69. CtepujuHo no3opje

H3BewiTa) cenekropa

(MOCT)ANMOKATUNTHYHE CBET/IOCTH MO30PHULA

Y npouecy cenekuuje nporpama 69. CtepujuHor nosopja, nornejana cam oko cesampaecet npeacrasa 13 Cnosenuje, Xpsatcke, bocHe u
XepuerosuHe, Lipue Tope, Makenonuje, Mahapcke u Cpduje, o4 Kojux je Hanpas/beH KOHAYaH PENepToap Koju YMHK Cefam npeacTasa
y Takmuuapckom nporpamy W Tpu y MehyHapoaHoj cenekuuju ,Kpyrosu”. lpropuTeTan Kputepujym y u3dopy npeactaa d1o je wHXO0B
YMETHUUKHW KBANUTET, BDEAHOCTH APAaMCKHX TEKCTOBA, PEXH)E, TYMe, My3WKe, CLeHorpaduje W KOCTMMA U CBe 0CTano duno je noapeheHo
TOME — reorpad)cko NOPEKO AeNa, ONTe TeMATCKe OAPEAHHULE NPOrpama, NPOAYKLHMjCKH YCI0BH M3BONHEHA HTA.

OBoroauwbK TaKMHYApCKK NPOrpam CreunduyaH je no ToMe LTO CBE TPU NPau3Besde CaBpEMEHUX OPUTHMHAMHKX APAMCKHX TEKCTOBA,
Munana Pamwaka Mapkosuha, Tawe LLmusap n Buge Jasugosuh, gonase u3 nosopuwra BaH Cpduje — u3 Kpawa v Mryja (Kuwnu gan
y [ypnuuy), Bapaxanna (Pexum ucyemwerva) W bara Jlyke (Manu pamosu u kadune 3ape). OBy untseHnuy Tpeda, npe CBera, CXBaTHTH Kao
acdrpmaumjy cpncke Apame 1 notepay mucuje CTepujuHor nosopja Aa npomosue somahy Apamartyprjy W 3BaH rpaHHLA HaLle 3EMbe.
Cenekuuja je yBek oapa3 npoaykuuje, nporpam dectisana He Moxe WhW KBAaMTaTUBHO Aasbe 0f MOryhHOCTM penepToapa NO30pHLUTa, a
OHH cy oBe ce3oHe y Cpduju, ogHocHo usmehy 20. mapta 2023. rogune u 20. mapta 2024. roguHe, B BpAO CKPOMHM, Y KBAHTHTATHB-
HOM aNW ¥ KBANUTAaTMBHOM MOredy YMETHUUKWX BPEAHOCTH NPOAYKLMje CaBpEMEHEe OpUrHHanHe fomahe Apame (OKO JeceT npeacTaBa).
Mocmartpajyhu y uennnu npoaykuujy somahux tekctoBa 'y Cpduju, v 0Be CE30HE je HaCTaB/bEH TPEHA ApaMaTH3aLMja POMAHA U APYTHX KkbH-
KEBHHX Jena (OKO NeTHAaeCT NpeAcTaBa), 3aTMM ayTOPCKHUX NPOjeKaTa, Yju Cy TEKCTOBH HACTajau y pafMOHHULIAMa Ca MyMLUMMa, aiu W npe-
Ma MOTHBWUMA (DHUIMOBA, U HAPABHO, DMNO je BULLE K Matbe CaBPEMEHMX TyMaueta Haller apamckor Hacneha (oKo ABajeceT npeacTasa).

