku$nja ne ve¢ dramskega in s tem
dekonstrukcije forme, a obenem tudi ponovno vracanje fabule, subjekta in naracije ter
zunanjih referentov« (Troha, »Me« 91-92). Te elemente lahko kljub fragmentarnosti
teksta opazimo tudi v gostiji.

To dramatiko torej zaznamuje ponovno uvajanje bolj ali manj razpoznavnega dramskega
subjekta, ki je nosilec govora in dejanja, predvsem pa svojega osebnega pogleda na svet,
obenem pa ravno slednji gradi tudi razpoznavno zgodbo celotne drame. Ob tem seveda
ne gre za vracanje v nekakSen psevdorealizem, ampak za skrajno fragmentarno zgodbo,
ki je zaznamovana s spoznanji postmodernizma. (prav tam 92)

2V tem prispevku uporabljamo izraz Nike Leskovsek, pri cemer se zavedamo, da bi lahko tovrstna besedila oznacili zgolj
kot »dramski tekst« ali »dramski gledaliski tekst«, vendar Zelimo s prislovom »spet« poudariti, da gre za ponovno uvajanje
nekaterih znacilnosti dramskega in ne za povratek v tradicijo. Ob¢asno se v znanstvenih ¢lankih uporabljajo tudi drugi
slovenski izrazi, kot sta npr. »dramati¢na drama« (Toporisi¢) in »ponovno dramsko besedilo« (Troha).

3 Forma citata je enaka kot v izvirniku - Nika Leskov§ek namre¢ v spremni besedi z naslovom »Dramska pisava za danasnji
Cas« sledi stilu Simone Semenic z opus¢anjem velikih zacetnic, konénih lo¢il itd.
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Haas ugotavlja tudji, da (spet) dramski gledaliski tekst uc¢inkuje z drugacnim nacinom
politi¢nosti, in v zvezi s tem izpostavi dve tocki: »prva je pozornost na strukturiranost
in konstrukcijo teksta glede na novi odnos do realnosti, druga pa okrepitev vloge
obcinstva« (Leskovsek, »Dramska« 444). V povezavi s prvo tocko Leskovsek pri
Semenic¢ izpostavi njeno samorefleksivnost, pri kateri ne gre samo za strukturno
in funkcionalno komponento, temvec tudi za »refleksijo o strukturni pomoti na
ravni politicnega sistemac; kar se najprej zdi zgolj »znotrajestetska samonanasalna
refleksijak, tu pravzaprav postane zadeva vsebine gledaliSkega besedila in obenem
njene kriti¢nosti, ki pa se v tem primeru navezuje na SirSo druzbeno realnost in nas
politicni sistem (prav tam). Glede druge tocke pa poudarja, da so »gledaliski teksti
simone semeni¢ vedno nastajali z mislijo na njenega sprejemnika, na sodobnega,
obcutljivega, angaziranega in aktivnega bralca, gledalca in naslovnika njenega
dramskega komunikacijskega modela« (prav tam 447). To se kaze predvsem v njenih
monodramskih besedilih (na primer v drugic, kjer tekst bere oziroma uprizori sama
publika), vsekakor pa lahko ti to¢ki apliciramo tudi na besedilo gostija.

Povezavo z omenjenimi monodramskimi besedili odkriva tudi Ivana Zajc, ki v
¢lanku »Elementi monodrame in avtobiografskosti v besedilih Simone Semenic«
z metodo racunalniske stilometrije analizira besedila Simone Semenic, razdeljena
glede na dialoSko ali monolosko obliko oziroma kombinacijo obojega. Ugotavlja,
da iz avtoric¢inega osrednjega korpusa »slogovno izstopajo dela, ki jih zaznamujejo
avtobiografski oziroma monodramski elementi« (Zajc 82), in kako ti elementi krsijo
dramske konvencije. gostija je glede na rezultate njene analize uvrs¢ena v skupino
poleg besedil iz trilogije zrtve (jaz, Zrtev - 2007, Se me dej - 2009 in drugic - 2014),
in sicer na podlagi monoloskosti. Od preostalih treh del, ki so avtobiografska in imajo
elemente monodrame, je sicer Se najbolj oddaljena, vendar pretehta dejstvo, da se lika
v njej ne pogovarjata v dialogu, temvec vsak od njiju govori v obliki monologa oziroma
»prevlada ena, vseobsegajoca didaskalija, ki ima monolosko obliko« (prav tam 86).

Bistveno vprasanje, ki nam pomaga pri »kategorizaciji« dramatike Simone Semenic,
pa je naslednje:

s ¢im dramatika simone semeni¢ ucinkuje na gledalca oziroma bralca? / ali lahko
ucinek njene dramatike zvedemo na jezikovni ucinek ter kombiniranje jezikovnih
plasti, u¢inke medbesedilnosti in samonanasalnosti ali raje na pazljivo samorefleksivno
skonstruiranost teksta s pazljivim doziranjem in izvabljanjem ucinka zgodbe na gledalca
[?] (Leskovsek, »Dramska« 448)

Odgovor za njen celotni opus bi bil zelo zapleten, saj se ti kriteriji spreminjajo od
teksta do teksta ter so odvisni predvsem od razmerja med didaskalijami in replikami,
to razmerje pa je tudi stvar odnosa med fikcijo in realnim (prav tam). Za gostijo pa
lahko z veliko gotovostjo trdimo, da so samo besedilo, njegova samorefleksivnost in



ucinek na bralca/gledalca dosti pomembnejsi in mocnejsi od preostalih dramskih
oziroma gledaliskih komponent. »Vprasanje, kako vsa ta grozodejstva prikazati na
odru, Semeniceva prenese na raven pripovedi, kot neposreden opis dogajanja, torej ne
kot mimesis, temvec diegesis: Semeniceva vseskozi verjame v moc¢ besede, besede so
zanjo mocnejSe od podob« (Pezdirc Bartol 172). To v enem izmed intervjujev potrdi
tudi sama avtorica z naslednjo izjavo: »Publika je Ze tako navajena vsega nasilja, da
bolj boli, ce slisijo samo besede, tako mislim« (Klampfer 25).

Zajc je v okviru svoje raziskave analizirala tudi besediSCe v prej omenjeni skupini
besedil, v katero sodi gostija, in prisla do ugotovitve, da »izstopajo besede, ki se
nanasajo na gledalce (npr. ‘publikum’, ‘gledalec’), in besede, ki se nanasajo na avtorico
(‘simona’, ‘semenic’) oziroma na like (‘dramatis’, ‘personae’)« (Zajc 89), kar kaze na
mocne metadramske teznje (nanasanje na samo dramo, gledalce in avtorico). Tudi
Lukan (170) ugotavlja, da se metadramski elementi besedila gostija vzpostavljajo
predvsem prek osrednjega lika - brezimnega pripovedovalca, ki neposredno nagovarja
obcinstvo in razkriva mehanizme gledaliskega dela. Tako v dejanje vkljuci tudi gledalca,
drama pa se skozi njegovo pripovedovanje »vzpostavi kot samozavedujoc se (meta)
organizem, njegovi avtodeskriptivni in avtorefleksivni trenutki dramo razkrivajo kot
dramo« (prav tam).

Poleg tega gostija prevprasuje tudi status dramskega avtorja, saj je avtorica omenjena
Ze v samem naslovu dela in - kot Ze omenjeno - v dejanju tudi nastopi kot ena izmed
gostij, kar Lukan poveZe s postmodernisti¢nim kompleksom ‘smrti avtorja’ ki »avtorju
zagotavlja mesto zgolj v zasedbi dramskih likov oz. mu pusti, da kot ena izmed oseb
stopi na oder in tam opravi svoje po nareku pripovedovalca« (169).

Z vsemi temi postopki avtorica nenehno rusi, a hkrati - paradoksalno - ravno s tem
poudarja dramske in dramati¢ne elemente. Z besedami Pezdirc Bartol: »Ceprav
Semeniceva krsi temeljne konvencije dramskega besedila, jih v metadramski obliki
hkrati relativizira in revitalizira« (170). Zato je poglavitno vpraSanje kategorizacije
besedila gostija, ali avtoricini postopki ostajajo v okviru ne ve¢ dramskega ali pa ta
okvir presegajo in postajajo spet dramski.

V ¢lanku »Dramska pisava po postdramskem« TomaZ Toporisi¢ detektira vec¢ vrst
preseganja ne veC dramskih besedil in ugotavlja, da gre pri Semeni¢ predvsem
za »dekonstrukcijo in rekonstrukcijo reprezentacije realnosti« (113) oziroma za
»Stevilne postdramske postopke, ki pa jih avtorica sestavlja v ucinkovite kriti¢ne
tekste« (Troha, »Me« 98). Zato po ToporiSi¢evem mnenju njene drame presegajo ne
ve¢ dramsko pisavo (114):

Toda ta ne ve¢ dramskost kljub gosto posejanim metagledaliskim in metadramskim
komentarjem proizvaja tudi moc¢no fikcijo in bralCevo identifikacijo. Dialosko obliko
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sicer vztrajno predeluje v druzbi z raznorodnimi besedilnimi strategijami: od odrskih
smernic do opisov, ki so bliZje romanu in prozi, pripovednih, esejisti¢nih, teoreti¢nih
in drugih tehnik, ki ob¢instvo opominjajo, da to, kar bere ali gleda, ni vec realen dialog.
Toda pri tem proizvede izrazito dramaticne ucinke, ki bi jih Haasova najbrz imenovala
»dramati¢no dramske«.

Odpira se tudi vprasanje reprezentacije oziroma prisotnosti dramskega dejanja. V
gostiji je prisotno tako referiranje na realne like in situacije, neposredno nanasanje
na probleme danasnje druzbe, kot tudi zahtevanje aktivne vloge od gledalca/bralca,
predvsem v smislu Custvenega odziva. »Rezultat je mocna druzbena kritika, ki pa se
gradi prek osebne izkus$nje, ki gledalca angaZira na Custveni ravni« (Troha, »Me« 101).
Troha zato ugotavlja naslednje (prav tam):

Ta odziv odlo¢ilno gradi razumevanje drame, kar pomeni, da gre za nekaks$no
vzajemno ucinkovanje reprezentacije in prezence. Kar smo razumeli kot nasprotje
(prim. npr. Fischer-Lichte), se vraca v nov krog kot spoj. Dramski tekst ponovno
prenese referencialnost in je sposoben sproducirati koherentno sporocilo, a je obenem
zaznamovan prav z izkusnjo postdramskega.

Avtorica torej ves Cas preizkuSa in premika meje dramskega pisanja ter ugotavlja,
kako lahko dramsko (spet) obstaja v polju postdramskega. S tem se ukvarja tudi
teorija postpostdramskega gledali$¢a, ki ga je definirala Elisabeth Angel-Perez in
v okviru katerega zaznava povratek h gledaliS¢u besed, v katerem »avtor ohranja
svojo prisotnost skozi lirizacijo, epizacijo, esejizacijo in rapsodi¢nost« (v Toporisi¢
110). To gledaliSce je torej Se vedno postdramsko, a se hkrati vraca k dramskosti
in dramatizaciji - z besedami Angel-Perez gre za »eksperimente, ki pripadajo tako
imenovanemu ‘postdramskemu gledalis¢u’, a so kot (post)dekonstrukcijsko gledalisce
na koncu na novo dramatizirali vse, za kar so si prizadevali, da bi de-dramatizirali«
(prav tam), kar odli¢no opise formo gostije in pisanje Simone Semenic nasploh.

Znasli smo se torej na preseciscu (post)postdramske dramatike in gledalisca, kjer
se posamezni nacini pisanja Sele vzpostavljajo, hkrati pa tudi prepletajo med seboj.
Podobno na podlagi razmisleka o delih dramatic¢ark Simone Semenic, Anje Hilling in
Milene Markovi¢ v svojem ¢lanku izpostavlja tudi Toporisi¢ (121-122):

Sodobna dramatika nas tako velikokrat izpostavlja dekonstrukciji nasprotja med
reprezentacijo in prezentacijo, znacilni za postmimeti¢no. Toda kljub motnjam
v fikcijskem besedilnem kozmosu vzporedno vseeno vzpostavlja mocan proces
redramatizacije, intenzivnih zapletov in razpletov. Kot da bi se hkrati z dekonstrukcijo
dramskega dogajal tudi proces ponovnega vnaSanja dramskega in dramati¢nega
v postdramsko tkivo iger. Dramsko tako obstaja skupaj s postdramskim in
postpostdramskim ter ne ve¢ dramskim.



Koncnega in gotovega odgovora glede uvrstitve gostije v katero izmed sodobnih
gledaliskih teorij tako (Se) nimamo; z gotovostjo lahko trdimo le, da spada v polje
postdramskega gledalisca, a znotraj njega vzpostavlja strategije ponovnega vracanja
k dramskemu in dramatiziranemu, s ¢imer presega ne ve¢ dramska besedila in se
Ze priblizuje okvirom (spet) dramskih gledaliSkih tekstov ter postpostdramskega
gledalisca.

Sklep

Prvo pomembno vprasanje, s katerim smo se ukvarjali, je eti¢na razseznost gostije.
Bralec oziroma gledalec je namrec¢ skozi besedilo ves ¢as dobesedno nagovarjan -
avtorica tako zahteva njegovo dejavno sodelovanje, ga postavlja pred Stevilne eticne
dileme in mu vzbuja krivdo oziroma vsaj zavedanje, da je tudi sam soodgovoren
za stanje v druzbi. In mi menimo, da z neposrednim in radikalnim nacinom
pripovedovanja zgodb mnogih Zrtev to vsekakor doseze.

Nato pa smo ugotavljali, ali oziroma koliko lahko gostijo uvrs¢amo med ne vec ali spet
dramske gledaliske tekste in v polje postdramskega gledalisca. Po pregledu teoretskih
znacilnosti in njihovi primerjavi s tekstno prakso Simone Semeni¢ smo prisli do
zakljucka, da se gostija v dolo¢enem delezu prekriva s pojmom ne ve¢ dramskega
gledaliskega teksta, a ga hkrati presega, zato jo lahko vsaj delno oznacimo kot (spet)
dramsko besedilo. Prav tako lahko na podlagi teorij preostalih sodobnih gledaliskih
teoretikov potrdimo, da gostija sodi v postdramsko gledalisce, hkrati pa se do neke
mere Ze spogleduje s postpostdramskim gledalis¢em.

7



%8

Literatura

Klampfer, Brina Rafaela. »Umetnost se gradi na napakah«. Pogovor s Simono Semenic.
Gledaliski list SNG Drama Ljubljana, letn. 94, st. 12, 2015, str. 22-28.

Kralj, Lado. Teorija drame. DZS, 1998.

Lehmann, Hans-Thies. Postdramsko gledali$ce. Prevedel Kristof Jacek Kozak, Maska,
2003.

Leskovsek, Nika. »Dramska pisava za danasnji Cas«. Tri drame, Simona Semenic,
Beletrina, 2017, str. 432-477.

—. »Po trnovi poti od Zrtve do junakov znotraj neke skupnosti ‘mnogo mnogo let
nazaj’ ali zgodba o tem, kako so se drama Simone Semenic, Ljuba, Vera, Nada in
Sofija sredi ljubega ‘miru’ znasle v najvec¢jem slovenskem narodnem gledaliscu, in
drugi narodni miti«. Gledaliski list SNG Drama Ljubljana, letn. 94, §t. 12, 2015, str.
12-21.

Lukan, Blaz. »Nove tekstne prakse v slovenskem gledaliScu in strategije uprizarjanja.
Slovenska dramatika, uredila Mateja Pezdirc Bartol, Znanstvena zalozba Filozofske
fakultete, 2012.

Milohni¢, Aldo. Teorije sodobnega gledalis¢a in performansa. Maska, 2009.

Pezdirc Bartol, Mateja. »Specificnost dramske forme in eticna vprasanja v dramatiki
Simone Semenic«. Primerjalna knjiZevnost, letn. 40, st. 2, 2017, str. 165-180.

Ranciere, Jacques. Emancipirani gledalec. Prevedla Suzana Koncut, Maska, 2010.

Semenic¢, Simona. zgodba o nekem slastnem truplu ali gostija ali kako so se roman
abramovi¢, lik jansa, Stirindvajsetletna julia kristeva, simona semenic in inicialki z.i.
znasliv oblacku tobacnega dima. SiGledal, sigledal.org/w/images/0/09/Gostija.pdf.
Dostop 7. december 2021.

Toporisi¢, TomaZ. »Dramska pisava po postdramskem: Anja Hilling, Milena Markovi¢

in Simona Semenic.« Slavisticna revija, letn. 68, §t. 2, 2020, str. 109-124.

Troha, Gasper. »Druzba v slovenski dramatiki pod socializmom in danes: primer dveh
dram DuS$ana Jovanovica in Simone Semenic«. Primerjalna knjiZevnost, letn. 42, st.
1, 2019, str. 37-48.

—. »Me slisis? Simone Semenic in vprasanje ne ve¢ dramske pisave«. Amfiteater, letn.
9,st.1,2020, str. 89-101.

Ubersfeld, Anne. Brati gledalisce. Prevedel Jan Jona Javorsek, Mestno gledalisce
ljubljansko, 2002.

Zajc, Ivana. »Elementi monodrame in avtobiografskosti v besedilih Simone Semenic«.
Amfiteater, letn. 7, §t. 2, 2019, str. 80-98.






150

In this paper, we will focus on one of the most active and successful artists in the
contemporary Slovenian theatre, the dramatist Simona Semeni¢, and one of her most
theoretically intriguing texts, the feast or the story of a savory corpse or how roman
abramovic, the character jansa, julia kristeva, age 24, simona semenic and the initials z.
i, found themselves in a tiny cloud of tobacco smoke (2010). We will look at how the text
affects the viewer/reader, whom the author directly and constantly addresses through
the character of the narrator. Based on an analysis of the form and content of the
selected text, we will assess to what extent it can be classified as no-longer-dramatic
text (Poschmann) or as “dramatic drama" (dramatisches Drama - Birgit Haas) and put in
the field of postdramatic theatre (Lehmann). The paper aims to analyse the (no longer
or again?) dramatic form of the feast, the specifics of the author's writing style and the
construction of the text. On the other hand, it also aims to explain the author's methods of
emphasising the ethical and moral responsibility of those involved (especially the readers/
viewers) in the happening.

Keywords: Simona Semenic, the feast, dramatic form, postdramatic theatre, no-longer-
dramatic text, dramatic, drama, ethics
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Dramatic Form and the Ethical Dimension of
the Text the feast by Simona Semenic

Lara Jerkovic
Academy for Theatre, Radio, Film and Television, University of Ljubljana

This paper deals with the content and formal analysis of Simona Semenic’s text
entitled the feast or the story of a savory corpse or how roman abramovic, the character
jansa, julia kristeva, age 24, simona semenic¢ and the initials z. i. found themselves in a
tiny cloud of tobacco smoke (2010, hereafter referred to as the feast). Semenic is one
of the most prominent and radical playwrights in contemporary Slovenian drama.
Her writing breaks with established conventions of drama, which is evident in the
absence of punctuation and capitals, and above all in the transcendence of the division
between the main and the side text, as the didascalies in her works are no longer
(only) staging directions but become an equal part of the text. In her texts, Semenic
raises various social-critical themes and ethical questions and involves the reader/
viewer in the action, thus placing him/her in the role of a participant in the action and,
above all, co-responsible for the state of society.

Atthe same time, in her texts, she is never only concerned with a fictional or ideological
construction of the world, which she tries to deconstruct, but is also interested
in descending into the real. This would be difficult to achieve in the framework of
a traditional drama, which takes place in a fictional world, is trapped in its own
absoluteness, and its author (as narrator) is absent. That is why Semenic¢ persistently
resists and problematises these conventions: she addresses the spectator; she does
not accept the position of a neutral or superior author who merely observes the
situation from the outside but constantly poses challenges and even intrudes into
her plays herself, with subjective remarks and various intermezzi. Her writing thus
represents the intrusion of the real and the performative into dramatic fiction, thus
destroying its structure, rules and laws.

The textthe feasthas a strong ethical imperative because itdirectly addresses the active
reader/viewer. But here, we do not understand the notion of “active participation”
in the sense of physical involvement in a performance, as, for example, avant-garde
theatre aspired to, but rather from Ranciere’s definition that “seeing is also action”.
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Therefore, being a reader or a spectator is not a passive position that needs to be
turned into an activity because it is an active activity in itself. The spectator is involved
in the performance on an emotional and cognitive level. Semenic¢’s work does indeed
demand the engagement of the reader/viewer. Not in a political sense but in the sense
of resolving the questions, ideas and feelings her drama raises.

Regarding the dramatic form, we note that Simona Semeni¢’s writing is
characterised by both the undermining of established reading conventions and
the destabilisation of the fundamental concepts of drama theory. Slovenian
theatre critic and dramaturg Blaz Lukan defines the feast as a new textual practice
that falls within the methodological field of the postdramatic, as defined by the
German theorist Hans-Thies Lehmann in his work Postdramatic Theatre. In Lukan’s
view, these new textual practices are not about a radical break with traditional,
nor even modern, playwriting. Instead, they are rather a radicalisation (and at
the same time a transcendence) of certain formal dramaturgical procedures.
Based on an analysis of the contextual and formal characteristics of the text the feast
and a review of some theories of contemporary theatre, we can undoubtedly confirm
that Simona Semenic’s work (or at least the feast specifically) can no longer be defined
as a traditional, modern or conventional dramatic text, but belongs to the field of
postdramatic theatre. This is reflected in several converging features, highlighting
the following: 1) using the possibility of direct communication with the audience; 2)
dialogue returns between stage and audience while diminishing on stage (moving
away from representation towards eventfulness); 3) resisting notions of traditional
theatre such as imitation, catharsis, illusion, etc. (e.g, by breaking down the fourth
wall); 4) experimenting with attempts to break through fictional constraints and
crossing the boundaries of conventions (according to Aldo Milohni¢, the category of
“unconventional drama”); 5) mixing different genre elements (“epic” narration of the
host, “dramatic” confession of the corpse, the appearance of a “lyric poem”).

At first glance, due to the author’s violation of many dramatic conventions, one could
almost certainly say that the feast belongs to the category of no-longer-dramatic
texts (Gerda Poschmann), whose main characteristics are the radical deconstruction
of the dramatic form or its transformation, and the introduction of epic and lyrical
elements. Some theorists (e.g., Nika Leskovsek, Tomaz Toporisic), however, express
their reservations about this classification and offer as an alternative solution one
of the more recent theories of contemporary drama - the theory of Birgit Haas, who
introduced the term dramatisches Drama or “dramatic drama”.

SemeniC is constantly testing and pushing the boundaries of playwriting and
discovering how the dramatic can (again) exist in the field of the postdramatic. This is
also the subject of the theory of post-postdramatic theatre, defined by Elisabeth Angel-



Perez. She perceives a return to the theatre of words, in which the author maintains
one’s presence through lyricisation, epicisation, essayisation and rhapsodicisation.
This theatre is therefore still postdramatic, but at the same time, it returns to drama
and dramatization. Angel-Perez describes it as “experiments that belong to the so-
called ‘postdramatic theatre’, but as (post)deconstruction theatre, they ended up re-
dramatising everything they were trying to de-dramatise”, which perfectly describes
the form of the feast and the writing of Simona Semenic in general.

We find ourselves at the intersection of (post)postdramatic drama and theatre,
where the individual modes of writing are still being established, but they are also
intertwined. Therefore, we do not (yet) have a definitive and certain answer as to
whether the feast belongs to any of the contemporary theatre theories. We can only
say with certainty that it belongs to the field of postdramatic theatre. However, within
it, it establishes strategies of revisiting the dramatic and the dramatised, thus going
beyond the no-longer-dramatic texts, and contains elements of dramatic drama and
post-postdramatic theatre.
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Prispevekizhajaiz teorije o seksualnosti kot druzbeni strukturi, ki jo med drugim opredeljujejo
seksualne kulture s svojimi znacilnimi diskurzi in imperativi. Analiza identifikacijskih
elementov restriktivne in permisivne seksualne kulture v dveh dramskih besedilih Simone
Semenic, in sicer to jabolko, zlato in jerebika, Strudelj, ples pa Se kaj, je pokazala, da je
ena od srediseénih tem v obeh dramskih besedilih prav seksualnost. Se ve¢, dramati¢arka
tematiziranje seksualnih kultur postavlja v okvir druzbenih sprememb pri organiziranosti
selksualnosti, Dramski subjekt se znajde v primezu modernizacije seksualnosti, od koder
pa se s teznjami po detradicionalizaciji in individualizaciji lastne seksualnosti ter ob
spremembi seksualne morale osvobodi. Simona Semenic v tem smislu osvobodi predvsem
zensko, ki ob zavracanju tradicionalnega pogleda na seksualnost, lastnega rimskokatoliski
cerkvi, in ob druzbenih spremembah pri organiziranosti seksualnosti v (post)socialisticni
druzbi prehodi pot od seksualne zadrzanosti do seksualne liberalizacije. Analiza dokazuje,
da je seksualno osvobojena Zzenska, kot jo tematizira Simona Semenic, novost v slovenski
dramatiki.
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Seksualno osvobojena zenska: seksualnost 55
in seksualne kulture v dveh dramah Simone
Semenic’
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Uvod

Med raziskovalci (Pezdirc Bartol, Lukan, Jacek Kozak, Troha, ToporiSi¢ idr)
dramske pisave Simone Semeni¢ (1975) velja poenoteno mnenje, da gre za v
zdajSnjosti najpomembnejSo sodobno slovensko dramaticarko, ki v svojih dramabh,
kot izpostavlja Pezdirc Bartol, problematizira »vojne, represijo zahodnega sveta,
nesmiselnost birokratskih predpisov, vsiljene druZbene vloge, razmerje med
izjemnim posameznikom in povprecnostjo mnozZice, institucionalno podprto
nasilje, mehanizme moci in oblasti ter na drugi strani vprasanje empatije, druzbene
odgovornosti, razumevanje drugega oziroma drugacnega« (»Specificnost« 176), pri
Cemer osrednje dramsko dogajanje pripada marginalnim druzbenim skupinam in
»prinasa eticne premisleke o stanju sodobnega sveta« (»Zofka« 29).

Mateja Pezdirc Bartol Se ugotavlja, daje vzadnjih letih mogoce v dramski pisavi Simone
Semenic opaziti premike k tematizaciji seksualnosti in Zenske Zelje po seksualnem
uzitku (»Zofka« 27). Podobno pise tudi Sorli, in sicer da »[v] zadnjih besedilih [...]
Simona Semenic razvija predvsem eroti¢ni besednjak in se pogumno loteva (Zenske, a
lahko bi zapisala tudi - sodobne) seksualnosti na nacin, ki ga v slovenski dramatiki, a
tudi evropski, Se nismo videli« (9).

Seksualnost je kot kulturna in druzbenozgodovinska konstrukcija ena od dejavnosti
v Zivljenju cloveka, zato jo kot tako dramatiki ubesedujejo skozi reprodukcijo
medcloveskih odnosov. Razumevanje seksualnosti, pravi Foucault (121), je vedno in
zgolj druzbeno, pri ¢emer seksualnost soustvarjajo razlicni zgodovinski, druzbeni,
kulturni, ekonomski, politicni in bioloski dejavniki. Seksualnost se razvije v
specificnem kulturnem kontekstu, predstavlja svojevrsten del druzbene realnosti
in ima v vecini druzb klju¢no vlogo pri legitimaciji ustaljene spolne delitve, hkrati

1 Raziskava je del doktorske disertacije Seksualnost v slovenski dramatiki, ki nastaja pod mentorstvom red. prof. dr. Mateje
Pezdirc Bartol in somentorstvom red. prof. dr. Alojzije Zupan Sosi¢ na FF UL.
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pa je seksualnost pomemben dejavnik pri individualni konstrukciji posameznikove
identitete (Bozon 8-14). Weeks (Making 16) oblikovanju identitete dodaja Se vpliv
medijskih in umetniskih upodobitev seksualnosti.

V slovenskem literarnovednem prostoru seksualnost v dramatiki Se ni bila predmet
znanstvenega preucevanja pa tudi v svetovnem merilu je preucevanje seksualnosti
v knjiZzevnosti za zdaj redko (prim. Gwynne in Poon) ter ni izrecno povezano s
seksualno identiteto in seksualnim performiranjem. Prav to dvoje bo zato v srediScu
nase Studije, in sicer, kot Ze naslov prispevka nakazuje, Studije dveh dramskih besedil
Simone Semenic: to jabolko, zlato (2016) in jerebika, Strudelj, ples pa sSe kaj (2017).

Seksualnost je seveda Ze desetletja predmet obravnave razli¢nih pristopov in Stevilnih
teorij (Kuhar, Foucault, Bozon, Garton, Weeks, Nye, Heath idr.), zato teoretsko izhodisce
tukajSnje analize oZimo na (a) koncepte druzbenih sprememb pri organiziranosti
seksualnosti in (b) na identifikacijske elemente seksualnih kultur.

Dramsko dogajanje v besedilu jerebika, strudelj, ples pa Se kaj je postavljeno v leto
1963, v drami to jabolko, zlato pa v sedanjost. Posledi¢no analiza vkljuCuje druzbene
spremembe pri organiziranosti seksualnosti v dveh obdobjih (Svab, Bernik, Giddens,
Wouters, Bauman, Beck, Beck-Gernsheim, Bock idr.): (a) v obdobju moderne druzbe,
tj. v Casu od industrijske revolucije pa do Sestdesetih let 20. stoletja, in (b) v obdobju
druzbe pozne modernosti, tj. v ¢asu od konca Sestdesetih let 20. stoletja do danes. Pri
tem upostevamo (Svab, »Med tradicionalno« 66), da je razmejitev med obdobjema
ohlapna, razlika pa predvsem v tem, da se v modernih druzbah ljudje lahko zanasajo
na nevprasljivo gotovost tradicije in avtoritete, podedovano iz predmodernosti, v
druzbah pozne moderne pa nastopita izguba smisla ter refleksiven in kriticen odnos
do tradicije in avtoritete.

Z druzbenimi spremembami pri organiziranosti seksualnosti so nelocljivo povezani
tudi identifikacijski elementi seksualnih kultur (prav tam), in sicer treh: restriktivne,
permisivne in subverzivne (Svab, Jackson, Braun idr., Nicolson in Burr, Poots). Za
moderne druzbe je znacilna restriktivna seksualna kultura, ki je sicer navzoca tudi
danes, a ne veC kot prevladujoca, v druzbah pozne moderne namrec prevladuje
permisivna seksualna kultura. V zadnjih desetletjih se jima je pridruZzila Se
subverzivna seksualna kultura, poimenovana tudi kvir, transseksualna kultura. Nosilci
identifikacijskih elementov, ki opredeljujejo seksualnost v vsaki izmed seksualnih
kultur, so seksualne identitete. Lo¢imo binarne oz. stabilne in nebinarne oz. nestabilne
seksualne identitete. Med prve priStevamo heteroseksualnost, homoseksualnost
in biseksualnost, med druge pa panseksualnost, aseksualnost, novo ali pokvirjeno
biseksualnost, poliseksualnost idr. (Bancroft, Perger, Rahne-Otorepec in Zajc). Za
restriktivno in permisivno seksualno kulturo so tipi¢ne binarne seksualne identitete,
za subverzivno pa nebinarne. Ker Simona Semenic¢ seksualnosti v obeh obravnavanih



dramah ne ubeseduje z nebinarnimi seksualnimi identitetami, subverzivne seksualne
kulture ne obravnavamo v tem prispevku.

V prispevku nas bo torej zanimalo naslednje:

1. skaterimi koncepti druzbenih sprememb pri organiziranosti seksualnosti v moder-
nih druzbah in druZbah pozne moderne ter

2. sKkaterimi identifikacijskimi elementi restriktivne in permisivne seksualne kulture

Simona Semeni¢ ubeseduje seksualnost v dramskih besedilih to jabolko, zlato
in jerebika, Strudelj, ples pa se kaj. Do odgovorov bomo prisli s sociolosko in
literarnovedno analizo ter z interpretacijo besedil.

Kriticne Studije seksualnosti

PreucCevanje seksualnosti sta v dvajsetem stoletju zaznamovala predvsem
esencialisti¢ni in druZbenokonstruktivisticni pristop, pri ¢emer to »nista loceni
teoriji, paC pa teoretska okvira ali temelja, na katerih so razli¢ne znanosti gradile svoje
teoretske opredelitve konceptov seksualnosti, spolain podobno« (Kuhar 17), danes pa
so njuno vlogo prevzele t. i. kriticne Studije seksualnosti (Critical Sexualities Studies), ki
vkljucujejo Kriticne teorije, epistemoloski anarhizem, feminizem, multikulturalizem,
teorijo diskurza, druzbeni konstruktivizem, teorijo stalis¢, kvir teorijo, transseksualno
teorijo, kriti¢ni realizem, kriticni humanizem, postkolonializem, interpretativno
etnografijo idr. Plummer (»Social« 40) ugotavlja, da kriticne Studije seksualnosti
pomenijo obrat od iskanja ene same resnice o seksualnosti v iskanje, argumentiranje
in teoretiziranje pluraliziranih resnic. Na prelomu tisocletja je globalizacija
seksualnosti postala glavna tema proucevanja, pri Cemer raziskovalci sodobno
seksualnost obravnavajo kot hibridno in svetovljansko, podvrzeno Sirsim procesom
globalizacije in glokalizacije. Gre za zavedanje obstoja seksualne raznolikosti tako
znotraj posameznih kultur kot tudi med kulturami samimi oz. za raziskovanje
seksualnega svetovljanstva, pri cemer seksualno svetovljanstvo pomeni, da ¢lovek
gleda navzven po vsem svetu in se nauci sprejemati seksualne svetove in perspektive
drugih (Plummer, »Critical« 160-161)2.

Nasproti seksualnemu svetovljanstvu stoji seksualni fundamentalizem, torej tisti, ki
zavracajo pluralisticne poglede na seksualnost in se sklicujejo na sveto besedilo, pri
Cemer ima to strogo in enotno razlago seksualnosti (npr. Biblija, Koran). »V svojem
najbolj oc¢itnem pozivu seksualni fundamentalizem ohranja moc¢no lo¢nico med

2 Tudi Beck (»The Cosmopolitan« 7) pise, da je vsepovezanost s seboj prinesla doloceno vrsto empatije do idej, da se »lokalne,
nacionalne, eti¢ne, verske in prevladujoce kulture ter tradicije med seboj prepletajo in medsebojno povezujejo — kozmopolitizem
je brez provincializma prazen, provincializem brez kozmopolitizma pa slep«.
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moskimi in Zenskami, izjemno superiornosti heteroseksualcev in iztrebljanje vseh
perverznosti« (Plummer, »Critical« 162).

Kriticne Studije seksualnosti v sredisce raziskav postavljajo tudi telo, in sicer kot z
erotiko in seksualnostjo nabit simbol, ki ima razlicne seksualne pomene in oblike
uteleSenja. UteleSenje vkljuCuje zavedanje, da posedujemo in upravljamo lastno
erotizirano in seksualizirano telo, pri cemer smo v tujem telesu ali imamo tuje telo v
sebi, obenem pa prakticiramo eroti¢ne in seksualne aktivnosti s pomocjo posameznih
delov teles ter druzbenih vlog, s katerimi obcudujemo telesa: jih gledamo, sijih zZelimo,
se jih dotikamo, boZamo, vanje penetriramo in z njihovo pomocjo dozivimo orgazem
(Plummer, »Queers« 526-528).

Koncepti druzbenih sprememb pri organiziranosti seksualnosti
v modernih druzbah

V modernih druzbah spremembe pri organiziranosti seksualnosti potekajo od
jedrne druZzine, romanti¢ne ljubezni® prek sekularizacije seksualnosti do plasti¢ne
seksualnosti in seksualne revolucije, kar kaze, da modernost predstavlja revolucijo v
primerjavi s predhodnimi obdobji, kajti, kot meni Bauman (19), gre za obdobje hitrih
druzbenih sprememb, ki so v zelo kratkem ¢asu popolnoma pretresle in spremenile
tradicionalne nacine Zivljenja.

0d konca devetnajstega stoletja postaja seksualnost z razvojem seksologije,
psihoanalize, druzboslovnih znanosti, Se posebej sociologije in antropologije,
produkt druzbe. Znanost obravnava seksualnost kot naravno znacilnost v zZivljenju
posameznika in tudi kot izum cloveske domisljije. Posameznik zacne seksualnost
doZivljati subjektivno, kar se kaze vodmiku od rimskokatoliSkih norm jedrne druzine
(Weeks 131-139). Dejstvo, da nadzor nad seksualnostjo preide v roke medicine in
drzavnih institucij (politike rojstev), vodi v sekularizacijo vsakdanjega Zivljenja.
Sekularizacija pomeni zaton vpliva cerkve ter vecanje vloge posvetnih ideologij
in razlag (Goody 26). Ker vera vse bolj izgublja pomen, ima za posledico vse vec
nadzorovanih rojstev, splavov in loCitev. Rezultat tega je sekularizacija seksualne
zelje, ki se premesti v sfero zasebnega in tako postane last posameznika. S tem se
odpre prostor seksualnemu zadovoljstvu (Nye 329) oz. seksualnost prvic v celoti
postane lastnost posameznikov in njihovih medsebojnih dogovorov (Giddens 4). Tako

3V prispevku izraz romanti¢na ljubezen, poimenovana tudi viktorjanska, salonska ali bidermajerska ljubezen, uporabljamo
v socioloSkem pomenu (Bauman, de Rougemnot, Giddens) in ne kot literarnozgodovinski pojav, tipicen za literarno
obdobje romatike. Namre¢, gre za ljubezen, ki v viktorjanski dobi kot naslednica dvorske ljubezni izhaja iz ljubezenskih
idealov, tesno povezanih z moralnimi vrednotami kr§¢anstva, pri ¢emer idealizacijo boga nadomesca objekt poZelenja,
sicer znacilnega za strastno ljubezen (Giddens 44). Ker je bila strastna ljubezen v druzbi nezaZelena, ni mogla biti priznana
kot legitimna osnova zakonske zveze. Ta druzbeni manko nadomesti romanti¢na ljubezen, in sicer s sposobnostjo
Custvovanja. Romanti¢na ljubezen vztraja v druzbi vse do dvajsetega stoletja, ko, kot meni Beck-Gernsheim, sekularizacija
seksualnosti povzroci korenite spremembe zakonske zveze in druzine (nav. po Beck in Beck-Gernsheim, Popolnoma 59).



razsrediSceno seksualnost, osvobojeno in odrezano od povezanosti s prokreacijo,
sorodstvom in generacijami, Giddens (8, 34) poimenuje plasti¢na seksualnost.

Plasticna seksualnost se kaze v prelomu s tradicijo, med drugim tudi s t. i. revolucijo
7enske seksualne avtonomije. Ce je do sredine dvajsetega stoletja $e prevladoval
koncept moske seksualnosti, ki temelji na seksualni Zelji in gonu, Wouters (228) ga
imenuje seksualno poZelenje (»lust-dominated«), in koncept Zenske seksualnosti,
ki izhaja bodisi iz romanti¢ne ljubezni bodisi je utemeljen s partnersko zvezo
(»relationship-dominated«), temu ob koncu petdesetih let dokoncno sledijo
spremembe razumevanja morale pri obravnavanju Zelje po (le) seksualnosti. V
Sestdesetih letih naras¢a vzajemno pricakovanje privolitve v seksualni odnos pa
tudi pomembnost seksualnega uzitka pri Zenskah. Ob javnih diskusijah o Zenski
seksualnosti, njeni seksualni Zelji, gonu in seksualnem uzitku prihaja do pospesene
emancipacije seksualnih emocij in impulzov, moski pri¢nejo resneje obravnavati
zenske seksualne Zelje, naucijo se uzivati v zenskem seksualnem vzburjenju, ob tem
pa poraste Stevilo Zensk, ki pricnejo slediti zavedanju o lastni seksualnosti (prav tam
230). Vse to pa v drugi polovici Sestdesetih let vodi v seksualno revolucijo.

Za seksualno revolucijo Bernik (16) sicer pravi, da je bilo seksualno vedénje »tudi v
Casu pred,seksualno revolucijo‘boljdinami¢no in domiselno, kot so dopuscale takratne
javne predstave o ,spodobni‘ spolnosti, in da je vsaj manjsi del prebivalstva s svojim
eksperimentalnim odnosom do spolnosti pripravljal pot za obseZne spremembe«.
Tej ugotovitvi lahko pritrdimo z Ze omenjeno plasti¢no seksualnostjo in postopnimi
spremembami v uravnoteZenju moske in Zenske seksualnosti, ki so potekale v prvi
polovici dvajsetega stoletja. Tako Grant upraviceno zatrjuje, da seksualne revolucije
nikoli ni bilo, ampak so se radikalne ideje, ki so obstajale Ze prej, le predstavile Sirsi
javnosti, in sicer kot posledica interesa mnozi¢nih medijev (nav. po Nye 360). Danes
pa velja prepricanje, da je seksualna revolucija sicer vplivala na seksualnost, vendar
ne toliko na dejanske obrazce seksualnega vedénja kot na druZbeno predstavo o
seksualnosti (Bernik 15).

Koncepti druzbenih sprememb pri organiziranosti seksualnosti
v druzbah pozne moderne

Druzbo pozne moderne od konca Sestdesetih let zaznamujejo zlasti procesi
individualizacije in detradicionalizacije (Beck in Beck-Gernsheim, Individualization
xx-xxv) ter globalizacije. Ti procesi se kazejo predvsem v preoblikovanju pojmovanja
druZine in posameznika v razmerju do seksualnosti. Posamezniki se v procesu
individualizacije osvobajajo ponotranjenih seksualnih vlog, ki jih ideologije
industrijskih druzb pozne modernosti preoblikujejo v Zivljenjske sheme malih druzin,

159



160

pri Cemer to, »kar je ali bi lahko bilo druZzina, zakonska zveza, starSevstvo, erotika
ali ljubezen, ni ve¢ predpostavljeno, oCitno ali splo$no veljavno, temvec¢ predstavlja
nekaj, kar se od posameznika do posameznika ter od ene zveze do druge razlikuje
in spreminja glede na posamicne vsebine, omejitve, izkljuCevanja, norme, morale
in moZnosti« (Beck in Beck-Gernsheim, Popolnoma 11-12). Zakonsko zvezo pocasi
zamenjujejo razmerja, ki jih Illouz (177) poimenuje »samostojne epizode, med seboj
nepovezani delcki izku$nje, ki imajo za posledico fragmentiranje izkus$nje ljubezni
na loCene Custvene enote«. SrediSCe dogajanja pozne modernosti tako postane jaz,
druzba pa orodje, ki posamezniku omogoca oblikovanje individualnega zZivljenja, tudi
seksualnega (Beck in Beck-Gernsheim, Popolnoma 50-57). 1z tega izhaja bistvena
lastnost, tj. refleksivnost (Bernardes 39; Svab; Nova 218), in sicer v pomenu, da novo
besedisce o seksualnosti, misli in pojmi ter teorije zanejo pronicati vsamo druzbeno
Zivljenje ter ga pomagajo preurejati (Giddens 35).