Ocum Tpy HaBedeHe Npav3Bede OPUrHHANHKX CaBPEMEHHX APAMCKMX TEKCTOBA, Y TakKMMYapCKW Nporpam ynasv v ayTopcku npojexar
Anppawa Ypbaxa buno jegiom y Hosom Cagy, koju NPENCNUTYje CMHCA0 W (yHKUHjE NO30PUIITA Y CABPEMEHOM APYWITBY, Y KOHTEKCTY
ucropuje Hoocaackor nosopuiwra. Ha peneproapy he ce Hahv v anantauuja apame Cupoiiia Munesd u3 bocke y Hawoj yugunuauuju logute
1878 Anbuue lNoarpaacke, U3 Apyre NONOBHUHE AEBETHAECTOr BEKA, KOja je OBOM MPHIWKOM NPBHW NMyT W3BeeHa Y HapoaHOM no3opuwTy
y CyboTuum, y 3a1cTa Hecakuaalwmwoj pexuju Auhenke Hukonuh. YkbydeHo je 1 HOBO uuTatbe DajkoBHMTE W apxeTuncke apame Munene
Mapkosuh bpog 3a yilike, y HEODHUYHO ecTeTM30BaHOM, noeTckom Buhetby Kokana Mnagerosnha, Ha cuenu y butomy. W Ha kpajy, anu
CBAKAKO HE HajMatbe BakHo, y TakmHuapckom nporpamy drhe u3seaeHa u Hosa Apamartusaumja Cenennhesor pomana Ouesu u oyu Kare
hapmatu (HapoaHo no3opuwte y beorpaay), y Takohe ncTpaxuBaukoj, noctapamckoj hopmu peautesa Bemka MuhyHosrha, kojom ce
TPaKe CaBPEMEHH U CBEBPEMEHH OArOBOPH HA MHTakba O reHepaLMjckuM CyKoduma 1 Hacnehy (paTHe) npownocTy.

Wcrakna bux 1 BpeaHoCTH npeacTasa Tuxo, muwie (beorpaacko Apamcko noopuwre), LLiwa he outiu ca ceuma Hama (HapopHo nosopuure ,Towa
JoBaHoBuh", 3perbanuH) W Huwia Hehemo 3adopasuiu (Mo3opuwre ,bopa CtaHkosuh”, Bpate), koje cy bune npse ,Mcnog upte”, Takohe UHTPH-
TAHTHW M aHTaXX0BaHW Ofjpa3k DOPOH CaBPEMEHOT YOBEKA Y MCKOPEH:ABAtby PA3THUMTHX 00K APYLUTBEHHX W JIMYHKX PENPECHjA U HEJeSHAKOCTH.

Metynapoanu nporpam ,Kpyrosu" unHe Tpu BpeaHe npeactase W3 Xpeatcke M bocHe W Xepuerosuue, Moju iyHu morcipymu (Tpapcko
Apamcko kasanuwre [aBena, 3arped), Lipsera soga (XHK Cnaut) n/byouuacio (KamepHu Teatap 55, CapajeBo), Tematcku mef)ycodHo dancke
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y nornesy ApamaTHuHUX, TPUAEPCKUX, ENCKUX W TPATMKOMHYHKX OACjaja TMYHKX W NONMTHUKMX Pa3aopa y CaBPEMEHO] UCTOPH)H EKC-jyro-
CNOBEHCKOT npocTopa. Moju WyHU MOHCIIPYMU HAaCTanK Cy NPEMA HajJHOBM)EM TEKCTY JeAHOT 0 HajDO/LMX CaBPEMEHHX APAMCKMX M1caLa y
pernoHy, Mate Matuwuha, LipseHa 60ga je foHeNa ApamaTH3aLmjy 13y3eTHOr pomaHa Jypuue MNasuunha, a /byOuudciiio je ayTopcku npojexat
Cenme Cnaxuh, Bpno ocobeHe opme 1 3Hauema.