Zygmunt Bauman (19) druzbene spremembe pri organiziranosti seksualnosti v pozni
moderni oblikuje s triado prosto lebdeci erotizem - sotocni interesi - Cisti uzitek,* pri
Cemer izhaja iz spoznanja, da se v polju seksualnosti odcepijo in osamosvojijo trije
kljucni elementi: prokreacija, erotizem in ljubezen. Ljubezen zaobjema vzpostavljanje
in ohranjanje na seksualnosti temeljeCih odnosov, erotizem pa zadeva vse procese
medosebnih interakcij za doseganje seksualnega uzitka (19-21). Ker seksualni uZzitek
ni ve¢ povezan niti s prokreacijo niti z ljubeznijo je »[s]polna aktivnost ozko usmerjena
na orgazmske ucinke; ne glede na njene konkretne namere in namene se postmoderna
spolnost suce okrog orgazma« (prav tam 24). Baumanova (25-32) definicija (prosto
lebdecega) erotizma tako temelji na zaznamovanosti seksualnosti (a) z na sedanjost
omejenim dozivljanjem Casa; (b) z narascajoco fluidnostjo in prilagodljivostjo osebnih
identitet; (c) s hitrim siromasenjem ¢loveSkih odnosov, ki sta jim odvzeta intimnost in
emocionalnost. Seksualni uzitek, meni Bernik (11), v Baumanovi postmoderni druzbi
zazivi tvegano samostojno zivljenje, pri cemer partnerska razmerja, ki predstavljajo
predvsem legitimen okvir za Cisti uzitek, temeljijo na soto¢nih interesih. Te pooseblja
preudarni posameznik, ki skusa s ¢im manjSim vlozkom doseci ¢im vecje uzitke in ki
pri tem v partnerskih zvezah vztraja, dokler so izpolnjena njegova pricakovanja oz.
interesi. Edine omejitve so tako povezane z normo kot temeljem soto¢nih interesov,
od seksualnih partnerjev se pri¢akuje vzajemnost v spostovanju, enakopravnost in
avtonomija (prav tam 11).

Organiziranost seksualnosti v socialisticnih druzbah zaznamujeta dva pogleda. Prvi
(Sztompka) zagovarja zapoznelo modernizacijo za demokrati¢nimi in ekonomskimi
spremembami zahodnih druZzb, priznava pa, da so podroc¢je seksualnosti zaznamovale
hitre spremembe, ki so zmanjSevale razliko med vzhodom in zahodom. Drugi pogled
4 Baumanovo triado nekoliko drugace oblikuje Giddens (2010), in sicer plasticna seksualnost - sotocna ljubezen - Cisto

razmerje, pri Cemer je plasti¢na seksualnost, kot Ze receno, znacilna za celotno dvajseto stoletje, soto¢na ljubezen in Cisto
razmerje pa za zahodne druzbe v pozni moderni.



(Starke in Weller; Bernik) pa podpira idejo, da socialisti¢ni sistemi niso znatno vplivali
na seksualnost, saj se je ta spreminjala neodvisno od sistema samega. Starke in Weller
menita, da so bile v zahodnih druzbah zaradi kulturne pluralnosti spremembe na
podrocju seksualnosti predvsem opaznejse, glasnejse, bolj javne in diskurzivne (nav.
po Bernik 21), kar kaZe na to, da so bile spremembe pri organiziranosti seksualnosti
v socialisti¢nih druzbah redkeje predmet druzbene in individualne refleksije. Temu
pritrjuje tudi Bernik (21), ki zapiSe, da »se zdi utemeljena trditev, da so v Sloveniji
obstajale Stevilne okoliSc¢ine in dejavniki, ki so od Sestdesetih let prejSnjega stoletja
omogocali spreminjanje spolnosti v smeri, ki se je v glavnem ujemala s trendi, ki so
prevladovali v zahodnih druzbah«.®

Restriktivna in permisivna seksualna kultura

V prispevku za potrebe analize obravnavamo restriktivno in permisivno seksualno
kulturo, pri Cemer je za opredelitev dolocene seksualne kulture pomembna
identifikacija elementov, ki opredeljujejo poglede na seksualnost, saj v vsaki seksualni
kulturi prevladujejo znadilni diskurzi in imperativi (Svab, »Med tradicionalno« 67).
Jackson poudari, da v restriktivni (dominantni, tradicionalni, patriarhalni) seksualni
kulturi prevladujejo diskurz moskega seksualnega gona, bioloski imperativ in koitalni
imperativ ter da poseduje tradicionalni pogled na Zensko in mosko seksualnost oz.
»podpira maskulinisticni model seksualnosti kot genericne seksualnosti« (nav. po
Svab, »Med tradicionalno« 67). V permisivni (rezidualni, liberalni) seksualni kulturi
prevladujejo permisivni diskurz, diskurz recipro¢nosti in psevdoreciprocnosti ter
orgazmicni imperativ, pri cemer je seksualnost organizirana v polju uZzitka in podprta
s seksualizacijo javne sfere ter s seksualno komercializacijo (prav tam).

Seksualno zivljenje je v restriktivni seksualni kulturi omejeno na heteroseksualni
seksualni odnos, pri Cemer standardni seksualni scenarij vkljucuje predigro, ki se
nadaljuje v vaginalni seksualni odnos, ta vodi v orgazem in v kon¢no sprostitev.®
Seksualnostje uravnavana s strani moskega, njegovega penisa, in je falocentri¢na. Jedro
seksualnega odnosa predstavljajo moske seksualne ves¢ine in njegovo performiranje,
pri Cemer so kljucni elementi penis, erekcija in moski orgazem (prav tam 68). Moska
seksualnost tako predstavlja aktivno polje v seksualnem aktu, Zenska pa pasivnega,
podrejenega moskemu in povezanega s prokreacijo (Braun idr., »Interruptus« 36).

Diskurz moskega seksualnega gona izhaja iz predpostavke, da mosko seksualnost
vodi mocna bioloSka potreba oz. gon, ki temelji na bioloSkih in reproduktivnih

5 Tudi Andelka Mili¢ zagovarja tezo, da imajo druzbene spremembe pri organiziranosti seksualnosti v socialisti¢ni
Jugoslaviji precej podoben potek kot na zahodu (122).

6 Standardni scenarij je dejanski model, ki sta ga predstavila Masters in Johnson, tj. cikel ¢lovekovega seksualnega
odzivanja, objavljen v knjigi Human Sexual Response (1966).
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argumentih ter je v nenehni pripravljenosti na performiranje (Nicolson in Burr 1739).
Bioloski diskurz moSko seksualnost kaZe kot enostavno, linearno in neproblemati¢no
(Braun idr, »The ,Fair deal'« 238), poudarjena je moSka seksualna kompetenca
in njena realizacija, in sicer v nizu: zapeljevanje - erekcija - penetracije - orgazem
(Lorentzen 71-75). Koitalni imperativ pa predpostavlja, da je vaginalni seksualni
odnos brezpogojno normativen, naraven seksualni scenarij za heteroseksualce in
bistvena oblika seksualnega odnosa (Braun idr, »Interruptus« 62). Primat koitusa, ki
ga je v petem stoletju v imenu rimskokatoliske cerkve ustoli¢il Avgustin, nad ostalimi
seksualnimi praksami zagotavljata zahteva po prokreaciji in argument, da se mosko
in Zensko telo anatomsko ujemata, saj je po naravi vagina najbolj ustrezno mesto za
penis. Koitalni imperativ je zaznan, kadar gre pri seksualnem odnosu za penetracijo,
tj. vstavitev penisa v vagino. Pri tem je koitus razumljen kot klju¢no in obvezno dejanje
v seksualnem aktu oz. ultimativni cilj (prav tam 56).

Temelj permisivne seksualne kulture, meni Hollway, je svobodno seksualno izrazanje,
pri Cemer partnerja veljata za enakovredna seksualna subjekta (nav. po Braun idr,
»Interruptus« 37). Osnovni smoter seksualnosti je seksualni uzitek, ki se realizira
v t. i. konsenzualnem seksu kot absolutni meji seksualne permisivnosti. Permisivna
kultura promovira povecano predigro in prakticiranje oralnega in analnega seksa,
meje dopustnosti in prej zapovedovana disciplina pa izgubljajo svoj pomen in funkcijo
(Garton 223). Permisivna seksualna kultura prinese obrat v kulturnem razumevanju
orgazma in vlog v seksualnih praksah.

Diskurz reciprocnosti in psevdoreciprocnosti predpostavlja seksualno aktivnost
in vzajemnost v seksualnem uzitku obeh partnerjev, saj naj bi etika v seksualnosti
pomenila konsenzualnost, recipro¢nost v izmenjavi uzitka in vzajemno spostovanje ter
odgovornost. Diskurz recipro¢nosti nevtralizira restriktivne poglede na seksualnost in
legitimira tudi Zenski seksualni uzitek (Braun idr., »The <Fair deal>« 255). Z diskurzom se
artikulira $irsi kulturni aspekt orgazmi¢nega imperativa, saj orgazem postane naravno
dejstvo, sam po sebi dober, nekaj, za kar si prizadeva vsak. Pri tem simultani orgazem
Se vedno velja za t. i. seksualni zlati standard (Potts 60-61). Gilfoyle idr. (209-230)
piSejo, da je v diskurzu psevdorecipro¢nosti Zenska razumljena kot pasivni sprejemnik,
ki se mora odreci kontroli nad svojim telesom in ki moSkemu omogoci seksualno
zadovoljitev. Kot opravicilo sebi¢nosti si moski prizadeva Zensko zadovoljiti in poskrbi,
da tudi ona dozivi orgazem. Nastalo obligacijsko razmerje Zenski oteZuje odklonitev
koitusa, Se vec, Zenske v Zelji, da bi ustregle partnerju, hlinijo orgazem (§vab, »Med
tradicionalno« 68). Orgazmicni imperativ v srediSce katere koli seksualne aktivnosti
Zensk in moskih postavlja orgazem kot cilj seksualnega uzitka in gona ter kot zaklju¢no
tocko naravnega seksualnega cikla. Pri tem je orgazmu dodeljen status najvisje stopnje
uzitka v seksualnosti, njegova odsotnost pa velja za pomanjkljivost, zato je orgazem
znak tako seksualne kompetence kot tudi zdravja (Potts 66; Braun in Farvid 304).



jerebika, strudelj, ples pa se kaj

Zaplet dramskega dogajanja besedila jerebika, strudelj, ples pa Se kaj, ki se dogaja
petnajstega avgusta 1963 v vasi v Vipavski dolini, Simona Semeni¢ vzpostavi z
dvema dogodkoma, ki ju pripravljajo vascani, in sicer na isti dan, ob isti uri - maso
za veliki Smaren z gospodom Skofom in proslavo za dan granicarjev JLA s tovariSem
sekretarjem izvrSnega komiteja Centralnega komiteja. Bolj ko se zadeva zapleta in se
pri tem izrisuje portret druzbe, bolj postaja seksualnost osrednje gibalo dramskega
dogajanja. Seksualnost, izrazena v nenehnem performiranju, se intenzivira do te mere,
da omenjena dogodka oz. priprave nanju (v slovenski dramatiki Ze poznan konflikt
med klerikalnim in liberalnim polom) izzvenijo le kot kulisa za natan¢no detektiranje
identifikacijskih elementov seksualne kulture v vaski sredini.

Dramaticarka glavno besedilo, mestoma postavljeno v preteklost oz. prihodnost,
oblikuje z eksplicitnim ubesedovanjem seksa in seksualnosti, pri cemer so zakrita
dejanja redka. Gre predvsem za podtikanja, namigovanja ali le vaske govorice (npr.
seksualno razmerje med Slavko in Skofom Janezom oz. sekretarjem izvr$nega
komiteja Janezom oz. Hermanom). Tudi za to besedilo velja ugotovitev Zajc (158),
da je stransko besedilo v dramatiki Simone Semenic¢ klju¢ni del besedilne celote in
ima izrazito pripovedno funkcijo. V drami stransko besedilo ne dopolnjuje samo
ubesedovanih seksualnih aktov, temvec s filmsko in metagledalisko govorico izrisuje
neke vrste filmski scenarij:

estera

o0, gospod meznar, kaj bi me radi Zegnali z vasim veli¢astnim kurcifiksem?
viljem

ma estera

viljem se pribliZa esteri

estera se mu zapeljivo smehlja
viljem

ma poglej, kaj imam zate

viliem iz hla¢ potegne svoj ogromni nabrekli spolni ud
estera

ma gospod meznar, ma dajte da se pomolim

estera poklekne in neZno poliZe viljemov penis, skorajda poniZno
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in Se enkrat

in Se enkrat

viliem zastoka

estera z desno roko prime viljemov penis in ga vzame v usta
viljem drZi estero za glavo in jo nezZno potiska navzdol
estera z levo roko masira viljemov presredek

viljem stoka (Semenic, jerebika 62-63)

Analiza prvih seksualnih epizod pokaZe, da avtorica ubesedovanje seksualnosti skozi
celotno dramsko dogajanje gradi na konceptih druzbenih sprememb pri organizira-
nosti seksualnosti, znacilnih za moderne (iztek tega obdobja) pa tudi pozno moderne
druzbe. Dramaticarka izpostavi subjektivno dozivljanje seksualnosti (npr. masturba-
cija Bogdane), sekularizacijo seksualne Zelje, Se posebej je to razvidno pri vseh zen-
skih likih, saj vec€ino vseh seksualnih aktov spodbudijo prav Zenske:

estera
ma moz moj, ma si se prav razvnel!
estera se pribliZa karlotu in ga poboZa po mednoZju
karlo se smeje
estera
ma bo imela tudi moja gartroza kaj od tega?
karlo
sekretarka moja, tvoja gartroza - kadar ,CeS
estera boza karlota po mednoZju
karlo se smeje

estera karlotu odpne hlace in prime njegov penis (Semenic, jerebika 21)



V besedilu se ne pojavlja seksualnost, namenjena reprodukciji, temvec gre za raz- 165
srediS¢eno, osvobojeno, torej plasti¢no seksualnost, kjer je v ospredju Zenska seksu-

alna avtonomija oz. njeno zavedanje lastne seksualnosti, predvsem seksualne Zelje in

uzitka. TakSen Zenski lik, s katerim dramaticarka izriSe prehojeno pot od romanti¢ne

ljubezni do seksualne osvoboditve in seksualne avtonomije, je lik Visnje:

viSnja
no, vidis, da ne rabim it k spovedi
saj spostujem svoje telo kot svetiSce svetega duha
veckrat na dan, Ce se le da (Semeni¢, jerebika 56)

Motiv romantic¢ne ljubezni avtorica ohranja tudi pri Karlu, ki Bogdani neumorno pise
ljubezenska pisma, s ¢imer kljub njenim pro$njam ne more odnehati. Karlovo pisanje
ima dva pomena, z njim dramaticarka ironi¢no postavlja protiuteZ osvobojeni sek-
sualnosti oz. je to ena od mogocih kompenzacij zaradi motnje prezgodnje (zgodnje)
ejakulacije.

Med koncepti, znacilnimi za pozno moderno, izstopajo: individualizacija posamez-
nika z osvobojenimi seksualnimi vlogami (npr. Karlova oralna stimulacija Angele),
individualne seksualne biografije (npr. ViSnja, Slavka, Estera, Bogdana, Ciril, Karlo,
Viljem, Herman) in samostojne epizode fragmentarnih seksualnih izkuSenj (npr.
med Cirilom in Bogdano). Dramati¢arka v vseh seksualnih aktih ubeseduje seksual-
ni uzitek, usmerjen na orgazmicne ucinke, pri cemer je v ospredju dajanje prednosti
takoj$njemu seksualnemu uzitku (npr. med Viljemom in Estero), prilagodljivost
seksualnih identitet za doseganje maksimalnega ucinka ob sicer takojSnjem zasta-
ranju (npr. med Slavko in Bogdano), siromasenje ¢loveskih odnosov, ki sta jim od-
vzeta intimnost in emocionalnost (npr. seksualni akt med Visnjo in lepim fantom).
Avtorica lo¢i ubesedovanje seksualnega uzitka od partnerskih zvez, kadar pa gre

za ponavljajoce se seksualne epizode (npr. med Cirilom in Angelo), te predstavljajo
okvir za Cisti uzitek, ki temelji na sotocnih interesih.

0d taksne ugotovitve odstopata le dve ubeseditvi seksualnih aktov, in sicer tistega
med zakoncema Estero in Karlom, ki je prekinjen zaradi Ze omenjene motnje zgodnje
ejakulacije: »ma Kkaj si ze fraj?«’ (Semenic, jerebika 22), ter ocitek Estere Viljemu, da
je kKljub veckratnim epizodam ne Zeli oralno stimulirati: »viljem, povsod me kusavas,
ma nikoli me $Se nisi kusnil na mojo ... gartroZo« (Semenic, jerebika 71), kar pa kaZe na
Esterino neuresnic¢eno seksualno Zeljo, manko v zakonski zvezi. Ironi¢no je, da Karlo
zelo pogosto oralno stimulira Angelo, pri cemer seksualna motnja in oralne stimula-
cije (brez penetracije) v epizodah (ter zatekanje v pisanje ljubezenskih pisem) kazejo

7 Fraj - konec (iz nemscine - frei).
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seksualno disfunkcijo, in sicer kot vzrok, povezan s partnerjem in razmerjem (dejav-
niki odnosov), oz. kot psiholoski vzrok (dejavniki ranljivosti).

Nadalje, analiza identifikacijskih elementov seksualnih kultur pokaze, da se Semenic
v besedilu jerebika, strudelj, ples pa se kaj odpove restriktivni seksualni kulturi in
seksualnost ubesedi z identifikacijskimi elementi permisivne seksualne kulture. In
sicer v svobodnem seksualnem izrazu vedno dveh enakovrednih subjektov (znacil-
nost vseh eksplicitno ubesedenih seksualnih aktov z izjemo Bogdanine masturba-
cije), kjer prevladuje konsenzualni seks s poudarjeno predigro (npr. med Bogdano
in Cirilom), torej gre za permisivni diskurz in diskurz reciprocnosti (v besedilu po-
polnoma umanjka diskurz psevdoreciproc¢nosti) ter za moc¢no naglasen orgazmicni
imperativ. Dramaticarka dramske osebe, predvsem zenske (kar je prvic¢ v sloven-
ski dramatiki), seksualno osvobodi do te mere, da postanejo polnokrvne lovke na
orgazme, dozivljajo jih vsi, domala z vsemi. Orgazmi so s poeti¢nim zapisom, npr.
»in bogu ukradeta nebesa« (Semenic, jerebika 39), Se dodatno naglaseni v stranskem
besedilu. Ugotovimo lahko, da avtorica potrjuje status orgazma kot najvisje stopnje
uZzitka v seksualnosti.

0d zapisanega odstopa sestra Helena na kolesu, erotiziran simbol Cistosti, nedotakl-
jivosti, ki nikoli ne spregovori, temve¢ se mimobeZno pojavlja kot vir moskih sek-
sualnih fantazij. Odstopa tudi Zupnik JozZe kot branik stoletja trajajoce restriktivne
seksualne etike, ki je zamejevala legitimni seks v meje heteroseksualne, monogamne,
ekskluzivne, nerazdruzljive zakonske zveze, kjer je dopuScen le seksualni odnos med
mozem in Zeno, z namenom prokreacije, vse druge seksualne dejavnosti pa velja-
jo za nenaravne in moralno nesprejemljive (Primorac 26). Dramaticarki uspe tudi
v lik Zupnika JoZeta vnesti dvom o seksualnosti, namre¢, v svoje pridige o pohoti in
napuhu stalno, celo fanati¢no vnasa zgodbo o Mini (italijanska popularna pevka, ki
jo druzba izobci zaradi zunajzakonskega razmerja z znanim politikom in zaradi ne-
zakonskega otroka), po drugi strani pa obsedeno v svoji sobi poslusa njeno glasbo
in nemara ob tem celo: »kaj gospod Zupnik si ga spet lajbajo® tam noter?« (Semenic,
jerebika 39).

Simona Semenic se kritike rimskokatoliske cerkve in njenega odnosa do seksualnosti
loti tudi z ironijo, saj je prostor mnogih seksualnih aktivnosti Zupnisce (zupnikova
gospodinja Bogdana) oz. zakristija (masturbiranje meznarja Viljema). Z vsem
zapisanim pa avtorica izhodis¢ni konflikt, boj med klerikalci in liberalci, izrazi na novi
(do zdaj v slovenski dramatiki Se neubesedeni) ravni, in sicer v polju seksualnosti.’
Zdi se, da ni nakljucje, da je dramsko dogajanje postavljeno prav na dan Marijinega

8 Lajbati si ga (lajbst si ya) - onanirati.

9 Opozoriti velja na primerjavo z dramskim besedilom Ivana Cankarja Pohujsanje v dolini Sentflorjanski (1907), kjer tema
seksualnosti sluzi za izris osrednjega konflikta, tj. konflikta med narodom (ubeseden v klerikalni podobi) in (liberalnim)
ustvarjalnim posameznikom, umetnikom. V drami jerebika, Strudelj, ples in Se kaj pa je ravno obratno, politi¢ni konflikt med
klerikalnim in liberalnim polom sluzi za izris seksualnosti.



vnebovzetja - s kultom Marijinega devistva je krscanstvo idealiziralo Zensko in
razreSilo lasten odpor do prokreacijskih odnosov - in na dan granicarjev JLA,
braniteljev socialisticne ideje. Ugotovimo lahko, da je izhodiS¢ni konflikt prestavljen v
konflikt med seksualnim svetovljanstvom in seksualnim fundamentalizmom.

Cetudi so dramske osebe seksualno osvobojene in nosilci lastnih seksualnih biografij,
vecina ostaja ujeta v miselni okvir vaske in tudi krscanske morale. V govoru Zensk
prevladujejo zavist, obrekovanje, namigovanje na nespodobnost in sklicevanje na
krsc¢ansko moralo, v govoru moskih pa je prisoten seksisti¢ni diskurz, izreCen v maniri
postavljanja in popivanja:

karlo

je Ze baba, viSnja, samo kaj, ko ima njena pizda vec obiskovalcev kot postojn-
ska jama

[...]
viljem
a, iz vseh njenih bingljev bi lahko speljali vodovod od ljubljane do Stanjela
se zasmeje
se zasmejejo
karlo
bi kon¢no lahko imeli tudi v Stanjelu vodovod!
haha, meznar, to si pa dobro pogruntal
haha, vodovod iz ticev do Stanjela
[...]
tone
kak$na baba za toneta

tone ima tako koso, da obrije z vsake picke roso! (Semenic, jerebika 14)
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to jabolko, zlato

Se vedjo kritiko seksualnega fundamentalizma in rimskokatoliske cerkve dramati¢arka
ubesedi v drami to jabolko, zlato. Ze naslov aludira na bibli¢ni motiv izvirnega greha, oz.
kot pravi Julija Kristeva, krs¢anstvo je s konceptom dihotomije Zensko idealiziralo prek
kulta device Marije in jo obsodilo z Evo kot uteleSenjem greha in skusnjave (10). Pojasni,
da je ta koncept posrkanje Zenske v materinstvo, je duhovni konstrukt Zenske kot Celote
oz. kot nerazcepljenega Drugega, pri ¢emer gre za abjektnost, saj je Zenska »istocasno
predmet fascinacije in groze, obenem pa je podvrzena vrsti tabujev, ki naj zmanjsajo in
omilijo nevarnosti materinske necistosti. Abjektnost je koncept, ki uteleSa vso dvojnost
naSe kulture v odnosu do materinske funkcije - gre za hkratno povzdignjenost in
izlocenost« (nav. po Kristan 122). Simona Semeni¢ materinstvo ubesedi na za staliSca
rimskokatoliske cerkve nesprejemljiv naéin, in sicer z odlo¢itvijo Zive, da kljub nezvestobi
in zanositvi z drugim obdrzi otroka ter nadaljuje zakonski odnos z mozem Petrom, ki je:
»Cudovit moz in cudovit oce, je nezen, pozoren, izobrazen, nacitan, uspesen« (Semenic, to
jabolko 39). Provokacija je toliko vecja, ¢e upostevamo Zupnikovo zbeganost ob Zivinem
priznanju nezvestobe. Vprasanju o enem od najkonservativnejsih stalis¢ cerkve - splavu,
torej svetosti zivljenja - je ob bok postavljena prepricanost o svetosti zakonske zveze
oz. o avtoriteti jedrne druZine kot postulata restriktivne seksualne etike, prokreacije,
monogamnosti in patriarhata. S spovedjo ovdovele Mire, kjer ji Zupnik ob priznanju, da
je vsa leta zakonskega zivljenja gojila seksualno Zeljo po drugem moskem - mozevem
bratu dvoj¢ku - naloZi: »za pokoro zmolite ... eno zdravomarijo« (Semenic, to jabolko 47),
pa avtorica pokaze nemoc rimskokatoliske cerkve do bremen vernikov, za katere nima
odgovorov, to breme je v Mirinem primeru dolgoletno obcutenje krivde.

Dramaticarka prav tako s kritiko pokaze na tradicionalne seksualne norme dvojnega
standarda, kjer je v ospredju seksualna neenakost med moskimi in Zenskami (kurba: vsaka
izmed Zensk si vsaj enkrat Zeli biti oz. je kurba - simbol procesa osvoboditve od norm;
kraljica: vsaka sanja, si predstavlja, da je kraljica - simbol Zelje po seksualni svobodi in
vladanju seksualni Zelji), na stoletja prevladujoca heteronormativnost in patriarhat (Mirin
zakonski odnos in slaba vest ob varanju; Vesnino sre¢anje z Dalmatincem Simunom) ter
na seksizem in paternalizem (profesorjevo seksualno izkoriscanje Studentk).

Simona Semenic kot protiutez seksualnemu fundamentalizmu kriti¢no (in ironi¢no)
pretrese tudi v rutino ujetega neoliberalnega posameznika pozne moderne
(farmacevt Peter), s ¢imer opozori na Zivljenjski slog individuumov lastnih biografij,
kjer ¢ustveno razmerje in ljubezen nista naravna danost, temvec rezultat vzajemnega
dela in »stanje, ki si ga je treba vsak dan znova priboriti, kar zahteva potrpezljivost in
strpnost ter vztrajna pogajanja« (Sadl 386) (razmerje med Petrom in Zivo).

Dramsko dogajanje z antagonizmom med krsc¢ansko moralo, tradicijo, patriarhatom na
eniin sekularizacijo, detradicionalizacijo in individualizacijo na drugi strani sooblikujejo



Stirje ZensKi in Stirje mosKi liki, in sicer v dinami¢nem prepletu monoloskih in dialoskih 169
govorov, dopolnjenih s stranskim besedilom o0z. enako kot v prej obravnavanem besedilu
z narativnim diskurzom, prisotnih je tudi ve¢ zakritih dejan;:

andrej jo poboZa po vratu in nalahno stisne
Ziva

trdega imas
andrej

ker imas najlepSo picko in ker se cedi iz nje
Ziva

ja

[...]

ona dvigne kiklo in se obrne proti pisalni mizi

andrej ji z eno roko povlece hlacke navzdol, z drugo si odpne zadrgo, vzame
svoj penis iz gat in ga

potisne vanjo
Ziva

au, pocasi, daj pocasi

andrej pocasi prodira vanjo
Ziva

ja, pocasi, ja

ja

andrej prodira vanjo vse hitreje

fukata

ona se trudi ¢im tisje stokat

andprej ji z desno roko zleze pod majico in si da opravit z njeno bradavicko, z
levo roko pa se igra z

njenim Scegetavckom (Semenic, to jabolko 18-19)
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Seksualnostje vbesedilu to jabolko, zlato ubesedovana s klju¢nimi koncepti, znacilnimi
za druZzbe pozne moderne, in ve¢inoma z identifikacijskimi elementi permisivne
seksualne kulture: z neoliberalno, pogodbeno druZino (npr. Peter in Ziva - kljub
zanositvi z drugim bo pogodba Se naprej v veljavi), z individualizacijo posameznika,
ki ima osvobojene seksualne vloge (npr. Vesna in Filip), z individualnimi seksualnimi
biografijami (Ziva, Vesna, Sanja, Filip in Andrej) ter s samostojnimi epizodami
fragmentarnih seksualnih izkusenj (npr. med Miro in moZevim bratom dvojckom). V
seksualnih aktih je seksualni uZitek usmerjen na orgazmske ucinke, pri ¢emer je v
ospredju dajanje prednosti takoj$njosti (npr. seksualni akt med Zivo in Andrejem),
prilagodljivost seksualnih identitet izhaja iz doseganja maksimalnega ucinka ob
sicer takojSnjem zastaranju (npr. lezbic¢ni seksualni akti), seksualnim odnosom
sta mestoma odvzeti intimnost in emocionalnost (npr. seksualni akt med Vesno in
[talijanom). Avtorica loCi ubesedovanje seksualnega uzitka od partnerskih zvez,
kadar pa gre za seksualne epizode (npr. med Zivo in Andrejem, Vesno in Filipom),
so te okvir za Cisti uzitek soto¢nih interesov. Permisivno seksualno kulturo lahko
identificiramo v svobodnem seksualnem izrazu vedno dveh enakovrednih subjektov,
kjer prevladuje konsenzualni seks s povecano predigro (npr. med Miro in Sanjo), v
permisivnem diskurzu in diskurzu recipro¢nosti (npr. med Zivo in Andrejem) ter v
mocno naglasenem orgazmi¢nem imperativu (npr. med Vesno in Italijanom).

Od ugotovitev odstopajo profesorjeve seksualne zahteve do Vesne oz. Studentk,
ubesedene z diskurzom moskega seksualnega gona (restriktivna seksualna kultura)
in podcrtane s seksizmom ter ideologijo paternalizma, kjer seksualnost sloni na dveh
vidikih: (a) sovraznem: Zenske so seksualni objekti, namenjeni izkoriS¢anju, in (b)
intimnem: Zenske so seksualni objekti, ki ob povelicevanju sluzijo za dopolnitev in
samorealizacijo moskega (Glick in Fiske 119-120). Z bioloskim diskurzom in koitalnim
imperativom je zaznamovano tudi Vesnino srecanje z Dalmatincem Simunom, ki ga
zavrne ob zavedanju vnaprej doloCene zgolj pasivne vloge, kjer bi ji bila odvzeta moznost
seksualnega uzitka: »nekateri bi rekli, da sem polna predsodkov, da je to stereotip, prav
bi imeli, ampak moj uZzitek je direktno od boga« (Semenic, to jabolko 29).

Besedilo prinaSa Se druge iz seksualnosti izhajajoce teme, kot je seksualno
drzavljanstvo, seksualni scenariji, Cisto razmerje idr. Njihova analiza bi pomenila
odmik od jedra razprave.

Zakljucek

Strinjamo se z ugotovitvijo Kristofa Jacka Kozaka, ki je zapisal, da:

[n]enavadna povezava poeti¢nosti tako vsebine kot oblike s konkretno druzbenostjo
pri Simoni Semeni¢ povzroci posplositev uprizarjanega problema in njegov dvig na



nivo ¢loveskega principa, zaradi ¢esar njenih dram ni mogoce brati zgolj kot konkretnih
prigod, temvec vselej kot simbolne panoramske slike ¢loveskih znacajev in odnosov,
mitoloske portrete sodobnih druzbenih razmerij (112)][,]

pri cemer dramaticarka v dramskih besedilih jerebika, strudelj, ples pa Se kaj in to
jabolko, zlato s konkretno druzbenostjo naslavljaseksualnost. Seksualnostkot osrednje
dramsko gonilo razplastis Stevilnimiklju¢nimikoncepti, znacilnimiza druzbe moderne
in pozne moderne, ter z bistvenimi identifikacijskimi elementi permisivne seksualne
kulture, manj izstopajoce pa z elementi restriktivne seksualne kulture - slednji lahko
pripiSemo primer paternalizma in seksizme. Pri ubesedovanju seksualnosti je mo¢no
naglasen orgazmicni imperativ, dramske osebe, predvsem Zzenske, so seksualno
osvobojene do te mere, da postanejo polnokrvne iskalke orgazmov, v obeh besedilih
jih i8Cejo in dozZivljajo vsi, domala z vsemi. S tem dramaticarka potrdi status orgazma
kot najviSje stopnje uzitka v seksualnosti v druzbah pozne moderne. Orgazem
tako postane seksualna identiteta, ima konstitutivno vlogo za percipiranje sebstva.
Identiteta orgazma je zato skupaj s seksualnim aktom obveznost in del izpolnjujocega
intelektualnega in Custvenega odnosa ter norma za custveno participacijo (Heath
73-75). Nadalje lahko ugotovimo, da takSno eksplicitno ubesedovanje seksualnosti
dramaticarka realizira z osrednjim dramskim konfliktom, ki je v obeh besedilih
antagonizem med kr$c¢ansko moralo, tradicijo, patriarhatom na eni in sekularizacijo,
detradicionalizacijo in individualizacijo na drugi strani, torej antagonizem med
seksualnim svetovljanstvom in seksualnim fundamentalizmom.

V drami jerebika, strudelj, ples pa $e kaj, kjer je dramsko dogajanje postavljeno v ¢as
socialisti¢ne Jugoslavije, avtorica potrdi Bernikovo (21) trditev o ujemanju s trendi na
podrocju seksualnosti v Sloveniji, ki so prevladovali v zahodnih druzbah. Do taksnega
spoznanja ostajamo sicer nekoliko zadrzani, saj ne upoStevamo koncepta posedan-
jenja, kajti besedilo je nastalo leta 2017.

Simona Semenic z obema dramama ne izrise le seksualno osvobojenih Zensk, temve¢
z velikim zamahom nadomesti stoletni primanjkljaj ubesedovanja eksplicitne
seksualnosti in seksa v slovenski dramatiki.
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The paper takes as its starting point the theory of sexuality as a social structure defined,
among other things, by sexual cultures and their distinctive discourses and imperatives.
The analysis of the distinguishing elements of restrictive and permissive sexual cultures in
two of Simona Semenic's plays - this apple, made of gold and rowan, strudel, dance and
more - shows that sexuality is indeed one of the central themes in both plays. Furthermare,
the playwright situates the thematisation of all sexual cultures in the context of social
changes in organising sexuality. The dramatic subject finds herself in the grip of the
modernisation of sexuality from which she is liberated through a drive to detraditionalise
and individualise her sexuality and through a change in sexual morality. Simona Semenic
primarily liberates the woman and her sexuality, who - with the rejection of the anti-
sexual tradition of the Roman Catholic Church and the social changes in the organisation
of sexuality in (post-)socialist society - traverses the path from sexual restraint to sexual
liberalisation. The analysis proves that a sexually liberated woman, as thematised by
Simona Semenic, is a novelty in Slovenian drama.

Keywords: Slovenian drama, Simona Semenic, sexudlity, social changes, sexual cultures
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The Sexually Liberated Woman: Sexuality
and Sexual Cultures in Two Plays by Simona
Semenic

Pavel Ocepek
Faculty of Arts, University of Ljubljana

The paper answers the question about which concepts of social change in the
organisation of sexuality in modern and late modern societies and identification
elements of restrictive and permissive sexual cultures Simona Semenic (1975) applies
to thematise sexuality in her plays this apple, made of gold (2016) and rowan, strudel,
dance and more (2017).

The dramatic action of rowan, strudel, dance and more is centred on a Catholic mass and
a Socialist celebration organised by the villagers on the same day at the same time. In the
rural milieu, sexuality - expressed as continuous performance - is intensified to such an
extent that it becomes the central driving force of the action. The analysis reveals that
the author’s thematisation of sexuality originates in the concepts that are characteristic
of both modern and late modern societies: 1) the subjective experience of sexuality (e.g.,
masturbation); 2) the secularisation of sexual desire (evident in all-female characters,
who initiate most of all the sexual acts in the play); 3) plastic sexuality (female sexual
autonomy and awareness of one’s own sexuality, especially sexual desire and pleasure
- the character of ViSnja); 4) the individualisation of the human being through liberated
sexual roles (e.g., Karl’s oral stimulation of Angela); 5) the individual sexual biographies
of all the villagers; and 6) the independent episodes of fragmented sexual experiences
(e.g., between Ciril and Bogdana). The thematisation of sexual pleasure focuses on
orgasmic effects: the privileging of immediacy (e.g., between Vilijem and Estera), the
impoverishment of intimacy and emotionality (e.g., the sexual act between Visnja and
the handsome boy) and on recurrent sexual episodes (e.g., between Ciril and Angela)
that provide a framework for pure pleasure based on confluent interests.

Sexuality in the text is thematised through the elements of a permissive sexual culture:
free sexual expression between two equal subjects (a feature of all the explicit sexual
acts), where consensual sex with more foreplay prevails (e.g., between Bogdana and
Ciril), thatis to say, there is reciprocity and a strongly accentuated orgasmic imperative.
The characters in the play, especially the women, are sexually liberated to such an
extent that they become full-blooded orgasm-hunters; orgasms are experienced by
everyone, with almost everyone.
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The only two exceptions are the nun Helena on the bike, an eroticised symbol of
chastity, and the forever doubting priest JoZe, a bastion of the centuries of restrictive
sexual ethics, who fanatically introduces the story of the famous Italian singer Mina
into his sermons on lust and pride and who obsessively listens to Mina’s music in
his room, perhaps masturbating while doing so. It is certainly no coincidence that
the play is set on Assumption Day - Christianity idealises women and overcomes
its aversion to sexuality through the cult of Mary’s virginity - and on the day of the
Yugoslav National Army border guards - the defenders of the socialist idea. Thus,
the initial conflict grows into a conflict between sexual cosmopolitanism and sexual
fundamentalism.

The centre of the dramatic action of this apple, made of gold, with the title’s allusion
to the biblical motif of original sin, is the antagonism between Christian morality,
tradition and patriarchy, on the one hand, and secularisation, detraditionalisation
and individualisation on the other. The antagonism is expressed most strongly
in Ziva’'s decision to keep her child and continue her marital relationship with her
husband, Peter, despite her infidelity and pregnancy with another man. The question
of abortion is juxtaposed with the questioning of the authority of the nuclear family
as the postulate of procreation, monogamy and patriarchy. The central dramatic
conflict is supported by 1) the traditional sexual norms of double standards with the
compulsory sexual inequality between men and women (the whore: every woman
wants to be or is a whore at least once - a symbol of the process of liberation from
the norms; the queen: every woman dreams of being a queen - a symbol of the desire
for sexual freedom and governing sexual desire); 2) the centuries of dominating
heteronormativity and patriarchy (e.g., Mira’s marriage and bad conscience when
cheating); 3) sexism and paternalism (the professor’s sexual exploitation of students);
and 4) as a counterbalance, the neoliberal individual of late modernity trapped in
routine (the pharmacist Peter) - used by the author to draw attention to the lifestyles
of the individuals of their own biographies whose emotional relationships and love
are not a natural given, but the result of shared work (e.g., the relationship between
Peter and Ziva).

The scenes of explicit sexuality in this apple, made of gold are thematised with the
concepts typical of late modern societies and, primarily, the elements of a permissive
sexual culture. The professor’s sexual demands on Vesna and other female students
- thematised through the discourse of the male sexual drive and underlined with
sexism and the ideology of paternalism - and Vesna’s encounter with the Dalmatian
Simun, marked by biological discourse and the coital imperative, whom she rejects in
the knowledge of her predetermined passive role - are the two instances that do not
fit the conclusion made above. These are elements of a restrictive sexual culture.



In both texts, Simona Semenic addresses sexuality. She unties it as a central dramatic
drive with a number of key concepts typical of modern and late modern societies as
well as with the main elements of a permissive sexual culture and, less prominently,
with the elements of a restrictive sexual culture. The central conflict between sexual
fundamentalism (Christian morality, tradition, patriarchy) and sexual cosmopolitanism
(secularisation, detraditionalisation, individualisation) is highlighted by the orgasmic
imperative; the characters, especially the women, are (for the first time in Slovenian
drama) sexually liberated to the point of becoming full-blooded orgasm-seekers.

In both plays, Simona Semenic¢ not only portrays sexually liberated women but also
makes up for the century-long deficit of (the thematisation of) explicit sexuality and
sex in Slovenian drama.

Translated by Andrej Zavrl
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We can find certain similarities in theatre forms, topics and relationships to drama
manifested and used by the artists of the same generation - so-called millennials operating
primarily on the independent scene. They are more interested in autobiographical texts
than in the original dramatic texts. The author is not represented as one person but as
a cooperation of a collective of authors. It is the whole group of creators, the actors or
performers included, who create the final shape of the text. It seems that expressing
authenticity - in the text and on the stage - becomes the main intention of their
approaches to drama. Trivial and everyday matters of life become the subjects of their
interpretations. They place in the centre of their attention the human as their self-image
or the human as a person they know from close or familiar circles, from media or stories
of others. For authors, themselves or their issues and attitude towards life represent
the inspiration. Also, they like to speak about themselves and analyse their feelings and
perceptions as if defining these in front of the spectators brings them a therapeutic effect
and confirms the relevancy of their attitudes towards life. What does such authenticity
expressed by the self-projection of artists in their texts and in their performances bring
to the audience? Does it raise any deeper awareness and understanding of life for the
audience, or does it recycle what we already know?

Keywords: contemporary Slovak theatre, devised theatre, millennials, performance,
autobiography, authenticity
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Authenticity in Authorial Works of Devised el
Theatre: Approaches of the Millennials'

Zuzana Tim¢ikova
Institute of Theatre and Film Research, Art Research Centre of the Slovak Academy of
Sciences

The outlook and values of the members of one generation may have similar bases,
which are naturally shaped by identical cultural developmental contexts and the social,
economicand political conditions in the given environment. An essential role in moulding
the common value framework of the same generation is played by the mechanisms that
prevail in institutional education, i.e., in the school and education systems. A certain
similarity in approaches to creation - in both aesthetic and programmatic terms - as a
manifestation of the shared values of one generation can also be seen in a group of Slovak
theatremakers active mostly in Bratislava. They may be ranked among the so-called
Generation Y or the Millennial Generation. Its members are very close to each other in
age; they were collegemates studying various specialisations in subsequent classes at
the Theatre Faculty of the Academy of Performing Arts in Bratislava (hereinafter, APA).
After their graduation, some established their own theatres as civil society organisations
(e.g., NUDE Theatre, Peter Mankovecky Theatre, Uhol_92/Angle_92, etc.), in which they
make theatre collectively. Others are freelancers and collaborate with independent
theatres established by their peers on a project basis. Within the independent theatre
scene in Bratislava, they represent the main actors of the current wave. However, the
topics they bring up and how they depict them on stage are very similar in many aspects
and often not very original, either. Several specialists (especially in English-speaking
environments) from the fields of sociology, demography, psychology, cultural studies,
social economics, human resources and education have dealt with the Millennial
Generation.? They have written several journalistic and specialist articles, studies and
1 The study is an output of the project VEGA 2/0110/19 Poetics of Contemporary Performance Art.

2 Let’s mention some publications, studies and articles in the field of business and management, social economy sector
such as The Millennial Mindset: Why Today’s Young Workforce Thinks Differently by Cara Silletto, When Millennials
Take Over: Preparing For The Ridiculously Optimistic Future Of Business by Jamie Notter and Maddie Grant, "Rise of the
millennials: how they will impact the cyber workforce" by Adam B. Lowther, "Millennial Generation Perceptions of Value-
Centered Leadership Principles” by Thomas Maier, "Mind the Generation Gap: Millennials and Boomers in the Library
Workplace" by Eric Jennings and Jill Markgraf, "Protecting my turf: The moderating role of generational differences on
the relationships between self-direction and hedonism values and reactions to generational diversity" by the collective
of authors from Farmer School of Business, Miami University S. B. Dust, M. W Gerhardt, D. Hebbalalu and M. Murray or
The World Economy: A Millennial Perspective by the economist Angus Maddison. There have also been published many
interdisciplinary publications and articles transcending the fields psychology, sociology, anthropology and cultural
studies such as Millennials Rising: The Next Great Generation by Neil Howe William Strauss, Fast Future: How the Millennial
Generation is Shaping Our World by David D. Burstein, "Are Millennials Really the 'Go-Nowhere' Generation?" by Noreen C.
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comprehensive publications reflecting on the value framework of this generation in its
broader social, cultural, political and economic contexts.? This generation is sometimes
called the “Me Me Me Generation” (Stein). This designation is based on the fact that the
authors of several studies and articles define millennials as a selfish, narcissistic, self-
centred generation compared to the previous ones.

Images of the “Me Me Me"” Generation

Increased attention to oneself and a need for self-reflection or self-expression
in terms of talking about oneself can be seen even in the stagings of several
independent theatremakers of this “Me Me Me” Generation in Bratislava. Although
the open dramaturgy and the wide range of topics and approaches of the independent
theatremakers active mainly in Bratislava reveal that, similarly to the previous
generations, they also take an active interest in the world, in the developments and
in people and their place in it. They often do so through themselves. They give their
personal statements in which they expose themselves to the audience “from inside”.
They talk about their emotional and mental disposition, their values, their problems,
their worries, their status, and their actions in their interpersonal relationships or
in their broader social communities. They do not analyse major moral or ethical
dilemmas but the trivial issues of everyday life. The attention of this generation
focuses on someone who is either in their own image, i.e., their own self, or someone
from their close or distant environment whom they know well and whose values are
close to theirs. That person and their problems and life become inspiring materials
for them. They view their existence also through the lens of the past and its messages.
They compare themselves with the generation of their parents and grandparents
and look for their self-determination also in confrontation with the past. They try to
define their attitude towards the models in which they grew up and find links with
the past and with the things they experienced. They pay attention to their depression,
frustration, existential crises, complexes and attitude towards the virtual space and
social media. They share a constant quest for and re-evaluation of their external and
internal identity as a framework to define themselves.

This gives rise to a range of works in the form of scenic autobiographies,
characterised by a large extent of authenticity. These are based on authorial texts

McDonald, Generation Me - Revised and Updated: Why Today's Young Americans Are More Confident, Assertive, Entitled
- and More Miserable Than Ever Before by Jean M. Twenge or some journalistic and popular-educational guides and
handbooks such as Clueless At 30: A Millennial’s Search For Everything And Nothing by Shalini Prakash, Hacks for Life and
Career: A Millennial’s Guide to Making it Big by Sandeep Das, The Radical Sabbatical: The Millennial Handbook to the Quarter
Life Crisis by Emma Rosen, The Burnout Generation and Can’t Even: How Millennials Became the Burnout Generation by the
journalist Anne Helen Petersen or Ok Boomer, Let’s Talk: A Millennial Defense of Our Generation by Jill Filipovic.

3 The time specification of this generation varies by a few years, but, roughly, it includes individuals born in the period
ranging from the 1980s to the year 2000.



or, more precisely, authorial scripts, which represent synopses of the plays. The
content of the text itself, whose bearer on stage is the author and which contains
something from his life, the events he experienced, and something that refers
directly to him, may be subject to change and improvisation by the actor-author
during the performance (or statement on stage). The texts’ language and structure
are not crucial for their scenic depiction in the thematisation of everyday things and
the banalities of life. The overall scenic form, the statement as such, whose original
text only names the author’s feelings and his actual situation, becomes a lot more
essential. The theatremakers approach their scenic reflections mainly through
performative forms. Through them, the actor-performer, as the author, talks about
his past and present life and refers to actual events whose centre is he himself. In
the context of the assessment of personalised theatrical statements, authenticity
bound to the author’s talk about himself becomes a highly positive attribute whose
value exceeds even the relevance of all the other components of the work. Even in
the aesthetically simplest stagings and performative works, anything that exhibits
any extent of authenticity and can evoke genuine emotions is considered to be, in a
certain way, theatrically high-quality and artistically valuable.

Let us look at a few examples from the millennials on the theatre scene of Bratislava.
This manner of artistic expression through autobiographical theatre* is close, e.g.,
to the female authors of NUDE Theatre (NUDE stands for Independent Formation
of Theatrical Energy in the Slovak language). Officially established in 2017, the
ensemble consists mostly of women. Their theatre-making has a certain prehistory,
however, during which, roughly from 2013, the budding personalities, former
classmates, actresses, directors, performers and close friends Veronika Malgot (called
Pavelkova at that time) and Lydia OndruSova (Petrusova at that time) created several
autobiographical performances and stagings - Samson (2013), Mama ma md (Mama
Got Me, 2015), Matilda (2015) - in which they outlined topics and approaches which
they further developed in their later theatrical works. NUDE is an autobiographical
theatre, and its founders create scenic works in which they frequently and readily
talk about themselves, their own lives and situations, and analyse their actions and
feelings as if voicing them directly in front of the audience should have a therapeutic
effect or confirm their relevance. They complement their line of women'’s topics -
the desire for finding the “right” man in Samson (2013), the relationship with one’s
mother and the confrontation of the attitudes of the authors to life, which differ from
those of their mothers, in Mama ma md, the ups and downs of marriage in Liibim ta,
ddvaj si pozor (Love You and Take Care, 2018), the status of women in marriage against
the background of social and historical changes in Mala Dr. Csabovd pravdu? (Was Dr.
Csaba Right?, 2019), or getting to know oneself through the stories of the women in

4 This manner of artistic expression through autobiographical theatre and performance is close to what Patrice Pavis calls
a form of scenic autobiography, a life story (31).
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their families in Rola (Role, 2021) - with more general topics in their other shows. For
example, in Andy! To Be Seen (2020), reflections about the fame, popularity, originality,
or unoriginality of a work of art and the desire for success become the topics. In their
project Pasdz 5 (Passage 5, 2020), they ponder over the life and the loneliness of
the elderly and the proximity of death with a pinch of humour and, in Brutto (Gross,
2021), they discuss the general value of money and the attitude of people to it. All the
productions of NUDE Theatre exhibit attributes of documentariness. They are based
on authentic materials that draw on their personal experience or the experience
of their environment or on the statements or situations actually experienced by
strangers (real persons) and their true stories. The theatremakers do not organise
the collected materials into storylines or linear scenic structures and do not subject
them to the principles of interpretative theatre or large scenic metaphors. They prefer
creating fragments and mosaics, which become direct and verbatim statements, often
conveyed through audiovisual tools in addition to verbal, or bodily and physical,
action. Their works with women'’s topics offer images of themselves and talk about, in
the simplest scenic forms, what they face as women, mothers, friends, wives, lovers,
daughters, granddaughters, or actresses and theatremakers, from coping with their
body weight through relationship issues to postpartum depression.

The authors opened the self-projection of their actually experienced reality and the
problems and dilemmas associated with it with their autobiographical performance
called Samson (2013).° From its premiere in February 2013 until 2020, Samson
was performed nineteen times, including the premiére. Samson is an allusion to a
dream man destined to be one’s life partner, who is actually the man with whom
the performers live. It is not a direct reference to Samson, the Biblical figure, but to
the homonymous song about love by the Russian American singer Regina Spektor,
which is played at the end of each performance (Maslarova). The essence of each
show is the authors’ transformation in time, connected to the changes in their
lives (especially their love lives). Although for the performers, the show provides
scope for improvisation and a unique scenic situation, it contains staged theatrical
components. Some parts in the structure of the scenic form are constant and fixed.
The performers change primarily their verbal actions but maintain certain “basic
points” and repeat several scenic actions in each show.® In the 2013 shows of Samson,
Lydia Ondrusova tells the audience about her desperate desire to find a partner and
mentions her authentic embarrassing but humorous dating experiences. Whereas in
the 2019 shows, she talks about her marriage (which is already falling apart). “When

5 The performance was born at a time when NUDE Theatre did not yet officially exist. The performers, future founders of
the theatre, established a civil society organisation as a legal platform for their theatre-making officially in 2017 and that
is when the NUDE civil society organisation was entered into the register of civil society organisations of the Ministry of
the Interior of the Slovak Republic.

6 For example, the actions of Lydia Ondrusova on roller skates, Veronika Malgot playing the piano, the action when both
performers, dressed, step inside an inflatable pool filled with water and share their actual sorrows there, etc.



we played Samson for the first time, we were desperate single women; now, we are
desperate married women”.” The work is not only about finding one’s life partner and
“verifying” if he is the “right one”; it is “about how we lived, how we live, and how we
found ourselves where we are now”, as Veronika Malgot put it at the beginning of the
2019 performance of Samson, i.e., six years after its premiere.?

Thematisation of Everyday Life

Thematically, the sphere of the theses analysed in the repeats does not differ much,
and the performers draw on their lives’ everyday problems and trivialities. In
the 2013 performance, the audience could hear about their joys of going to swing
evenings in the KC Dunaj community centre,’ their enthusiasm for Beyoncé’s concert
in Bratislava, about leaving the dormitory and moving into their first rented flat after
graduation, about power cuts and bedbugs, about their disappointments with their
romantic relationships, and about their discoveries that their boyfriends were no
Samsons. When the authors played Samson six years later, one of them already had
two children, and the other one was dealing with her uncertainties about whether
she was prepared to become a mother and whether she and her husband could
overcome their quarrels and misunderstandings, which had been accompanying their
relationship. The audience becomes a “sounding board” for their “effusions” about
their messy households, their lunchbox diet, being hungry while trying to lose weight
or the difficulties of logistics in a family with two children. One of them reveals what
irritates her most about her husband, and the other one voices her concerns about
marriage and talks about how social media makes her jealous. Some circumstances
change, some remain, and it seems to be their battle with their body weight and their
eternal desire to lose weight that appears in their statements repeatedly. For example,
at the beginning of several shows, Lydia Ondrusova notes that she did not manage to
lose any weight in the past year, either. However, they manage to look at everything
from a distance, and this self-irony makes their statements humorous and likeable to
the audience.

On the one hand, specific situations in life and, on the other hand, the emotions
arising from experiencing them become the sources for the authorial narratives.
Together, they create images about the lives of their bearers. Detailed descriptions of
banal activities tied to the events experienced by the performers frequently become

7 Entry from the recording of the show.

8 The text of the pilot performance of Samson in 2013 was born from the authors’ Facebook posts which they, as active
users of social media, piled up on their Facebook walls (See Maslarova, Samson Bordering Performance Art).

9 Audience members close to the performers in age, who know this club well and used to go there themselves when they
were students, are well aware of the fact that, in a certain period, entertainment events focusing on music were regularly
held there, including “swing parties” and “retro parties”. These events were very popular, especially among the student
population of Bratislava.
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parts of their statements. Lydia Ondrusova, for example, describes in detail how she
styled her hair and what clothes she wore when she was going on a date. How she
spent her time when her husband left for a few days’ trip with his colleagues, or even
what kind of bread and spread she bought on a lonely evening. The audience often
reacts to situations like these with a laugh. The performers mention specific places
and situations with which the audience members can identify and of which they may
have their own memories. It appears that these seemingly ordinary details and the
possibility to identify oneself in a given moment through what has been said enhance
a feeling of authenticity in the audience members. When Lydia OndruSova mentions
how she was waiting at a bus stop in Racko for bus 39, the audience members who are
familiar with the conditions of riding this bus to Mlynska dolina!® can associate the
memory the performer shared with an actual situation connected to this place (for
example, the awfully crowded buses on this route or how often it used to happen that
one could not even get on the bus because it was full). It is not only the experiences,
but the stories, the problems, and the circumstances the performers also share with
the audience that are real; authenticity permeates even their manner of acting and
working with the means of expression. The utmost civilian character and naturalness
of their expression (although sometimes showing affect) on stage and the complete
denial of the principles of scenic language lift the audience members out of illusion
and convince them that whatever the authors say, they mean it.}

The authors lend a different, new dimension of authenticity to this performance in its
special version live-streamed from the flat of one of the performers during the pandemic
lockdown in May 2020, when all live public events were banned for epidemiological
reasons. The authors situate the show in a private space, where one of them lives. The
reflection of her everyday life thus shifts straight to her private zone, to the place where
she actually lives it out. The audience can again hear about the afflictions of a mother
of two, the operation she had to postpone several times, her inability to exercise at
home, her divorce, drinking and sorrow, her personal trainer who kept interrupting
her training with text messages, or the details of her premenstrual syndrome. The
performers play in an even more civilian manner and interrupt the quasi scenic
actions with spontaneous insertions and comments. They talk to the camera as if they
were having an informal conversation with a friend through one of the digital social
media applications. The actions are filmed with two cameras, but the footages are
amateurish and home-processed non-professional livestream products. They represent
a spontaneous experiment of the performers of Samson to get the “theatre” (if it can still
be called a theatre at all) to the audience in the virtual space in the simplest way and are
partly staged and partly improvised “reality shows” filmed in a DIY way.

10 A student “village” where the largest complex of dormitories in Bratislava are situated.

11 Both performers have, for example, a noticeable accent of the Eastern Slovak dialect and Veronika Malgot often talks
very fast to the point that sometimes she cannot even be understood.



We can find several such examples of the authors talking about themselves as
a thematisation of their everyday lives in a performative form from among the
creations of the so-called millennials and their online “adaptations”. Let us mention,
for example, the multi-authored performance called Vel'kd potreba (Big Need) (with
the subtitle Performative Instastory). It was performed back in March 2017 in Studio
12 by four authors, Lydia OndruSova, Zuzana Haverda, Peter Tilaj¢ik and Tomas
Prochazka.'? At that time, they felt a “big need” to show how the lives of the graduates
of the school of arts looked and sincerely admitted that to graduate from the APA
does not automatically mean a job with the Slovak National Theatre or a role in a
high-budget film, but, often, the complete opposite - they do their profession for free
and earn a living as cashiers in a supermarket, bartenders, or waitresses, or get some
additional income by making lollipops.

During the pandemic, these four authors also made use of the limited possibilities of
making theatre in the virtual space and, in April 2021 (at a time of strict lockdown),
they created a sort of free continuation of Vel'kd potreba without using any professional
streaming services, with the telling title ESte vdcsia potreba (Even Bigger Need). In a
video conference call, all four actors share how they are coping with the lockdown,
what their daily routine looks (or does not look) like and what they are up to. The
viewers are confronted, online, with the everyday lives of the four participants during
the pandemic, who talk about all this in front of the cameras in their own rooms,
dressed in casual wear, with no makeup, i.e., in their fully admitted realities. The one
records himself getting up from the bed in the morning and brushing his teeth and
shows in the video what he is wearing, what he has cooked, and what he is planning
to do. The other one admits that her only goal in the coming week is to make pesto
from the wild garlic she has collected or to change the bedsheets and replace the
old mattresses with new ones. Besides describing their ordinary daily activities,
the performers also share their feelings and talk openly about their mental state in
the past period - about their partners leaving them, their periodic depression, their
difficult battle with solitude and loneliness, their problems with alcohol, their longing
for love, their feelings of emptiness, and their pain from the deaths of their loved ones.
These moments give scope for deeper emotional experiences, such as compassion
and empathy with the performers. Katarina Cveckova also appreciated the emotional
depth and the authenticity of this collective online confession of the four performers.
In her review of ESte vdcsia potreba for the online magazine Mloki she wrote,
comparing it with Vel'kd potreba: “What remained constant is also the unrestrained
authenticity that accompanied the Este vdcsia, too. It is the only online project on our
scene which managed to convey to me personally an almost equally strong emotion to
that which may be expected from live theatre”. On the other hand, we could argue that

12 The studio in the building of the theatre Institute in Bratislava, meant for the presentation of new Slovak and world
drama and contemporary art.
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it was more like an online tabloidisation of the authors’ lives during the pandemic
through a friend’s Zoom call rather than an authentic artistic statement. What, then,
is the proverbial authenticity?

Enhanced Authenticity

The above examples of authorial projects are based chiefly on verbal action, in which
the participants name the emotions they experience and reflect on themselves
directly in front of the audience. They are simple verbal statements, verbal collages
from the everyday lives of the authors, as well as from their inner worlds. Any motoric
or physical action or any prominent playing with the materialness of the body and
of the other objects on stage appears to be only an auxiliary, illustrative action that
enlivens the verbal aspect of the show. Semantically richer messages are absent in the
scenic action. However, this appears to be what evokes feelings of authenticity in the
audience. The Czech director Barbara Herz, who deals with documentary theatre in
her article about staged authenticity, points out the difference between documentary
theatre and theatre that has a similar thematic focus (e.g., historical or political plays)
that may be inspired by non-artistic realities but still works with fiction to a certain
extent. In this case, the audience remains closed to the semiotic categories of the
denoted thing’s meaning, signs and conveyance. According to Herz, the difference in
perceiving documentary theatre and similarly thematically focused fictive theatre lies
neither in their quality nor in their power to affect the audience. The effect, i.e., the
authenticity, of the overall expression of a documentary work lies in its intentionally
built desemantisation, when the traditional form of constructing meaning and
working with a theatrical sign is weakened to the greatest possible extent.!® If these
personal statements of the authors are perceived as certain forms of documentary
theatre (in terms of documenting the personal lives of the authors), the reduction
of the theatrical signs leads to the simplicity (artlessness) of the statement and, at
the same time, to a stronger effect of authenticity. Although whatever is directly
spoken and literally suggested may evoke a series of various other associations,
thoughts, and memories in the audience members, it provides a narrower scope for
creating semantic connotations than semantically richer scenic actions. The audience
members receive (or reject) whatever the performer says, identify with it to their
13 The principle of desemantisation is based on questioning the theories of theatrical semiotics and the notions of the theatrical
and performance artists of the 1960s that the task of performance should not be to communicate the meanings created by a single
group of participants (actors) that may weaken the overall effect on the audience. According to Fischer-Lichte, only avant-garde
artists, with their aim of a new aesthetics of effect, gave a clear answer to questions about the effect of performance on the
audience and its meaning to it. This requires the performers to give up any effort to construct meanings. The staging means are
reduced to pure materialness (sensuousness), i.e., the audience members do not consider them to be bearers of certain meanings
and do not connect them with the other elements of the scenic work, nor with any other contexts. They do not look for links as to
what they denote and what they refer to. In this way, the minimisation of the construction of meanings opens up, on the one hand,

a broader domain of receptive possibilities for the audience and gives them the freedom to mould these meanings individually
(Fischer-Lichte 201-202).



own extent, and subsequently develop a feeling of authenticity or a kind of empathy
towards the performer. In his essays on postdramatic theatre, Lehman also sees a
specific aesthetic quality in the reduction of both themes and forms to the greatest
possible simplicity. According to him, triviality may be an indispensable condition for
intensifying new ways of audience reception (116-117).

The actors themselves becoming the bearers of the verbal stories and the vividly
expressed emotions on stage is another factor that intensifies the feeling of
authenticity. This thesis is also supported by Pavis’s comparison of autobiographical
performance and working with autobiographical dramatic texts as two forms of
autobiography on stage. In the case of staging autobiographical texts with all the
principles of creating theatrical semiosis, the actor (acting out a character) as the
bearer of the text plays the role of the character (Pavis 31). On the other hand,
author-actors in a self-performance “are biographers of themselves, there is a real
person before us whom we see, live, reflecting upon his past and present condition”
(Ibid.). With this, Pavis seems to suggest that it is this form of scenic expression that
has the greatest potential to bring authenticity.'* The creators of autobiographical
performances eliminate fiction on stage, or at least completely minimise it, and
replace it with documentary materials and direct personal statements. Audience
members familiar with the context do not read the work as a set of artistically
organised signs denoting the reality but as the reality itself. Barbara Herz notes
that the enhancement of the impression of authenticity for the audience directly
correlates with who conveys it. If the given conveyor (performer) has a personal
relationship to the described event, i.e., if he himself is its carrier, the audience
automatically works with the awareness that the shared event concerns its so-
called conveyor. At the same time, it stops perceiving the performer in the standard
representation of semiotic codes and perceives him as a representative of presence
and effect (Herz). Presence may be understood as directness and authenticity on
stage, while representation offers the audience only a mediated approach to the
world of the acted-out character.’® Therefore, authenticity as veracity has been
named and defined for ages as the basic expressive feature of personal, self-
referential performative statements and statements based on real events in any

14 This argument is debatable. Even works based on artistic fiction may be authentic and, vice versa, any extent of realness on
stage is not necessarily and ultimately authentic for the audience.

15 Lichte, however, warns that it is not sustainable in aesthetic theories to view the terms “presence” and “presentation” as
necessarily opposites. She points out several cases from the past and the present when the actor’s body was perceived as the essence
of presence, but, at the same time, the character portrayed by the actor exhibited the characteristic features of representation.
Lichte elaborates that the genesis of both the presence and the representation of a character is enabled by the special processes
of embodiment. When an actor portrays a character, he does not create it based on a formula provided in advance by the text
and his character is not only a depiction of something ordered in advance; he creates something completely new and unique.
The portrayed character is connected to the specific corporeality of the actor who represents it, and it is thanks to this specific
and unique corporeality that the portrayed character may acquire its existence. Fischer thus says that the term of representation
denoting the process of moulding a character should be redefined. According to her, both representation and presence result from
the specific processes of embodiment arising during the perception of the show. It does not mean, however, that these two terms
are interchangeable, or that they are synonyms (212-213).
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scenic form. The live character of the realities and the emotions conveyed to the
audience through the “Me” of the performer himself naturally have a more affective
influence on the perception of the work.

The “Me" Culture

One of those who tried to find an answer to the question of why, in today’s theatrical
and performative arts, the audience is interested in self-referential works in which
the authors refer to their own realities and existence was Sherill Grace, the author
of Theatre and Autobiography: Writing and Performing Lives in Theory and Practice, a
specialist in Canadian literature and drama and a professor at the University of British
Columbia in Vancouver. She claims that any form of autobiography, and not only in
theatrical arts - prose memoirs, biographies, biographical novels, documentary
films, photographic and painted portraits, reality TV shows, online blogs and vlogs,
performance art, autobiographical plays - appeals to the audiences and has become a
popular genre in Western countries because we live in a culture of “me” (25-26). Grace
also names further, more complex explanations of the obsession of today’s Western
society with “me”. Although the author of the chapter that gives an introduction to
the relationship between theatre and autobiography means mostly autobiographical
(staged) plays, certain attributes arising from her description may be applied even to
autobiographical performances, in which the performers reveal their own realities
even beyond linearly structured stories. Whether through talking about oneself in
performative forms or through the acted-out character in autobiographical plays,
narrations about one’s own self (“me”) satisfy, according to Grace, people’s basic
voyeuristic impulses and hunger for stories and, in a way, they guarantee the truth,
the meaning, and the order man looks for in the world. True stories have the ability
to reveal, organise and create the meanings people seek. The live emotions directly
connected to these stories lend a human face to the impersonality of this globalised
world, and the audience finds comfort in this. Grace defines story and memory as the
basic tools of autobiography, through which the audience tries to understand what
they experience, discovers what is accepted as truth and gets to know themselves and
others (27-31).

Judging from these claims, the audience’s fondness for “me” narratives exceeds
generational boundaries. Regardless of the generation to which the author recounting
his story belongs, he can find recipients in a broad spectrum because our time and
its cultural and social conditions generate and enhance a need for such narratives in
the audience. The above examples of the theatrical productions of theatremakers of
the same generation in Bratislava are not stories with a powerful dramatic conflict
but fragmentary images and verbal (and verbatim) illustrations of the outlooks of



their bearers (mostly in anxiety or depression) - they simply name their feelings,
sometimes also the reasons for them, in front of the audience. The authenticity of
these types of theatrical statements, a form of “mental hygiene” for their participants
that brings emotional satisfaction to the audience members, is received very positively
not only by the audience but by theatre critics, too. As if, today, it was enough to talk
about oneself, to share even one’s most ordinary everyday story, and give it some
basic framework of scenic, though very simple, expression, and it will be received
well. However, it is questionable whether it is an explicitly generational fondness or
only a phenomenon concerning a small group of theatremakers, mostly friends with
one another, who have been artistically formed together and work with and influence
each other in the same environment.
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Med umetniki iste generacije, t. i. milenijci, ki delujejo predvsem na neodvisni sceni, lahko
opazimo doloc¢ene podobnosti, kot jih kaZejo in uporabljajo predvsem v gledaliskih formah,
temah in odnosu do dramskega besedila. Bolj kot izvirna dramska besedila jih zanimajo
avtobiografska besedila. Avtor pri tem ne nastopa kot samostojna oseba, temvet sodeluje
cel kolektiv avtorjev. Gre za skupino ustvarjalcev, vklju¢no z igralci oziroma izvajalci,
ki izoblikuje dokonctno razlicico besedila. Zdi se, da je izrazanje avtenticnosti tako prek
besedila kot na odru poglavitni namen takih pristopov k dramatiki., Predmet interpretacije
postanejo trivialne in vsakdanje Zivljenjske zadeve. V srediSte pozornosti postavljajo ljudi
kot lastno samopodobo ali pa ljudi kot osebe, ki jih poznajo iz prijateljskih ali druzinskih
krogov, iz medijev ali iz pripovedovanja drugih. Avtorji se navdihujejo pri samih sebi, pri svojih
tezavah in odnosu do Zivljenja. Poleg tega ustvarjalci radi pripovedujejo o sebi, analizirajo
svoja obcutja in zaznave, kot da bi imelo to, da jih lahko definirajo pred gledalci, nanje
terapevtski ucinek in bi potrjevalo relevantnost njihovega odnosa do zivljenja. Kaj lahko
taka avtenticnost, ki se izraza s samoprojekcijo umetnikov v besedila pa tudi v uprizoritve,
nudi obcinstvu? Ali pri ob¢instvu vzbuja globlje zavedanje in razumevanje zivljenja ali zgolj
reciklira tisto, kar Ze vemo?

Kljutne besede: sodobno slovasko gledalisce, avtobiografsko gledalisce, milenijdi,
uprizarjanje, avtobiografija, avtenticnost
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ztimcikova@gmail.com



Avtenticnost v delih avtobiografskega 195

gledalisca: pristopi milenijske generacije

Zuzana Timcikovad, Institut za gledaliske in filmske raziskave na Slovaski akademiji
znanosti, Bratislava

Prispevek obravnava tematiko avtenti¢nosti v delih skupine neodvisnih gledalis¢nikov
v Bratislavi, ki pripadajo t. i. milenijski generaciji. Avtorica v njihovih delih zaznava
celo vrsto skupnih elementov, tako v formalni kot tematski obdelavi. Poudarja
povecano pozornost te generacije do »jaza« in njeno potrebo po samorefleksiji ter
samoekspresiji v smislu, da govori o sami sebi, Se posebej v okviru avtobiografskih
odrskih form. Po mnenju avtorice gledalis¢niki milenijske generacije prav zaradi te
potrebe po samoekspresiji iSCejo orodja za avtobiografsko gledalisce, ki so jim blize
od uprizarjanja izvirnih dramskih besedil. V lastnih avtobiografskih besedilih pogosto
tematizirajo lastno osebnost: svoje vsakdanje Zivljenje in obicajne okoliS¢ine. Tako
postanejo glavni igralci (izvajalci) odrskih pripovedi o samih sebi, kar nakazuje,
da se raje zatekajo k bolj performativnim kot pa h gledaliS8kim oblikam. Avtorica
izhaja iz teze, ki je v socioloskih, psiholoskih in kulturnih krogih sploSno sprejeta,
da so poglavitne in dolocujoce znacilnosti t. i. »generacije Y« sebi¢nost, razlicne
manifestacije narcizma, osredoto¢enost nase in celo obsedenost s samim sabo. Kot
kaze, gledalis¢niki te generacije celo v odrskih delih najpogosteje govorijo o lastnih
Custvenih in dusSevnih stanjih, o lastnih vrednotah, tezavah, skrbeh, o svojem statusu
in o medosebnih odnosih ali Sirsi druzbeni skupnosti. V delih se osredotocajo na
Cloveka, ki bodisi predstavlja njihovo lastno podobo, se pravi njihovo osebnost, ali
pa na nekoga iz svoje bliznje ali daljne okolice, ki ga dobro poznajo in ¢igar vrednote
so jim blizu. Tako pozornost usmerjajo na svojo depresijo, frustracije, eksistencialne
krize, komplekse in odnos do virtualnega prostora ter druzabnih medijev. Druzi jih
nenehno iskanje in prevrednotevanje lastne zunanje in notranje identitete kot okvira,
v katerem se lahko definirajo.

Avtorica svojo tezo razvija predvsem s pomocjo primerov del Zenske gledaliske skupine
z imenom NUDE iz Bratislave. Osredotoc¢a se na eno njihovih prvih uprizoritev z
naslovom Samson, v kateri so avtorice zajele oziroma dobesedno dokumentirale vzpone
in padce v lastnih Zivljenjih. Predstava je na sporedu Ze vse od leta 2013, posodabljajo
pajo predvsem s prilagajanjem verbalnih izjav trenutnim razmeram v svojih Zivljenjih.
Razpon idej, ki jih analizirajo v ponovitvah, se po tematiki ne razlikuje veliko, osnovno
vsebino uprizoritve pa predstavlja tematizacija dejanske, izkustvene resni¢nosti
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ustvarjalk s pogostimi referencami na trivialne okolis¢ine iz njihovih Zivljenj. Avtorica
med deli t. i. milenijcev izpostavi Se en primer take avtorske pripovedi o samem sebi,
ki temelji na tematizaciji lastnega vsakdanjega zivljenja. Gre za predstavo z naslovom
Vel'’kd potreba (Velika potreba), v Kateri stiri diplomantke Akademije scenskih umetnosti
v Bratislavi pripovedujejo o razocaranjih in neizpolnjenih pricakovanjih, ki so jih
izkusile potem, ko so diplomirale. Na podlagi primerov uprizoritev avtorica poudari, da,
Ceprav gre za estetsko in tematsko gledano dokaj nezahtevne odrske produkcije, osebne
izjave takim delom dodajajo visoko stopnjo avtenti¢nosti. Kar se tice vrednotenja takih
del, avtenti¢nost, ki je vezana na pripovedi avtorjev ali avtoric o samih sebi, o¢itno
predstavlja zelo pozitivno lastnost, katere vrednost presega celo relevantnost vseh
drugih sestavin dela. Vse, kar vsebuje Ziva Custva na odru, je pojmovano kot avtenti¢no
in posledi¢no tudi obravnavano na doloc¢en nacin, kot gledalisko visoko kakovostno
in umetnisko dragoceno delo. Ena od mogocih razlag, zakaj taka dela, ki so oblikovno
in tematsko dokaj nezahtevna, pogosto oznacujejo kot zelo avtenti¢na, je, da vse visja
raven desemantizacije odrskih del krepi ucinek avtenti¢nosti, saj v Sirsi odrski akciji
takih del pogosto manjka bogatejsih semanti¢nih sporo¢il. Se en dejavnik, ki prispeva
k intenzivnosti obcutka avtenti¢nosti, bi lahko bil, da so nosilci pripovedovane zgodbe
in Custey, Ki jih v Zivo izrazajo na odru, kar igralci sami - se pravi izvajalci, ki so obenem
tudi avtorji besedila. Ce gledalci vedo, da so izvajalci neposredno povezani z opisanimi
dogodki, samodejno razvijejo zavest o tem, da dogodek, ki se ga udeleZujejo, zadeva t. i.
posrednika samega. Zato lahko duh Zivosti, resni¢nosti in ¢ustev, ki jih izvajalci prenasajo
gledalcem prek svojega lastnega »jaza«, seveda bolj custveno vpliva na recepcijo dela.
Avtorica odgovor na vprasanje, od kod izvira zanimanje tako gledali§¢nikov kot tudi
obcCinstva za taka avtoreferencialna dela, iS¢e v teoriji profesorice Sherrill Grace iz
Kanade. Grace se ukvarja s fenomenom t. i. kulture »jaza«, v kateri zZivljenje v egocentri¢ni
in narcisti¢ni druzbi, ki je obsedena z »jazom, tako pri obCinstvu kot pri gledalis¢nikih
samih spodbuja naravno zanimanje za razlicne oblike avtobiografskosti v gledaliScu
pa tudi v drugih umetniskih zvrsteh. Kot trdi Grace, pripovedovanje o samem sebi (o
»jazu«) zadovoljuje temeljne ¢loveske voajerske impulze in lakoto po zgodbah, pa naj
bo to z govorjenjem o samem sebi v performativnih formah ali pa z odigranim likom v
avtobiografskih dramah. Na dolocen nacin taki pristopi predstavljajo zagotovilo resnice,
pomena in reda, ki ga ¢lovek iS¢e v svetu. Prek izpeljave teorije Sherrill Grace avtorica
pride do zakljucka, da zanimanje obcinstva za pripovedi o »jazu« ocitno presega zgolj
generacijski okvir. TeZnje po avtorskem in avtenticnem pripovedovanju o samem sebi,
po deljenju celo najobicajnejsih vsakdanjih zgodb znotraj nekega osnovnega odrskega
okvirjain po zelo preprostem izrazu, ki ga zaznava pri skupini neodvisnih gledaliS¢nikov
v Bratislavi, niso nujno posledica globalnih generacijskih procesov. Lahko gre za pojay,
ki se tice zgolj ozke skupine gledaliS¢nikov, ki veCinoma prijateljujejo drug z drugim,
in ker so se tudi umetnisko formirali skupaj, posledi¢no delujejo in vplivajo drug na
drugega v istem okolju.
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Razprava obravnava Studijo primera uprizoritve Hlapec Jernej in njegova pravica v reziji
Zige Divjaka, ki je nastala leta 2018. V prvem delu se osredaoto¢a na specifiten format
»dramskega besedila« v tej dokumentarni uprizoritvi, od koder izhajajo tudi nadaljnje
analize dokumentarnih prvin in njihovih uc¢inkov na ravni besedila, tekstovne strukture, likov,
dramaturgije in navsezadnje zaznave zunanjega pogleda (obcinstva, javnosti). Bistvena
znacilnost projekta je uporaba (remodulacija) prvoosebnih pricevanj, ki vpeljejo princip
dobesednega (verbatim) gledalisc¢a, v tokratnem primeru gre za posredovanje neposrednih
izkusenj s polja aktualnih prekarnih delovnih odnosov. Pripovedovana izkustva iz prve roke
razgrnejo uvid v nevid(e)ne delavske populacije, ki so v razmerju do sodobnih »gospodarjev«
(tajkunov) presenetljivo usklajene z razumevanjem odvzemanja pravic delavstvu, kot ga je
dojemal Ivan Cankar. V drugem delu ¢lanek uprizoritev umesca v analiti¢ni diskurz, ki preci
socioloske, politicne in psiholoske poglede na obstoj revscine, razredizma in razrednega
sramu. V luci sodobnih kulturoloskih teorij in umestitve Divjakovega Hlapca Jerneja v Sirsi
druzbeni aspekt se pokaze, da prepletanje dokumentarnega gledaliS¢a in tematiziranje
sodobnega delavskega razreda (problematicnih prekarnih razmerij) vzpostavljata izjemno
pomembno umetnisko pa tudi druzbeno gesto; ta soc¢asno raziskuje ucinke specificnega
rezijskega koncepta, vnosa realnega v umetniski dogodek, in uveljavi krititno refleksijo
izbrane tematike ter njenega umescanja v javni prostor.

Kljucne besede: revscina, delavski razred, dokumentarna drama, razredizem, razredni
sram, Ivan Cankar, Ziga Divjak

Zala Dobovsek je dramaturginja, teatrologinja in docentka za podro¢je dramaturgije in
Studijev scenskih umetnosti na Akademiji za gledalisce, radio, film in televizijo Univerze
v Ljubljani, Na AGRFT je diplomirala iz dramaturgije in se med studijem izobrazevala na
gledaliski akademiji DAMU v Pragi (Divadelni fakulta Akademie muzickych uméni v Praze).
Leta 2019 je doktorirala na AGRFT (smer Studiji scenskih umetnasti) z disertacijo Gledalis¢e
in vojna; temeljna razmerja med uprizoritveno umetnostjo in vojnami na obmocju nekdanje
Jugoslavije v 90. letih 20. stoletja. Je aktualna predsednica Drustva gledaliskih kritikov
in teatrologov Slovenije. Deluje kot praktitna dramaturginja, recenzentka, mentorica
kritisSkega pisanja in pedagoginja.

zala.dobovsek@yahoo.com



Hlapec Jernej in njegova pravica (2018): B
dokumentarna reprezentacija revscine,
prekarnosti in razrednega sramu

Zala Dobovsek, Akademija za gledalisce, radio, film in televizijo Univerze v Ljubljani

Kontekst izvirnika in njegove reinterpretacije

Dokumentarna uprizoritev Hlapec Jernej in njegova pravica® v reZiji Zige Divjaka je leta
2018 nastala kot eden od dogodkov v seriji obelezenja stoletnice smrti Ivana Cankarja,
prvotnega avtorja dela z istim naslovom. Divjakova aktualizacija izvirnika (izleta 1907) v
postopku reinterpretacije izvirne zgodbe Cankarjevo pisavo in naracijo povsem zaobide,
a le zato, da razpre prizmo ne le novemu ¢asu in prostoru, temvec v prvi vrsti predvsem
obstojeci druzbeni klimi. Pri tem je Divjak iz literarnega izvirnika izluscil temeljne ideje
pripovedi, ki po dobrih sto letih v realnosti in praksi sicer delujejo drugace, a je njihov
notranji ustroj tako reko¢ povsem identicen. Divjak iz Cankarjeve »socialne povesti«
Crpa osrednje tematske motive, kot so prekarno delo, delavske pravice, podrejenost in
revscCina, ter jih z dokumentarno raziskavo preslika v sedanji €as, s tem pa afirmira idejo
0 mocno zakoreninjenem obstoju proletariata, ki se seveda s ¢asovnim zamikom danes
kaZe v drugacni formi in s spremenjenimi ucinki.

Fiksna tocka identifikacije ostaja »suznjelastniSko« razmerje, tega je Cankar povzel v
prispodobi odnosa med gospodarjem (kmetom) in hlapcem, Divjak pa ga prepozna
v Stevilnih sodobnih delavskih relacijah, in sicer tako v korporacijah kot zasebnih
podjetjih. Ce se izvirnik osredoto¢a na en sam primer delavskega izkori$¢anja in
zlorabe pozicije moci (Hlapec Jernej je pri kmetu Sitarju delal na domaciji polnih
40 let, a po gospodarjevi smrti posest ne pripada Jerneju, ampak gospodarjevemu
najstarejSemu sinu, ki ni niCesar vlagal v kmetijo), pa Divjakova reinterpretacija
zaobsega Sirsi spekter primerov sodobnega delavskega izkoriS¢anja - tako fizicnega
kot intelektualnega. Atribut je prav njegovo »dramsko besedilo, ki bi ga lahko oznacili
tudi kot »dramati¢no besedilo«, njegova temeljna dramaticnost pa se ne nahaja v
ideji dogajalnih suspenzov ali neposrednih medosebnih konfliktov, pa¢ pa v esenci
in u¢inku dokumentarnih pripovedi - njihove vsebine so dramati¢ne Ze same po sebi.
Ne gre za obicajno obliko dramskega besedila, temvec za t. i. »dokumentarni tekstovni
material, ki je strukturiran kot kolaz prvoosebnih pripovedovanj delavcev in delavk

1 Hlapec Jernej in njegova pravica, rezija Ziga Divjak, Cankarjev dom in AGRFT, Ljubljana, premiera 26. 9. 2018.
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iz sfere prekarnih delovnih razmerij. Divjak je namreC ve¢ mesecev v sodelovanju
z razli¢nimi zdruZenji, ki se borijo za pravice delavcev, z Delavsko svetovalnico,
obalno sindikalno konfederacijo KS 90 in drugimi sindikalnimi zdruZenji, obiskoval
podjetja in delavske domove, da bi zbral pricevanja delavcev in delavk, ki so se znasli
v suznjelastniS$kem razmerju s svojim »gospodarjem«. Uprizoritvena besedilna baza
je nastala kot rezultat terenskega dela, osebna pricevanja sodelujocih pa predstavljajo
kljucno referenco pri osvetljevanju problematike dandanasnji javnosti pogosto
prikritih prekarnih okolis¢in, v katerih se pogosto krsijo temeljne ¢lovekove in
delavske pravice. Ziga Divjak se je s problematiko revié¢ine, prekarnosti in socialne
izkljuCenosti zacel ukvarjati Ze med Studijem na Akademiji za gledaliscCe, radio, film in
televizijo, tovrstne motive je naslovil Ze v svoji diplomski predstavi Tik pred revolucijo
(Kako sem postal terorist), kasneje pa je ideje socialne tematike insceniral tudi na
profesionalni poti, in sicer v predstavah Oni; Clovek, ki je gledal svet; Cankar - ob zori
in Sedem dni.