CnoraH 69. lMo3opja ,(MocTt)anokanvnTuuHe CBETIOCTH NO30pHKMLA" Y HajBehoj Mepu ce 0AHOCH Ha NpeACTaBe Koje Cy JoHene npau3sende
CaBpeMEHE Apame, anu 3anpaso CBe NpoayKuuje, 1y Takmuyapckom nporpamy, 1y ,Kpyrosuma“ komyHuumpajy ca tum y Behoj unu ma-
#0j mepu. CnoraH oapaxasa noTpare NpoTaroHKCTa 3a genMhuma pasapodmeHnx MAEHTUTETA Y (MOCT)anoKaNUMTHYHOM BPEMEHY, NoCe
KOLIMApa WK Y KOLIMApY KOjU M Aa/be 0KANHO M TN0DANHO JMBUMO, HAKOH ONOpaB/batba O €KC-JyrOCA0OBEHCKMX PAaTOBa, TPAH3HLK)a,
nanaemuje. [ipyrum peurma, U3 anokanunTuuHe ase HUCMO jOL M3aLWIH, HUCMO CE NPEBE3NH HA APYTY CTPAHY PeKe, META(OPHUHO peye-
HO, HUCMO CTUIK Yy Goci ha3y. ANOKaNMNTHYHOCT je U Aa/be OAPEAHHMLA HALLET CBETA, KOPEHWTO y3APMAHOT DPOjHAM PAaTHUM KaPHILLITUMA
Ha llnaHeTw, koja ce HEMHHOBHO OAPA)KaBajy W Ha JIOKATHOM NNAHY y BUAY HEMPECTAHUX HEMHPA M333HBAHNX TPATHUYHHM BECTHMA, HOBHX
EKOHOMCKHX NOTeLIKoNa, yNAWBa MHTPaHara, ank W ynaj/bHeor JIOKaHor pa3dykTaBatba HaCKba, K0 peakumje Ha CBENPHCYTHE 0daKKe
HaKa3HOCTH. Paame 1 XKHUBOTH IMKOBA y NpeACcTaBama Koje hemo BUAETH Ha OBOTOAMILBEM ﬂoaopjy 04paasajy 0BAKBO BPEME, UCTOMH]Y
cymophujy o4 OpBenoBux BM3uja, He 0dycTajyhu 04 noTpare 3a CBETIMMA y CKOPO MPKIOM Mpaky. A De3 CBETa HEMa YMETHOCTH, NO30pH-
lWTa Koje ce yBek pahano u3 notpede 3a NPOHANACKOM HEYHWLLTHUBOT je3rpa, OHOT Koje DAMCTA Ha Kpajy TMHHE.

TAKMHYAPCKA CEJTIEKUH)A 69. CTEPHJUHOTI 1O030PJA

LKuwHn gAH vy Typanuy”, TEKCT MunaH PAminAk MAPKOBHR, PEXHJA CEBACTHJAH XOPBAT, KONPOAYKUHJA TTPEWIEPHOBO TIEAATHILNE KPAR H MECTHO
rAESANHILYE TTTy) (CNOBEHHJA)

Panwa Kuwnor gana y [ypauuy Munana Pamiwaka Mapkosuha, caBpemeHe apame HcnucaHe y pparmeHtapHoj hopmi, Aewasa ce 'y AycTpujd, a
YCMEPEHA j€ Ha HCMTHBALE KPH3E MAEHTUTETA NPOTAroHucTe NeTepa, HOBUHAPA M aHraXOBAHOT MHTENEKTYaNaLia YHju Ce CBET NOCTENEHO pacnaja
y napamnapuyag. Capawrocr ce npenauhe ca npownolwhy, ca cehawima Ha HEroBo BOAHO AETURCTBO. Tpayme W3 MNAJ0CTH CakpHBEHE K3a (ha-
Cafia NponMcHo ypeheHor 4oMa, NPOAMpY Y TPEHyLMMA HapacTajyhe Kpu3e, y 04HOCY Ca HErOBOM XKEHOM MHIrpua, rpasehn excnpecMoRMCTHYKY
CTPYKTYpy Kowmapa. [eTepos nag v nyTarba y NaBUPUHTAMA JIMYHOT MPaka 0DOjEHH Cy AMCKPETHHUM, OTPEXbYjyiiMm LpHUM XymopoM. Bohenn
npeunsHim peautesem CebactijaHom XopBaToMm, MyMLUM AOCTEAHO 1 y3Dy/bMBO rpaje ONM/bKHBY aTMOCepy NPOBMHLM)CKOT De3Haha, HapourTo
H3parajHy y CLeHama y MycaBoj, TMypHoj kacanu. Mrpa ce oapuja dau3y nybnuke, NOHEKaAa ce MyMUM W MELLAjy Ca HaMa, a CLEHCKH NPOCTOp je
HEKOHBEHLIMOHANHO, KaMEPHO y0bnueH. MpoCcTopy Wrpe Cy pawlTPKaHK Ha BLLE MyHKTOBA, WTO oMoryhyje eekTHY, BpIo (MAMHYHY MPOMEHY
npu3opa. PasbujeHa opma npeacrase je u ofpa3 MeTepose KOHY3Mje, jeSHOr BOJUEKOBCKOT CIOM, a 300r HauMHa CLEHCKE 0dpase Teme, CTH-
NIM30BAHOT KOLLMApA, Taj 1OM NocTaje meTachopa CyHOBPaTa YoBeyaHCTBa. OH Takohe cynTunHo cyrepuiie fa Tpeda Aa 3aCTaHEMO Y JyprbaBH KOjy
Hamehe CaBpeEMEHO APYLLTBO, ia Ce MOBPEMEHO CarneJaMO U CAMOMCTIMTaMO AOK jOLU MMaMO BPEMEHA — aKO jOLUI HUMaMO BPEMEHA.