Dominantnost vecine je pogosto preve¢ samozadostna, da bi se ukvarjala s problemi
drugih. Manjsine ali kakor koli zatirane in socialno neenakovredne skupine, ki
jim sprejeti normativi v druzbi ne priznavajo afirmacije in avtonomije, se morajo
tako reko¢ vedno upirati, zagovarjati in realizirati na lastno pest, redkokdaj
(samoumevno) privilegirani naslavljajo njihove ranljive poloZaje, kaj Sele, da bi jih
opolnomotili. Zato Zige Divjaka preprosto ni dovolj oznacevati le kot reZiserja, niti kot
angaziranega reziserja, temvec kot redkega celostnega gledaliskega avtorja v naSem
prostoru, ki sistematicno, kriticno in raziskovalno vstopa (tudi z lastnim telesom)
v »nevidna« okolja ljudi, zaznamovanih z diskriminacijo, represijo in predsodki na
podlagi ksenofobije, revscine in prekarizacije. Njegova pozicija je funkcija prenosa
glasu neslis(a)nih in nevid(e)nih v javni prostor, prav ta izvedba manifestacije tega
(sicer zatiranega) glasu je temeljni uprizoritveni element. Specifika Divjakovih
scenskominimalisti¢nih postavitev je le odraz, morda podzavestni odziv na tesnobo
ali moralno stisko kot posledico popolnega ustvarjalnega zavedanja o obcutljivosti
estetizacije izbrane teme, ki jo kriti¢no obravnava.

Zasuk literarnega v dokumentarno

Takoj pod naslovom dokumentarnega tekstovnega materiala Hlapec Jernej in njegova
pravica je zapisan izsek iz originalne povesti: »Ne govorim o usmiljenju, o odpuSc¢anju
nic - o pravici govorim!« kar - poleg naslova - ostaja edini dobesedni prenos izvirnika
v njegovo drasti¢no predelavo. Ta vodilna misel spleta koncepcijo delavskega razreda
iz preteklosti v sedanjost, govori pa o univerzalnem eticnem kodeksu podrejenih, ki
enakopravnosti in spostljivosti ne iScejo v usmiljenju nadrejenih, pac pa v osnovnem
bivanjskem postulatu - pravici oziroma pravi¢nosti. V napovedi uprizoritve smo



lahko med drugim tudi prebrali: »IzkoriS¢anja in cloveka komaj Se vredno zivljenje
nam ni treba iskati v oddaljenih deZelah, dovolj je, da se ozremo po nasih ulicah. Najeti
izvajalci pristaniskih storitev v Luki Koper, ¢istilke na Solah, gradbeni delavci na nasih
promenadah, vozniki avtobusov na nasih izletih, mladi arhitekti v elitnih birojih ...«?

V uprizoritveni material se vpeljuje faktografskost v obliki izsekov iz posamicnih
intervjujev z anonimnimi prekarnimi delavkami in delavci, ki so naknadno
preoblikovani v montazni zapis (ali Ze skoraj popis). Ceprav se na prvi pogled zdi, da bi
pretrgan dialog med liki lahko deloval pretirano mehanic¢no in brezosebno, je besedilo
na strukturni ravni tematskega in ritmicnega povezovanja precizno izoblikovano,
zato trije elementi izjavljanja vseskozi delujejo kot trodelno kolektivno telo. To telo
je karakterno razplasteno in kompleksno, toda v iskanju skupne problemati¢ne tocke
izjemno sinhronizirano in Ze skoraj virtuozno v podajanju mestoma kratkih, hipnih in
odrezavih replik.

Se pred zacetkom »dogajanja, v slogu didaskalije, sledi zapis: »1, 2, 3 - delajo, delajo
in delajo, pred nasimi o¢mi se izrpavajo in med tem govorijo«. Ta kratka deskriptivna
oznacba vzpostavi vsaj dve branji svojega pomena; prva je v govoru kot manifestaciji
razkritja lastne (nevidene) pozicije, druga pa v nakopicenosti opravila, ki socasno
zahteva tako fizicno kot mentalno investicijo. Pri nastajanju tega dokumentarnega
besedila oziroma odrske predloge je precej ocitno, da je na njegovo formo socasno
vplivalo Ze tudi vzporedno snovanje rezijskega koncepta, saj je dinamika pisave,
replik, premorov in repeticij zelo natancna, tako reko¢ ucinkuje kot svojevrstna
kompozicija, v kateri se prepletata simbolna izCrpanost in obenem nepri¢akovana
poeti¢nost. Suhoparne podatkovne izjave brez metafor, stiliziranja in leporecenja
sezejo globoko v surovost realisticne vsakdanjosti, njihov namen pa ni v vzpostavljanju
vsebinske stilizacije, temve¢ v optimalnem prerisu avtenti¢ne stvarnosti, iz katere
pricevanja izhajajo in se o njej izjavljajo. Vsakdanja govorica oziroma pogovorni
jezik besedilu nanasSa specificno politi¢cnost, saj s tem ubeZi pretirani estetizaciji
vsebine/problematike, po drugi strani pa odvrze filter umetnosti kot tiste kategorije,
ki vzviSenost in kredibilnost uvidi le v brezhibnosti. Pristnost individualnih nacinov
govora, zametkov narecja in prostega teka asociacij, ki jih naknadna obdelava besedila
ne korigira, ampak kvecjemu izpostavi, dokumentarnemu tekstovnemu materialu
dodaja plast podzavestnih in primarnih nagibov pricevalk in pricevalcev, kar jim
omogoci emancipacijo tudi na ravni lastne osebnosti kot take in ne le delovne sile.
Ker gre pri Divjakovem besedilu za neposredno pridobljena pricevanja, ga umes¢amo
v formo dobesedne (verbatim) drame (oziroma kasneje gledalisca), ki tezi k prikazu
¢im pristnejSe resnice oziroma verodostojnega porocanja.® Pogosta znacilnost

2 »V Divjakovi predstavi o hlapcu Jerneju spregovorijo izkoris¢ani delavci.« Sigledal.org, 26. 9. 2018. Dostop:
https://veza.sigledal.org/prispevki/v-divjakovi-predstavi-o-hlapcu-jerneju-spregovorijo-izkoriscani-delavci

3 Pojem »verbatim« gledalis¢a (»dobesedno« gledalis¢e) je prvi zasnoval in uveljavil Derek Paget, in sicer v casu
intenzivnih gledaliskih raziskav v 60. letih prejsnjega stoletja v Veliki Britaniji (skupaj z Johnom Cheesemanom, Chrisom
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dobesednih formatov je skromna in komorna postavitev brez masil in s srediS¢em v
Cistem, nemotenem pripovedovanju o izkusnji.

»Norma je norma in normo je treba dosec«

Trije liki so v dokumentarnem besedilu identificirani zgolj s stevilko (1, 2, 3), torej
kot generi¢ni in anonimni liki, poosebljeni mehani¢ni govorni stroji. Z zajetnostjo
dokumentarnega materiala, torej s prenosom prvoosebnih pric¢evanj, karakterjev
resni¢nih oseb, ne psihologizirajo celostno, pa¢ pa jih namerno zvrnejo zgolj na
delovna telesa, telesa v funkciji izvrSevanja napotkov in ujetosti v brezizhodni sistem
prekarnega, izkoris¢evalskega in negotovega dela, ki perpetuira kroni¢no izgorelost.

: Cajt pa gre.

: Denar je sam za sproti.

: In kar naenkrat si star 45 in nimas ni¢, razen zjebanga hrbta pa obraz Sestdesetletnika.
: In naenkrat je osem ur ogromno.

: In vreca je naenkrat tezka.

: In kontejner je vedji.

: In lopata je Storasta.

: In vrocina je neznosna.

: In prahu je vse vec.

: In tezko se diha.

: In veke so tezje.

N RN R, N R, DN R DN RN

: In prsti so pocasnejsi.

Kljub temu da se replike medsebojno vsebinsko in asociativho povezujejo,
dopolnjujejo, med samimi liki ni uteleSenega povezovalnega faktorja, pac¢ pa jih tudi
na tej ravni zaznamujeta odtujenost in ultimativni boj za lastno preZivetje v delovnih
okoljih, ki Se vedno delujejo po sistemu hlapec-gospodar.

1: Delamo 6 dni na teden.

2: od 7ih do 5ih.

3: Ob pol petih vstanem.

1: Ob 5ih Startamo izpred doma.

2: Ob 7ih smo na gradbiscu.
Honerjem, Ronyjem Robinsonom in Davidom Thackerjem). Dobesedno gledalis¢e se delno prekriva z dokumentarnim
gledalis¢em in drugimi vrstami na dejstvih temeljece drame, kot sta gledalisce pri¢evanja (kjer posameznik pove svojo
zgodbo v sodelovanju s piscem) in sodno gledalis¢e (montaZe iz sodnih transkripcij). Vznik te forme je seveda povezan z

iznajdbo kasetnih snemalk, in Ce se je na zacetku izvajal zlasti v »obrobnih« gledaliskih projektih, je postopoma uveljavil
svojo formo tudi v okolju mainstreama.



: Ob desetih mamo pol ure za malco.
: Ob petih gremo nazaj.

: Ob pol osmih smo spet vdomu.

: StuSiram se.

: Neki pojem.

NOR W ON R W

: In grem spat.

Prvenstvena dramati¢nost v besedilu ni lastna klasicnemu suspenzu, napetosti ali
situacijskemu konfliktu, temvec pristnosti in prvoosebnosti izjav/pripovedi, s tem
pa besedilo (naknadno tudi uprizoritev) podpre idejo, da je »avtenti¢nost inherentno
dramati¢na« (Stafford-Clark v Radosavljevi¢ 137). Avtentic¢nost je v tem kontekstu
misljena kot kljucna dokumentarna kategorija, ki ne glede na odrsko stilizacijo kot
substanca (vsebina) ostaja nedotaknjena, prvinska, necenzurirana, s tem pa tudi
presezna v ucinku »dramaticnosti vsakdanag, ki je vseskozi prisotna, a hkrati nam
prikrita. Med avtenti¢nost in dramaticnost se vrine reprezentacija. Baudrillard
opredeli stiri stopnje odnosa med reprezentacijami in dejanskostjo: na prvi stopnji so
reprezentacije odsev dejanskosti, na drugi jo zakrivajo in pervertirajo, na tretji stopnji
reprezentacije zakrivajo odsotnost dejanskosti, na Cetrti pa nimajo z njo ve¢ nobene
zveze (47). V primeru kakr$nih koli nehumanih okolis¢in so lo¢nice med gledalis¢em
in zivljenjem zabrisane. Vznikne vprasanje, kaj je bolj teatralno, kaj je resni¢nejse -
zZivljenje ali gledalisce (ki naj bi vselej veljalo za konstruirano situacijo/dogodek)?
Doloceni fragmenti iz dokumentarnega besedila so namrec pogosto tako ekscentricni,
da prehajajo na sam rob absurdnega, groteske in nadrealnega, a nas obenem ob
minimalnem zavedanju o aktualnem druzbenem stanju vsekakor ne spustijo v sfero
fikcije, ampak nenehno ohranjajo faktor verjetnosti.

Tud, ko ne delas, nisi zares prost, ker skoz gledas na telefon in ¢akas, ce te bo sluc¢ajno
poklical. Ker se zgodi, da te poklice na dan, ko nisi pisan pa ti rece, da delas ¢ez eno
uro. In nimas druge, se mors oblect pa it. Ga ne zanima, ¢e mas druge plane, Ce si kje s
familijo. Ce se mu slu¢ajno ne javi$ al pa mu re¢es$, da ne mores, te pol ne bo klical $e en

teden. Te da mal na hladno, da mal razmislis, ¢e rabis delo al ne.

V dokumentarnem besedilu pripovedi Ccistilke, imigrantskih luskih in gradbenih
delavcev, Soferja, zidarja, varnostnika, sobarice, trafikanta, kuharice, negovalke
in mlade samozaposlene arhitektke razgrnejo uvid v nevid(e)no delovno silo, ki
jim je skupna permanentnost negotovih delovnih razmerij, nerazumnih pritiskov,
izkori$canja, diskriminacije, ustrahovanjainizsiljevanja. Reprezentacija podplacanosti
(ali celo neplacanosti) za opravljeno delo in (dolgoro¢nih) poskodb na delovnem
mestu se skozi perspektivo raznolikih profilov delavskega razreda raztegne na Sirok
generacijski razpon in geografske lokacije. S tem se osvetli in potrdi vsesplo$na
navzocnost problematike prekarnega sistema ne glede na starost in lokalne specifike.
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1: Lani je blo prijavljenih 59 nesrec v Luki.
3: Kolk je blo Sele neprijavljenih.

2: Pride varnostnik in poskrbi, da te odpeljejo na ulico pred Luko in Sele tam poklic¢ejo
resilca - kao, ni se zgodil v Luki, ni se zgodil na delovhem mestu.

A pricevanja so le na videz zgolj faktografska, saj stili posameznega pripovedovanija,
vrinjene asociacije, nacini tvorjenja stavkov, izbira besed in kletvic sproti izrisujejo
tudi znacajsko specifiko pripovedovalke in pripovedovalca, mestoma pa hipno, a
ni¢ manj intenzivno posezejo globoko v njihov Custveni register. Pri vseh je navzoca
destabilizacija eksistence, kazejo pa se tudi razlicni zunanji vplivi ksenofobije,
starizma, razredizma in seksizma.

2: Bolece je, ko leta in leta delas z ljudmi na istih masinah, pa so oni trikrat bolj placani
kot ti. Bolece je, ko gledas, kaksno zivljenje bi lahko Zivel, kaj bi si lahko privos¢il, kam
bi lahko $el ... Ker oni delajo za 2300, 2500 eurov, ti pa za 900. Oni so za$¢iteni. Oni so

varni. Oni so luski, oni so Slovenci ... Ti si pa Bosanc na I.P.S.-u.

Segregacija in razkroj kolektivnosti na eni strani in porast individualizma in
dobickonosnega turbokapitalizma na drugi se v besedilu na naslavljajo neposredno
oziroma aktivisti¢no, preprosto so ti vzgibi implicitno vpisani v izkusnjo pricevalk
in pricevalcev, v njihovo osebno dozivljanje izkustva in sprememb. Ob opisovanju
lastnega polozaja soCasno Ze vstopajo na polje politicne podobe javnosti. Posledice
ideoloskih druzbenih premikov vstopajo v njihova intimna zivljenja, in bolj ko je
doloCena eksistenca ogroZena (kot denimo delavski razred), usodnejsi so vplivi. Javno
(delo) in zasebno (Zivljenje) postaneta vse bolj prepletena in soodvisna, saj vsaka
sprememba na politicni oziroma birokratski ravni posega tudi v dinamiko in varnost
zasebnosti.

2: Vcasih je blo neko veselje, smo bli kolektiv. Pa si delala sam na enem mestu al pa, ne
vem, mogoce v Soli pa Se v vrtcu, ampak to je bla ista ustanova pa si poznala ljudi. Pa je
blo neko veselje. [...] Zdej v tem Cistilnem servisu, to pa sam kako ¢im hitrej in ¢im vec
¢ez pa da bo nekak sprejemljivo.

3: Gremo, gremo! Ponedeljek, sreda, petek pisarne, poslovalnico in hodnik vsak dan.
2: Lekarna, zavarovalnica, banka, obc¢ina, davéna.

1: Elektrarna, vrtec, Sola.

Dokumentarno besedilo z mo¢no mislijo na njegovo izvedbo izumlja samosvojo
naracijo, suspenz in dramaturgijo, ki kljub navidezno zgolj mehani¢nemu nizanju
faktov vsebujejo svojo trdno notranjo logiko oziroma politiko izjavljanja. Besedilo se
uvodoma oziroma v prvem delu poglobljeno osredotoca na le eno delovno obmocje
in ga natanc¢no analizira, problematizira ter secira tako v kulturoloskem kot tudi



politicnem smislu. Prvi »izbor« ucinkuje kot vzorcni primer za vse nadaljnje, saj
se v drugem delu besedila za¢ne dinamika vse bolj lomiti, kopiciti in trgati. Tam so
prisotni le Se fragmenti izjav iz drugih prekarnih delovnih mest, ki pa zaradi precizne
Studije predhodnih ucinkujejo kot celote. Ker se referencni prostor in z njim tudi
kompleksnost posameznega primera moc¢no vzpostavi Ze na zacetku, s tem podmaze
teren vsem ostalim, obenem pa dokumentarno besedilo obloZi predvsem s kontekstom
enormnosti tovrstnih diskriminacij na delovnem mestu.

1: In pol si zvecer ¢ist crknjena pa vsen ne mores zaspat. Razmisljas, kako bos. Kako bos
prsla ¢ez mesec. Kako bos jutri, ti bo ratal dose¢t normo, se bo spet drla nate ... In ne gre,
ne mors zaspat, pa ves, da bi blo nujno, ker ¢e bos neprespana, bo jutri sam sSe hujs. In se
ti res raznorazne stvari za¢nejo motat po glavi.

2: Zdej raj kr kSno tableto vzamem pa se vsaj naspim.

3: Sam ¢e mam Kkrizo, da me prevec stiska, da se mal pomirim.

Skozi to optiko dokumentarni material implicira tudi simbolno raven in vrednost
izrekanja, prav metaforicnost pa je tista, ki vsakr$no dokumentar(isti¢)no delo
obogati in ga naredi ne le aktualno, temvec tudi univerzalno. Po Suzanne Little je
eden izmed temeljnih vnosov politicnosti v dokumentarno gledalisce upodabljanje
doloc¢enih travm (»traumatic real«) ter izzivanje spremembe in poziv k razumevanju,
socasno pa nenehna evokacija reprezentacije (po)dozivljanja doloCenega izkustva
Zrtve/prezivelih na odru. Narava in obcutljivost izbranega vsebinskega materiala
rasteta sorazmerno z eti¢no teZavnostjo, dilemo (49). Vsak dokumentarni projekt
ali prijem je plod ustvarjal¢evih upov, Zelja in motivacije, da svoj pristop uporabi kot
»prevzgojo« cutov in obcutljivosti obcinstva, nekje v ozadju pa vsakic tli (pobozna)
Zelja po nekakSnem reformiranju druzbe. Ne gre za to, da bi spreobrnili poglede ali
staliS¢a naslovnikov (gledalcev), pac¢ pa predvsem za to, da bi védenje in informacije,
ki jih morda Ze imajo (in so jih pridobili iz drugih medijev), primerjali s temi, ki jim jih
razgrinja uprizoritvena govorica.

Dokumentarno gledalisce, tako Youker, s svojimi taktikami posreduje kritiko in/ali
ponuja alternativo, kako se upreti in kriticno pristopati do dominantnih kulturnih
struktur, ki konstruirajo, cirkulirajo in vzpostavljajo hierarhijo (kolektivnega in
intimnega) spomina (19). Prav zato dokumentarni projekti segajo iz okvira estetskega
ucinka, ¢eprav je ta izredno pomemben in nepogresljiv za kon¢ni rezultat. In to zlasti
tam, kjer se razpolaga z izjemno obcutljivim materialom obravnave, naj bo to na
osebni (posameznikovi) ali javni (druzbeni) ravni. Taki so, denimo, primeri travm
ali krivde. Upodabljanje travme je pogosto politicno dejanje, meni tudi Hammond,
in poudarja kompleksno dvoreznost takSnih potez; upodabljanje iS¢e in izvaja
razumevanje ter razdelavo same travme. V takih besedilih in dogodkih vznikne nemalo
eticnih in uprizoritvenih problemov, kako bralstvo/obcinstvo voditi skozi izbrani

205



206

(dokumentarni) material. Zato Hammond opozarja, naj vsak tovrsten material in
posledi¢no uprizoritev vsebujeta oz. izoblikujeta metaforo. Ce dokumentarna izvedba
(ali pa drama) nima metafori¢nih elementov ali vsaj nastavkov zanje, lahko zdrsne
v duhamornost in sprozi popoln kontraucinek, saj lahko tako besedilo (in kasneje
scenska postavitev) nenadoma postane le posoda, napolnjena z obilico dejstev in
suhoparnih izseckov iz realnega sveta (59).

Tematizacija razredizma: socialna izklju¢enost in razredni sram

Divjakova dokumentarna reinterpretacija Cankarjeve povesti Hlapec Jernej in
njegova pravica (besedilo je bilo med drugim leta 2019 nominirano tudi za nagrado
Slavka Gruma za najboljSe dramsko besedilo) brez dvoma izvrsi angaZzirano gesto
opolnomocenja nevid(e)nih in podplac¢anih delovnih sil, ki tako dobijo javni glas (glas
v javnosti). Ne le $irsi javni diskurz (politika in mediji), tudi domaca uprizoritvena
scena trpi za pomanjkanjem raznovrstnosti prikaza druzbenih slojev. Divjak z
dokumentaristi¢no formo reprezentacije delavskega razreda oziroma nizjih socialnih
slojevin osvetljevanja revscine ter pomanjkanja finan¢nega pa tudi socialnega kapitala
pri omenjeni populaciji v slovensko uprizoritveno sceno prispeva specificen oris
deprivilegiranih, pri tem pa - za razliko od sicer$nje domace dramatike, ki mestoma
prav tako kriti¢éno tematizira druzbene neenakopravnosti (mdr. V. Méderndorfer, D.
Potocnjak, S. Semenic, T. Mislej, S. Hamer), vendar prek zgolj fiktivnih prvin - posega
po konceptualni in reZijski neposrednosti ter dokumentaristicnem vkljucevanju
»terenskega materiala«.

Dominantna reprezentacija (gmotnega/finan¢nega) pomanjkanja v druzbi in tudi na
uprizoritveni sceni je pogosto zgreSena ali vsaj povrsna, saj je pojem pomanjkanja
oziroma revscine razumljen kot odvzem privilegija in ne kot permanentno bivanjsko
stanje. Srednji in vi$ji srednji druZzbeni razred si - navkljub finan¢ni »okrnjenosti«
in le navidezni revsc¢ini - Se vedno lahko privoscita kredite (stanovanja), pocitnice,
avtomobile, varuske in potovanja. Vsi ti elementi so dejanskemu delavskemu razredu,
revnim in prekarni populaciji tuji in popolnoma nedostopni. Po bell hooks socializacija
ob mnozi¢nih obcilih revezem ponuja individualisticne potrosniSke vrednote
materialisticne sreCe. Revezi sprejmejo vrednote potrosnistva in se Zelijo vkljucevati
v kulturo pohlepa, da bi tako presegli svoj razredni polozaj, ki ga kot takega sploh ne
dojemajo. Ker to seveda ni mogoce, trpijo na vseh ravneh.

3:Jaz si ne morem privoscit, da ne bi delal 300 ur. Jaz se nimam ¢asa ukvarjat s tem, kaj
bo jutri, nimam jaz tega luksuza, da bi lahko pazu na svojo hrbtenico, pa na kolena, na
pruh ... Ne gre. Kaj pa mi bo zdrav hrbet, ¢e ne morem tamaumu nove Solske torbe kupit?



Prezrtost realne podobe revscine oziroma revnih v slovenski dramatiki kakor tudi
na odrih je seveda implicitno povezana z nezmoznostjo njihove lastne artikulacije
Vv javnem prostoru, saj gre za marginalizirano skupino brez sredstev in moci za
vnos lastnega »glasu v institucije«. Afirmacija njihove javne/mnozi¢ne izpovedi
oziroma prikaza realnega stanja je mogoca izklju¢no s pomocjo Ze etabliranih
(privilegiranih) figur in institucionalnih struktur. Prek njih se naceloma izrekajo
prav tisti, ki so omenjene problematike in stiske neposredno izkusili ali pa
izkazujejo visoko senzibilnost do druzZbene neenakosti. Hkrati pa je pogosto opaziti
misljenje o neeti¢nosti, da o zatiranih skupinah govorijo (jih problematizirajo)
osebe s privilegiranim polozajem. Zaradi takSnih staliS¢ lahko v neki druzbi
(gledaliSkem okolju) nastane ideoloSka praznina, saj se ustvarjalci in ustvarjalke
- zaradi moralnih zadrzkov in tudi Zelje po varnosti - osredotocajo le na probleme
in tematike, ki naslavljajo njihov druzbeni status oziroma tematizirajo vsebine Ze
obstojecih, predvsem pa vidnih druzbenih resnic.

Elementi socialne izkljuc¢enosti so v posamicnih likih v dokumentarnem besedilu
Hlapec Jernej navzoci v razlitnih oblikah in koli¢ini. OpaZajo se tako pri samih
pric¢evalkah in pricevalcih, ki jim Zivljenje kroji in diktira izklju¢no prekarno delo,
nekajkrat pa se tovrstna stiska nakaze tudi skozi optiko poloZaja njihovih otrok.

2: Ko je on mene poklical, da je sprejet na fakulteto, da gre v Sarajevo ekonomijo Studirat,
pa mene je skor pobral od ponosa. Takoj sem fante na malco, pa pol na pivo pelu. Moj sin
bo studiral. Prvi v nasi druzini! Zdej za Nemcijo pa sploh nisem mogu verjet. Da bo moj sin
magistreru v Nem(iji?! Ve, ve mali ... Ve, kje je denar. Ze hodi na te¢aj nemé¢ine ... Prav, da
bo celo mogoce neko Stipendijo dobil ... Jaz pa Ze zdej probam mal ~ racunat za pol, ko
gre, Ker ni, ni pocen to, fakulteta, pa Nemcija, Munchen ... Da se bo neki nabral ...

Socialna izklju€enost predstavlja eno od dimenzij stiske ljudi, ki so se, brez svoje
krivde in volje, znasli v dolgotrajni brezposelnosti, pogosto potisnjeni na rob druzbe,
v revscino in v socialno izkljucenost. Otroci iz takih druzin veCinoma niso delezni
zadostnih spodbud in opore. Ker ne koncajo Sole, ker nimajo potrebne samozavesti
in so socialno pogosto slabSe opremljeni, imajo manj moznosti za osebnostni razvoj,
tezje pridobijo ustrezno izobrazbo, se slabse vkljucujejo v druzbo in imajo manj
moZnosti za zaposlitev. In krog je sklenjen. Izkljucenost se deli na ve¢ variant: 1)
izkljucenost iz delovnega Zivljenja - brezposelnost, 2) izkljuenost iz potrosniske
druzbe - Klasitna revscina, 3) izkljuCenost iz druzbe (pomanjkanje socialnih
stikov) - osamljenost, 4) izklju¢enost iz mehanizmov moci in vpliva - kulturna
marginalizacija (Cvahte).

Socialno izklju¢enost, kakor jo definira politika varuha ¢lovekovih pravic, je Se teZje
izmeriti, kot dolociti stopnjo relativne revscine, saj gre za SirSo dimenzijo ¢lovekove
stiske. Ne gre le za oceno pojma in dimenzije »imeti«, pa¢ pa za to vkljucCuje tudi
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dimenziji »pripadati« in »biti«. Pomanjkanja se odrazajo kot deprivacija (pomanjkanje
materialnih virov), izolacija (pomanjkanje socialnih stikov) in anomija (obcutek
nemoci) v vsakdanjem zivljenju posameznika ali druzbenih skupin.

2: Sam da mu jaz to omogoc¢im, da lahko on v miru gor dosStudira ... Res ni¢ mi ni
problem. Z veseljem delam, tud po 12 ur, ¢e je treba, sam da njemu to rata. Ker jaz sam
da pomislim, da si on enkrat gor uredi zZivljenje, pa da pusti za sabo vso to sranje, da mu
ni treba v Zivljenju nikol na ta jebena gradbi$ca stopit pa ... pa bom srecen.

Bell hooks v knjigi Nasa pozicija: Razred je pomemben izpelje eno klju¢nih tez v
kontekstu revsc¢ine in izobrazevanja, pravi namrec, da akademski prostor ni rezerviran
za najbolj nadarjene, temvec¢ predvsem za vi$je razrede: »Revni Studentje in Studentke
so bili nanajboljsih visokoSolskih institucijah dobrodosli samo, ¢e so se bili pripravljeni
odreci spominu, pozabiti preteklost in imeti sedanjo asimilacijo za edino vredno in
smiselno realnost« (41). In tudi kadar se revni osebi uspe prebiti v visji socialni razred
ali akademsko okolje, ga kljub uspehu zasleduje t. i. razredni sram, katerega temelji
izhajajo iz razredizma. Razredizem je izkljucujoce vrednotenje na podlagi socialnega
razreda in sistemsko zatiranje nizjih razredov s strani dominantnih druzbenih skupin.
Srednji, vi§ji-srednji in viji razredi (dominantne skupine) so dojeti kot pametnejsi
in bolj artikulirani kot delavski razred in revni ljudje (podrejene skupine). Zato v
tem primeru dominantna skupina (srednji razred in bogati ljudje) vselej tudi za
vse ostale definira, kaj je »normalno« in »sprejemljivo« v razredni hierarhiji. Revni
pogosto posvojijo prepricanja dominantnega razreda, vanje se naseli ponotranjeni
razredizem, ki povzroci obcutke manjvrednosti, sramu in zanikanje porekla. Obenem
paje prisoten Se en soasni druzbeni pritisk, in sicer »magicni voluntarizem«, kakor ga
je poimenoval klini¢ni psiholog David Smail in se je nanj redno referiral tudi sociolog
Mark Fisher. Gre za »prepricanje, da je v moci vsakega posameznika, da iz sebe ustvari,
kar Zeli - je dominantna ideologija in neuradna religija danasSnje kapitalisti¢ne
druzbe, ki jo vsiljujejo tako TV »strokovnjaki« in poslovni guruji kot tudi politiki.«
Magicni voluntarizem oznaci za vzrok in posledico trenutno zgodovinsko nizke ravni
razredne zavesti, razbere jo kot drugo plat depresije, ki temelji na prepri¢anju, da smo
vsi edinstveno odgovorni za lastno bedo in si jo zato zasluzimo.

0d tod izvirajo tudi zametki razrednega sramu, ki se naknadno glede na dane
okoliscine, populacijo in poklicne okolis¢ine lahko razvije v Stevilne variacije, najvecja
problemskost pa je brzkone v njegovi nevidnosti. Ve¢ina oseb z razrednim sramom ga
namrec prikriva, saj revne bivanjske okoliS¢ine in socialna prikrajSanost predstavljajo
hudo obliko osebnostne diskriminacije, ki je celo intenzivnejsa od tistih na podlagi
spolne, rasne ali generacijske nenormativnosti. Francoski pisatelj Eribon Didier v knjigi
Vrnitev v Rems zapiSe: »Kar je bilo res tezko, ni bilo biti gej oziroma razkrivanje kot tako,
ampak to, da sem bil iz delavskega razreda. [...] Kdor pravi, da je ponosen, ker pripada
delavskemu razredu, v bistvu v resnici pravi, da je ponosen, ker ni ve¢ delavski razred«



(nepag.) Znacilnost razrednega sramu je tudi nekaksna njegova podrazlic¢ica, imenovana
»sram razrednega prebega, pri katerem gre za permanentno nelagodje in bojazen,
da bo neustrezno izobrazbo spregledal razred, do katerega se je oseba uspela prebiti.
Ena od mocnih identifikacijskih dimenzij delavskega razreda, ki ga lahko pripiSemo
tudi likom (oziroma resni¢nim osebam) iz Divjakove reinterpretacije Hlapca Jerneja in
njegove pravice, je neizbezen koncept bivanja, ki temelji na »absolutni sedanjosti«. Kot
zapise Didier: »V delavskih/ljudskih razredih se iz roda v rod ne prenasa nic¢, nobenih
vrednostih papirjev ne kapitala, nobenih hi§ ne stanovanj, nobenega starinskega
pohistva ne dragocenih predmetov« (nepag.)

Prikrajsani razredi res verjamejo, da so dosegli tisto, iz Cesar so bili prej izloceni, a ko
to dosezejo, ti poloZzaji izgubijo mesto in vrednost, ki so ju imeli v prejSnjem stanju
sistema. Cetudi ¢lovek iz niZjega/delavskega razreda postane uspe$en, se njegov
problem razrednega sramu in prebega Se zdale¢ ne konca, pravzaprav Se pridobi
kompleksnost. V tem vmesnem prostoru se mora nenehno ozirati nazaj, na korenine,
druZzino, starse, usklajevati dva svetova, ki ju je nemogoce zdruziti. Nenehni sram se
povezuje z na¢inom Zivljenja in misljenja starSev. PribliZevanje in osmisljevanje sta
naporna, mestoma mucna, saj delavski razred zaradi pomanjkanja znanja ni naklonjen
umetnosti, hkrati pa nanj moc¢no vpliva populisti¢na politika.

O tem, kako je razredizem globoko zasidran v sodobne druzbene koncepte, je
pisala feministka in druzbena aktivistka bell hooks. Zdi se, da je problematiziranje
razredne razlike najtrsi oreh, saj se veliko raje pogovarjamo o rasi in spoluy, s tem pa
odvracamo pozornost od ¢edalje vecjih razrednih neenakosti in tega, kako so razlicne
marginalizacije med sabo povezane. Tako molk povzroci, da ni »organiziranega
razrednega boja, ni vsakodnevne neposredne kritike kapitalisticnega pohlepa, ki bi
spodbujala razmisljanje in akcijo« (1). V tej tendenci se morda kaze tudi »Zzivljenjska
doba« uprizoritve Hlapec Jernej in njegova pravica, ki je imela kljub dobrim odzivom
izjemno nizko Stevilo ponovitev, gostovala pa je tudi na festivalu FastForward v
Dresdnu. Nastanek dokumentarnega tekstovnega besedila je zajemal intenzivno
terensko delo, iz¢rpne intervjuje in naknadno odrsko adaptacijo. Prav tako je
dogodek specifiko kazal v svoji estetski podobi in reZijski zamisli, saj so besedilo
na odru ob nenehnem fizicnem naporu posredovali igralca (Gregor Zorc in Iztok
Drabik Jug) in igralka (Minca Lorenci). Ekstremno, skoraj enoinpolurno vihtenje
ogromne mehanske/kovinske kroZne konstrukcije je od izvedbene ekipe zahtevalo
visoko stopnjo mentalne Koncentracije in socasne fizicne kondicije, saj se vrtenje
nikoli ni koncalo, simbolno je namrec¢ predstavljalo »sizifovsko delo« in metodo,
ki se nenehno vraca na svoj zacetek. Vztrajanje pri kroZnem principu ni povzrocilo
premika, a je z ekstremno nacelnostjo poglabljalo svoje staliSce. Uprizoritev se je
nahajala na preseciscu estetike dokumentarnega in fizicnega gledalisca, s tem pa je
razpirala tudi spekter scenskega znakovnega registra ter v podtekstu pomenljivo
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problematizirala polozaj samozaposlenih (igralcev in igralk), ujetih v sorodna delovna
razmerja, kakrSna nam v odrski akciji prikazujejo. Uprizoritev je prevzela sistem
nenehne akcije/aktivnosti, ¢etudi je bila z vidika vizualne podobe precej okrnjena in
fokusirana na en sam mehanic¢ni element. Tako kot dokumentarni tekstovni material,
ki dramati¢nost implicira Ze v sami naraciji posredovanja prvoosebnih pricevanij,
se je tudi igralski suspenz naselil v sama telesa izvajalcev in izvajalke; v njihovo
nenehno vztrajanje, v nujnost nadaljevanja, v nekaksen imperativ (samo)izc¢rpavanja
za namen materializiranja ideje. Uprizoritev se tako z vidika izvajalskih teles pokaze
kot intenzivna parafraza vsebine, ki jo tematizira, in tako proizvede simbolno gesto
zaCasnega podozivljanja delavske negotovosti in stisk, vzporedno pospremljeno z
mucnim fizicnim in mentalnim iz¢érpavanjem.



Literatura

Baudrillard, Jean. Simulaker in simulacija. Prevedla Anja Kosek in Stojan Pelko,
Studentska zalozba, 1999.

bell hooks: Nasa pozicija: Razred je pomemben. Prevedla Mojca Dobnikar, ZaloZba
Sophia, 2020.

Cvahte, Bojana: »Revsc¢ina in socialna izkljucenost oziroma vkljuCenost.« Varuh
clovekovih pravic Republike Slovenije, www.varuh-rs.si/sporocila-za-javnost/
novica/revscina-in-socialna-izkljucenost-oziroma-vkljucenost. Dostop 17. jan.
2022.

Didier, Eribon: »Vrnitev v Reims.« Disenz, www.disenz.net/vrnitev-v-reims-2. Dostop
17.jan. 2022.

Fisher, Mark: »Za nobeno rabo.« Disenz, www.disenz.net/za-nobeno-rabo. Dostop 17.
jan. 2022.

Hammond, Will, in Dan Steward. Verbatim, Verbatim: Contemporary Documentary
Theatre. Oberon, 2008.

Radosavljevi¢, Duska. Theatre-Making: Interplay Between Text and Performance in the
21st Century. Palgrave MacMillan, 2013.

Reberc, Ana: »Komu zvoni - zvoni tebi.« Radio Student, radiostudent.si/kultura/
humanistika/komu-zvoni-%E2%80%93-zvoni-tebi. Dostop 17. jan. 2022.

Youker, Timothy. The Destiny of Words: Documentary Theatre, The Avantgarde and The
Politics of Form. Columbia University, 2012.

21t



2

The paper analyses the introduction of the themes of poverty, social exclusion, classism
and class shame into the field of contemporary Slovenian drama in the form of a case
study. The documentary theatre production The Bailiff Jernej and His Rights (Hlapec
Jernej in njegova pravica), directed by Ziga Divjak, was created in 2018 as one of the
many events marking the 100" anniversary of the death of lvan Cankar, the author of the
work of the same title upon which Divjak based the performance. Divjak's documentary
reinterpretation of Cankar's short story The Bailiff Yerney and His Rights performs an
engaged gesture of empowerment of the invisible and underpaid working forces, who
are thus given a voice in the public sphere. Divjak draws central thematic motifs such as
precarious work, workers' rights, subordination and poverty from Cankar's "social tale" and,
through the gesture of documentary research, transposes them to the present time, thus
affirming the idea of the deep-rooted existence of the proletariat, even if, with a time lag,
it appears today in a different form and with altered effects. The attribute is precisely the
“play", which could also be described as a "dramatic text" since the dramatic is inscribed
into it not in terms of form and dramaturgical elements but as the essence and effect of
documentary narratives,
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The Bailiff Jernej (2018): Documentary 2
Representation of Poverty and Social
Shame

Zala Dobovsek
Academy for Theatre, Film, Radio and Television, University of Ljubljana

The paper analyses the introduction of the themes of poverty, social exclusion,
classism and class shame into the field of contemporary Slovenian drama in the form
of a case study. The documentary theatre production The Bailiff Jernej and His Rights
(Hlapec Jernej in njegova pravica), directed by Ziga Divjak, was created in 2018 as one
of the many events marking the 100" anniversary of the death of Ivan Cankar, the
author on whose work of the same title the performance is based. Divjak’s adaptation
of the original (from 1907) was remarkable because, in the process of reinterpreting
the original story, it completely bypassed Cankar’s writing and narrative, only
to open it up to a new time and place and, first and foremost, to the current social
climate. In doing so, he has extracted from the literary original the basic ideas of the
narrative, which, after more than a hundred years in reality and practice, may look
and act differently, but whose internal structure is virtually identical. Divjak draws
central thematic motifs such as precarious work, workers’ rights, subordination
and poverty from Cankar’s “social tale” and, through the gesture of documentary
research, transposes them to the present time, thus affirming the idea of the deep-
rooted existence of the proletariat, even if, with a time lag, it appears today in a
different form and with altered effects. While the original focuses on a single example
of workers’ exploitation and abuse of a position of power, Divjak’s reinterpretation
encompasses a broader spectrum of examples of contemporary workers’ exploitation
- both physical and intellectual. The attribute is precisely the “play”, which could also
be described as a “dramatic text” since the dramatic is inscribed in it not in terms
of form and dramaturgical elements but as the essence and effect of documentary
narratives. It is not a conventional form of dramatic text but a “documentary textual
material”, structured as a collage of first-person narratives of workers from the sphere
of precarious labour relations (cleaners, immigrants and construction workers,
drivers, bricklayers, security guards, chambermaids, traffickers, cooks, caregivers and
young self-employed architects). Over several months, Divjak worked with various
associations fighting for workers’ rights.
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Factuality is introduced into the performance material in the form of excerpts from
interviews with anonymous precarious workers that are subsequently transformed
into a montage (or almost a report). Although at first glance, it seems that the dialogue
between the characters might appear overly mechanical and impersonal, the text is
precisely worked out at the structural level of thematic and rhythmic integration
so that the three elements of the statement function as a three-part collective body.
This body is characteristically layered and complex, but in the search for a common
problematic point, it is highly synchronised and almost virtuosic in delivering
sometimes short, momentary and cutting rejoinders. In making this documentary text
or stage template, it is evident that the parallel development of the directorial concept
has already influenced its form. The dynamics of the writing, the lines, the pauses
and the repetitions are very precise, almost acting as a kind of composition in which
symbolic exhaustion and, at the same time, unexpected poetry are intertwined. Since
Divjak’s text is direct testimony, it is placed in the form of a literal (verbatim) drama
(and later theatre), which strives to present the truth as authentically as possible, or
at least to give an authentic account. A common characteristic of verbatim formats is
the modest and chamber-like setting, without other interruptions and centred on a
pure, unhindered narration of experience.

Divjak’sdocumentaryreinterpretation of Cankar’s shortstory The Bailiff Yerney and His
Rights performs an engaged gesture of empowerment of the invisible and underpaid
working forces, who are thus given a voice in the public sphere. Not only in the wider
public discourse (politics and media), the domestic performance scene also suffers
from a lack of diversity in the representation of social classes. In reality, the dominant
representation of (material/financial) deprivation, which is most often portrayed
or understood by mainstream domestic playwrighting (and, consequently, theatre
production), portrays a middle or, in places, even upper-middle social class. Divjak’s
The Bailiff Jernej and His Rights also problematises classism, which we recognise as
an exclusionary evaluation based on social class and the systemic oppression of the
lower classes by the dominant social groups. The middle, upper-middle and upper
classes (dominant groups) perceive themselves as smarter and more articulate than
the working class and poor people (subordinate groups). Therefore, in this case, the
dominant group (middle-class and rich people) always defines what is “normal” and
“acceptable” in the class hierarchy for everyone else.
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The article discusses the role of the playwright in contemporary site-specific drama and
the role of the director of site-specific performance. The study aims at three main areas:
the author's drama based on the recent history of the 20" century; the performative
potential of the commonness and of oral history; and contemporary site-specific drama. As
a playwright, the author focuses on the memories of witnesses and socially taboo topics.
As a theatre director, she examines approaches for transforming into theatrical language
the memory of place, the collection of data from oral history and burning issues. She looks
at the relations between playwrights and site-specific performance. She observes the
links among the topic, communication means and non-theatrical places.

This gualitative longitudinal art research is based on experience from theatre practice,
analysis and comparison of theoretical knowledge. The author gives examples of authorial
plays and reports on their productions, specifically stating these dramas: Midnight in the
Borderland (3. /4. 5. 1950, @ monastery), Three Chairs (Alzheimer's disease, a retirement
home), From Majdalenka to Madla (World War I, cellar), Hotel on the Corner (1932-1989,
old theatre building).

The study emphasises the need for a creative and attentive approach by the author,
playwright, dramaturg and director to create a whole new world from the duality: ordinary
and taboo. It turns out that the combination of a strong theme, an unusual place tied to
the topic of the drama, and the participatory role (active/passive) of the audience can be
an effective strategy and even “tactic” in strengthening the role of the author in drama
after the year 2000.

Keywords: playwright, author's drama, site-specific drama, oral history
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Site-Specific Author's Drama’

Hana Strejckova,
Department of Nonverbal Theatre, HAMU, Prague

The study focuses on the syncrése of site-specific performance, authorial theatre and
oral history. After an introduction to the socio-historical context and terminological
definition of the area, it expresses the basic questions that serve as pillars of the
mind map of the investigated phenomenon. The terms are elaborated on examples
of specific site-specific performances - authorial theatrical, dramatic projects, i.e.,
site-specific dramas. It turns out that the dramaturgical-spatial symbiosis benefiting
from the transcendence of the traditional theatrical framework has the potential to
deepen the audience experience, especially thanks to the decomposition of the theme
into many layers and subsequently their synthesis on a new scale, with different
depth and focalisation concerning a particular place. The text does not infer universal
rules or templates for site-specific drama but points to processuality, the breadth of
multidisciplinary range, and creative possibilities.

About the Author's Approach

Since the 1960s, the forms of action art, happenings, performances, body art, land
art, situationism, para-theatrical events and other related activities in atypical
environments, industrial spaces or in nature began to appear in Czechoslovakia
mainly on the initiative of artists and theatre-makers to develop the concept of a total
artwork. Artists spontaneously left institutional galleries, followed people into the
streets, parks and courtyards of apartment buildings, searched for abandoned spaces
and paid attention to the openness of art. The artist Vladimir Boudnik in the early
1960s, for example, had a major influence on the development of the happening in the
Czech Republic. His actions on the streets of Prague were significant when he showed
passers-by that art is all around us for every ordinary thing. He drew attention to
abraded plaster, to peeling places where he saw new shapes. He also used the frames
he placed in public places to make their poetics visible. In the 1980s, for example,
a key event in the informal art scene in Prague was the Malostranské dvorky event.
These site-specific installations, art interventions in public space or non-plot theatre

1 This study was created at the Academy of Performing Arts in Prague (HAMU) with the support of specific university
research provided by the Ministry of Education and with the support of the Theatre Institute in Prague in 2021.



projects were close to the then young generation of artists and sculptors (e.g., Jifi
Sozansky, Eva Fukova, (Cestmir Suska, Koloto¢ Art Theatre, etc.). Not only did they
exhibit works of art, but they also worked with masks and puppets, experimented
with shadows, and generally approached the space in completely unique ways.

The tendency to restructure and redefine the arts grew stronger from within, and
initiatives of this type, including theatrical and experimental forms, visibly began to
break out of the established frame of reference. Alternative theatrical concepts were
formed. The relationships to shared experience and collective creation were also
renewed in the sense of the importance of the participatory role of the spectator, that
is, the interaction with the audience, and to purist physicality, that is, a strong physical
presence, experimentation was carried out at the limit of mental and physical forces.
Originality was developed as a search for the distinctiveness of theatrical language;
the textual structure was loosened with the aim of touching authenticity. Kazimierz
Braun theoretically unified efforts to grasp the reformation of artistic territory in the
publication The Second Reform of Theatre. On the articulation of space, he argued that
it is desirable to perceive space and examine it not only as a tool for the realisation
of our theme but, above all, so that the space itself initiates us on how to grasp it
and “what” to put into it. Theatre researcher Andrzej T. Wirth introduced the term
postdramatic theatre in 1987, and Hans-Thies Lehmann published his book of the
same name at the end of the 1990s. Erika Fischer-Lichte called the transition to a
non-narrative and non-staging event a performative turn. With the developing
tendencies of European theatre, freeing itself from ordinary conventional spaces
and the domination of the text, a wave of authorial approaches grew. Czech theatre
researcher Jan Cisarl called this wave the creation of an autonomous reality of the
stage (9). “Thus, since the 1990s (and more broadly since the 1960s), there has been a
‘reteatralization’ and de-literalization of theatre and its connection with performative
forms of dance, music and physical theatre” (Augustova 13). Dramaturg Miloslav
Klima believes: “In the last century, the development of dramaturgy in accordance
with the development of the theatre as a whole can basically be characterised as a
transformation from the dramaturgy of titles to the dramaturgy of themes” (37). The
initial dramaturgical motif for artistic activity can be the space itself, the identity of
the place and the issue of the locality.

In the past, the authorial theatre was usually a type of theatre that worked with
original texts. There was not much distinction between literary/dramatic authorship
and the authorship of the production. According to professor Cisaf, the term “author”
meant the personal attitude of an actor, performer or dancer. “Everything they
perform is only their own, most personal manifestation” (106). Nowadays, however,
the term authorial theatre can also refer to the fact that “this theatre is an expression
of a distinctive, unique opinion and attitude of its creators to more general issues of
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social events or a certain feeling of life” (Kovalc¢uk 6). However, it does not necessarily
have to be a generational statement, political theatre, “devised theatre”, or the
abovementioned pure personal acting, but above all, an equalisation of all staging
components, the origin of which can be not only the author, playwright, dramaturg
but also a collective of artists of various professions who, with their creative approach,
are looking for new starting points to grasp the chosen topic. “And he doesn’t have
to have literature [as a dramatic text] at all if it comes down to it, or he can treat
it completely arbitrarily” (Cisai 9). Contemporary authorial theatre in the context
we are examining may not, but it can still return to the word, situation and dramatic
principle. Moreover, it also returns to the text, even to drama, and its interpretation,
dramatic situations and role-playing.

The position of a dramatic text within the aforementioned theatrical systems
can change through circumstances, from the superior to the equal to its complete
marginalisation. For example, in some instances, great emphasis is placed on
movement scores as metaphorical parallels to the source text, i.e., the transformation
of a word or text source into a non-verbal, non-linguistic means of expression is
continued. Theatre researcher Josef Kovalcuk stated: “One’s own scenic creativity
brings more independent, artistically distinctive values that are independent of the
text level (which were not and could not have been at the level of the text) - which is
related to the emphasis on the development of non-verbal means of expression and
procedures connected with the search for new aesthetic possibilities of theatre and
also with the search for distinctive theatricality as a means of new messages” (10). In
this way, the text, the literary source, or even the drama can be put on an equal footing
with the physical expression: see Jerzy Grotowski’s “poor” theatre or the teaching
method of the theatre pedagogue Jacques Lecoq. After all, we actually perceive
space primarily through corporeality, movement and senses. Whether we stand still
or express ourselves physically, we create tension, form a relationship and create a
certain quality. The theatre researcher Jan Hyvnar broadened the concept of drama
so that it was not “understood as narrowly specialised for the genre of drama and
dramatic theatre, but rather as a basic existential category. We suppose that there is a
tension between two forces, between necessity and freedom, between ‘1 am acted’ and

m

‘lam acting’ (102). Drama is generally a symbiosis of epic and lyrical, or objective and
subjective, approach to a structured work, the prototype of which can be (and usually
is) a story or narrative with a link to human history or universal existence. We can
perceive drama as a sequence of situations, as a dramatic situation, or figuratively as a
path that generates symbolic levels, reveals metaphorical images, acquires a mythical
dimension and makes archetypal images may come to the surface. According to Jean-
Paul Sartre, who focuses on action and, within it, free choice, theatre is supposed to
present “a simple, human situation and a free individuality in this situation, choosing

whatitwants to be” (Sartre 43). From the theatre, he demands a universal and extreme



situation in which he rejects psychological motivation and fatefulness, but which
encourages action, active search for solutions (by acting in a situation) to freedom
and thus unifies the space of characters and spectators who become witnesses of the
given situation. In his reflections on theatre, Jan Cisar mentioned that he sees the
essence of authorial theatre in an uncovered, naked and demonstrated distinctive
approach to the world, art and people and characterises the author’s principle as a
demonstration of his own relationship to a specific life situation.

Who, then, is the originator of “authorship” in contemporary authorial site-
specific theatre, and where does drama have its place? The director or dramaturg
as creators of theatricality in its complexity? The author of the masterpiece in the
sense of the author of a text, or a written structure as a “scaffolding” of the work, or
a description of the movement libretto, or “only” an ideological delimitation of the
area based on a memory, object, situation, etc.? A character acting in a situation or
an actor dressed in a role (character, type, representative of the community, etc.)?
The performative personality: is it a performer or a spectator? “The spectator can be
alone, he can change the entire dramaturgy, initiate or take over the role - become
the originator” (Vaclavova, Zizka 109). That is, the spectator as a self-agent, as well
as the creators responsible for action, development and solving the situation in
the space and in relation to it and the others. In authorial theatre, the hierarchy of
creative approaches and expressive elements is naturally reorganised, but this does
not necessarily eliminate the functional division of traditional roles and their content,
such as the author, director, choreographer, composer, scenographer, performer,
etc., nor does it disrupt the relationship to the dramatic text. With openness then
inevitably comes the necessity of defining one’s own conception of theatricality
and drama, distinctive poetics, and a unique artificial reality in which the individual
components not only complement each other but are able to further relate and point
to other circumstances and levels.

About Space

In the past, the theatre space was generally created to communicate the
performance. “Postmodern theory focuses on space, place and status. Recall that
Gilles Deleuze, for example, speaks not of a space as an area but of a spatia that carries
an ordinal meaning. It is a space determined by relationships, and they always come
from a place that belongs to a person in a position. [...] In contemporary theatre
and drama, more than ever before, the space and the position occupied in it become
the bearer of meaning and its raison d’etre” (GajdoS 101-102). The conventional
division into stages and auditoriums in the abovementioned history, but especially
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from the 1960s and more dynamically since the 1990s, is disrupted by new scenic
situations and by searching for unusual scenography solutions. The experienced
phenomenon of the interdisciplinary character of site-specific performance is not
perceived today mainly as an artistic, architectural, scenography intervention in
space generating an aesthetic experience but as a comprehensive view of place
(memory of place), people (beings) and things connected or related with it. It strives
for uniqueness, artistic quality and appealing dimension in the social (historical,
political, activist, etc.) context and relations in general. In the Czech environment,
this type of theatrical production is also described as a theatre in a public or non-
traditional space. For example, the conquest of space is discussed in connection
with Jerzy Grotowski’s concept. However, it was not until the 1990s, also following
the example of the foreign ensembles Beweth, Dogtroep or Gob Squad, that
the theatre became an organic part of the public space. Outbreaks took place in
industrial localities, such as the CKD hall in Prague, a former printing house, sewage
treatment plant or factory hall, and in non-functional schools or at the railway
station in Pilsen and elsewhere. In Prague in 1996, on the initiative of artists and
active theorists in the field of site-specific performance, the 4 + 4 Days in Motion
festival was established and soon became the flagship of alternative art forms
in a non-theatrical environment. Each year of the festival is related to a specific
place, such as the building of the former Federal Assembly, a sports stadium or the
Prague Zoo and many others. In a collective monography devoted to the theatre in
a non-traditional space, Roman Cernik believes that site-specific in theatre theory
“indicates theatre, theatrical path, a methodology that wants to be consciously
in contact with a specific environment with all its qualities, uniqueness, but also
with its history and conflicts. The site-specific approach is based on exploring the
possibilities of a specific environment (place, building) through artistic creation”
(Vaclavova, Zizka 88). In these cases, there is often a purposeful spatial solution,
in which a defined area for play and a separate seating area for spectators do
not automatically arise. Often the boundaries (traditionally perceived theatrical
ramp) are blurred, and watching the action from a standing position, in walking
or from close to intimate proximity is often related to the poetics of the work,
i.e.,, they are an integral part of the concept and subsequently play a key role in
creating an artistic experience. The creators consciously work with the properties
of space, such as mutual distance, the direction of the observer’s view, thermal and
olfactory comfort, and visibility, because both the theme, the action and everything
that surrounds the spectator and what touches him (metaphorically and directly)
becomes one of the primary levels of the author’s approach to the communication
of the topic and shapes the observer’s perception. “In non-traditional spaces, there
is an emphasis on the chosen topic and its articulation about the specific addressees
of a particular place. Associativity, decomposing the original source based on even



free associations, forms a new composition. This is necessary, especially in non-
traditional spaces, in the variant of searching for topics, the essence of the place and
social, cultural and other contexts” (Klima 47).

Paradoxically, even with countless reruns or longitudinal concepts, site-specific
performance is a unique event in many details and respects and in every moment,
even while attempting to strict adherence to the structure of the work in all its
components. “Site-specific unites everything - the interest of artists in the outdoor
space in which they live, in archaeology and environmental history, in their own
body, activating the spectator, relativizing the division of space into auditoriums
and stages, uniqueness and authenticity, mixing disciplines, using new technologies,
etc” (Vaclavova, Zizka 98). The situation includes not only the performer-actor but
also the visitor, observer, participant, observer fit into the position of a witness of
events, an executor of the will of the creators, a self-deciding actor in the intentions
of the format. There are specifics here, including the so-called extra-theatrical
theatricality, which is related to scenology, the monitoring of phenomena that are
expected to be scenic and dramatic (Valenta 81). The spectator, who observes what
is happening around him actively or only from a distance, creates other relationships
and connotations with his presence and sometimes even engagement. The theatre
researcher Julius Gajdo$ reflects in more detail on the role of the spectator
in postmodern theatre:

In this type of theatre, the spectator becomes the protagonist. Its place inside is part of
the show and is one of its components. The theatre of the event requires from him full
participation and personal acceptance of the principles of the given direction. He thus
becomesanactor of mundaneness, so thatin everyday life he may discoveritsuniqueness,

authenticity, and ultimately its essence, and thus its holiness (Gajdos, Postmodern 21).

About Memories

A qualitative research method of oral history appeared in the domestic environment
in the 1960s. However, we can talk about the broad-spectrum use of the method only
from the post-revolutionary 1990s, especially after the turn of our millennium. Of
course, the transmission of memories, stories and records of historical events has
taken place since the ages. However, just as book printing significantly helped to
spread the written word, in the second half of the 20" century, the invention of the
tape recorder developed the principles of oral history. Suddenly, the availability of
recorded speech, which humanises historical events, proved to be absolutely essential
- it more easily conveys the atmosphere of the time and draws attention to the
importance of individual experience. The pioneer of oral history as a socio-historical
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discipline in the Czech Republic is professor Miroslav Vanék. As early as 1990, for
example, he showed an interest in archive recordings from the Velvet Revolution and
actively sought out witnesses, as not all archives and documents from the previous
period were available. Interviews with narrators complemented and even replaced
many sources.

[ perceive the memories of the witnesses for the author’s theatrical work - the
dramaturgical line of the reminiscence theatre - as a fundamental impulse and
subsequently a source of inspiration as well as space, often in a direct relationship
between space and the witness. Narrating memories carries emotions, recalls
motivations for behaviour and actions and focuses on essential details of the reality
of that time, character-forming aspects and the socio-historical context.

In 2016, when we were preparing the production titled From Majdalenka to Madla,
it turned out that compared to the historical facts about the suffering of abandoned
children during World War II, more telling were the objects and photographs used
either directly from the witnesses or the placeholder objects inspired by their
stories and the place of performance. The old wooden spools that resonated most
in this production were, on a symbolic level, the unfolding thread of the story, the
torn umbilical cord, the wires of the concentration camp, even the handlebars of the
bicycle, etc. The story’s main heroine was a baby (depicted on a symbolic level just
by a thread spool) that the mother spontaneously put away in the house after the
Gestapo called on the family to transport. We situated the creative process in the
dilapidated building of a former village inn. Then we staged the performance not only
there but also in cellars, abandoned industrial spaces, in the ruins of the castle, in
the chapels. The choice of space for reruns had to be closely related to the narrative,
always with one of the places that provided the child with temporary protection (a
house, a monastery, a country farm, etc.). The audience watched the life journey of the
child and their rescuers, i.e. the journey for life, and gradually they could join, share
bread, warm up by an actual fire, darken the windows with us, etc. With the audience
participation, we assumed (offered) involvement on the level of belonging. Our goal
was not to confront the opposing sides in the war but to expand the circle of helpful
people (out of compassion, conviction, faith, etc.), or atleast actively present what they
themselves thought about their own motivations to help and the courage to risk their
health or life to save someone else’s life. Thus, the dramatic situation in its classical
form took place not only on the stage but also significantly among the audience.

A year later, we focused on the history of a place in the Czech-German-Polish
borderlands. The production Hotel on the Corner was based on a collection of
stories of witnesses connected with the town of Varnsdorf and their belongings,
including clothes, photographs and building materials from 1932 to 1989. The



border zone still copes with the stigmas of history, such as the mutual displacement
of the Sudetenland, the post-war decay of buildings and the theft of property, social
decline, crime, national discord, poverty, etc. Therefore, the performance was
situated in the local unreconstructed theatre building from the 1950s. The reason
for choosing the theatre building took into account the fact that the original hotel
on the corner succumbed to demolition. The main guides to the events became the
hotel receptionist, maid and reporter of the daily newspapers. Through them, space-
time was transformed, history progressed chronologically, and the spectators, like
all other actors, became guests of the hotel or local residents. They were put in
situations, usually socio-political, such as leaving the place due to the expulsion of
German residents or whether to participate or refuse to participate in the strike and
watch the nationalisation.

During the same period culminated the process of preparing a performance, which
used artistic means to approach the individual phases of Alzheimer’s disease. The
playwright's work here involved not only collecting memories (from clients and
their relatives, informal caregivers and workers, especially direct care workers in a
residential facility) but also, above all, participating in observing and communicating
with clients and in training in caring for a person suffering from memory
impairment. As part of this qualitative research survey, | became a part-time employer
in a home with a residential service and developed a concept in direct contact with
clients. The production Three Chairs has been staged more than fifty times in many
places in the Czech Republic and Slovakia. Most often, these were specific spaces in
residential facilities where the authenticity, proximity and comprehensibility of the
communicated levels were guaranteed. At the same time, it blurred the distinction
between actors, caregivers and clients. In addition to the emotional impact and
aesthetic experience, the theatrical form served to break down barriers for a moment
and fundamentally influenced the view of the disease and the care of a person losing
cognitive abilities.

In 2018, as the author of the project, I participated in creating a collection of memories
of witnesses to the past century. The publication entitled 222 and 2 Stories of the 20"
Century became an inspiring basis for subsequent dramatic work. The mention of the
persecution of nuns and clergy in the 1950s became the core of two productions:
The Nuns and Midnight in the Borderlands. The production of The Nuns was created
in accessible monastery premises in the HojeSin area in the Vysocina Region. On the
timeline of one human life, it elaborated the fate of the Franciscan spiritual order
under the domination of totalitarian systems. The reruns, usually realised in sacral
spaces, did not force audience participation based on a relationship with the Church
but appealed to a moral civic (human) attitude.
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In the case of the production Midnight in the Borderland, which premiered in 2019,
the performative potential of the actual events of 1951 was developed by classical
staging procedures with the director’s authority in collaboration with the dramaturg
and composer. However, even in such a tight work, there was room for the author’s
contribution of all participants, witnesses and creators. The piece Midnight in
the Borderland became a turning pointin the repertoire of the theatre of reminiscence,
as it was a symbiosis of the memory of the place (Monastery in the Loreto complex in
Rumburk), oral history (testimonies of witnesses and historians), taboo (evacuation of
the monastery by Secret Police and the issue of displacement of Czechs and expulsion
of Germans from the border). The original material for the two main characters of
the drama was taken over. The other roles crystallised through a synthesis of details
from chronicles, archives, memories and own feelings from the place itself. After
preparatory, synthetic-analytical work with the collected data, the dramatic text
was written in the monastery cloister and the church. The original drama was
created in which each of the characters solves his dramatic situation against the
background of a cold environment (literally, a church, cloister, chapel of the Holy
Steps / metaphorically, the period after World War II), of relentless night time -
seventy minutes remain until the evacuation of the monastery premises (nationwide
disruption of monasteries and arrests of clergy).

At the same time, the dichotomy of morality and ego of individual characters is
revealed. Like the author who originally wrote there, the spectators are placed in
church pews and become witnesses of the events, while the plot takes place not
only in front but all around them, below and above them, even in parallels. Spatio-
temporal intertwining sharpens perception, diversifies attention, and increases
the level of emotional experience. It continuously and unevenly disrupts intimate,
personal and public space. The degree of participation - active observation - is then
individual but, of course, undemanding. Drama - a dramatic situation is constantly
mixed with dramatic events. In front of the spectator, whether demanding “art” or an
occasional one, there is a complicated but also complex and, at the same time, action-
packed view of a section of history and human destinies brought to them under the
circumstances in one place at the same time. And yet, as with outdoor productions,
there is an opportunity to leave the area. In this situation, the spectator’s decision
can turn into the actions of a witness of the event or a participant in the story. The
spectator has the right to intervene - to stand up to a theatrical convention and
act in the interest of his moral convictions, whether to defend the character or the
space itself. The site-specific drama thus clearly enhances the role of the follower in
the active observer. However, the follower can also take a passive, observational and
even dismissive attitude of one’s own free will. The reruns of the production Midnight
in the Borderland took place both in the original space and in “foreign” churches and
monasteries at the request of festivals and organisers. The paradox of the project is



that these events took place not only in Catholic stalls but also in evangelical or Old
Catholic churches, not only in the Czech environment but also in Germany in German
translation and with a mixed cast.

Conclusion

In my study, despite the mention of the importance of processuality and creativity, I try
to confirm the hypothesis that the combination of genius loci - a space with charisma
and the resulting strong theme - a close connection with the local community and
the participatory role (active/passive observer) can be an effective strategy (tactics)
in strengthening the role of the author in dramatic production after the year 2000.
Therefore, the basic preconditions are an open creative approach through which
the author or author team breaks stereotypes and seeks new solutions emanating
from space, grasps the topic initially and encourages text in direct relation to place and
creators. Therefore, empathy for the space, a generally burning problem and a strong
feeling for the emergence of a distinctive symbiosis of all components of theatrical
form are important, whether we call it site-specific drama, event or any other way
differently. Thanks to the aspects described above, the site-specific author’s drama
has a demonstrable potential to appeal to such audience groups for whom a visit to a
classical theatre or a production based on a dramatic text is unthinkable. “It offers an
alternative to those who do not go to the theatre or exhibitions, either because they
are bored with current cultural events or do not like the conventional ones in theatres
and galleries. Site-specific-art will come to them on its own - in the square, in vehicles,
in their jobs, in their streets or villages, in their homes” (Vaclavova, Zizka 87).

Moreover, such a spectator can often decide for oneself whether to receive
such type of communication (art) or whether to interrupt one’s monitoring or
participation. The attractiveness of the format also includes the question of the
spectator’s freedom. A specific theatricality characterises such an event, i.e,
ideally, a new visual-auditory language, a world created in the original (natural)
environment, whether as an illusion of its reality or reality itself. The space and
its theme, magnified under a magnifying glass, can make taboo areas accessible by
artistic means as well as a theatrical art in general, generating new knowledge, an
aesthetic experience, activating impulse. The territory of contemporary drama in
the context of site-specific performance is very open and, simultaneously, limited,
like its creators, space, audiences and their mutual relations.
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Prispevek obravnava vlogo dramatikov v sodobni ambientalni drami ter viogo reZiserjev
ambientalnih uprizoritev. Raziskava se osredotoca na tri poglavitna podrocja: na avtorsko
dramo, ki temelji na novejsi zgodovini dvajsetega stoletja; na performativni potencial
skupnosti in ustne zgodovine ter na sodobno ambientalno dramo. Kot dramaticarka se
avtorica osredotoca na spomine in druzbene tabujske teme, kot reziserka pa raziskuje
pristope, kako spomine na kraje, zbirke podatkov iz ustne zgodovine ter pereca vprasanja
preoblikovati v gledaliski jezik. Preutuje razmerja med dramatiki in ambientalnimi
uprizoritvami. Opazuje povezave med temo, sredstvi komunikacije in negledaliSkimi
prostori. Longitudinalna kvalitativna umetniska raziskava temelji na izkusnjah iz gledaliSke
prakse, analizi in primerjavi teoretskega znanja. Avtorica navaja primere avtorskih iger
in porocil o njihovih uprizoritvah, konkretno gre za naslednje drame: Polnoc v obmejnem
prostoru (3./4. maj 1950, samostan), Trije stoli (Alzheimerjeva bolezen, dom upokojencev),
0d Majdalenke do Madle (druga svetovna vojna, klet) in Hotel na vogalu (1932-1989, stara
gledaliSka stavba).

Raziskava izpostavlja potrebo po ustvarjalnem in pozornem pristopu avtorjev - dramatikov,
dramaturgov in reziserjev - da lahko iz dualnosti obi¢ajnega in tabujskega ustvarijo
povsem nov svet, Kombinacija mocne teme, nenavadne lokacije, povezane s temo drame,
in participativne vloge (aktivne/pasivne) obcinstva se lahko izkaze za ucinkovito strategijo
in celo za »taktiko« krepitve avtorjeve vloge v drami po letu 2000,

Kljucne besede: dramatiki, avtorska drama, ambientalna drama, ustna zgodovina
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Ambientalna avtorska drama 2

Hana Strejckova
Oddelek za neverbalno gledaliSce, Akademija scenskih umetnosti, Praga

Raziskava se osredotoCa na sinkretizem avtorskega gledaliS¢a, ambientalnega
uprizarjanja in ustne zgodovine. Se posebej obravnava tri podrodja: avtorsko
dramo, ki temelji na novejsi zgodovini dvajsetega stoletja; performativni potencial
skupnosti in ustne zgodovine ter sodobno ambientalno dramo. Globinsko pretrese
vlogo dramatikov v sodobni ambientalni drami ter vlogo reZiserjev v ambientalnih
uprizoritvah. Odpira tudi vpraSanja o tem, kdo pravzaprav je dramatik in ali je to ista
oseba kot reziser ali dramaturg ali pa gre za avtorski kolektiv - ustvarjalno ekipo.

Kdo je vir »avtorstva« v sodobnem avtorskem ambientalnem gledaliscu in kako se
v ta okvir umes$c¢a drama? Je to reZiser ali dramaturg kot ustvarjalec gledaliSkosti v
vsej njeni kompleksnosti? Ali avtor mojstrovine v smislu avtorja besedila ali napisane
strukture kot »ogrodja« dela ali opisa gibalnega libreta ali »zgolj« ideoloske omejitve
podrocja, ki temelji na spominu, predmetu, situaciji itd.? Prispevek opisuje tudi
razmerja med avtorstvom, interpretacijo besedila ali kako drugace estetsko obdelanim
gradivom, v dobrsni meri pa osvetljuje tudi dramatursko-rezijski koncept glede na
specifi¢no prizorisce. Razvija idejo, ki Ze vse od Sestdesetih let prejSnjega stoletja, bolj
dinami¢no pa od devetdesetih let, razbija konvencionalno delitev na oder in avditorij
s pomocjo novih prizoris¢ in z iskanjem novih, neobicajnih scenografskih resitev pa
tudi neobicajnih krajev, kakr$ni so na primer tovarne, zapuScene Zelezniske postaje,
kletiipd. Avtorica vraziskavi zagovarja tezo, da prostorsko-casovno prepletanje izostri
gledalcevo zaznavo, diverzificira pozornost in povisa raven Custvenega dozivljanja. S
tem nenehno in nesomerno prekinja intimni, osebni in javni prostor.

Po uvodu v druZbenozgodovinski kontekst in terminoloSko definicijo podrocja
prispevek navede osnovna vpraSanja, ki sluzijo kot temelji za miselni vzorec
preucevanega pojava, omeni povezave med temo, sredstvi komunikacije in
negledaliSkimi prostori. Termine nadalje natan¢neje pojasni s pomocjo primerov
doloc¢enih uprizoritev, vezanih na konkretni prostor - avtorskih gledaliskih in
dramskih projektov, se pravi ambientalnih dram. Longitudinalna kvalitativna
umetnisSka raziskava temelji na izku$njah iz gledaliSke prakse, analizi in primerjavi
teoretskega znanja. Kot dramaticarka se avtorica osredotoa na spomine ter
druzbene tabujske teme, kot reziserka pa raziskuje pristope, kako spomine na Kkraje,
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zbirke podatkov iz ustne zgodovine in pereca vprasanja preoblikovati v gledaliski
jezik. Pripovedovanje spominov je nabito s ¢ustvi, spomni pa tudi z motivacijo
za doloceno obnaSanje in dejanje, osredotoca se na pomembne podrobnosti iz
resnicnosti tedanjega Casa, na vidike, ki oblikujejo znacaj, ter na druzbenozgodovinski
kontekst. Avtorica navaja primere avtorskih dram, ki temeljijo na ustni zgodovini, in
poroca o njihovih uprizoritvah, posebej navaja naslednje ambientalne drame: Polno¢
v obmejnem prostoru (nanasa se na datum 3./4. maj 1950, umescena je v samostan
in cerkev), Trije stoli (obravnava ¢ustvene pasti Alzheimerjeve bolezni, umescena je
v dom upokojencev), Od Majdalenke do Madle (nanasa se na drugo svetovno vojno,
umescena je v klet) in Hotel na vogalu (nanasa se na obdobje med letoma 1932 in 1989,
umescena je v staro gledalisko stavbo). V besedilu omeni tudi povezane performativne
in filozofske posledice, pri ¢emer se sklicuje na dela nekaterih najpomembnejsih
teoretikov (npr. Kazimierza Brauna, Jean-Paula Sartra, Hans-Thiesa Lehmanna, Erike
Fischer-Lichte idr.) in poroca o razvoju performativnosti in fenomena ambientalnega
gledali$¢a v Ceski republiki ter potemtakem tudi v nekdanji Ce$koslovaski. Med
lokalnimi teoretiki in praktiki navaja Jana Hyvnarja, Jana Cisara, Denisa Vaclavova,
Tomésa Zizko, Romana Cernika idr.

IzkaZze se, da dramatursko-prostorska simbioza, oplemenitena s preseganjem
tradicionalnih gledaliSkih okvirov (se pravi dramskih situacij, ki se nenehno mesajo
z dramaticnimi dogodki, preseganjem konvencionalnih meja itd.), ima potencial, da
poglobi gledalsko izkusnjo, Se posebej zaradi razgrajevanja teme na Stevilne plasti
in posledi¢no sinteze na neki novi ravni, z drugac¢no globino in ZariS¢em v odnosu do
specificnega prostora. Besedilo ne podaja dokon¢nih univerzalnih pravil ali Sablon za
ambientalno dramo, temvec kaZe v smeri procesualnosti, Sirine veédisciplinarnega
razpona in ustvarjalnih zmoZnosti.

Raziskava poudarja potrebo po ustvarjalnem in pozornem pristopu avtorjev -
dramatikov, dramaturgov in reziserjev - da lahko iz dualnosti obicajnega in tabujskega
ustvarijo povsem nov svet. Kombinacija mo¢ne teme, nenavadne lokacije, povezane
s temo drame, in participativne vloge (aktivne/pasivne) obcinstva se lahko izkaze za
ucinkovito strategijo in celo za »taktiko« krepitve avtorjeve vloge v drami po letu 2000.
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The article examines the impact of social networks on modern theatre by looking at the
case of drama transformation. Discussed are the peculiarities of reportage plays versus
traditional plays, emphasising the various forms of so-called Facebook plays. The author
shows that while Facebook plays have become a major feature of theatrical life in the 21
century, their proliferation has also revealed social networks' negative effects on social
communication. This has found its apt reflection in dramatic texts. The study concludes
with an argument that although the impact of social networks on drama has of late
tended to wane, the changes that have occurred in the structure of texts over the last
decade or so appear to be largely irreversible.

Keywords: Facebook, plot decomposition, confession, non-communication
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The 21%-Century Drama and the New Reality =
of Social Networks

Hanna Veselovska
Modern Art Research Institute, National Academy of Arts of Ukraine

Introduction

The dominant role of social networks is commonly recognised these days as a major
factor in human life. The kind of impact the networks have in most areas of our existence,
from trade to politics, cannot be denied or undone. For example, one explanation for
why thousands of people could get together so quickly and efficiently in a downtown
square of the Ukrainian capital during the 2014 revolution is related to the SMS
phenomenon. Text messages were sent out by those already present on this square to
their relatives, friends and acquaintances. Despite the shutdown of public transport
and blocked entrances to the capital, new flows of protesters continued to arrive. Their
SMSes served as a kind of SOS signal and seemed to work almost flawlessly.

Another example - and unlike the first, even backed up by sociological research - is the
considerable role that Facebook played in Ukraine during the 2019 election when the
current Ukrainian government scored a stunning landslide victory in the race. Obviously, by
the mid-2010s, texts from social networks, or what preceded them, gained magical power
over the addressee and were able to stimulate complex social and political processes.

With social networks having become an inseparable, prominent feature of our lives these
days, we feel their impactin practically every area, and theatre and drama are no exception.
It is hardly possible now to establish who was the first to react to the phenomenon of
social networks - theatre or drama? However, today, artistic adaptations of Facebook
and other social media techniques are evident practically everywhere. Over the last two
decades, the acceptance of social networks by the European drama has occurred at both
the thematic and structural levels.

New as Forgotten Old

What we call new very often happens to be something that is just well-forgotten old.
This banal observation must at least be accurate when using the experience of social



236

networks in drama and theatre. After all, creating plays and performances outside
the literary tradition, outside the rules, without relying on the theory of drama, is a
distinctive feature of the avant-garde theatre of the 1920s. This is especially evident in
the activities of the so-called Left Front of Art (LEF), an influential artistic association
created by legendary poet Vladimir Mayakovsky in which reportage, a stream of life
impressions, was considered the basis of a dramatic text.

One of the LEF’s key postulates was the recognition of the alleged supremacy of the
“literature of fact” over the literature of fiction. Fiction as such was declared untenable,
a kind of “payment in counterfeit coins on the bills of reality”. Given that newspaper
reports, chronicles and eyewitness accounts were considered the primary donor to
the “literature of fact”, all this leads us to compare avant-garde pieces with the texts
of verbatim and doc. theatre and the theatre of witnesses from the last third of the
20" and the early 21% centuries. It is also noteworthy that, according to the influential
LEF theorists Viktor Shklovsky and Osip Brik, the documentary or reportage nature
of the texts conditioned the existence of such phenomena as “plot-lessness” and “plot
decomposition”. Thus, Brik wrote the following:

Instead of plays that unfold psychological conflicts, instead of plot-based dramas,
dramatisations appear on the stage more and more often, taking the form of reviews.
Instead of a cohesiveness of action, a cohesiveness of intrigue, we have a sequence of
separate scenes, often almost unrelated to each other. The central characters turn into
observers who connect these separate scenes, and the viewer’s interest is not focused
on them (“The Plot Decomposition” 226).

Playwriter Sergei Tretyakov (1892-1937) became one of the most active and
consistent proponents of the notion of creating plays as the “literature of fact”. A
close acquaintance of the avant-garde directors Igor Terentiev, Sergei Eisenstein
and Vsevolod Meyerhold, he developed his own methodology for creating texts and
focused on the practical implementation of ideas related to the “literature of fact”.
Like other LEF members, Tretyakov believed that the main starting point for creating
plays of a new type should be a newspaper chronicle, a report or a journalistic note,
that is, everything that is written “right there on the spot”, as it were. According to
Tretyakov, a documentary fact or a newspaper report ensured what he referred to as
the utility of art. The momentary, short-lived information was to be processed with
minimal time and effort spent, while the facts themselves were to be assembled under
the thematic rather than plot principle.

Using this cliché, Tretyakov wrote his play Gas Masks, based on a newspaper report
about an accident at the Ural Gas Plant. Its premiere, as directed by Sergei Eisenstein,
took place in February 1924 in the workshop of a gas plant in Moscow. Among
Tretyakov’s other works of the same type is a libretto of the political show Do you



hear, Moscow!, staged by Eisenstein, and a nine-part “event” eloquently called Roar
China!. Quite tellingly, the latter show was built on actual developments the author
had himself collected while in China in 1920. Vasilij Fedorov staged it at the Meyerhold
Theatre in 1926.

A Product of Social Networks

Unlike documentary plays — which are so visibly present in the theatrical process
since around the last decade of the 20" century - the idea of “plot decomposition”
has remained unclaimed for quite a long time. It began to be actively used again only
with the advent of Facebook plays of the reportage type. Among playwrights with
experience in documentary theatre, the magic of text coming from Facebook has been
quickly perceived as a signal to master a new dramatic technique: they would collect
Facebook texts and compile something like a doc. drama from them.

The result was a product created according to the principle of a message feed around
events to which the characters react. The respective texts, hereafter referred to as
Facebook plays, were invariably constructed on reports or testimonies taken from
a social network - rather than newspapers, as was the case in the 1920s - but, as
before, with almost no plot to adhere to, e.g., on a thematic basis. While such Facebook
plays can be found in the drama of many European countries, we focus our attention
on the Ukrainian experience.

The emergence of the first Facebook plays in Ukraine is associated with the 2014
events best known as the Maidan Revolution. The link here is plain to see because
social networks brought the freshest and most concerning information about
those events prompting people to join the protests. This is, for example, how
the play The Diary of Maidan was born by its author Natalya Vorozhbit, perhaps
the most famous of all modern Ukrainian playwrights active on the scene. The
work on the play, done within the framework of the documentary project, Rapid
Response Theatre, commenced literally right after the capital Kyiv registered the
very first clash between the protesters and the police. At that point, Vorozhbit and
director Andrey May quickly initiated a collection of documentary material and
eyewitness accounts.

As the main artistic and social tasks for the future play and performance were to
recreate the atmosphere of the events unfolding at the Independence Square (Maidan),
the authors needed to hear and present the voices of those participating in the events.
Ultimately, what emerged from hearing such voices (through interviews and Facebook
posts) was a graphic, highly emotional narrative, the dramatic construction of which
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was based on the chronology of events. This was the chronology of bloodshed,
beatings and deaths, and it became the main plot of The Diary of Maidan, a product
compiled entirely from the collected micro-stories.

Apart from lacking a plot in the traditional sense, The Diary of Maidan had no
principal hero or heroine among its characters. The play, staged at the Ivan Franko
National Theatre in Kyiv and directed by Andrey May, featured six equally male and
female actors. They each emerged from the crowd, told their micro-story and then
disappeared. This principle of multiple heroes who are “dissolved” in the events has
become key for other reportage plays about the Maidan Revolution.

The Diary of Maidan was also shown at several international theatre festivals. However,
the focus of attention there was drawn to the subject matter of performance. Rather
than the technique of creating a dramatic text, the latter basically represented a
compilation of Facebook posts from various Maidan protesters. Those posts became
their “direct” speech in the performance (Korzeniowska-Bihun “Kilka stéw” 10).

A few more similar plays, plot-less but united by topical themes, appeared in the years
after the Maidan Revolution. The most typical of these were We, Maidan by Nadiya
Symchych and a “street mystery” called Maidan Inferno, or On the Other Side of Hell by
Neda Nezhdana. With both plays created by using documentary sources, the function
of the text here was therefore also delegated to Facebook posts.

In her play, We, Maidan, Symchych collected activists’ testimonies from social
networks of the period (dating to the 2014 winter), so her characters spoke with the
voices of actual Maidan participants: they were students, journalists, doctors, priests,
volunteers and other ordinary citizens. Born from such dramatic material was a highly
ascetic performance to be shown at a Kyiv theatre called Koleso (Wheel). On a small
stage, in proximity to the viewer and surrounded by items associated with Maidan - a
barrel, burnt tyres, gas masks, shields and helmets - the actors voiced testimonies
from Facebook.

In Maidan Inferno, there are two groups of characters: some are personified characters,
such as a climber, a student, a security guard, a nurse, a musician, a journalist and
a seminarian, while others are a Facebook chorus of voices. The real actions of the
former are conditioned by the latter. Before each new scene with the main characters,
a choir of masked Facebook participants arises, uttering anonymous monologues
from the social networks. That way, by assigning to the Facebook choir the function
of a commentator on the unfolding events, the play’s author illustrates the impact the
social messaging must have had on the protesters’ decision-making.



Facebook Plays as Intimate Confessions

In addition to Facebook plays of the reportage type - where the main thing for the
playwright is to collect peoples’ responses and information on a specific topic -
the social network prompted the appearance of dramatic texts constructed on the
principle of one person’s messages on their Facebook feed. Stories about oneself, one’s
family, psychological problems and intimate experiences - in a word, confessions
that were incognito-published on the network became a source of inspiration for
authors of this type of Facebook plays. As a rule, such plays are associated with
acute traumatic experiences, which, thanks to a confessional technique taken from
Facebook, maximise the intimacy of the issue.

Content-wise, there seem to be two main ways or approaches for playwrights to use
the Facebook material and, on its basis, build a dramatic text. The first approach arises
from the situation when there is a domination of a specific social or political issue
that filters, as it were, through the characters. One such issue that proves particularly
acute to Ukraine is the war in the east, in Donbas, a theme indescribably painful to so
many local people. The war makes our characters take off and leave their homes, part
with their loved ones, and learn to adjust to or almost grow into a new reality.

The best examples of this approach are the plays Vitalik-Ulysses by Vitaly Chensky
and Mother Not According to Gorky by Lena Lyagushonkova, both writers themselves
hailing from Donbas. Chensky is a native of the city of Mariupol on the Sea of Azov, from
where he left for the capital Kyiv sometime before the war. And Lena Lyagushonkova
is originally from Lugansk, having fled from this city after it came under the control
of the Russia-backed separatists. Both began their dramatic careers in 2017 and have
recently become repertoire writers and in-demand screenwriters.

Chensky’s play, a sarcastic story about a guy from provincial Mariupol who moved to
Kyiv, was composed as a dialogue with himself. The hero kind of splits here into two
characters, each of which embodies a certain hypostasis of the author, in fact, Vitaly
Chensky himself. In various guises, he tries to arrange his life in different ways and
reacts differently to political events as he reveals them on Facebook. Two characters
act as two nicknames of one hero, who, hiding behind different Facebook names,
writes about his impressions in a foreign city and the political events that he neither
understands nor accepts.