»MAH PATOBH W KABHHE 3APE", TEKCT Buaa [JABHa0BMR, PEAWTEMD MBHUA BymAH, Konpoaykum)A HAPoaHO no3opuwiTe PEnysaMKE CPricke, BAmA JTyka
(bocHA 1 XepugroBrHA — Penysamka Cpnicka) W CTEPHJHHO No30P)E (CPBHJA)

Beoma BpeaHa, cTuacku ocodeHa apama Buge [lasuaosuh, y dparmeHTapHoj popmH, Kpo3 NpeniuTakbe BpEMEHCKMX TOKOBA, Y NpeapaTt-
HOM W NOCNEPATHOM BPEMEHY, DPUTKMM, COUHMM W MOETCKH NPODOJHMM jE3MKOM, MOCTAB/bA BAXXHE TEME (MOCT)paTHHX TPAyMa, CyouyaBatba
ca ryduTkom danmHX, reHepaumjckux cykoda, emurpaumje, yCambeHoCTH, anu W (310)ynoTtpede CekcyanHoCTH, TENECHOCTH. bUTHO ce
0TBapa W NpobaeM aHOPEKCH]E, KA0 MPOJEKLIM)E KEDE Aa CE OCTAHE BEYHO MNAL, Aa CE U3DPHILE CEKCYaNHOCT, MK [ CE XMBU HA PU3HY-
HOj TPaHHLM Ca YKWAamwem x1BoTa. CTMNM30BaHA pajta CE 0ABMja HA CUMDONHMUKM €PEKTHO M MHTPHUTAHTHO AH3ajHUPAHO]j MO30PHHLM,
onpeheHoj npeno3HatbiBum [eHWREBUM MDOHHYHKUM CTHIOM, (GHTH)PEKIAMaMa W JUCKPETHAM BMAEO NMPOjeKLMjama, U C1amoMm No Kojoj



NIMKOBK BULLIE3HAYHO XOAA]Y, Nexe, nopalajy ce, NocToje, aCKETCKA WK HANWK XHBOTUEbaMa. KocTumorpadicka pewetba Are Casuh leuan
Takofe DUTHO 0XWB/bABAJY BU3YENHH TIaH UIDe, BP/IO PA3rPaHATHM, DNAro KMYaCTHM PelletsrmMa Koja pa3dyKTasajy Marjy miaganaukor
3aHoca. Peguten bymaH paatby Boa cedu CBOjCTBEHHUM je3MKOM HarnalleHe CeH3yanHoCTH, kuntehe eHepruje 1 noeTcke CTUaM3aLuje, Koju
AYTEHTHYHO CLEHCKHW 0TENoTBOpYje cehatba Ha Tpayme M UCTOBPEMEHE HE/bE a CE AHMBH KA0 Aa CTBAPHOCT He nocToju. Kao y necmu benor
[lyrmeta , inpudupurdena”, unju CTMXOBM NOCTajy ClamKe Cnaca IMKOBUMA, yxBaheHWMa y BPTI03MMa PaToBa, MOAMTHUKHX W THYHHKX.