As aresult, in the play directed by Maksym Holenko, we can see the interaction of two
performers (Veselovska “Dead and Alive” 161). These are deeply individual characters,
both recognisable as typical representatives of the 2010s generation. The young
Ukrainians in question have yet to define who they are and tend to aggressively reject
everything imposed on them by their parents and the school, the establishment and
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politicians. There was a special Facebook hero with several nicknames, multiplying
himself depending on the situation and the social circle.

Lyagushonkova'’s play is a dramatic saga about her post-Soviet childhood years in
Luhansk, where she still has many living relatives. The very title of the play, Mother
Not According to Gorky, contains irony and sarcasm directed against Maxim Gorky, the
pillar of Soviet drama, whose works were considered exemplary from the perspective
of social issues. Therefore, the mother in Lyagushonkova’s play is an anti-heroine.
Her main features are inertia and complaisance since this woman, much like the
playwright’s real mother, is not capable of decisive actions in order to break out of the
wretched backwater.

This play comprises a series of Lyagushonkova’s own Facebook posts filled with
expressed indignation. In the posts, she reacts to the recklessness of her relatives,
their dependence on Soviet stereotypes and their habits of living miserably and
acting on the orders from above. Lyagushonkova wrote the play as a story in the first-
person singular. However, the reception of Facebook posts allowed Lyagushonkova to
distance herself from the events that had taken place in her family.

Her Facebook posts look like random notes of a gradually maturing teenager and are
not logically connected by a series of events. At the same time, the process of growing
up and understanding who you and others are - as presented through Facebook
revelations - makes it possible to keep the chronology. Here are the scattered
reactions of a girl who, with every move, gains more and more of that understanding
and, in the end, knows a lot more about herself and the world than the adults around
her. In a sense, such reactions provide a three-dimensional picture of the degradation
of an individual family and the entire industrial region.

Other plays that used the Facebook resource and design were created outside of direct
connection with political events. For example, the starting point for two playwrights
who created a composition called Othello/ Facebook, Pavlo Arje and Maryna
Smilyanets, was - in addition to the Facebook principle - an assertion that there had
been a particular collective author hiding under the name of William Shakespeare.
In working on the dramaturgical basis of Othello/ Facebook together with the actors
of the Golden Gate Theatre, the playwrights acted as compilers of other people’s
messages. The composition consisted of Facebook texts from actors-participants in
the play who were actually representing themselves on stage.

In this case, Shakespeare’s masterpiece was used only as an impulse for performers
to recall and tell the audience about some annoying moments from their own life, the
moments that stimulated them to take decisive actions, good or bad. The real episodes
that they recalled and then talked about on social networks were associated with one



of the concepts behind the original Othello play - a feeling of being undeservedly hurt
and the envy towards a more successful rival. Everyone was choosing something of
their own: a story about the death of a father who did not pay attention to his son,
participating in a provincial beauty contest or the first student party.

Apparently made with a high degree of sincerity, the actors’ recollection of their
intimate monologues demonstrates the pain, wretchedness and, ultimately, the
insignificance of all those grievances that had tormented them for years. What was
a serious psychological problem for them is now overcome during the game. Indeed,
here in Othello/ Facebook, each of the actors represents both themselves and their
attitude to one’s own suffering, which he or she caricatures.

The Othello/ Facebook staged by director Stas Zhyrkov at the Golden Gate Theatre
is compositionally and visually similar to a social network page. For the viewer to
understand thatall this is happening in the world of Facebook, the actors are constantly
changing their masks. It is as if they exist in many faces and are imperceptible,
hiding behind all sorts of masking nicknames but suddenly popping up with their
revelations. Then, even more suddenly, they “drop out” of their roles as if to suggest
that the audience should perceive the theatre as a different system of coordinates,
something where the images are illusory and real at the same time - almost like in
social networks.

The success of Othello/ Facebook inspired playwright Pavlo Arje and director Stas
Zhyrkov to create another play based on posts from the social network. This time
around, they chose to focus, as in reportage plays, on a single topical issue - school
bullying, which became a plot-formative theme for the play Class staged in Kyiv at
the Left Bank Theatre. However, unlike Othello/ Facebook, where each of the actors
extracted a personal story related to resentment, envy or jealousy from his or her
Facebook, here the future performers were asked to initiate a Facebook flash mob.

In preparing for the performance, the actors needed to describe on Facebook a
documentary story about bullying in school. The story that sounded particularly
colourful and persuasive was selected to be the main plot, while the actress telling it
assumed the role of the main character in the performance. Such in-depth attention to
a specific fate contrasted with the constant flickering of scattered real-life episodes in
Othello/ Facebook and, as a result, made Class effectively the venue for a serious and
profound discussion of the school bullying issue.

Thanks to what became a highly personal account and essentially a study into the pupils’
relationships with parents and teachers in one randomly selected class, the authors
foregrounded the issue of school conservatism in general. As the play aptly showed,
bullying, like any other form of violence, remains unpunished wherever the society fails
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to address the problem continuing instead to stick to obsolete clichés and outdated rules.
In order to point to all of this, various elements, objects and symbols of the typical school
reality filled in the scene during the innovative performance: a shabby carpet, a traditional
solemn line-up of pupils with the participation of invited politicians and other influential
guests, a banal full-of-pathos speech by the headmaster.

Viber-Tinder Plays and Social Non-Communication

The so widely spread and highly collective “revitalisation” of Facebook on stage is
a remarkably indicative social development. Crucially, it seems to demonstrate how
spontaneous personal emotions that overwhelm social networks have begun to rule
society as a whole and how they have become such a dominant force and pushed many
of its users towards social aggression. Moreover, in that way, all the collected personal
mini-stories become an occasion to talk not only about the hidden and explicit
psychological problems of an individual but also about the issue of manipulation in
social networks. As a phenomenon of overwhelming real human communication,
social networks have become a subject matter in dramatic texts.

A good example of this can be traced in the next two plays, where events unfold
around such social networks as Viber and Tinder. The works in question,
Gorka (Hill) by Russian playwright Alexei Zhitkovsky and Tinderland by Irina
Serebryakova from Ukraine, are quite traditional in form. Each of the two plays is
based on everyday stories about problems that arise from the unsettled personal
lives and invariably complicated intimate experiences of the main characters.
In both, there are shiny, bright-looking heroines of decidedly action type who
happen to find themselves in various conflict situations, which is a fairly common
theme for the “good-old” traditional drama. And all that distinguishes these plays
from the texts of the previous generation is the actors’ active involvement in the
mentioned social networks, with the help of which they try to solve their personal
and career problems.

Because the heroine of Gorka, a young woman named Nastya, works in a
kindergarten and is forced to communicate constantly via Viber with the parents
of her children, the author abundantly saturates the text with quotes from her
correspondence on the network. The endless stream of messages keeps Nastya in
constant tension, but no one comments on them in any way. It is simply reproduced
as a visual aid of how emotional phrases tend to replace real feelings and actions
and how online manipulations lead people to overlook objective facts and believe
fakes instead.



By capturing the heroine’s obvious dependence on correspondence in Viber, the
playwright thereby diagnoses not only the influence of the social network but
also suggests that the creation of various groups on the network deprives their
participants of normal communication and frank discussions. Moreover, as he weaves
Viber messages into the plot, Zhitkovsky seems to point out that social networks are
often used as a mechanism for intimidation, surveillance, suppression of will, and
psychological assault.

In creating her Tinderland, Serebryakova clearly opted to use screenshots from
her friends’ smartphones registered on the Tinder network. The play’s heroine
here is a girl who naively hopes to arrange her personal life through Tinder.
However, in the process of dating, she constantly encounters fictitious names and
invented biographies, lies that remain absolutely unpunished, and a desire to take
advantage of the gullibility of others. As a result, the network that the heroine
and her friends have become so infatuated with turns out to be hugely dangerous
territory, full of hypocrisy and deceit, where connections are destroyed rather
than created.

Nevertheless, at the end of the day, both Gorka and Tinderland conclude on a high note,
as the real life depicted there does win over the phantom world of social networks.
The networks’ imaginary power is undermined by stalemate life situations, such as
a loss of the loved one or a dangerous illness. That way, the authors break, as it were,
the magic circle of characters’ dependence on social networks and insist on their
primary communicative functions.

Conclusion

It appears as though the principle of Facebook posts as a means to build dramatic
material has all but exhausted itself by now. At first, when giving preference to
documentary plays based on Facebook messages, the playwrights must have
reasonably considered that this was an interesting new way to objectively convey
the atmosphere of real events and public moods. But what seems to have happened
next was that Facebook plays fell victim to the social networks’ transformation from a
communicator into a kind of platform for public confessions.

At that, the nature of Facebook revelations prompted the creation of texts where
those confessions would become increasingly infectious and “collective”, with
multiplying characters hiding under various nicknames. So much so that eventually,
the same playwrights began to uncover and highlight issues that were often caused
by none other than social networks themselves. What had initially helped them better
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understand and reveal their personality became, over time, a tool for manipulation, if
not an exercise in social non-communication.

Even so, such a radical change of form in drama has made its mark - it has led to
the emergence of a substantially new hero on stage while transforming the nature
of characters’ communication amongst themselves and modifying the dialogue
structure of drama. The latter features have proved surprisingly resilient, as they did
not disappear with the loss of interest in Facebook. What takes place as a result is an
effective, highly productive exchange between the social reality and the artistic reality
of drama, something that has already been serving as a significant focus of attention
to drama theorists (Semiotics of Drama and Theatre).
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Prispevek preutuje vpliv druzabnih omrezij na sodobno gledaliste s tem, ko razisce
primer transformacije drame. Razpravlja o posebnostih reportaznih dram v primerjavi s
tradicionalnimi, pri tem Se posebej poudarja razlicne oblike t. i. facebook drame. Avtorica
pokaze, da so facebook drame v enaindvajsetem stoletju postale poglavitna znacilnost
gledaliskega zivljenja, vendar pa je njihov razcvet razkril tudi negativni ucinek omrezij na
druzbeno komunikacijo, kar se ustrezno odraza tudi v dramskih besedilih. Prispevek sklene
s trditvijo, da se zdijo spremembe, do katerih je v zadnjem desetletju prislo v strukturi
besedil, v veliki meri nepovratne, pa teprav vpliv druzabnih omrezij na dramatiko v zadnjem
¢asu slabi,
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Dramatika enaindvajsetega stoletja in nova
resnicnost druzbenih omrezij

Hanna Veselovska
Raziskovalni institut za sodobno umetnost, Nacionalna akademija umetnosti Ukrajine

Prispevek preucuje vpliv druzabnih omrezij na sodobno gledalisce s tem, ko pretresa
posebnosti reportaznih dram v primerjavi s tradicionalnimi, pri Cemer pa Se posebej
poudarja razli¢ne oblike t. i. facebook drame. Ceprav lahko take facebook drame
najdemo v dramatiki razli¢nih evropskih drzav, in to tako na tematski kot na strukturni
ravni, se v prispevku osredoto¢amo na ukrajinsko izkusnjo.

Dandanes se z umetniskimi adaptacijami tehnik s facebooka in drugih druzabnih
medijev srecujemo tako reko¢ vsepovsod. A ob tem se je vredno spomniti, da je bilo
ustvarjanje dram zunaj okvirjev literarne tradicije, zunaj okvirjev pravil, znacilno
Ze za avantgardno gledaliSce v dvajsetih letih 20. stoletja. To je Se posebej ocitno pri
dejavnosti Leve fronte umetnosti (LEF), kjer je za temelj dramskega besedila veljala
reportaza, tok Zivljenjskih vtisov. Eden od klju¢nih postulatov LEF je bil prepoznati
domnevno vecvrednost »literature dejstev«, se pravi literature, ki bi jo ustvarjali s
pomocjo ¢asopisnih reportaz, kronik in pricevanj ocividcev. Po trditvah nekaterih
vplivnih LEF-ovih teoretikov naj bi dokumentarna narava tako nastalih besedil
pogojevala obstoj pojavov, kakrsna sta »nefabulativnost« in »dekompozicija fabule«.

Po vzponu in padcu avantgardnega gledalis¢a v prvi tretjini dvajsetega stoletja je
ideja dekompozicije fabule dokaj dolgo ostala brez sledilcev. Ponovno je postala
aktualna Sele s prihodom t. i. facebook dram reportaZznega tipa. Dramski pisci, ki so
imeli izkuSnje z dokumentarnim gledaliS¢em, so hitro dojeli carobnost besedil, ki so
izvirala s facebooka, kot znak, da je treba osvojiti to novo dramsko tehniko: zaceli
so zbirati besedila s facebooka in iz njih zlagali nekaj podobnega dokumentarnim
dramam. Kon¢ni rezultat so bila besedila, napisana v skladu z naceli delovanja vira
sporocil in na podlagi doloCenih dogodkov, na katere se dramske osebe odzivajo.
Taka besedila, ki so jih poimenovali facebook drame, so brez izjeme temeljila na
porocilih ali pricevanjih, na katera so naleteli na druzabnih omrezjih (namesto v
Casopisih, kot se je dogajalo v dvajsetih letih 20. stoletja), vendar pa, tako kot prej,
niso imela tako reko¢ nobene omembe vredne fabule, ki bi se je lahko drzali, na
primer na podlagi tematike.
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Nastanek prvih facebook dram v Ukrajini je povezan z dogodki iz leta 2014, ki jih
danes poznamo pod imenom majdanska revolucija. Delo na drami Majdanski dnevnik
Natalije Jorozbit se je, na primer, zacelo dobesedno takoj potem, ko so v glavnem mestu
Kijevu zabelezili prve spopade med protestniki in policijo. Se nekaj podobnih dram,
sicer brez fabule, ki pa jih druZi skupna tematika, se je pojavilo v letih, ki so sledila
majdanski revoluciji: Mi, Majdan Nadje Simc¢i¢ ter Majdanski inferno ali Na drugi strani
pekla Nede Nezdane. Obe drami sta nastali s pomocjo dokumentarnih virov, funkcija
besedila je bila tudi tu potemtakem delegirana na facebook objave.

Poleg facebook dram reportaznega tipa, kjer je bila glavna naloga dramatika, da je
zbral odzive ljudi in informacije o doloceni temi, so druZabna omreZja spodbudila tudi
pojav dramskih besedil, ki so zgrajena po nacelu sporocil ene same osebe na facebook
strani. To so zgodbe o samem sebi, o nekogarsnji druzini, o psiholoskih tezavah in
intimnih doZivetjih, skratka, gre za izpovedi, ki so bile inkognito objavljene na omrezju
in so avtorjem takih facebook dram postale vir navdiha. Plod takega ustvarjanja so
bila besedila, v katerih so izpovedi postajale vedno bolj nalezljive in »kolektivne, z
vedno vec liki, ki so se skrivali pod razli¢cnimi vzdevki. In tako se je pojavil tudi lik, ki
bi ga lahko imenovali »facebook junak, se pravi nekdo, ki uporablja razlicne vzdevke
in se multiplicira glede na potrebe situacije.

Praviloma so bile take drame povezane z akutnimi travmati¢nimi dozivetji, kar
maksimira intimnost teme zaradi uporabe izpovedne tehnike, ki je prevzeta s
facebooka. Primer, ki to potrjuje, je vojna v Donbasu, zaradi katere dramski liki
zapus$cajo domove, se poslavljajo od ljubljenih, se u¢ijo prilagajanja na novo resnicnost
ali se celo zrastejo z njo. Najboljsa primera takega pristopa sta drami Vitalik-Ulysses
Vitalija Censkoja in pa Mati, ampak ne po Gorkem Lene Ljagusonkove. Oba avtorja
prihajata iz Donbasa.

Se druge drame, ki so prav tako uporabljale facebook vire in oblikovanje, so nastale
brez neposredne navezave na politicne dogodke. Ko sta delala na dramaturski
podlagi za predstavo Othello/facebook, sta Pavlo Arje in Marina Smiljanec skupaj z
igralci prevzela funkcijo zbirateljev sporocil ljudi. V tem primeru je Shakespearova
mojstrovina sluzila zgolj kot impulz izvajalcem, da so si priklicali v spomin in nato
obcinstvu porocali o kakSnem trenutku, ki jih je spodbudil, da so ravnali odlo¢no.
Posledi¢no so tudi facebook drame padle v past preobrazbe druzabnih omrezij iz
komunikacijskih sredstev v nekaksne platforme za javno izpovedovanje.

Ceprav so postale facebook drame poglavitna znacilnost gledali$kega Zivljenja v
enaindvajsetem stoletju, pa lahko zasledimo tudi bogato bero bolj tradicionalnih
besedil, ki razkrivajo negativni u¢inek omreZij na druzbeno komunikacijo. TakSne
igre skuSajo prikazati, kako spontana osebna custva, ki preplavljajo druzabna
omreZja, vedno bolj obvladujejo druzbo kot celoto in postajajo tako dominantna sila,



da mnoge uporabnike tirajo v agresivnost. Ker jih zaznavajo kot pojav, ki si podreja
resni¢no ¢lovesko komunikacijo, so druZzabna omrezja postala samostojna vsebinska
snov dramskih besedil.

Prispevek se konca s trditvijo, da se zdijo spremembe, do katerih je v strukturi
besedil prislo v zadnjem desetletju, v veliki meri nepovratne, ceprav vpliv druzabnih
omreZij na dramatiko v zadnjem casu slabi. A kljub temu je radikalna sprememba
v dramski formi pustila neizbrisen pecat, privedla je do pojava bistveno nove vrste
junaka na odru, obenem pa preobrazila naravo komuniciranja med dramskimi liki in
modificirala dialosko strukturo drame.

249



250

UDK 821.163.6.09-2«20«
DOl 10.51937/Amfiteater-2022-1/250-270

V' pricujocem prispevku se bomo osredotocili na dramsko pisanje tako imenovane mlade
generacije, Pri tem se bomo sprasevali, kako bi to generacijo definirali glede na to, da so
pisci med seboj precej individualizirani in razprseni, njihovi teksti pa vsebinsko, zvrstno
in formalno povsem raznoliki, Ugotavljali bomo, da mlado generacijo pomembno doloca
dejstvo, da se je rodila in odrascala vzporedno z razvojem interneta, druzbenih omrezij
in drugih novih tehnologij. Te so danes temeljno vpisane v druzbeno tkivo, tako da
nenehno prihaja do brisanja mej med virtualnostjo in realnostjo ter do njune simbioze,
ki jo povzemamo s pojmom »biovirtualnega«, Na primerih Stirih gledaliskih besedil
(Tridesetletnice Eve Mahkovic in Tereze Gregoric, Vse se je zacelo z golaZem iz zajckov Varje
Hrvatin, Interpretacija Sanje Ele Bozi¢ in Delo in deklica I.-V.: Drame tlacank Nike Svah)
bomo premisljali, kako postinternetno realnost, doloceno z vseprisotnostjo novih tehnologij,
v svoje dramsko pisanje vklju¢ujejo mladi avtorji, pri tem pa bomo skusali premisliti, ali
generacija teh piscev generira nove dramske prakse in dramaturske prijeme. V zakljutku
bomo opozorilinarazmere, v katerih ti avtorji delujejo in ki (vse od sistemskega izobrazevanja
do repertoarne logike uprizarjanja in vsesplosne prekariziranosti ter nestabilnosti) ne
omogocajo ekonomske varnosti, s tem pa tudi ne prostora za eksperiment in napako.
To pisce sili v zatekanje k preverjenim dramskim formam, postopkom in vsebinskim
problematikam. Kako torej definirati dramatiko generacije brez tistega determinirajotega
dramskega preloma, ki generacijo kot tako sploh definira?

Kljucne besede: mlada generacija, druzbena omrezja, postinternetna drama, biovirtualno,
nove tehnologije

Varja Hrvatin (1993), Masa Radi Buh (1998) in Jakaob Ribic (1995) sodelujejo Ze od leta 2018
kot pisci in soustvarjalci oddaje Teritorij teatra na Radiu Student. V treh letih skupnega
soustvarjanja so pripravili 13 kolektivnih oddaj, ki segajo vse od strokovnih in teoretskih
prispevkov do kolaziranih intervjujev ter v zivo vodenih oddaj na specifitcno temo. Pri
njihovem kolektivnem delu jih zanima zdruzevanje svojih individualnih specifik ter osebnih
podrocij zanimanja, saj s skupnimi znanji in izkusnjami tvorijo dinamicen vpogled v raznolike
plasti uprizoritvene umetnosti. Pri kombiniranju filozofske, teatroloske in socioloske
perspektive teorijo dekodirajo s prakso, prakso razmisljajo s teorijo ter uprizoritveno
umetnost priblizujejo sirsim ali obrobnejSim vprasanjem druzbe.

varja.hrvatin@gmail.com, masaradibuh@gmail.com, vid.jakob@gmail.com



Dramatika brez generacije 7
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Uvod

Ce razmiSljamo o premenah in razvoju slovenske dramske pisave po letu 2000,
lahko ugotovimo, da jo je v tem obdobju pomembno opredelilo vznikanje Stevilnih
institucionalnih in neinstitucionalnih iniciativ ter programov, ki so nastali z namenom
nacrtnega ustvarjanja in razvijanja novih dramskih avtorjev in avtoric. Mnogih delavnic
sicer ni vec, druge so Se, so pa vse po vrsti po svojem ucinku zelo pomembne. Ne le, da
je danes zanimanja za dramsko pisavo med mladimi precej - to se navsezadnje kaze v
zivahni produkciji besedil - to pisavo vse bolj prepoznava tudi strokovna javnost.! Ob tem
se krepi tudi spremljevalna teoretska praksa, ki skusa opredeliti formalne in vsebinske
znacilnosti mlade dramske pisave ter hkrati poiskati ali Se bolj izpostaviti nekatera od
najbolj izstopajocih imen (ali vsaj takSna, ki kazZejo potencial, da bi to postala).

Pric¢ujoci prispevek si za cilj zastavlja nadaljevanje takSne teoretske prakse. Toda
zdi se, da je treba pred obravnavo mlade dramske pisave sploh dolociti pojem
»generacije«. Od tega, kako ga razumemo, je namrec¢ odvisno, koga v mlado
generacijo umestimo, nato pa seveda tudi, kakSno podobo si o njej ustvarimo.
Zdi se, da je zaradi oznacevalca mlada za to, koga v to generacijo vklju¢imo in
koga ne, odlocujoca predvsem starost avtorjev in da bi bil to lahko tisti skupni
imenovalec, ki bi heterogeno skupino ljudi povezal v isto celoto. Toda zadeva je
zapletenejsa, saj je za mlade avtorje znacilno predvsem, da so individualizirani
in razprSeni ter da gre pri njihovi dramski pisavi veCinoma za precej izrazite
avtopoetike, zato se pojmu »generacije«, ki implicira skupnost ljudi, ki jih med
seboj nekaj povezuje, izmikajo. Po drugi strani pa smo kljub temu Ze samo v
teh nekaj na hitro napaberkovanih mislih omenili vsaj dve mogoci poenotujoci
potezi, ki bi vendarle lahko bili znac¢ilni za to mlado (ne)generacijo. Ena je torej
starost - tu smo se nekoliko arbitrarno odlo¢ili, da med mlade pisce Stejemo tiste,
ki so se rodili od druge polovice osemdesetih let - druga pa individualiziranost,
osredotoCenost predvsem nase in na svoje interese, ki jo spremlja tudi sploSno
pomanjkanje kolektivnega povezovanja. Pri tem se seveda popolnoma zavedamo
paradoksalnega stanja, na katerega napeljujemo, namrec da kot eno od klju¢nih

1V zadnjih dveh letih so bili, denimo, med skupno osmimi nominiranci za nagrado Slavka Gruma kar trije taksni avtorji
oziroma avtorice, ki jih lahko umestimo v tako imenovano mlado generacijo. Nika Svab je bila nominirana z besedilom Delo
in deklica I.-V.: Drame tlacank, Ur$a Majcen z besedilom Zgodba o bakrenem kralju, Aljosa Lovri¢ KrapeZ pa z besedilom
Weltschmerz.
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dolocil generacije postavljamo to, da se njeni pripadniki pravzaprav sploh ne
Cutijo del te generacije ali katere koli druge oblike skupnostne povezave.

Nekje na preseciscu prvega in drugega zdaj lahko omenimo Se tretje dolocilo: to je
vseprisotnost interneta in novih tehnologij. »Na preseciS¢u« zato, ker gre po eni strani
za to, da se je od devetdesetih let internet razsiril v vse pore nase druzbe in da torej
ljudje, rojeni v tem Casu, sveta in zZivljenja pred internetom skorajda ne poznajo, po
drugi strani pa ocenjujemo, da vsenavzocnost novih tehnologij poleg Stevilnih drugih
ucinkov in posledic bistveno vpliva tudi na pospesen proces individualizacije. Tako
bomo skusali vuvodnem delu besedila v grobem zacrtati pokrajino v ¢asu, ko se mlada
generacija rodi, internet in nove tehnologije pa se nepovratno vpisSejo v druzbeno
tkivo, nato pa bomo v nadaljevanju premislili, ali se to dejstvo kaZe tudi v dramski
pisavi te generacije. Pri tem nas bo zanimalo, ali se percepcijska in komunikacijska
logika interneta vpisujeta na raven strukturne in formalne organiziranosti besedil (in
Ce se, kako se to kaze), pa tudi, kako se vprasanja novih tehnologij avtorji lotevajo
na vsebinski ravni. Ta premislek bomo opravili z obravnavo in analizo izbranih Stirih
besedil mladih avtorjev (to bodo besedila Tridesetletnice Eve Mahkovic in Tereze
Gregoric, Vse se je zacelo z golazem iz zajckov Varje Hrvatin, Interpretacija Sanje
Ele BoZi¢ in Delo in deklica 1.-V.: Drame tlacank Nike Svab). Ker pri tem izhajamo iz
predpostavke, da so za generacijo mladih piscev znacilne samosvoje avtopoetike - in
zdi se, da izbrana besedila s svojo vsebinsko, zvrstno in formalno raznolikostjo to le
Se dodatno podcrtujejo - je jasno, da obravnavanih avtorjev in njihovih tekstov ne
moremo postaviti za reprezentativne primere mlade dramske pisave. Toda ¢e bomo
vseeno skusali dolociti, kaj je tisto vezivno tkivo, ki povezuje tako loc¢ene in razlicne
otocke, potem nemara ni slabo, da vendarle vzamemo vsakega od teh drobcev (ali vsaj
nekaj od njih) in jih pogledamo pobliZje v upanju, da nas bo to na koncu privedlo tudi
do kaksnega skromnega zakljucka.

Palcki, kode in biovirtualno

Zacetna, nekoliko tvegana hipoteza je, da vseprisotnost novih tehnologij pomembno
vpliva na SirSi proces individualizacije. Velik del druZenja in medsebojnega
povezovanja danes namre¢ ne poteka vec v fizicnih prostorih, pa¢ pa na druzbenih
omreZjih, kjer si lahko vsak izbere »mehurceky, ki mu zeli pripadati. V teh mehurckih
se lahko zbirajo posamezniki najrazli¢nejsih generacij in starosti, saj se tam primarno
zdruzujejo glede na skupne interese. V tem smislu se ti mehurcki bistveno razlikujejo
od klasi¢nih mest zdruzevanj, kot so na primer izobraZevalni prostori, kjer so zbrani
posamezniki istih ali vsaj podobnih let. Tako nastale skupnosti so zato med seboj bolj
interesno kot generacijsko povezane, poleg tega pa se zdi, da so ti mehurcki precej



nestabilni. Posamezniki namrec nenehno prehajajo med njimi, se vanje vkljucujejo in
jih zapuscajo, tako da je kohezivno tkivo teh skupnosti Sibko in kratkega veka.

Druzbenaomrezjaomogocajo, dalahko doljudi dostopamo od vsepovsod, celo vsamoti
svojega doma. Toda ker se razsirjajo tudi druga mesta zbiranj in skoncentriranosti,
kot so Sole, knjiznice, laboratoriji itn., podobno velja tudi za dostop do razli¢nih krajev,
stvari pa tudi do znanja. Zdi se, da je dovolj le, da imamo ustrezno napravo (mobilni
telefon, GPS, racunalnik ipd.), in imamo skorajda vse na dosegu rok oziroma palcev.
Michel Serres je zato takSnemu sodobnemu posamezniku nadel duhovit nadimek
- Palcek oziroma Palcica. S tem je Zelel kar najslikoviteje ponazoriti opazanje, da
so danes palci na rokah klju¢ni pri upravljanju nasih Zivljenj, saj z njimi nenehno
uporabljamo raznorazne tipke, racunalnike, tablice, telefone itn. (prim. Serres 16)

Kljub temu se zdi, da prispodoba o Palckih in njihovih palcih ne gre dovolj dale¢, saj
med nami (Cloveskimi bitji) in novo tehnologijo (razlicnimi napravami) Se vedno
predvideva doloceno distanco, ki jo moramo vsaki¢ znova premostiti z uporabo
prstov. V resnici pa ne gre samo za to, da bi danes Ziveli z novo tehnologijo, ampak
da na nek nacin celo Zivimo v njej. To James Bridle ponazarja s tako imenovanim
konceptom kode/prostora (angl. code/space). Gre za tiste vrste prostor, v katerem se
racunalnistvo prepleta z vsakodnevnim okoljem in izkuSnjami ter postane »njihova
klju¢na komponenta, tako da okolje in izkuSanje tega okolja v odsotnosti kode dejansko
prenehata delovati« (37). Kot znacilen primer takSnega prostora navaja letalisce, kjer
potniki uporabljajo elektronski sistem rezervacij, ki evidentira njihove podatke, jih
identificira in poSlje naprej v druge sisteme. Na letaliS¢u se nato ti sistemi uporabljajo,
denimo pri okencu za prijavo potnikov ali pri kontroli potnih listov. Ce se tak sistem
zaradi nekega razloga zrusi, je to vec kot le gola nevSec¢nost, saj so taki postopki na
letaliS¢u mogoci le z uporabo zahtevane programske opreme. Brez nje ni mogoce
narediti niCesar; »nihc¢e se ne more premakniti. Posledicno pa okvara programa
zgradbi odvzame status letali$¢a in jo spremeni v ogromno halo, polno jeznih ljudi«
(38). Tako je letalis¢e povsem odvisno od racunalniskih programov: obstaja in deluje
lahko le, dokler delujejo tudi oni. Toda letalis¢e nikakor ni osamljeni primer; »celoten
svet postaja koda/prostor« (prav tam). Koda, ki omogoca ali prepoveduje dostop
do razli¢nih storitev, je namrec¢ postala temeljni jezikovni element nase kulture. Za
skoraj vse, tudi povsem vsakdanje in navadne prostore, velja, da se danes brez kode in
ustreznih programov, s katerimi je povezana, nih¢e ne more ve¢ premakniti, brez nje
pa tudi ni ve¢ mogoce nicesar narediti.

To stanje bi morda lahko opisali z izrazom »biovirtualno«, ki ga v uvodniku k
zborniku prispevkov The Performing Subject in the Space of Technology uporabljajo
Matthew Causey, Emma Meehan in Neill O’'Dwyer. Pri tem se avtorji sicer nanasajo
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na spoje realnosti in virtualnosti v dobesednejSem smislu, kot so roboti, avatarji
in podobno, a morda lahko njihov termin uporabimo tudi za pravkar opisano
prepletanje virtualnega in materialnega Zivljenja. Nas vsakdan namrec¢ ni ve¢ jasno
loCen na cas in komunikacijo, ki se dogaja na internetu, in na ¢as brez interneta,
kot je bilo to v navadi, ko so bili v uporabi le stati¢ni domaci racunalniki s fiksno
internetno povezavo. Danes se pogovori, ki smo jih z nekom zaceli prek spleta, prek
raznih aplikacij za komuniciranje, nadaljujejo v »resnicnem« Zzivljenju, podobno
pa so tudi nasi spletni prijatelji redkeje nepoznani tujci, saj navadno na druzbenih
omrezjih spremljamo podobe Zivljenj ljudi, ki jih sre¢ujemo tudi vsakodnevno.
Ta paralelnost, soCasnost in odvisnost enega in drugega podrocja pa ni omejena
le na komunikacijo, pojavlja se tudi z medreferencnostjo, pri kateri fraze, memi,
popularne drze s fotografij in drugi popkulturni trendi z interneta sestavljajo
pogovore in situacije v Zivo.

Nata fenomen se v besedilu Tridesetletnice navezujeta avtorici Eva Mahkovic in Tereza
Gregoric, saj z uporabo dialogov in pogovorov osrednjih likov, ki vzporedno potekajo
na Facebook Messengerju in v Zivo, v jezik vpletata popularne slengovske kratice in
fraze, znacCilne za komunikacijo na internetu.? Da gre za vpletanje jezikovnega koda,
znacilnega za dolocCeno generacijo, je oCitno Ze iz slovarcka, ki je dodan gledaliSkemu
listu uprizoritve tega besedila in ki oc¢itno sporoca, da dolo¢ena skupina gledalcev (in
bralcev) posameznih fraz morda ne bo razumela. Podobno tudi na vsebinski ravni
besedilo razpira predvsem probleme pripadnic izobrazenega urbanega mehurcka, ki
se soocajo z dilemami in teZavami v svojem partnerskem Zivljenju in pri ustvarjanju
druzine, z odlocitvami o svojih profesionalnih karierah, z moZnostjo prezivetja v
hiperkapitalisticni druzbi, skozi ta vprasSanja pa avtorici prevprasujeta druzbene
pritiske na sodobno Zensko v ¢asu navidezne zmage feminizma.

Sodobne oblike komuniciranja, ki v pomembni meri potekajo prek mobilnih in
spletnih aplikacij, kot so WhatsApp, Viber, Messenger, Instagram Chat, Telegram
ipd., so postale nelocljiv del medsebojnih odnosov, saj so se tja preselili tudi
osebnejsi in intimnejsi pogovori. Tako tudi Leticia, ena izmed protagonistk besedila
Tridesetletnice, svojima prijateljicama novico o zaroki sporoc¢i kar v digitalnem
okolju Facebook Messengerja.

KONFERANSJE
Sobota, 10. avgust, 9.03.

LETICIJA
Punci, porocila se bom!! Zarocena sem! Misteriozni izlet FTW.

2 Besedilo za zdaj Se ni objavljeno.



KONFERANSJE
Slovar kratic najdete na zadnji strani gledaliskega lista.

Foto: suha Zenska roka s prstanom na prstancu.

KONFERANSJE
9.07.

LETICIJA

Aaaaaaaa! Jaz ne morem verjet. Sej sva komi zacela.

Amazing je bilo. Poglejte ta prstannnn! Van Cleef & Arpels. Jaz sam ne morem verjet. Kje je sliSal
za Van Cleef & Arpels. A je pogledu moj wishlist na Net-a-porter?

Najlepsi prstan na svetu. Jaz sem tko sre¢na. Jaz sem tko sre¢na. Jaz sem tko sre¢na. A je to

slabo?

Mahkovic in Gregori¢ sta »digitalne didaskalije«, kakor lahko opiSemo informacije o
Casu poslanega sporocila pa tudi o fotografiji Zenske roke s prstanom, prenesli kar na
lik konferansjeja, ki ga pooseblja brezoseben avtomatski digitalni tekst, Messenger pa
v tem primeru ni le tehnoloski vmesnik, temvec Ze skorajda svoj dramski lik. Druga
zanimiva lastnost adaptacije digitalnega komuniciranja v formo dramskega besedila je
prepoznanje njegove inherentne dramske forme, saj Ze njegova oblika posnema zapis
dramskega besedila. Poleg tega se avtorici poigravata tudi z dogajalnim prostorom, ki
ga v prvem delu besedila postavita v okolje Facebook Messengerja:

Nazaj v mesendZer. Antea se vrne v preveliki halji, v roki ima ogromno skodelico ¢rne kave.

ANTEA
Sobota, 10. avgust ob 13.40
Evo me, pikica. Nazaj sem ...

Bere.

Wadafak, pizda. WADAFAK!

Iz didaskalije je razvidno, da se osrednje dogajanje ne odvija v nekem to¢no dolo¢enem
fizicnem prostoru, temvec je razprseno v digitalni oblak, »v mesendzZer«, v »Zivo« pa v
tem delu spremljamo le odzive glavnih likov na dogajanje, ki poteka v spletnem pogovoru.

Z omenjenimi dramaturskimi odlocitvami in postopki Mahkovic in Gregori¢ nazorno
prikaZeta, kako prepleteni sta dejanska in virtualna realnost 21. stoletja, in napeljujeta
na tisto, Cemur pravimo stanje »biovirtualnosti«. Ta seveda nikakor ni znacilna le za
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mlade generacije; danes smo Palcki in Palcice tako rekoc vsi. Razlika je morda le v
tem, da so mlade generacije, h katerim spadajo tudi v tem zapisu obravnavani dramski
pisci in piske, nemara prve, ki se sveta pred Pal¢icami in kodami skorajda ne spomnijo
vec ali ga morda celo sploh ne poznajo. Mlada generacija se v Palcke ni spremenila, to
ni postala Sele s€asoma, pac pa se je taka Ze rodila. Nemara je to celo prva generacija,
ki palce in kode uporablja tako reko¢ od svojega rojstva.

Logika digitalnih medijev v mladi dramski pisavi

To, da je generacija mladih piscev in pisk odrasScala in zacela ustvarjati v ¢asu, ko
so se pojavila druzbena omrezja, internet pa je postal vseprisoten fenomen, se ne
kaze le v drugacnem nacinu bivanja in delovanja, niti ne samo v drugacnih nacinih
komuniciranja, razmisljanja in percipiranja realnosti, temve¢ tudi v spremenjenih
prostorih izrekanja. To niso ve¢ (zgolj) Casopisi, ulice, galerije ali gledaliski odri, v
veliki meri namre¢ to postajajo tudi nasi spletni avatarji in profili. Se ve¢, zdi se, da
so druzbena omreZja Ze sama po sebi izrazito teatraliziran prostor. Tam si uporabniki
s tem, ko se definirajo v starosti, spolu, kraju bivanja, spolni usmerjenosti pa tudi v
svojih nazorih, vrednotah in interesih, dobesedno ustvarjajo svoje »like«, nekaksne
»virtualne« identitete, ki so od njihovih identitet iz vsakdanjega Zivljenja po svoji
nujnosti vselej nekoliko zamaknjene in drugacne. Posameznik tam postane sam svoj
medij, uprizarja se za druge in pred njimi, nato pa v komentarjih pod objavami na
druzbenih omrezjih, v spletnih klepetalnicah in forumih s tako ustvarjenimi spletnimi
identitetami vstopa v komunikacijo z drugimi uporabniki. Se izraziteje od druzbenih
omreZij je teatralizirana narava raznoraznih spletnih iger, sploh tistih, ki temeljijo na
zgodbabh, situacijah in dialogih, v katerih simultano sodelujejo igralci z vsega sveta
in pri katerih si z izbiro spola, starosti, rase itn. vsak izbere ali celo kar ustvari svoj
spletni lik.

Inherentno gledaliskost spletnega okolja pri nas prepoznavajo tudi nekateri mladi
gledaliski ustvarijalci, ki internet in gledalisce povezujejo tako, da na spletu ali z njim
organizirajo specifitne, drugacne, (ne vec?) gledaliske dogodke. Tam nastajajo prav za
to specificno okolje ustvarjena uprizoritvena besedila, ki se zaradi svoje zavezanosti
internetnemu mediju ne soocajo vec z dilemo, ali so uprizorljiva ali ne, to pa avtorjem
daje ve¢ moznosti za eksperimentiranje. S pojavom novih medijev uprizorljivost
(ne vec) dramskih besedil namre¢ ni ve¢ omejena le na »klasi¢ne« oblike gledaliSke
prezentacije. Odpirajo se nova performativna okolja, ki jih nekatera besedila mlajsih
piscev - tudi zato, ker do uprizoritev na gledaliSkih odrih ne pridejo - s pridom
izkoriscajo. Tako je Varja Hrvatin besedilo Najraje bi se udrla v zemljo spisala v jeziku
Facebooka in ga tam tudi prezentirala, Nika Svab pa je v formatu podkasta napisala



besedilo Veliki SO1E01, ki ga je pod mentorstvom Simone Hamer razvila in predstavila
na leto$njih Novih branjih, laboratoriju za razvijanje novih dramskih pisav, ki ga
organizira SNG Drama Ljubljana.

Socasno ustvarjalni procesi potekajo tudi v nasprotni smeri. Podobno kot nekateri
gledaliski ustvarjalci vstopajo v spletno okolje, da bi tam ustvarjali spletne umetniske
dogodke, tudi v umetnost vse bolj »vdirajo« vplivi percepcijske in ustvarjalne
logike interneta. Med temi je tudi gledalisce, za katero se zdi, da ob vsakokratnem
pojavu nove tehnologije izdatno brani svojo (sicer neontolosko) zivost, ki je zaradi
»nezivosti« novih tehnologij Se dodatno poudarjena. Kljub temu se zdi, da so se
strategije postinternetne umetnosti in biovirtualnosti s¢asoma zacele prevajati tudi v
gledalisce. Nekaj teh strategij v besedilu Postdigital Performance identificira Matthew
Causey - med njimi so Casovna asinhronost, zamenjava performativne reprezentacije
z identi¢no reprodukcijo, proces kopiranja in lepljenja, realnost virtualnega, pri kateri
se na odru ne ukvarjamo vec z distinkcijami med napravo in ¢lovekom, med organskim
in neorganskim, posebej pa avtor izpostavlja digitalno misljenje kot nenehno
uprizarjanje omreZenosti in povezanosti ter hibridnosti razli¢nih form. Iz logike
elektronskih medijev in interneta brzcas izhaja tudi tisto, kar Ana Vujanovi¢ v ¢lanku
»Meandering Together: New Problems in Landscape Dramaturgy« imenuje krajinska
dramaturgija. Ta naj bi bila po njenem mnenju posledica spremenjene percepcije in
pozornosti, ki ni ve¢ singularna in eksplicitno vodena, temve¢ gledalcu ali gledalki
dopusca avtonomijo lastnega odlocanja, kaj in kako bo opazoval/-a dogajanje na odru.
Posledi¢no je to dogajanje razprSeno in ne ponuja le enega samega toka informacij.
Podobno imamo tudi na internetu odprtih praviloma ve¢ zavihkov hkrati, med njimi
pa se nato premikamo poljubno in se tako ves cas selimo iz enega dogajanja v drugo.