»PEXXMM HCUEBERA", TEKCT TARA LLIbHBAP, PEXH)A BOJAH HOPREB, XPBATCKO HAPOHO KASANMWITE BAPAMANH (XPBATCKA)

Hosa apama Tare LLIsbMBAp CTUACKK M TEMATCKH j€ MPENO3HAT/bUBA Y HEHOM J0CAJALIBLEM pagy, Y NOMELY HHTEPECOBata 3a HOBE, MOCT-
Apamcke (opMe HM3paxaBara, Ha pyLIEBMHaMa TPAMLMOHAMHOT NO30pHWTa. Ha 3HauYermCKOM NnaHy Pemum ucuemwerd ce CaTUPUYHO
00pauyHaBa ca CTEPEOTMNMMA O HALLEM 34paB/by, JYXOBHOM M (DM3MUKOM CTatby CaBPEMEHOT YOBEKA KOjU TPaXH aNTEPHATUBHE HAYMHE
ncuxodusnuke paHoTexe. Peu je o cneundHyHOM HacTaBky TekcTa Pexum vydasu koju je, Takohe y pexuju bojaHa hophesa, npe net
rOAHHA Ca yCnexom urpaH y Atemey 212. M3BeseHa Ha KaMepHOJ CLEHH BaPaAHHCKOT HALMOHANHOT TEATPa, Pajtba je CMELITEHA Y LIEHTpY
KPY}KHOT IeAanuiiTa, rpaehi Ha Taj HauMH KOHKPETaH W CHMDOIMUKK ODAWK MOKYWAja PUTYaNHOT HCLebetba. U3BaHPEAHO H3pakajHa,
CyDBEP3WBHO HPOHHYHA UIPA IyMaLA NPEACTaB/ba HPArMEHTE by, HIH CEHKM JbYH, Y jeAHOM (MOCT)anoKNMITHYHOM, MOCTNAHAEMH]-
CKOM BpeMeHy. EKCIMLMTHA Ha NaHy BepdaHOr M3pa3a KojW PasoTKPHBA NIHLIA M HANMYjA HALLEr NCHXO(HU3MIKOT NOCTOjatba, Npe/cTaBa
JOHOCH M MOKYLUaje CABPEMEHOT YOBEKa Aa Ce M3D0pH W ca TparuHom nanTkowhy 1 becMuciom y jaBHom npoctopy. A cTpaxoBu og bone-
CTH, YCaM/LEHOCTH W HECTAHKa /by ACKE DIMCKOCTH y OKOTHOCTMMA TEXHO KanWTanu3ma pa3peluasajy e Kpo3 CynTHIHY KOMHMKY Koja nocTaje
AENHKATHO CPEACTBO DOPOE Ca NPUBATHMM, anK W APYLITBEHUM JEMOHHUMA.

,buno jeaHom y Hosom Cany”, TEKCT W PEMH)A Angpaw Ypsan, Hosocaacko nosopuwre / Upvinexi SzinvAzZ (Cperja)

MoBogom nesecetor poheHaana Hoocaackor n030pMLLTa, HACTana je My3uuKo-apamcka npeacrasa buno jegom y Hosom Cagy, cnektaky-
NapHa NOCBETa 0BOM NMO30PHLUTY, NPEMA TEKCTY W'y pexuju Anapalua YpdaHa, y beroBom Takohe npeno3HatbMBOM, ayTOMPOHUUHOM CTHAY
KOj1 MCTPAjHO MPEMCIMTYjE CMHUCAO, 3HAYEHA U KOHBEHLMjE M3BOhauk1x yMeTHOCTH. Ha Tpary dnewrTase, 3aBoj/bMBE M ypHEDECHO KOMHYHE
Ypbanose npeactase Buitie308u naxe mane, paja je M OBAE NOCTAB/bEHA KA0 MO30PHILTE Y MO30PHLLTY, @ MOBOAOM NpoCnaBe pohenaaHa
TeaTpa KOjW NpaTH NPUroaaH Wwoy nporpam. To je nonasuwTe Ha KOMe HUYe AyOMHCKO NPONMTHBAkE OAHOCA NO30PMLUTA Npema nydnuum,
0AHOCa M3Mmehy aHraxoBaHor 1 3adaB/bayKor TeaTpa, 3aTMM NO3uLKja ryMaua 1 peautessa (1 buxose mehycodHe HeTpnebUBOCTH), pena-
LiWja npema NOAMTHLM K CTPYKTypama mohu. Hamehy ce W wnpa apywTBeHa n1Tatba nonyT cTatyca mahapeke, anv 1 HOBE PYCKE MakbHHE
y Hoom Capy, Kao 1 Hapactajyhe yrpomeHOCTH YoBeka 300r cBe Aydsmer ApyWITBEHOT yTHLAja BELITAYKE MHTENUTEHUMje. ATPAKTHBHA,
€HEPreTCKM eKCMN03MBHA MY3MUKO-APAaMCKa MIpa HUKAAA HHWje jeAHO3HAuHa, Beh YBEK HOCH KPUTMUKO HaNWuje, TAMHY CEHKY Koja Aaje
CYLUTMHCKHM CMMCA0 MPOHHYHOM DnewTamy WboKKLa. Tako je 0BO NO30pHLLTE 0Apa3 WK MeTadopa AKHMBOTA (LUTO NO30PHLLTE CKOPO YBEK
JecTe) noTpare 3a CBETAOM, KOja BEPOBATHO He DM MMana cMUCna be3 Kp1ByAaBOr Tymapara y Mpakxy.

,CHPOTA MUNEBA 13 BOCHE Y HAWO) LnBHAKM3ALMM roauHE 1878", TEkCT AnsuHA Moarpaacka, PExujA AHREAKA Hukonuk, konpogykuuja HapoaHo
no3opuuTte Cydbotrua / Narodno kazaliste / Népszinhaz; euje nosopuwre Cydotnua n Ceocku kyntypHu uentap Mapkosau (Cpbuja)

Monasehu o4 HUKada u3sedeHor Apamckor Tekcta AnduHe lMoarpascke, HaBEAEHOr Ko NPBM KOMAZ Y HALIOj MCTOPHjU MO30PHLLTA KOjH
je HanWcana jesHa weHa, peauteska Anhenka Hukonuh usrpaguna je 3aucta HecBakuAaly NpeaCcTaBy, AKAHPOBCKM BEOMA CIIOKEHY W
cneurduyHy. Pey je 0 xubpuaHom m3Bohaukom 0dAKKy KOjU yKpLUTA MrPy amaTepa W npodecronanaua, creapajyhu HeobuuHo Aeno Koje
HMa eNEMEHTE PAMCKOT TeaTpa, NoCTaB/beHor y bpexToBom MaHupy otyhema, HcnpenneTaHe ca eN1eMEHTMMA NO30PHLLTA 3ajefHHULE W NO-
3o0puwTa hopyma, rae Cy KOHKPETHO U CUMDOAMUKM M3DpKcaHe rpaHnue umehy ussohaua v nybauke. Y npeactaBu yuecTByje YeTpaeceTak
n3Bohaua, LOHOCEhH CHaXXHY EHEPIHjy KONEKTMBHOT MPHUCYCTBA, KOja 04paxasa W dyjHy MOh MyATHETHHUKE 3ajeHHLIE, WTO je AaKLEHTOBAHO
n3b0pom Kopuwhemwa pasnHuuThX je3uKa — mahapckor, C10BaYKor, pOMCKOT, CPRCKOT. Paamwa Teye y pparmeHTima, y 0TBOpPEHOj popmH



OMTHO oCnoKEHO] M Ha yyewhe rejanaua Koju y NpeaCcTaBy rnacajy U KomeHTapuwy forahaje, 1 npati npuuy 0 MUIEBUHOM NPHHYAHOM
n3dbernuwwTey ca Majkom u3 bocte. bexehu og pata v donnnx ceharwa Ha rydutak oua u cectpe, koje cy younu Typum, oHe cTixy y Cpdujy
re Ce rpyeBnTO DOPE Aa NPEXMBE, Y HOBUM TParHyHMMm, (MOCT)anoOKaNMNTHYHMM OKOAHOCTUMA. Buiue3HayHa pajmwa 0TBapa nuTamwa no-
CNlenua raxera JOCTOjaHCTBA Y PaTHUM BPEMEHWMA, 3aTHM KNACHUX Pa3NnKa Koje yTHYy Ha npomeHe MehybyACKHX 04HOCA, AEAMKATHO
KpuTHKYjyhu DaxaTocT ekoHOMCKe enuTe, Kao 1 nopaxasajyhe ApywTBeHe BlafaBHUHE HOBLA. Mnak, My 0BOM MpaKy pallyepynaHe jbya-
CKOCTH, YKa3yjy Ce Ha3HaKe Haje Kpo3 CONMAAPHOCT, NoTpedy Aa Ce NOMOTrHe OHMMA KOjH Cy (MPUBPEMEHO) N Ha AHO, Y My/b NOCTOjatba.