Ce torej velja, da dramaturgija postinternetne umetnosti na$o percepcijo in pozornost
organizira na podlagi logike interneta, ki se zanasa na so¢asnost dejanj in dogajanja na
vecl razli¢nih prostorih, potem lahko nemara te znacilnosti iS¢emo tudi v dramaturgiji
postinternetnega dramskega besedila. Zdi se, da primerov taksnih besedil med
mlado slovensko dramatiko ni veliko, vsaj delno pa tej logiki in dramaturgiji sledi
besedilo Vse se je zaclelo z golaZem iz zajckov, ki je zgrajeno kot niz med seboj lo¢enih
prizorov.? Te je treba v celoto Sele sestaviti, to delo, ki tradicionalno pripada avtorju,
pa je prepusceno bralcu. Temu je namrec potek besedila v celoti prepuscen, tako da
se lahko med ve¢ razli¢nimi ponujenimi moZnostmi sam odlo¢i, na katerem mestu
oziroma s katerim prizorom bo zacel, podobno pa mu je tudi po koncu vsakega prizora
v izbiro ponujenih vec¢ razlicnih strani, na katerih lahko nadaljuje branje. Prizori si
tako v besedilu ne sledijo linearno ali hierarhi¢no, pa¢ pa o tem, kako se bodo povezali
med seboj, bralec odlo¢a sam. Tej strukturi je sledila tudi uprizoritev besedila, saj so

3 Besedilo je objavljeno v reviji Sodobnost, letn. 84, §t. 7-8, 2020, str. 945-979.
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bili prizori razdeljeni na razlicne postaje, na katerih je dogajanje potekalo ves cas,
gledalci pa so se od postaje do postaje sprehajali po svoji lastni logiki. Tako bralec
besedila kot gledalec uprizoritve tako postaneta aktivna soudelezenca, skorajda
soavtorja dogodka, saj besedilo in uprizoritev ne »le« prebirata oziroma gledata, pac
pa ju tudi aktivno sooblikujeta. To znacilnost Christina Papagiannouli v ¢lanku »On
Line« pripisuje sodobnemu postdigitalnemu oziroma postinternetnemu bralstvu in
gledalstvu.

Ceprav besedilo Vse se je zacelo z golazem iz zajckov ni zgrajeno iz tkanja razli¢nih
medijev, citatov ali delov besedil, lahko tvegamo z oceno, da vendarle vsaj delno izhaja
iz logike interneta in digitalne besedilnosti. Prizori v besedilu namre¢ delujejo kot
nekaksne povezave oziromallinki, ki se odpirajo drug vdrugegain vodijo kvedno novim
ciljem, s tem pa z vsakim novim branjem nastane novo besedilo. Tak$no »[n]elinearno,
ve¢smerno in nehierarhi¢no« (Topori$i¢ 57) branje je znacilno prav za Cas elektronskih
medijev, saj lahko podobno kot na internetu tudi pri branju tega besedila poljubno in
avtonomno manevriramo med prizori (prav kakor med internetnimi zavihki) ter se
vra¢amo nazaj ali preskakujemo med njimi. Vsak prizor namre¢ ponuja ve¢ razlicnih
mogocih povezav, ki vodijo do naslednjega prizora in z njim tvorijo razvejano ter
dinamicno verigo razli¢nih delov celotnega besedila. Tako organizirano besedilo ni
ve( staticen produkt, temve¢ dinamicen in odprt proces, ki je nenehno v nastajanju,
spreminjanju, preoblikovanju, dograjevanju itn., kar mu daje videz arbitrarnosti. Ta
je vselej vsaj delno odvisna od bralca in njegovih odlocitev, saj besedilo ni vec v celoti
osrediS¢eno okrog avtorja in njegovega tradicionalnega monopola nad pomenom.
Zdi se, da je prav to ena od temeljnih znacilnosti (dramskih oziroma literarnih)
hipertekstov, ki se prilagajajo spremenjenim nacinom komunikacije, razmisljanja in
percepcije. S tkanjem razli¢nih citatov in z medbesedilno ter medijsko vezljivostjo,
kot ji pravi ToporiSi¢ (prim. prav tam), skuSajo vzbujati izkuSnje mreZenja in
medmreznosti, s tem pa se odzivajo na znacilnost biovirtualnega Casa, v katerem
vsebine in kulturni produkti nenehno kroZijo in se povezujejo med seboj.

Mlada generacija med vplivnezi in prekarci

Prav tako kotlogiko novih tehnologij mladi avtorjile poredkoma vpisujejo v strukturno
in formalno organiziranost svojih dramskih besedil, se tehnologija le redko eksplicitno
tematizira tudi na vsebinski ravni. Se pa zato pogosteje naslavljata individualizacija in
performiranje intimnega Zivljenja, ki z druzbenimi omrezji vstopata v ospredje.

S tem ko je bilo v drugi polovici osemdesetih let, prav v c¢asu, v katerega
postavljamo pojav mlade generacije, razglaseno, da druzba ne obstaja, da obstajajo
le posamezniki in ozke skupine ljudi, se je temeljno spremenila definicija javnega



prostora. Posamezniki se poslej praviloma vzpostavljajo zaradi lastne Koristi
in sledijo le Se svoji partikularni, nemalokrat tudi povsem egoisti¢ni volji, ne
podrejajo se ve¢ skupnemu interesu, to pa nujno pomeni razpad skupnosti in
medsebojnih povezovanj. Ker prevladujoca logika danasnjega ¢asa narekuje, da se
vsak od nas ukvarja s sabo, skrbi zgolj zase in ga zato pri delovanju vodi le lastna
volja, je potreba po tem, da se javni prostor izkoristi za medsebojno razpravljanje
o problemih, ki zadevajo celotno druzbo, pricela izginjati. Posledica tega je
privatizacija javnega prostora, v katerem so teme, ki zadevajo nadindividualni,
druzbeni interes, zamenjale banalnosti in trivialnosti iz zasebnih zivljenj. O tem je
Se pred mnozicnim pojavom druzbenih omrezij pisala Alenka Zupancic, ki poudarja,
da je »[f]ascinacija z zakulisjem, kukanje v kuhinje, spalnice, garderobne omare
[...] mnogo vec kot le nekaj, kar igra na voajerske Zelje gledalcev. Sistemati¢no
namrec¢ ustvarja in utrjuje prepricanje ali formulo, po kateri vsa nasa dejanja,
dosezki ali polomije izhajajo direktno iz naSe biti in so njen neposredni izraz«
(15). Gre torej za to, da merilo uspesnosti ni vec to ali ono uspesno ustvarjeno
delo ali projekt, pa¢ pa Ze sam »nacin zivljenja, takSna ali drugacna modalnost
nase biti«, ki »nastopajo kot ultimativna razlaga [...] naSih ekonomskih, $portnih
ali ustvarjalnih uspehov« (14). llustrativen primer tega so liki tako imenovanih
spletnih vplivnezev, influencerjev, pri katerih ne gre preprosto le za to, da nimajo
vec zasebnosti, ¢e$ »vse je postalo javno«, pac¢ pa predvsem za to, da ni ve¢ javnosti,
saj je slednjo v celoti pricela preplavljati ena sama zasebnost. Gre za paradigmatski
primer samooklicanih »javnih osebnosti«, za katere nihce ne ve, zakaj so »javne,
vemo pa vse o njihovem Zivljenjskem slogu, osebnih navadah, dnevnem urniku, o
tem, kaksno hrano imajo rade, kakSno kozmetiko uporabljajo itn. Vendar v ozadju
teh na videz nedolznih banalnosti stoji premetena ideoloska stava, namrec da se
»uspesSnost« poveZe z dolo¢enim na¢inom Zivljenja, kar pomeni, da se ljudem, ki
jih taksni spletni vplivneZzi nagovarjajo, ponudi naslednja obljuba: »dovolj je, da
uporabljate taksne izdelke in storitve, kot jih mi, pa boste uspesni in srecni tudi
vi«. Prav tu pa seveda tic¢i perfidno ustvarjanje ekonomske vrednosti.

Ta ideoloski preplet med domnevno depolitizacijo druzbenega, ko so javni prostor
namesto velikih politi¢nih in druZbeno relevantnih tem pricele zapolnjevati bolj ali
manj nepomembne podrobnosti iz zasebnih Zivljenj ljudi, in »ameriskimi sanjami«
o uspehu je v srediSce svojega besedila Interpretacija Sanje postavila nagrajenka 52.
Tedna slovenske drame za najboljSo mlado dramaticarko Ela Bozi¢.*

Besedilo nas tematsko vpelje v realnost povprecne slovenske youtuberke, v
brezizhodno Zeljo po uspehu in nenehnem generiranju novih vsebin ter interesov
protagonistke Sanje, ki se poleg kuriranja svojega youtube kanala Interpretacija Sanje

4 Besedilo je objavljeno v reviji Adept, letn. 8, st. 1, 2022, str. 88-115.
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vzpostavlja tudi skozi spolna razmerja z nesposobnimi korporativnimi direktorji
sodobnih tehnoloskih kickstart projektov. Besedilo Ze na ravni jezika, s kombiniranjem
uporabe knjiznega jezika v didaskalijah, pogovorno zapisanih dialogov in transkripcij
youtube videoposnetkov ter z uporabo ready-made youtube komentarjev, vpeljuje
parametre postinternetne logike. Ob bok vsebini, ki je polna medbesedilnosti, vpeljav
popreferenc na tehnoloske oligarhe, vse od Marka Zuckerberga do Elona Muska, ter
naslavljanj vprasanj umetne inteligence, razvoja aplikacij, rudarjenja kriptovalut in
bliZajoCe se prihodnosti Zivljenja na Marsu, besedilo polnokrvno izrisuje kontekst
sodobne realnosti milenijskega posameznika in $irse druzbe. Ceprav se omenjenih
tem avtorica dotakne povrSinsko, z obilico distanciranega cinizma in ironije,
vseeno potrjuje ravno neoprijemljivost generiranih tem, ki jih (predvsem mladim)
ustvarjalcem predocata pricujoca realnost in zastrasujoc¢a prihodnost.

Besedilo z jasno zastavljeno dramsko strukturo, ki po principu prehajanja med
razlicnimi zavihki brskalnika preskakuje med scenaristicno zapisanimi prizori
videoposnetkov, ki jih protagonistka Sanja objavlja na svojem youtube kanalu, ter
klasi¢nimi dialoSkimi prizori v konkretnem prostoru, sledi podobnemu principu,
kot ga uporabljata avtorici prej omenjenega besedila Tridesetletnice. S tem besedilo
posvaja primitivnejSe oblike koncepta hiperteksta in ustvarja obcutek prehajanja
med materialnimi in virtualnimi situacijami, to je med socasnostjo prostorov kod, v
katerih hkratno bivamo.

Avtorica na formalni ravni vpeljuje dokumentarne (ready-made) komentarje, ki se
pojavljajo kot odzivi pod objavami prepoznavnih slovenskih vplivnic, npr. Lepe Afne. Ti
komentarji so izpisani poljubno, vendar z originalno ohranjenim ¢rkovanjem in sintakso.

masa hancic

Ful dober video Lepa si in Lepo stanovanje mas
marija osojnik

Sanja kaj je bilo s tabo in tomazom zakaj sta se locila
Sara Bartol

men je bol§ ¢e ne govoris

Odlocitev za uporabo resni¢nih imen komentatorjev in njihovih vsebin besedilo
razSiri z dodatno dimenzijo, ki odslikava realno stanje in mentaliteto youtube
skupnosti, ki je prepletena z entuziasti¢nimi najstnis§kimi, hejterskimi inceli® ter
predvsem s skorajda nepismenimi internetnimi uporabniki. Na ta nacin se Sanjine
vsebine vpnejo v dokumentarnost realnega youtube okolja, s ¢imer podkrepijo
zanko fikcija-realnost-fikcija, v kateri ni vec jasno, kaj je res in kaj ne, kje se polje
javnega zacne in zasebnega konca.

5 Incel je pripadnik spletne subkulture, ki kljub Zelji po ljubezenski zvezi in seksualnem partnerju le tega ne more dobiti.



Lik spletne vplivnice se pojavlja tudi v besedilu Nike Svab Delo in deklica I-V: Drame
tlacank.® Pri tem se avtorica osredotoCa na eno od tistih za pozni kapitalizem
najznacilnejsih lastnosti prekariziranega dela, namrec¢ na stapljanje dela z zasebnim
zivljenjem. Patricija - tako je vplivnici ime - nikoli ne obmiruje: ko pociva, se
fotografira za objavo na spletu, ko se odpravi v naravo, posname par utrinkov in
jih opremi s klju¢nikom #familyfun, ko gre po otroke v vrtec, jih izkoristi za to,
da ji pomagajo posneti promocijski video za kolo itn. Njeno Zivljenje je podrejeno
nujnosti dela, zato se v celoti zlije z njim, tako da na koncu ni¢ ve¢ ne ostane za
zivljenje. Podobno velja tudi za preostale Stiri tlacanke, ki se od Patricije bolj ali
manj razlikujejo le po tem, da so zaposlene v »kulturnem sektorju«: Viktorija je
magistra sociologije kulture, Lena je producentka, vpisana v razvid samozaposlenih
v kulturi, Masa je arhitektka in samostojna podjetnica, Frida pa je pisateljica.
Besedilo vzpostavlja nekaksno poetiko vsakdanjega Zivljenja, saj brez kaksnih
ve¢jih dramskih zapletov spremljamo vsakdan vsake od petih protagonistk, ki
je temeljno doloCen z njihovim delom oziroma z naravo tega dela. Poleg prej
omenjenega mesanja med zasebnim in profesionalnim to delo opredeljujejo tudi
nestabilnost, mobilnost (Masa je, denimo, prisiljena delati v tujini), sposobnost
samoorganiziranja, projektnost in z njo povezana fleksibilnost, ki Se posebej
izstopita ob upodobitvi Leninega vsakdanjega Zivljenja, saj je ta kot producentka
zadolZena prav za prijavljanje projektov na razpis. Pri enem od tak$nih razpisnih
besedil, ki jih Lena pripravlja, avtorica duhovito navrze nekaj najbolj »modnih«
ideologemov, kot so »interdisciplinarnost«, »trajnostni razvoj«, »aktivacija mladih«
itn., ki se brezkon¢no pojavljajo v razpisih vseh vrst, najsi bodo projekti, ki se
prijavljajo, med seboj Se tako razli¢ni, in ki (domnevno) napotujejo k ugodnemu
razpletu odlocitev razpisnih komisij, povezanih s financiranjem projekta. Toda prav
to je bistvena poanta, saj se za takSnimi domnevnimi ideali skrivata logika kapitala
in dejstvo, na katerega v zadnjem casu posebej opozarja Bojana Kunst, namrec
da se umetnost po prevladujoCih nacinih dela postavlja v blizino kapitalizma.
Emancipatorni ideali, ki so vsaj deloma povezani tako z domnevno »neodvisnostjo«
in »avtonomnostjo« samozaposlenih v kulturi kot tudi s feministicnimi boji, ki
so poleg sodobnih, predvsem v kulturi prevladujoc¢ih nacinov dela prav gotovo
ena od osrednjih tem besedila Nike Svab, so v resnici »prepleteni z novimi nacini
izkori$¢anja in proizvodnje« (Kunst, Umetnik 122), ki iz angaziranih umetnic in
feministk ustvarjajo »vidno izCrpane in neprestano aktivne protagonistke, ki se
premika[jo] od ene delovne naloge do druge, od enega politicnega in osebnega
angazmaja do drugega« (prav tam). Za idealom politicCno angaZirane umetnosti,
kakrsno si prizadeva ustvarjati pisateljica Frida (»Pisala bo o necem pomembnem,
kot recimo o stanovanjski problematiki, vprasanju spola in razrednem boju, slednji
je namre¢ neposredno povezan z vsemi drugimi druzbenimi vprasanji,« pise Svab

6 Besedilo je objavljeno v reviji Sodobnost, letn. 85, §t. 7-8, 2021, str. 976-1032.
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v didaskaliji, ki Frido uvaja kot dramski lik), se skriva reaktivna mikropolitika, ki
izrablja umetni¢ino prekarnost, fleksibilnost, mobilnost itn. Zavracanje imperativa
politi¢nega je zato po mnenju Bojane Kunst »tudi politi¢na gestag, saj s tem zavraca
»umetnost kot neprestano aktivno, udejanjeno drzo na preZi« (Kunst, Zivljenje 50).
To pa hkrati pomeni, da je tudi to, da Nika Svab bolj kot »velike« makropoliti¢ne teme
naslavlja kontekst, v katerem ne ustvarjajo le v dramskem komadu upodobljene
umetnice, marvec tudi avtorica sama - brzc¢as je v podobnih razmerah nastalo tudi
pricujoce besedilo - mogoce razumeti kot Ze docela politi¢no gesto.

Hkrati ukvarjanje s kontekstom napeljuje tudi na eno od tistih lastnosti, ki jo
»novi dramig, kot jo poimenuje, pripisuje Blaz Lukan. Zanjo je znacilno, da avtorja
»ne zanima vec toliko psihologija 'likov' - zato pa zagotovo samoanaliza, celo
avtoterapija« (109), in tako se tudi dramski liki v zadnjem metadramskem prizoru
pri avtorici pritoZujejo, da so premalo psiholosko razdelani. Toda kot jim odgovarja
Frida: »[S]ploh ne gre o tem, ampak o razli¢nih prekarnih pozicijah dela.« O¢itno
je avtor nove drame, kot ugotavlja tudi Lukan, »bolj zaposlen s stanjem sveta, torej
s kontekstom, pri ¢emer »kontekstu priznava premoc¢ oziroma ga le usmerja,
kanalizira v blizino lastnega sveta« (pravtam 109, 110). Nova drama »si ne domislja,
da kreira novi svet, zagotovo pa o njem 'prica’, v vseh konotacijah tega pojma: je v
tem svetu karseda prisotna, dejavno spremlja njegov potek in o njem govori, piSe«
(prav tam 110). Besedilo Nike Svab morda ni tipi¢na »nova drama, toda v tem
segmentu vse nastete lastnosti veljajo tudi zanj. To je pomembna ugotovitev, kajti ne
smemo pozabiti, da se tekst vendarle precej oCitno navezuje na kanoni¢no besedilo
Elfriede Jelinek. To torej pomeni, da Svab v odnosu do svoje osrednje reference
ne premesca le kljucnih vsebinskih poudarkov, kar je navsezadnje razvidno Ze iz
premen, ki so doletele naslov besedila - tako beseda »delo« nadomes¢a »smrt,
beseda »tlacanke« pa »princese« - pac pa se od njega pomembno razlikuje tudi
v formalni in strukturni gradnji besedila. Ce je besedilo Elfriede Jelinek eden od
paradigmatskih primerov postdramskih besedil, potem se v tekstu Nike Svab
nemara ze Cutijo vplivi sedanjega casa, ko se v postdramska tkiva postopoma
ponovno vracajo elementi (neo)dramskega.



Zakljucek

Skupina posameznih umetnikov se pod skupnim imenovalcem generacije neredko
definira retrospektivno, torej na podlagi vnazaj$njih analiz, kaj naj bi specifi¢en cas
in prostor, v katerem je generacija delovala, odrazal in kako se je nanj ta generacija
odzivala. Vendar o sedanji mladi generaciji piscev in pisk post festum $Se ne moremo
govoriti, saj ti avtorji delujejo tukaj in zdaj. To hkrati pomeni, da je potrebno prelom,
ki naj bi sploh konstituiral generacijo kot tako - pojem generacije vendarle izhaja
iz besede generirati, torej porajati, ustvarjati, povzrocati nastanek necesa, po
moznosti seveda novega in drugacnega - umestiti v kontekst aktualnih razmer, v
katerih naj bi do tega preloma prislo. Mladi so namrec lahko glasniki in generatorji
novega, inovativnega, morda celo radikalnega le takrat, kadar so za to ustvarjene
tudi ustrezne razmere.

V priCujocem zapisu ugotavljamo, da takSnega preloma bolj ali manj Se zmeraj
ni. Avtorji mlade generacije, ki jih druzi odrascanje ob internetu, sicer neizbeZno
vpletajo posamezne elemente, ki naslavljajo ta vsepricujoci svet interneta in novih
tehnologij, a kljub temu tako na vsebinski kot na formalni ravni piske in pisci Se
vedno bolj ali manj posegajo po postopkih, ki jih je neka druga generacija vpeljala Ze
pred desetletji. Hipertekst in medmreznost v dramatiki, denimo, nikakor nista nekaj
popolnoma novega. Tomaz Toporisi¢ tako Ze pri analizi besedil (nekoliko) starejse
generacije - med njimi so besedila DuSana Jovanovic¢a (Razodetja), Simone Semenic
(5fantkov.si) in Drage Potoc¢njak (Za nase mlade dame) - ugotavlja, da »v slovenskem
sodobnem gledalis¢u in dramatiki [...] (ne vec) (dramski) tekst in gledalisce vedno
bolj postajata hipertekst s $tevilnimi povezavami ali linki« (67). Se enkrat se izkaze,
da so del biovirtualnega zivljenja vse generacije, ne le mlajse, in da zato postopki, ki
izhajajo iz take logike, nikakor niso znacilni le za mlajse pisce in piske. Se ve¢, zdi se,
da se ti pisci z novo tehnologijo in z vsemi posledicami, ki jo ima, na vsebinski ravni
pogosto sploh ne ukvarjajo in je torej niti ne problematizirajo, prav tako pa njeno
logiko le poredkoma vpisujejo tudi na raven dramaturske strukture svojih besedil. Za
to bi lahko bilo vec razlogov.

Eden od njih je morda povezan s tem, da gre za nemara prvo generacijo, ki je bila
rojena v €asu, ko je internet Ze obstajal, in zato od nekdaj zivi v tako imenovanih koda/
prostorih. Posledi¢no morda pojav novih tehnologij jemlje kot nekaj samoumevnega
in ga dojema na ravni svojega spontanega dozivljanja vsakdana. A prav zato se zdi, da
bi bilo premisljevanje o vlogi novih tehnologij toliko pomembnejse. Nove tehnologije
morda tezko zapopademo tudi zato, ker jih tezko zreduciramo v konkreten in po
moznosti obvladljiv objekt: mobilni telefon, ki ga nosimo v svojem Zepu, denimo,
spada k novi tehnologiji, vendar je nova tehnologija po drugi strani tudi precej
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obseznejsa od njega. James Bridle si od filozofa Timothyja Mortona zato izposoja izraz
»hiperobjekt«, s katerim opisuje stvari, ki nas sicer obdajajo in v katerih, kot smo
videli na primeru letaliS¢a, nemara tudi zivimo, vendar so enostavno prevelike, da
bi jih lahko videli in zaznali v celoti (prim. Bridle, New 73). Po njegovem prepricanju
so poleg interneta primeri takSnih hiperobjektov tudi globalno segrevanje, evolucija
in jedrsko sevanje. Vsem je namre¢ skupno, da se sofasno odvijajo povsod, ne le v
domacem, lokalnem okolju, a da jih praviloma zares zaznavamo Sele prek (navadno
negativnega) vpliva, ki ga imajo na druge stvari: v primeru globalnega segrevanja
je to, denimo, taljenje ledene odeje, v primeru internetnega omrezja pa prenehanje
delovanja doloCenih sistemov. Hiperobjekti so namrec tako obsezni, hkrati pa so nam
tudi tako zelo blizu, da »se upirajo naSi sposobnosti, da bi jih racionalno opisali in
da bi jih obvladali v tradicionalnem smislu« (prav tam). Poleg omenjenih razlogov
pa je prav mogoce, da bi bilo lahko to, da se nova tehnologija kljub svoji sicersnji
vseprisotnosti v besedilih mladih piscev Se vedno pojavlja bolj ali manj poredkoma,
povezano s produkcijskimi ter izobrazevalnimi razmerami, v katerih mlada dramska
pisava pri nas nastaja. Ta je Se vedno zvecine namenjena predvsem branju in manj
uprizarjanju, zato je pisanje od uprizoritvenega procesa pogosto loceno in odtujeno,
tudi kadar so uprizorjena, pa ostanejo tista besedila, ki so po svoji formi drznejsa in
eksperimentalnejsa, pogosto povsem spregledana.

Zarazmere, v katerih mladi pisci delujejo, ni znacilen le porast izobrazevalnih platform
ter razlicnih minornejsih in velikokrat samoangaziranih iniciativ, ki objavljanje in
uprizarjanje mlade dramatike izdatno spodbujajo, zanje so znacilni tudi vsaj do neke
mere zastareli principi vzgoje. Ta izraz uporabljamo namenoma, saj je dramskega
pisca dejansko treba vzgajati, mu ponujati in odpirati prostor za preizkusSanje pisave
na odru v sodelovanju z igralci, reZiserji in drugimi soustvarjalci, zato da svojo
pisavo lahko raziskuje, popravlja, renovira in se oddaljuje od romantizirane podobe
dramskega pisca kot rojenega genija, ki naj bi vizolirani osami udejanjal uprizoritvene
situacije in pripovedi v prazni Wordovi datoteki. Vzgajati je treba tudi bralca, da
bi dramatiko bral in spremljal Ze od zacetka svojega Solanja, torej da bi ob prozi in
poeziji ter filmih in serijah spremljal tudi gledalisce. Vzgajati je navsezadnje treba
tudi gledalca, da gledalisce lahko gleda in bere onkraj linearne pripovedi in klasi¢nih
dramskih parametrov. Nasprotno pa izobrazevanje dramskega pisanja le redko
odstopa od konvencij aristotelske strukture, prav tako praviloma tudi ne raziskuje
razvoja dramske pisave onkraj klasicnega dramskega gledali$¢a. To pomeni, da Ze na
izobrazevalni ravni razmere niso naklonjene ustvarjalnemu tveganju, eksperimentu
in napaki, to pa se sistemsko reproducira in manifestira tudi kasneje, v repertoarnih
odloc¢itvah gledalis¢, ki praviloma favorizirajo ali celo spodbujajo preverjene vsebine
in formate, navsezadnje pa tudi v vsesploSno prekariziranih in nestabilnih razmerah,
v katerih delujejo mladi ustvarjalci.



S tem, ko se idejno in financno onemogoca prostor za napako, se onemogoca tudi
potencialni prelom, ki bi lahko zarezal v stanje stvari. Piscu prelom ni omogocen, saj
nima ustrezne ustvarjalske in s tem neredko povezano tudi ekonomske ter finan¢ne
varnosti. To pomeni, da je Se pred prelomom, ki naj bi definiral neko generacijo,
potreben prelom v samih izobrazZevalnih procesih pa tudi v razmerah, v katerih se
dramska pisava realizira, najsi bo to objava teksta ali njegova uprizoritev. Sele takrat
bo prelom mogoc tudi v vsebini, estetiki, formi in navsezadnje v celotni uprizoritveni
umetnosti in nemara bomo lahko Sele takrat zares govorili o novi generaciji.
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In this paper, we will concentrate on the playwriting of the so-called young generation. In
doing so, we will ask how this generation can be defined, given that the writers are quite
individualised and dispersed among themselves, and their texts are quite diverse in terms
of content, genre and form. We will argue that being born and growing up concurrently
with the development of the internet, social networks and other new technologies, which
are nowadays fundamentally inscribed in the social fabric, has significantly defined the
young generation. Consequently, the boundaries between the virtual and the reality are
constantly being blurred, and the symbiosis between the two, summed up in the term
“biovirtual”, is continuously being established. Using examples of four theatre texts (The
Thirty Somethings by Eva Mahkovic and Tereza Gregaoric, It All Began with the Bunny Rabbit
Goulash by Varja Hrvatin, The Interpretation of Sanja by Ela Bozi¢ and Work and the Maiden
I-V: Serf Dramas by Nika Svab), we will reflect on how young authors are incarporating the
post-internet reality, defined by the ubiquity of new technologies, into their playwriting.
We will consider whether these writers' generation generates new playwriting forms
and dramaturgical approaches. Finally, we will draw attention to the conditions under
which these authors operate, which (from systemic education and the repertory logic of
staging to the pervasive precarisation and instability) do not provide economic security.
Hence, there is no room for experiment and error. This forces writers to opt for already
tested dramatic forms, strategies and themes. How, then, can one define the playwriting
of a generation if it lacks a clear break with the tradition that would characterise this
generation?

Keywords: young generation, social networks, post-internet drama, biovirtual, new
technologies

Varja Hrvatin (1993), Masa Radi Buh (1938) and Jakob Ribic (1995) have been collaborating
as writers and co-creators of the Radio Student show Teritorij teatra (Theatre Territory)
since 2018, They have produced thirteen episodes during this time, ranging from expert
and theoretical contributions to collaged interviews and live programmes on a specific
topic. In their collective work, they wish to combine their personal areas of interest and
their shared knowledge and experience to create a dynamic insight into the diverse layers
of the performing arts. By combining philosophical, theatre and sociological perspectives,
they decode theory with practice, think practice with theory and bring performing arts
closer to the broader or more peripheral societal issues.
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The development of Slovenian playwriting after the year 2000 was predominantly
marked by numerous institutional and independent initiatives and programmes
designed to create and develop new playwrights. Even if some of these initiatives
have folded, their effect is still important. Today, there is much interest in playwriting
within the young generation and, consequently, a rise in accompanying theoretical
practice which attempts to outline some key formal and narrative characteristics
while simultaneously identifying potential outstanding authors. Generations define
art, and in this case, playwriting, through a tangible discontinuity in either aesthetics,
content or form, which outlines itself by reacting to certain specifics of time and
space. The current generation of young playwrights in Slovenia lacks such a defining
moment or a shift in form, content or procedures. However, the unique rise of the
internet, social media and integration of technology and everyday life unites it.

French philosopher Michel Serres calls them Thumbelinas in reference to their
seamless use of modern touch-screen technology while British artist, writer and
technologist James Bridle suggests that they (and we) live in a world of code-space
where more and more situations are inherently tied to various technologies and
algorithms. Exceedingly, social existence has moved from physical spaces to social
media. There, everyone has the opportunity to choose a bubble to which they wish
to belong. These bubbles differ significantly from traditional spaces of gathering.
Instead of forging connections based on similar ages (generation), they are structured
more around the same interests. The influence of such an interconnected yet online
existence finds an imprint in playwriting with elements of self-referentiality,
autobiography, hypertextuality, pop culture references and the appropriation of social
media language. Plays like The Thirty Somethings by E. Mahkovic and T. Gregoric bring
hypertextuality through references to or the strong use of social media slang. Their
form, however, remains close to the traditional dramatic structure and does not
introduce radically unfamiliar dramatic constructs. A (new) landscape dramaturgy
which imitates the organisation of attention, representative of web browsing, emerges
to include these significant life changes in dramatic texts.

An example of this is found in It All Began with the Bunny Rabbit Goulash by V. Hrvatin.
Its dramaturgy is built upon a series of separated/individual scenes that are yet to be
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composed into an entirety by the reader. Instead of linearity, a dramaturgy of reading
consists of numerous permutations and heavily relies on the reader’s individual
choices. Aside from a few exceptions, most of this generation’s plays scarcely
problematise or include new technologies (and their consequences) in their texts.

This approach is surprising, given that the young generation is defined precisely by
living in a biovirtual world. The reasons for it might be found in the specific conditions
of the local education system. In playwriting courses at the Academy for Theatre,
Radio, Film and Television, the emphasis still lies on the traditional and Aristotelian
model of writing. Other playwriting workshops also rarely specifically encourage
explorations of post-internet writing. In addition, young playwriting is mostly still
written solely for reading, which alienates it from the staging process. When a stage
adaptation does happen, plays with audacious and experimental forms often get
overlooked. The youth can be a messenger of innovation and radical discontinuity
only in times of appropriate conditions.

In our article, we cannot identify such a break or a shift. Although playwrights of
the young generation include some elements of the biovirtual, hyper-digital world,
a drastic change in ways of living is not reflected in the formal characteristics of
their plays. The procedures they opt for are ones that other generations already
introduced decades ago. The combination of out-of-date education and repertoire
theatres that favour already tested forms and content hampers the options for risk,
error and experimentation. When space for all of these is shut down, there is little
opportunity for a potential break to emerge. The young playwright is thus deprived of
initiating a radical shift since that could endanger their creative (and therefore their
economic and social) security. Before looking for a discontinuity that ought to define a
generation, a change in education and working conditions for playwriting should take
centre stage - in the processes of either publication or staging.
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Dramatika enaindvajsetega stoletja je v nasem prostoru mocno zaznamovana s prihodom
milenijske generacije. Ce je bila starej$a generacija dramatikov prezeta s spominom na
vojne, s preizprasevanjem kolektivne krivde in obsojanja preteklih politicnih entitet ter
te sodobni uveljavljeni dramski korpus na to pripenja Se vprasanja izgubljene identitete,
feminizma in kritiko druzbe, pa milenijska generacija svojo dramsko gradnjo Se dodatno
otezi s strahom pred globalizacijo, kulturnim izbrisom in neomiserabilizmom, kot to imenuje
Stephan Dark. V milenijski dramatiki, manj obremenjeni z dogodki prejSnjega stoletja in
bolj zaznamovani z gospodarsko krizo z zacetka novega stoletja, lahko opazimo Se manj
optimizma, manj utopic¢nih podob in ve¢ nihilizma ter cinizma. Njen dramski material je
usmerjen sam vase in ustvarja svet, ki ustreza lastni sedanjosti. Tu gre predvsem za
odnos posameznika do prezivetja v zatiralnem, pokvarjenem in nefunkcionalnem sistemu,
za posameznikovo iskanje smisla, odtujenost in nezmoznost komunikacije. 0b izbranih
dramskih besedilih prispevek razmislja o klju¢nih tematikah, formi in atmosferi dramatike
milenijske generacije, za katero se zdi, da je bolj kot katera koli pred njo zaznamovana z
negotovostjo statusa guo.

Kljucne besede: Dino Pesut, dramatika 21. stoletja, dramsko besedilo, Gorana Balancevic
Iza Strehar, milenijska literatura
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svoje diplomsko delo Hisa cvetja je leta 2020 prejel akademijsko Presernovo nagrado,
leta 2021 pa je Mladinski center Kotlovnica izdal njegovo zbirko dramskih besedil Poslednji
let ¢ebel.
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Dramatika enaindvajsetega stoletja v prostorubivse Jugoslavije je mo¢no zaznamovana
s prihodom milenijske generacije. Ce je bila starej$a generacija balkanskih dramatikov
preZeta s spominom na vojne, s preizprasevanjem kolektivne krivde in obsojanja
preteklih politi¢nih entitet ter ce sodobni uveljavljeni dramski korpus na to pripenja Se
vprasanja izgubljene identitete, feminizma in kritiko druzbe, pa milenijska generacija
svojo dramsko gradnjo Se dodatno oteZi s strahom pred globalizacijo, kulturnim
izbrisom in neomiserabilizmom.

V milenijski dramatiki, manj obremenjeni z dogodki prejSnjega stoletja in bolj
zaznamovani z gospodarsko krizo z zacCetka novega stoletja, lahko opazimo Se manj
optimizma, manj utopicnih podob in vec nihilizma ter cinizma. Njen dramski material
je usmerjen sam vase in ustvarja svet, ki ustreza lastni sedanjosti. Tu gre predvsem
za odnos posameznika do prezivetja v zatiralnem, pokvarjenem in nefunkcionalnem
sistemu, za posameznikovo iskanje smisla, odtujenost in nezmoznost komunikacije.

0 dramatiki te generacije na obmocju bivse Jugoslavije razmisljam prek treh dramskih
besedil: Izkoristi in zavrzi me (2019) slovenske avtorice Ize Strehar, Poslednji
afterparty (2019) hrvaskega avtorja Dina PeSuta in Zlikana (2011) srbske avtorice
Gorane Balancevic¢. Pri tem gre Ze na zacetku opozoriti, da se v ¢lanku ne postavljam
na mesto sodnika kakovosti dramskih besedil in da zapis ni analiza jagodnega izbora
milenijske dramatike z obmocja bivSe Jugoslavije. Izbrana besedila so reprezentativni
primeri, na podlagi katerih razvijam svojo misel, da lahko v dramatiki milenijske
generacije najdemo generacijske specifike, posebnosti.!

Ob njihovih besedilih v pricujo¢em zapisu razmisljam o klju¢nih tematikah, formi in
atmosferi dramatike milenijske generacije, za katero se zdi, da je bolj kot katera koli
pred njo zaznamovana z negotovostjo statusa quo.

1 Kakovostnih dramskih besedil balkanskih avtorjev, rojenih med letoma 1981 in 1996, je veliko. Zaradi preglednosti v
analizo vpenjam samo tri. Med izstopajoce avtorje te generacije spadajo tudi Nika Svab (Slovenija), Agnesa Mehanolli
(Kosovo), Ulpiané Maloku (Kosovo), Miran Hadzi¢ (Bosna in Hercegovina, Velika Britanija), Igor Memic (Bosna in
Hercegovina, Velika Britanija), Olga Dimitrijevi¢ (Srbija) in Maja Pelevi¢ (Srbija).
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Obcutek, da nekaj ni v redu

Leta 1880 je nemski filozof Karl Robert Eduard von Hartmann skoval besedo
miserabilizem, s katero je oznacil idejo nevarnega pesimizma, s katero se je
soocCala njegova generacija. Tu gre predvsem za obCutenje nezmoznosti izboljSanja
¢lovekovega grozljivega stanja in ¢loves$tva nasploh. Ceprav bi s to besedo lahko hitro
oznacili mlajSo dramatiko in literaturo nasploh, pa novinar Stephan Clark v ¢lanku
»Millennials in the age of ,neo-miserablism‘« opozarja, da pojem ni ve¢ aktualen
za mnozico dilem milenijske generacije, zato predlaga pojem neomiserablizem, s
katerim zajema nov nerazlozljiv fizi¢ni obcutek, da stvari niso povsem v redu, hkrati
pa v sebi nosi kan¢ek optimizma, da bo neko¢ v prihodnosti svet ponovno v harmoniji
(nav. po Clark).

Na tem obcutku, zavestno ali podzavestno, svoja dramska besedila gradijo tudi
trije analizirani avtorji, ki svoje glavne (Strehar, Pesut) in stranske like (Balancevi¢)
ozivljajo z dvomom o sedanjosti in brezupni situaciji, v kateri so se zna$li, ne da bi
bili pri tem aktivni. Gre za like, ki so preZiveli izkusnjo neoliberalizma, ki spodbuja
pesimizem in prepricanje, da trg vlada svetu, medtem ko so politi¢ni akterji nezmozni
ustvarjati spremembe. Ti liki se razlikujejo od svojih starejsih sogovornikov (t.
i. babyboomerjev), ki so doziveli hitre druzbene spremembe v Sestdesetih in
sedemdesetih letih ter so zaznamovani z velikimi izboljSavami na podrocju zdravstva,
Solstva, socialnih in politi¢nih pravic. To je v njih spodbudilo staliS¢e, da navadni
smrtniki lahko spremenijo svet na bolje in resujejo druzbene probleme. Njihova
formativna leta so ustvarila vero v neusmiljen optimizem, kar pa je nekaj, kar se ni
bilo zmoZno oblikovati med odras¢anjem v tem stoletju.

Ta kontrast najmocneje izpostavlja PeSutov dramski opus, v katerem veckrat
zasledimo trk teh dveh generacij (npr. besedilo H.E.J.TE.R.I), ki ga v analiziranem
besedilu Poslednji afterparty avtor ustvarja s situacijami med predstavnikoma
milenijske generacije Dusanom in Almo ter predstavnikoma starejsSe generacije Sarah
in Johnom.

ALMA: Vse je v redu. Samo ... vse kar sem si zamislila ... pocasi opusc¢am. Jaz ... ko me
Sarah poklice ... je z mano konec. Potem bom videla. Ni¢ nimam. (Pesut 5)

Prav Sarah se tu izriSe kot najzanimivejSi kontrapunkt milenijcem. Kot lik ni
eksplicitno definirana kot babyboomerka, vendar jo avtor opiSe, kot »da je stara vsaj
60 let. Mogoce ima 40 let. Vse je Ze prezivela. Tako trdi in tako izgleda« (Pesut 6). S
tem Sarah postane manifestacija vseh starejsih generacij, ki so za milenijce problem.
Je lik, ki ima v Zivljenju vse urejeno tako, kot ji ustreza, in kadar jo nekaj zmoti, to
preprosto izbriSe iz svojega Zivljenja. To pa je privilegij, ki si ga Alma in DuSan ne
moreta privosciti, posledi¢no pa sta neposredno prepuscena njeni (ne)milosti.



Sarah pravi, ko sta odsla, sem stanovanje oddala druzini z majhnim otrokom. Potem sem
ugotovila, da me ta otrok moti, zato sem jih vrgla ven. Rekla sem jim, da jih bo revolucija
prej ali slej vrgla ven. Potem sem nasla dva zjebana umetnika. (Pesut 43)

Podobno v svojem besedilu odnose izrisuje tudi Balancevi¢, ki na nasprotna pola
postavi mamo Veselo (t. i. otrok preteklosti) in njeni héerki Sanjo in Nino (t. i. otroka
sedanjosti), ki sicer stojijo na istem bregu brezupa. Na nek nacin Vesela deluje kot
ogledalo prihodnosti Sanji in Nini. Je Zenska, ki zaradi krize ni zmozZna dobiti stalne in
dostojne sluzbe, medtem ko njeni hcerki pocasi stopata po isti poti, za katero se zdi,
da bo $e bolj temacna. Ce Vesela dobiva vsaj sluzbe za dolo¢en ¢as, sta Sanja in Nina
ujeti v svet vecnega asistiranja in treniranja za neko veliko sluzbo, ki se stalno izmika.

A prava generacijska razlika se pokaZze Sele v odnosu do situacije. Vesela je, ne glede na
to, ali svojo energijo posveca skrbi za dobro pocutje svojih Sefov ali odvecne delovne
uniforme shranjuje v ZelezniSkem skladiscu, predstavljena kot herojinja; Zenska, ki se
ne preda. Drama se gradi na njenih nerafiniranih, obupanih poskusih, da bi pridobila
dostojanstvo, in pri tem je nosilka veCnega optimizma, v katerem Zzivljenje vedno
prevlada. Nasprotje tega sta Sanja in Nina, ki se Ze od vsega zacetka zavedata svojega
brezupa in se problematike svojega Zivljenja lotevata z Ze vnaprej doloCeno pripravo
na propad.

NINA: Eh, sestra moja! Ti si se navadila na note. Na Mozarta in vse druge. Nimas$ pojma,
kako je to, ko pulis tuje dlake, stiska$ tuje mozolje, drgnes tuja stopala in Sminkas tuje
brazgotine. Nimas pojma, kaj je to Zivljenje. Kakor, da si v pravljici! Samo Se slikanice ti
manjkajo! Prosim te, pridi k sebi. Sanjacka! (Balancevi¢ 20)

Izkoristi in zavrzi me trku med generacijami ni pri¢a neposredno, ampak problematiko
predstavlja izkljutno skozi vizuro mlajSe generacije, ki ostro problematizira
neoliberalizem in ga hkrati - ironi¢no - reproducira z gradnjo iluzije obvladovanja
situacije, v kKateri se liki znajdejo.

LENI: Samo zato, ker se tako pogosto dogaja, da je postalo normalno, $e ne pomeni, da
je prav. (Strehar 25)

Vsi trije avtorji svoje like piSejo s pesimisticno naravnanostjo, ki dramske zgodbe
vodi do razgradnje aristotelske strukture in v prikazovanje stanja, slike trenutnega
sveta s staliSca doloCene generacije, v kateri se je uveljavila neoliberalna miselnost.
Tako nastanejo nekak$ne druZbene drame, ki zajemajo atmosfero svojega €asa in so
v tem smislu izrazito zeitgeistovske, s tem pa postanejo tudi morbidno relevantne za
svojega ciljnega sprejemnika.
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Generacijski problem kot hrbtenica dramatike

Dramska besedila za rdeco nit jemljejo specificne problematike, s katerimi se doticna
generacija sooca. Gre za premise, ki so starejSim generacijam tuje oziroma jim te niso
posvecale veliko pozornosti, saj so bile v ospredju druge perece teme (npr. vojna).
Specifika te dramatike je, da na doloCeno stanje ali kratkotrajni zaplet (spocetje otroka
pri PeSutu, prometna nesreca pri Strehar in obisk mame pri Balancevi¢) pripenja vse
klju¢ne probleme te generacije, ki bi jih starejSe generacije morda (ali pa pogosto)
oznacile kot otrosko nerganje in nasprotovanje druzbenemu sistemu.

SARAH: Pojdi. Svet ne bo propadel, ¢e nemska igralka danes ne dobi svojega humusa. [...]
Ampak zdi se mi, da vse to ... potrebujes to svojo depresijo. Tam moras biti in biti moras
nesrecna. In ti moras biti v kurcu, ker nihce ne prepozna tvojega Se nikoli videnega
talenta. (Pesut 7)

Na videz razbremenjeni pogovori likov mimogrede obdelajo vse perece teme,
od neenakosti, spolne diskriminacije, nepotizma do stanovanjske problematike,
nezaposljivosti, eskapizma in drog. Te teme se manifestirajo skozi nekaksne Custvene
nevihte, s katerimi se riSe druzba, ki like obdaja.

ZAN: Tudi &e ne bi bilo. Nekdo mora to pocet ... Tudi ¢istilke in gradbene delavce rabimo.
Rabimo delovno silo. Zato je doloCen delez migrantov potreben, ker drugace ta dela ne
bi bila opravljena. (Strehar 26)

Njihovi junaki so se rodili ob koncu socializma, odrascali v kapitalizmu, zaznamovani
z vojno in provincialnim poreklom, ne Zivijo in ne delujejo z Zeljo prejsnjih generacij,
da bi spremenili svet, ampak z resni¢no lakoto, da bi presegli privzeto, lovijo sanje,
o katerih dvomijo Ze od samega zacetka. Ti junaki zivijo, ljubijo, delajo ... v dobi
univerzalne dostopnosti, v kateri se ne izgubi le osebnost, ampak dobesedno vsa
Zivljenjska opora, ker gre za generacijo mladih, ki se morajo nauciti Ziveti v povsem
drugacnem svetu, v katerem je izginila vsa tradicija.

Tu je treba omeniti tudi dejstvo, da so besedila preZeta z idejo neoliberalizma, v kateri
je clovek predstavljen kot produkt, delovna sila. Kritika tega sistema se v besedilih
kaZze v pripravljenosti likov biti ta produkt. Tako je Alma v Pesutovi drami pripravljena
prodati svoje telo, Vesela in Sanja v drami Balancevi¢ zgrabita vsako ponujeno delo,
vsi liki v drami Strehar pa svoje prijateljske vezi veckrat skrhajo ravno zaradi bitke za
obljubljene dobrine neoliberalizma (sluzba, stabilnost, stanovanje ...) Kljub temu so
liki preZeti s posebnim optimizmom glede prihodnosti, ki je viden v majhnih vzorcih,
nekje dalec¢ stran. Vendar se avtorji besedil zavedajo, da je ta optimizem nelocljivo
povezan s sistemom, ki mu pripadajo. Taka fikcija nakazuje, da ta dislocirana
generacija vztraja pri svojih napacnih odlocitvah.



NINA: Imam obcutek, da me bo nekdo tam opazil. In potem - adijo kavarna, adijo
dim! Tudi jaz imam svoje sanje in rada bi lovila svojo sreco, sestra! Komaj cakam, ves!
(Balancevic¢ 15)

Ta optimizem v Poslednjem afterpartyju Se najocitneje naniza Pesut, ki dramo sklene
z utopicno pripovedko o zivljenjih likov Cez nekaj let, ko imajo vsi nekako urejena
Zivljenja in so strahovi ter polemike danasnjega Casa le Se stvar spominov, nekakSen
uvod v boljse zivljenjske razmere.

Forma kot nosilka druzbenega konteksta

Ceprav se na prvi pogled zdi, da analizirana besedila sledijo klasi¢ni dramski strukturi,
lahko ob natan¢nejSem pregledu opazimo kar nekaj odstopanj, za katera se zdi, da
postajajo in ostajajo med Klju¢nimi elementi sodobne (milenijske) dramatike. Ena
klju¢nih znacilnosti je, da dramski liki niso vezani na svojo usodo oziroma da zaplet
in razplet v njihovih Zivljenjih nista povezana z usodno napako, nesporazumom ali
zmoto, ki bi se je lik na koncu drame zavedal. Vsi liki se svojega stanja, zmot in krivic
zavedajo Ze od samega zacetka, zavedajo se tudi, v kakSnem svetu Zivijo. Dramska
besedila torej v resnici gradijo dramati¢nost na stanju sveta/druzbe, v katerem so se
liki znasli.

Nika Leskovsek v gledaliSkem listu za krstno uprizoritev besedila Izkoristi in zavrzi me
(Mestno gledalisce ljubljansko, 2019) ta dramski premik opise z naslednjimi besedami:
»Ce kaksna usodna napaka (hamartija) v sodobnosti $e obstaja, je to Ze golo dejstvo
in sokratovsko obzalovanje trenutka, ko smo bili rojeni v takSen svet, ne pa kaksna
posebna osebna pritiklina. Ce sem natan¢na, se je padec zgodil Ze davno« (10).

Ce Strehar in Pesut v svoje videnje stanja vseeno pripneta tudi situacijo, ki sprozi glavni
konflikt (pri Strehar prometna nesreca, pri PeSutu spocCetje otroka po narocilu) pa
Balancevi¢ za osrednji konflikt izbere kar stanje samo. Tako so teme (nezaposljivost,
privatizacija ...), ki se pri drugih dveh kaZejo z razplastitvijo konflikta, pri Balancevi¢ jasno
vidne od zacetka do konca besedila in ne potrebujejo dodatnih razjasnitev ali razpletov.

S tem, ko avtorica za svoj konflikt izbere stanje samo, pa si odpre moznost, da svoje
like vanj umesca na kateri koli tocki njihovega Zivljenja. Skozi njeno dramsko besedilo
se tako Se najjasneje izriSe kritika danaSnjega druzbenega sistema, v katerem
posameznika razkrajajo konflikti, v katere je umescen oz. se vanje rodi, medtem ko za
osebne tezave, konflikte in stiske skorajda ni prostora.

Manko svobode pri spreminjanju lastnega sveta pa dramskim likom na nek nacin
odvzame aktivnost, moznost delovanja, lahko bi celo rekli, da jim odvzame dramskost.
V tem pa se v resnici izoblikuje duSevna napetost med nosilci dramskega dogajanja
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in druzbenim kontekstom, kar rodi dokaj klasicen dramski konflikt, ki v neki meri
pesimisti¢ne nerazresljivosti spominja na konflikt starogrSke tragedije. Ta se kaze
predvsem v subjektovi nezmoznosti premagati ali pobegniti druzbenemu sistemu, v
katerega je pahnjen.

Da pa bi avtorji to nezmoznost subjektove zmage v konfliktu z druzbo Se potencirali,
vsi (vsak na svoj nacin) posezejo po t. i. elementu brechtovskih songov, kjer v dramsko
besedilo vpletajo songe, ki zarisujejo kontekst prostora in ¢asa ali potencirajo njegovo
brezizhodnost in krutost. Songe avtorji, podobno kot Brecht, uporabljajo kot naprave
za ustvarjanje potujitve med liki na eni strani in sprejemniki na drugi, hkrati pa
usmerjajo pozornost na svojo glavno temo.

Pri tem Brechtu najbolj sledi Pesut, ki svoje songe povsem loCuje od dialoga in jih
uporablja kot nekaksna kompleksna videnja stanja, v katero so ujeti njegovi dramski
liki, sprejemniku pa se zaradi njih razblini ideoloska samoumevnost dogajanja.

[...] Stali smo na robu sveta,

in opazovali poplavo, ki je prihajala proti nam.
Opazovali smo barko, ki je nasedla v nasi ulici,
v novem zacetku

in upanju. [...] (PeSut 22)

Balancevi¢ songe uporablja podobno, a jih vstavlja v replike dramskih likov, in
Ceprav se njihova vsebina pripenja na Brechtovo videnje uporabe songov, se njihova
umestitev neposredno v dramsko dogajanje spogleduje tudi z avtoricama sodobne
srbske dramatike Mileno Markovi¢ in Biljano Srbljanovié.

[...] Davimo se.

Za kaj, se sprasujem, za kaj?
Za piclih dvanajst tiso¢ in pol
vsake tri mesece

do pred treh mesecev.

Za sedenje na riti

in praskanje nohtov.

Kaksno Zivljenje je to?

To svinceno, Zelezno

nase zivljenje. (Balancevic 6)
Strehar v svoje besedilo sicer tudi umesca songe, ajih od treh avtorjev najneposredneje

pripenja na svoje dramske like, natanc¢neje na lik DuSana, ki svojo poezijo bere na
pesniSkih vecerih. Njeni vloZki poezije pa v primerjavi s PeSutom in Balancevi¢



prevzemajo drugacno funkcijo: ironicno se posmehujejo svojim lastnim likom. 279
Avtorica se zaveda dejstva, da so vsi ti hudi problemi v resnici problemi prvega sveta
oziroma sveta privilegirancev, ki imajo vse, kar bi naceloma potrebovali za obstoj,

a jim Se vedno nekaj manjka. S poezijo, ki je prezeta s trpljenjem vojaka na fronti,

Strehar klice po samokritiki in preizpraSevanju situacije. S tem pa se morda izza

ovinka Se najbolj pribliza Brechtu.

Slutnja vojne, slutnja klanja.
DolzZina cakanja je odvisna od tistega, ki caka.
Vcasih je vecnost in v¢asih sekunda.

Opazujem soborca, ki spi poleg mene. [...] (Strehar 3)

Z vkljucevanjem poeti¢nega jezika v sicer Ze skoraj naturalisti¢ni jezik dramskih
besedil pa avtorji svoje zgodbe v resnici depoetizirajo. Lahko bi rekli, da potencirajo
njihovo banalnost in jo s tem potrjujejo. Zivljenja teh likov niso tragi¢na niti komicna,
ampak le zbanalizirana na stopnjo, na kateri ne morejo pricakovati nagrade ali kazni
za svoja dejanja. Ti liki le obstajajo in vkljuCevanje poeti¢nih elementov jih v tem Se
dodatno krepi. To pa je obCutenje, ki je mocno prisotno v milenijski generaciji, zato
lahko v besedilih najdemo mnogo avtobiografskih in avtorefleksivnih elementov, ki
omogocajo podobno poistovetenje sprejemnikov iste generacije z zgodbami, kot je
povojna generacija omogocala svoji ciljni publiki.

Tako je v tej dramatiki mogoce opaziti vse pogostejsSe prehajanje iz pisanja za vse ljudi
vseh Casov v pisanje za dolocCene, sodobne sprejemnike. Ta odpor do univerzalnosti,
ki meji na sindrom prevaranta, pa je ravno tisto, kar jim ustvarja sprejemnike iz lastne
generacije. Protagonisti milenijske dramatike se odmikajo od marketinskih sloganov,
utrujenih hierarhij, mogkih kanonov in vplivneZev. Ceprav je samoopredelitev
milenijski punch line, sami dvomijo glede Cesa tako resnega, kot je doloCanje literarne
dobe. Njihovi izmiSljeni svetovi ogrozajo naso potrebo po zunanjem potrjevanju
in komodificirani samozivosti, ki hrani pozni kapitalizem, ¢eprav pri tem stalno
priznavajo svojo sokrivdo in nemoznost izsiljevanja.

Besedila so tako prepredena s kritiko in uporom druzbenega in politicnega sistema, v
katerem se nahajajo avtorji (pri Balancevi¢ gre za kritiko privatizacije, pri PeSutu za
neurejeno stanovanjsko problematiko, pri Strehar za kritiko ¢loveka kot produkta, pri
vseh treh pa je najbolj prisotna prav nezmoznost zaposlitve in izgradnje stabilnega
zivljenja). TeZnjo po mocni kritiki sistema lahko najjasneje vidimo pri Ze omenjenih
Custvenih nevihtah, ki jih avtorji piSejo za svoje dramske like, v katerih vlada odprt
diskurz o homoseksualnosti, spolnosti, zrelosti, izobrazbi, sprasevanju, razumevanju,
ljubezni, sovrastvu in (samo)refleksiji, s katerim se odpirajo teme o druZbeni zaprtosti,
nezrelosti, in tako (vsaj na prvi pogled) lahko starejSim generacijam delujejo kot
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nekaksne pankovske provokacije. Vse seveda v Zelji po boljSem razumevanju sveta,
v katerega so bili pahnjeni. Pri tem lahko opazimo, da njihovi liki v svojem svetu
tvorijo nekakSno milenijsko subkulturo, v kateri so vedno v opoziciji do dominantne,
vladajoce kulture in teZijo (eksplicitno ali implicitno) k uresnicitvi dolocenih ciljev v
prihodnosti, a so hkrati stalno v antagonistiénem odnosu s subjekti, ki te cilje dolocajo.
Hkrati pa ti liki niso determinirani z razredno, slojno ali izobrazbeno pripadnostjo, ki
se veCinoma izpostavlja le vironi¢nih in posmehljivih komentarjih drugih pripadnikov
iste zgodbe (nav. po Velikonja 17-18).

ZAN: Dobro ve$, da bi dve leti nazaj jaz moral dobiti pripravnistvo, pa si ti tvojega fotra
prosil, da uporabi veze, in si ga ti dobil. (Strehar 9)

Zeitgeist sodobnosti

Besedilo [...] vstopa v dialog z druZbo, njenimi sodobnimi pojavi in koncipira skico za
portret generacije. Generacija, ki se kot vsaka doslej vzpostavlja ob (samo)kriti¢nosti,
potrebuje svoje avtorje in svoja besedila. (Andres 27)

Ceprav je bil moj primarni namen spisati razmislek o milenijski dramatiki drzav bivse
Jugoslavije, so me izbrani teksti pripeljali do razmisleka, ki ga ne morem vezati le na
balkanski polotok. Ce bi iskal specifiko v tej balkanski milenijski dramatiki, potem bi
jo zagotovo iskal v Se vedno bledo prisotni aluziji na vojna stanja, ki se v teh dramskih
delih pojavlja v drobcih. To bi lahko vezali na ¢asovno in prostorsko blizino preteklih
vojn ali pa na vsesplos$ni strah pred naslednjo vojno, kar nas ponovno pripelje do
univerzalnega obcutka generacij sedanjosti. Ob prebiranju dramskih besedil Ize
Strehar, Gorane Balancevi¢ in Dina PeSuta se zagotovo odpira zanimiva premisa ene
od mnogih struj mlade sodobne dramatike, ki se izrazito vpenja v svoje lastno okolje
in ¢as ter ju skozi svoje zgodbe tudi dodobra popise. Ce ne drugega, zajame zeitgeist
te generacije, ki stopiclja iz krize v krizo.

V razvoju te pisave je na koncu Kkljuno izpostaviti, da avtorji vzpostavljajo
makrokonflikt z orisom vsesploSnega stanja, v katerem se nizajo mikrokonflikti
na individualni ravni (razli¢ne faze stanja so pogosto najavljene s poimenovanjem
prizorov). Pri tem prenasSajo zgodovinske dogodke in umetniske smeri v sodobno
pisavo (anti¢ni miti, songi, vojna...) in manifestirajo ter preizprasujejo svoj pesimisti¢ni
(tudi nihilisti¢ni) pogled na stanje, ki se pogosto steka v optimisti¢ne zakljucke.
Pomembno je poudariti tudi, da ta besedila veCinoma niso vec pisana kot literarna
dela, ampak kot uprizoritvena besedila, ki se osredotocajo na morebitno uprizoritev
in tako izrabljajo tudi momente metagledaliskega (dodajanje komentarjev ustvarjalni
ekipi, nagovor publike ...)



Analizirane avtorje, ki s popisom svojega stanja in rekontekstualizacije zgodovinskih
obdobij pisave snujejo svojo pisateljsko poetiko, bo zagotovo zanimivo brati v
prihodnosti. Ne samo zaradi njihovega obcutka za situacije in obrtniSko snovanje
dramskih besedil, ampak tudi zaradi dejstva, da se zdi, kakor da se v trenutni situaciji
iz generacijskega stanja briSe Se zadnji kan¢ek optimizma. Upal bi si trditi, da se
naslednja stopnja tega tipa dramske pisave lahko izpoje v dve smeri: povezovanje
razprSenih mehurckov, v katerih se zadrzujemo, s pove¢anim obsegom optimizma ali
pa zdrs v grotesknost, absurd in nihilizem.
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In Slovenia, Croatia and Serbia, 21°-century playwriting is strongly marked by the arrival of
the millennial generation. If the older generation of playwrights was preoccupied with the
memory of wars, guestioning of collective guilt and condemnation of past political entities,
and if the established contemporary dramatic corpus is expanded by guestions of lost
identity, feminism and critique of society, the millennial generation further complicates
its dramatic construction with apprehension about globalisation and cultural erasure.
As argues Stephan Dark, this gives their work a neo-miserabilist character. In millennial
playwriting, which is less burdened by the events of the last century and more marked
by the recent economic crises, we can observe even less optimism and utopian imagery.
Instead, nihilism and cynicism prevail. Their material is self-referential and creates a world
that corresponds to their own present, There is a particular focus on the individual's attitude
towards survival in an oppressive, corrupt and dysfunctional system, the individual's search
for meaning, related feelings of alienation and the inability to communicate. Through a
selection of plays, this paper reflects on the key themes, the form and the atmosphere of
millennial playwriting, which seems to be more marked by the uncertainty of the status
guo than any previous generation.
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InSlovenia, Croatiaand Serbia, 21%-century playwritingis stronglymarked by thearrival
of the millennial generation. If the older generation of playwrights was preoccupied
with the memory of wars, questioning of collective guilt and condemnation of past
political entities, and if the established contemporary dramatic corpus is expanded by
questions of lost identity, feminism and a critique of society, the millennial generation
further complicates its dramatic construction with apprehension about globalisation
and cultural erasure. This gives their work a neo-miserabilist character.

In millennial playwriting, which is less burdened by the events of the last century
and more marked by the recent economic crises, we can observe even less optimism
and utopian imagery. Instead, nihilism and cynicism prevail. Their subject matter is
self-referential and creates a world that corresponds to their own present. There is a
particular focus on the individual’s attitude towards survival in an oppressive, corrupt
and dysfunctional system, the individual's search for meaning, related feelings of
alienation and the inability to communicate.

[ started my analysis of millennial playwriting in the former Yugoslavia by reading
plays produced by different authors and by looking for parallels between them. I then
proceeded to shortlist five texts. For the final transcript, I chose the three that most
clearly show the main trend of the millennial generation: Use Me and Discard (2019)
by the Slovenian author Iza Strehar, The Last Afterparty (2019) by the Croatian author
Dino Pesut and Ironed (2011) by the Serbian author Gorana Balancevi¢.

The three analysed authors build their plays, consciously or subconsciously, on neo-
miserabilism (a term by Stephen Dark which denotes an inexplicable physical feeling
that things are not quite right, while at the same time carrying a hint of optimism),
bringing their main (Strehar, Pesut) and side characters (Balancevic) to life through a
questioning of the present and the hopeless situation they find themselves in, without
being active in it. These characters have lived through the experience of contemporary
neoliberalism, which instils pessimism because the market rules the world while
political actors are incapable of generating change. These characters are different
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from their older counterparts (the so-called baby boomers) who experienced rapid
social changes in the 1960s and 1970s and are marked by major improvements in
health, education, social and political rights. This situation has encouraged the view
that ordinary mortals can change the world for the better and solve social problems.
Their formative years created a belief in relentless optimism, something that could
not be formed while growing up in this century.

As their theme, the plays take the specific problems faced by the generation in
question. These premises are alien to the older generations or are ones they did not
pay much attention to because other pressing issues (e.g., war) were at the forefront
of their minds. The specificity of these plays is that they attach to a particular situation
or short-term plot that the older generations might (or often do) label as childish
grumbling and as a contradiction to the established social order.

In the development of this writing, it is ultimately crucial to point out that the authors
establish the macro conflict through the outline of an overarching condition in which
micro conflicts are set at the individual level (the different phases of the condition
are often announced by naming the scenes). In doing so, they use the transposition of
historical events and artistic movements into contemporary writing (ancient myths,
songs, war, etc.) to manifest and interrogate their pessimistic (even nihilistic) view
of the situation, which often flows into optimistic conclusions. It is also important
to point out that these texts are mostly no longer written as literary works but as
performance texts, focusing on the eventual staging and thus making use of moments
of meta-theatricality (adding comments for the creative team, addressing the
audience, etc.).
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Sofoklejeva Antigona ima bogato in edinstveno, vec kot stoletno zgodovino uprizarjanja
na slovenskih poklicnih odrih. Zacela se je z neuspelo predstavo pod taktirko Hinka Nucica
na odru ljubljanske Drame leta 1912 in nadaljevala s priljubljeno postavitvijo Frana Lipaha
v istem gledalis¢u na predvecer druge svetovne vojne. Po vojni je primat pri uprizarjanju
te tragedije prevzelo Slovensko ljudsko gledalis¢e Celje (tedaj se je imenovalo Mestno
gledaliSce Celje); vse do leta 2013 je bilo celo edino slovensko poklicno gledalisce, ki jo je
uprizarjalo, prvic leta 1956 (r. Herbert Griin), nato Se leta 1973 (r. Franci Krizaj), nazadnje pa
leta 2011 (r. Andelka Nikoli¢). Glavni razlog za to nenavadno odsotnost Sofoklejeve Antigone
na drugih slovenskih poklicnih odrih je bila najverjetneje izjemna priljubljenost Smoletove
drame z istim naslovom, ki je bila v tem Casu uprizorjena kar osemkrat, Se dodatno pa so
Sofokleja izrivale tudi (redkejse) uprizoritve drugih modernih Antigon (Dusan Jovanovic¢, Miro
Gavran, Janusz Gtowacki). Zadnje desetletje je vendarle prineslo preporod zanimanja za
Sofoklejevo razlicico (in obenem tudi zaton zanimanja za uprizarjanje Smoleta, kar pritrjuje
nasi spekulaciji o njunem programskem konkuriranju). Po kritiSko dobro sprejeti celjski
uprizoritvi v reziji Andelke Nikoli¢, sta bili leta 2013 prvi¢ na sporedu dve uprizoritvi, prva
v Mestnem gledaliscu ljubljanskem (bralna uprizoritev, r. Ira Ratej) in druga v Lutkovnem
gledalis¢u Ljubljana (r. Marko Ceh). Nazadnje, leta 2017, pa se je Antigona v udarnem slogu
lkontno vrnila tudi v ljubljansko Dramo (r. Eduard Miler).

Clanek pregledno obravnava vse nastete uprizaritve in jih ovrednoti s pomocjo sotasne
kritiske ter poznejSe gledaliSkozgodovinske recepcije.

Kljuéne besede: Sofoklej, Antigona, slovensko gledalisce, SLG Celje, SNG Drama Ljubljana,
Mestno gledalisce ljubljansko, Lutkovno gledalisce Ljubljana, gledaliska kritika, uprizoritveni
koncepti
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Sofoklejeva Antigona na slovenskih
poklicnih odrih

Matic Kocijancic¢
Slovenski gledaliski institut, Filozofska fakulteta Univerze v Ljubljani

Clanek obravnava zgodovino slovenskih profesionalnih uprizoritev Sofoklejeve
Antigone. 1zhodis$¢ni vprasSanji razprave sta: kaj so glavne posebnosti in trendi, ki jih
lahko razberemo v tej zgodovini, in v kakSnem razmerju je uprizarjanje Sofoklejeve
tragedije z uprizarjanjem najznamenitejSe slovenske Antigone, drame Dominika
Smoleta, in drugih slovenskih uprizoritev tujih in domacih del z antigonsko snovjo?
Metodologija raziskave se v veliki meri opira na primerjalno branje kritiSke recepcije
posameznih uprizoritev, v manjsi meri pa tudi na socasno recepcijo SirsSe javnosti in
spominske zapise.

1912, 1939: SNG Drama Ljubljana (takrat Dezelno gledalisce v
Ljubljani in Narodno gledalisce v Ljubljani)

Mit o Antigoni je eden izmed najbolj razsirjenih in prepoznavnih mitov v zahodni
literaturi, filozofiji, umetnosti - odrski, likovni, glasbeni in filmski - ter v SirSem
druzbenem, zgodovinskem in politicnem diskurzu.! Temeljna in najslavnejsa
ubeseditev tega mita je - vsaj z danaSnje perspektive (za predmoderne case je to
vprasanje zapletenejse; gl. Sirca; Senegacnik; Miola) - Sofoklejeva Antigona (nastala
ok. 442 /441 pr. n. $t.).? Prva drama z antigonsko snovjo, ki je bila - Ze leta 1875 -
prevedena v slovenski jezik, ni Sofoklejeva, temvel Antigona italijanskega dramatika
in pesnika Vittoria Alfierija, ki pa pri nas ni bila uprizorjena. Sofoklejevo Antigono
je v slovenscino prvi prevedel Cvetko Golar - prevod je bil objavljen leta 1924, prva
razli€ica pa je nastala Ze leta 1912 za uprizoritev v ljubljanskem gledaliS¢u (gl. Koren,
»Antigona v slovenski literaturi« 27). Tik pred drugo svetovno vojno je Antigono
na podlagi nemskega prevoda poslovenil Se Fran Albreht, skupaj s Kraljem Ojdipom
(oziroma Edipom kraljem), takrat Ze tretjim slovenskim prevodom te tragedije.?

1 Razprava je nastala v okviru raziskovalnega programa P6-0239, ki ga je sofinancirala Javna agencija za raziskovalno
dejavnost Republike Slovenije iz drzavnega proracuna.

2 Velika vecina raziskovalcev Sofokleja se glede te datacije strinja. Gl. Zimmermann 115; Lardinois 55; Cairns 1-3. Vseeno
obstajajo tudi odmevne alternativne teorije, najmocnejsa o letnici 438 pr. n. $t.; gl. Lewis.

3 Za popoln popis slovenskih prevodov Sofoklejevih del gl. Gantar, Senega¢nik 153-154.



Oba predvojna prevoda sta bila uprizorjena v ljubljanski Drami, Golarjev leta 1912 v
reZziji Hinka Nucica, Albrechtov pa leta 1939 v reziji Frana Lipaha. O prvi uprizoritvi
ne vemo prav dosti oziroma ravno prav, da lahko razumemo, zakaj je tako; Nucic
je v svojih spominih o tej epizodi svoje ustvarjalne poti zapisal le kratek paragraf:
»Nato sem reZiral starogrsko igro <Antigono> (Sophokles) z A. Wintrovo v naslovni
vlogi. V njej sem igral vlogo sla. To je bil eksperiment, ki se ni posrecil. Igrali smo jo
enkrat« (Nuci¢ 50). Druga uprizoritev, sedemindvajset let pozneje, je bila bistveno
bolj markantna. Kot je zapisal DuSan Moravec, je »Fran Lipah po treh desetletjih, z
obuditvijo Sofoklove Antigone v novem Albrehtovem prevodu, pripravil enega redkih
in dragocenih anticnih vecerov na slovenskem odru« (393). Ocena Antona Vratuse v
Domu in svetu je bila polna navdusenja:

Pravi umetniski duh je zavel na nasem odru ob uprizoritvi Sofoklove »Antigone«. Vedno
mlada in vedno udarna klasi¢na umetnina je kakor balzam danas$nji nervoznosti in
negotovosti. Le malo tragedij sem videl na nasem odru, ki bi se jim klanjalo ob¢instvo
s takim spoStovanjem. Vsak stavek in vsaka poedina beseda je napolnjena s toliko
Zivljenjskostjo, a vendar s toliko svobodo umetniskega izraza, da niso mogle njih dojma
zmanjsati niti nekatere sceni¢ne napake. Ob boju usode in vznamenju usode se odigrava
dejanje; greh ocetov se mascuje. Vsi, ki nastopajo, verujejo v to: zbor tebanskih starcev
to izpoveduje, vedez Teirezias prorokuje. Vse pa preveva neizpodbitna vera v ¢loveka
in v njegovo poslanstvo. Na odru se nagrmadi kopa strahotnih dogodkov, ki jih izziva
sebi¢no in samopasno Kreontovo ravnanje, pa vendar vlada nad vso dramo svecani mir
in vdanost v voljo bogov; prizor, ki se mu mora danasnji ¢lovek samo s spoStovanjem
pokloniti in ga mol¢e ob¢udovati. (618-619)

Tudi prvo slovensko izvirno literarno besedilo z antigonskim motivom nastane v
predvojnem casu. Gre za Vasko Antigono, dramski fragment Mirana Jarca, ki je bil leta
1939 objavljen v prvi in zadnji Stevilki mednarodne literarne revije Zbornik 39 pod
uredniSko taktirko Toneta Seliskarja, potem pa skoraj pol stoletja povsem pozabljen
(gl. Jarc 420).* V osemdesetih letih ga je ponovno odkril, objavil in komentiral Evald
Koren (gl. »Anti¢ni mit« 373-381), sicer tudi prvi literarni raziskovalec, ki je razvoju
antigonskega mita v slovenski knjiZevnosti posvetil samostojno Studijo (gl. »Antigona
v slovenski literaturi«). To Studijo - ki prvotno obravnava Jarca, Smoleta, Nado
Gaborovic€ in Jureta Detelo - je Koren v francoski razlicici razsiril Se s tematizacijami
antigonskih motivov v pesmih Radeta Krsti¢a in Vinka Belicica (gl. »LAntigone dans la
littérature slovéne«). Jarcev tekst - ki antigonsko tematiko preslika v priljubljen sizé
slovenske knjizevnosti, kmecke upore - ni bil uprizorjen.

4 Franc Zadravec je v svoji analizi Jar¢eve dramatike opozoril na mocen vpliv Walterja Hasencleverja (Jarc 397-398). V luci
te povezave bi lahko ugibali, da je Jar¢evo uporabo antigonskega motiva morda navdihnila Hasencleverjeva Antigona iz leta
1917, najodmevnejsa izvirna literarna upodobitev antigonskega mita v 20. stoletju pred drugo svetovno vojno.
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Po vojni je mit o Antigoni postal prepoznavna referenca slovenske emigracije
(predvsem v Argentini), za katero je usoda Polinejka postala eden od temeljnih
simbolnih in mitoloskih okvirov soocanja s travmo povojnih pomorov slovenskih
domobrancev. Najvidnejsi umetniski rezultat te povezave je »prva izdana leposlovna
knjiga slovenske povojne politiéne emigracije v Argentini« (Kos 134), Velika ¢rna
masa za pobite Slovence Tineta Debeljaka, ki jo je leta 1949 v Buenos Airesu objavil
pod psevdonimom Jeremija Kalin, zasnoval pa naj bi jo Ze leta 1946 v Rimu (Debeljak
5-6). Debeljak, osrednja kulturna figura slovenskih izseljencev v Argentini, je v tej
enigmaticni religiozni pesnitvi z razsirjeno in prirejeno formo katoliSke mase, ob
kateri se pesnik nekajkrat poigra tudi z dramskimi elementi (pesnitev je bila Ze v
prvih letih veckrat dramatizirana in uprizorjena), zasledoval pesnisko izpolnjevanje
antigonskega vzgiba, besedilni simbolni pokop za pomorjene, literarno izgradnjo
»spomenika, ki ga nimajo na grobu v domovini« (prav tam 11).

Tudi v Jugoslaviji je Antigona kmalu po vojni postala eminentna kulturna tema,
seveda v Cisto drugacnem kontekstu kot med argentinskimi Slovenci. Leta 1950, leto
dni po izidu Debeljakove Velike crne mase, je Jugoslavijo zajelo veliko navduSenje
nad Sofoklejevo Antigono, ki ga je sprozila odmevna beograjska uprizoritev. ReZirala
sta jo Tomislav Tanhofer in Miroslav Belovi¢ - po prevodu vodilnega srbskega
klasi¢nega filologa MiloSa Durica - slovita igralka Marija Crnobori pa je kot Antigona
nastopila v eni izmed svojih Zivljenjskih vlog. Slo je za prvo uprizoritev katerega koli
anticnega dramskega dela v povojnem Beogradu. Na premieri ni manjkalo uglednih
gledalcev: »MARSAL TITO na premieri ,Antigone‘«, lahko beremo na naslovni strani
Slovenskega porocevalca z naslednjega dne, 18. novembra 1950, kjer izvemo tudi to,
da so marsalu druzbo delali Se Aleksander Rankovi¢, Milovan Djilas, Ivan Gosnjak in
Rodoljub Colakovié. Cez dober mesec, 31. decembra 1950, v Primorskem dnevniku:
»Beograjsko dramsko gledaliSce z velikim uspehom uprizarja Sofoklejevo tragedijo
,Antigona’ [...] Jugoslovansko centralno Casopisje je o uprizoritvi obsirno debatiralo«
(5). Uspeh je bil res velik. Se leta 1952 so slovenski ¢asopisi poro¢ali o rekordnem nizu
uprizoritev: »V jugoslovanskem dramskem gledali$cu je bila [...] 1950. leta premiera
Sofoklejeve ,Antigone’ Od tedaj so jo igrali Ze petdesetkrat, vedno pred napolnjeno
dvorano. Takega Stevila predstav anti¢ne tragedije ne doseZejo niti najbolj znani odri
v Evropi. V Angliji so ,Antigono’ igrali dvajsetkrat, v Moskovskem hudoZestvenem
teatru pa samo Stirinajstkrat« (Primorski dnevnik, 29. marec 1952, 3). Antigona je
tako na zacetku petdesetih let - podobno kot tik pred vojno - v sozvocju z uspesno
gledaliSko uprizoritvijo za nekaj Casa postala vidnejsa kulturna referenca (tudi) v
slovenskem revijalnem in casopisnem tisku.



1956: SLG Celje (takrat Mestno gledalisce Celje)

Sele leta 1956 je konéno nastala tudi prva slovenska povojna uprizoritev Sofoklejeve
Antigone, v Slovenskem ljudskem gledaliS¢u v Celju jo je reziral Herbert Griin, v
naslovni vlogi je nastopila Klio Maver. Herbert Griin je o smernicah uprizoritve zapisal:

Grkom Kklasi¢ne dobe je bila gledaliSka uprizoritev [..] hkrati dvoje: posvetitveno
dejanje in plemenita tekma duhovnih sil. Danasnje gledaliS¢e ne more obnavljati
istih uc¢inkov z istimi sredstvi. A tudi samovoljno prekrajanje na danasnje Zivljenjske
prvine je le tezko opravicljivo, kve¢jemu tedaj, kadar se tako izpoveduje prav izjemna
in silovita stvariteljska osebnost [...]. Zato sku$a nasSa uprizoritev doseci nekaj drugega:
niti zgodovinsko natancen posnetek stare grske gledaliske uprizoritve, niti - kar bi bilo
docela nesmiselno - »realisticno« verno upodobitev Zivljenja Sofoklejevih miti¢nih
junakov, a tudi ne staro zgodbo v oblacilu dvajsetega stoletja, temvec gledalisko dejanje,
ki naj bi s svojstvenimi, iz danasnje gledaliSke prakse povzetimi in poplemenitenimi
sredstvi vzbujala v gledalcih podoben, nekdanjemu ustrezen, analogen - a sevé ne isti —
duhovni uc¢inek potresa in oc¢iS¢enja. Od tod skrajnje stilizirana in poenostavljena scena,
Cetudi v okviru obicajnega »Skatelnega« odra; od tod prizadevanje za monumentalno
preprostost in Cistost v zunanji opravi; od tod redukcija zbora iz zgostitev malone vsega
besedila na zborovega besednika; od tod naposled tudi obravnava posameznih oseb:
nobena med njimi ni podrobno opredeljen znacaj z detajlirano psihologijo, je pa zato
vsaka zase domala simbol in poosebitev neke moZne prvine ¢lovecnosti. (1-2)

Stanka Godnic je v kritiki v Slovenskem porocevalcu, naslovljeni »Korak naprej ali
korak vstran«, pohvalila Janeza Skofa v vlogi Kreonta (povsem jo je preprical le v
prvem delu predstave) ter vizualno podobo uprizoritve, ki ji je namenila precej
natancen opis, dragocen za danasnje preucevanje estetskih smernic, ki jih le stezka
razbiramo iz skopega slikovnega gradiva:

Na skrajno preprosti sceni, kjer se je samo od ¢rnih zaves obdan dvigal nizek ovalen, na
simbolizirano orchestro spominjajo¢ podij, so se v polmracni igri luci kretale osebe. Na
samem podiju je bil v polkrogu razvrs¢en zbor tebanskih knezov v preprostih kostumih.
Prav tako preprosti so bili kostumi ostalih igralcev, ki jih je, vCasih Ze kar prehudo
stilizirano, zasnovala Mija Jarceva. Vsa mizanscena s premiki, kretnjami in mimiko
nastopajocih je bila klasi¢no umirjena in preprosta, prav zato uspela, zelo u¢inkovita in
popolnoma ustrezna. Zlasti lepo je u¢inkovalo umirjeno, skromno gibanje zbora, ki je
posebno v drugem delu (reziser je namrec v nasprotju z obicaji in zahtevami anti¢nega
gledali$¢a uprizoritev razdelil zodmorom) prevzel na praznem odru funkcijo scenskega
okvirja z likovno ucinkovitim, razpoloZenje nakazujo¢im grupiranjem. (5)

Godniceva je bila po drugi strani izrazito kriticna do igre Klio Maver v naslovni vlogi,
ki naj bi svoj lik »oropala ene najlepsih lastnosti, neznosti in cloveske topline«; ob
koncu teksta zapiSe, da bi celjski uprizoritvi Antigone »mogoce [...] [Koristila] bolj
odgovarjajoca zasedba glavne vloge« (prav tam). Se bolj pa je kriti¢arko vznejevoljila
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296 reziserjeva odlocitev, da prek figure straznika v uprizoritev vnese komicni naboj
(Griinu v bran moramo sicer opozoriti, da Se zdalec¢ ni edini bralec Sofokleja, ki je v
strazniku uzrl komic¢ne prvine; gl. Kocijanci¢, »Kdo« 20-21; Margon 293):

Skoraj nesprejemljiv je reziserjev koncept, ki vnasa v tragi¢no vzdusje Sofoklejevega
dela komi¢ne elemente. Pomembna oseba straZznika, ki ima v tej tragediji tradicionalno
vlogo sla - porocevalca o tragi¢nih dogodkih, ki jih Grki v svoji tenkocutnosti in estetiki
niso prikazovali na sceni, je zgreSena. Straznik, ki bi moral z vsem razumevanjem in
obzirnostjo porocati o tragi¢nih usodah Antigone, Haimona in Evridike, je postal v
Grinovi zamisli glasnik ljudstva, ki je prizadet le, kadar mu gre za lastno koZo, in
komicen, naravnost cini¢en, kadar poroca o usodah junakov. To naj bi bil nekakSen
Shakespearov grobar ali norec, a pri Shakespearu so te osebe le komentatorji, nikoli
pa ne informatorji o tragi¢nem, pretresujo¢em razpletu. Zato je s prizadevnostjo
nastudirana vloga Toneta Terpina Zal zbledela in skalila ubranost predstave, pomeni
korak vstran ob lepem napredku, ki ga sicer kaZe uprizoritev. (5)

Tudi Bert Zavodnik je v Celjskem tedniku na podoben nacin pohvalil »prizadevnost«
Toneta Terpina, a obenem okrcal karakterne smernice njegove vloge v razmerju do
izvornega konteksta: »Tone Terpin se nam je v Antigoni prvi¢ predstavil in je v svoji
paje preveclizunski za grskega vojsc¢aka. Samo predstavljajte si, kaj bi bilo z vojs¢akom
v antiki, ki bi se v strahu valjal pred nogami poveljnika v ¢asu peloponeskih vojska«
(3). Zavodnika je preprical Albin Penko v vlogi Teiresiasa, glavna igralca pa ne: »Ne
samo kot prikazen, ampak tudi kot vedezevalski govornik, je bil najbolj sugestivna
osebnost v predstavi Penko. Njegov nastop je tudi reZijsko najbolj domiSljen in
udinkovit. [...] Janez Skof je samodrstvo tebanskega samozvanca predstavil predvsem
z glasom, ki pa je postal na mnogih mestih prekricav. Zelo so trpeli predvsem prizori z
Antigono, ko je bilo njuno vpitje Ze kar neokusno« (prav tam). Griinovo rezijo, ki ji je
sicer namenil manj pozornosti kot igralcem, je Zavodnik oznacil za ne povsem uspeli
»eksperiment antike«: »ReZiser ni ostal v Antiki in ni stopil v sedanjost kakor Bertolt
Brecht. Sledil je nagibu clovecanskega in je predstavil simbole. [...] Celjska Antigona
[..] je po svoje priblizala bajeslovni svet Helade, bila pa je vendarle bolj bajka o bajki,
poskus, ki ni pricaral vrtoglavih strasti Sofoklejevih znacajev, ki so v celjski predstavi
postali simbolizirane osebnosti preteklosti v sodobnih ofeh« (prav tam).

Inte