BP0 3A NYTKE", TEKCT MHIEHA MAPKOBHF, PEMHJA KOKAH MnanEHoBHE, HAPOHO No30PHIITE BrTO/M (CEBEPHA MAKEIOHHJA)

bpog 3a nyike, moxpa Hajbosbk Apamcku Teket Munere Mapkosrh koju je Ha CTepHjuHOM N030pjy A0 Caja OAWTPAH Y ABE CLEHCKH pa-
3nMuwTe MHTEpnpetaurje, peautena Ae Tomosrh (Cpncko HapoaHo nosopuwre) W Anekcatapa Monosckor (CHI Jbybmana), osaj nyrt
MIeAamo y Apyraunjem, Cacenm cBexem Tymauery KokaHa MnageHosuha. theroso Bofere paatse je ynaabuBo HeHHje U CynTuaHKje Y
OJHOCY Ha IMPEKTHUJH U HANALHWJW CTUN UTPE, KApaKTEPUCTHUHKjH 3a NPEACTaBe Koje OH ayTopcku notnucyje. OBaj bpog 3a nyiike Bu3yen-
HO je Ie/IMKATHO, BMLUIE3HAYHO MPOMHLL/BEH, MALUTOBHTA CLiEHOrpachuja 3a4yAHO NpaTH MPOMEHE TMKOBA U PAAKE, YKIYYEHH Cy CUMDONHY-
K1 eDeKTHW eNEMEHTH NO30PHLITA CEHKKM W CHONKKA Kopeorpadwuja, Koju oaroBapajyhe npeactasbajy dajkoBuTy Cpx MuneHuHe apame.
Ancambn BUTOLCKOT NO30pHLLTA CYBEPEHO HOCH CTHAM30BAHY Padtby, Y APaMCKMM, KA0 My My3HUYKHUM AENOBHMA, Y 3aBOJ/bUBUM COHTOBMMA,
Y LESIMHU ECTETCKM 3a0KPYKEHO 00NIMKYjyhK TparuHy no3uLHMjy XKeHe y anoKanunTHYHOM natpujapxaty. Bewro kopuctehu Hacnehe dajku,
nsmehy octanux ,CHexaHy W cefam natymaka“, ,3natokocy”, ,MBuuy 1 Mapuuy” ayTopu npeacTaBe X M3a30BHO JEMHUTONOIH3Yjy, CyNTHA-
HO Pa30TKpKBajyhu NaXHy BEAPUHY Wy3Kja, Defy ManorpahaHCKor HaCKba.

,OUEBH W oun”, MPEMA POMAHY CnosoJAHA CENEHHRA, IPAMATH3AUMJA KATA HAPMATH, PEAMTED BEKo MuRyHOBHR, HAPOOHO no3opuwiTE bEorpAz
(CpsHJA)

HoBo cueHcko Tymauewe CeneHheBor C0jeBUTON, ENCKO-MCTOPH)CKOT, MCHXOAOLKOT M NOPOAWYHOT pomMaHa Ouesu U 0uU, HEKOHBEHLIMO-
Ha/HO je, UCTPAKMBAYKO, CTUICKH M (DOPMAJTHO BPJIO NPOBOKATHBHO M CaBpeMEHO Aeno. Monasehn o4 BUPTYO3HO MCMMCAHE Care 0 XeCTo-
KMM reHepaumjckum cykoduma y rpahaHckoj nopoauun Menakosuh, y npBoj nonoBuHK ABajeceTor Beka, W3 yrna CtesaHa Meaakosuha,
CNAeTa herosux ceharba v pasmuiLbama, ayTopH rpade NpeacTasy HOCgpamcKe CTPYKTYpe, CNOJeM HApPAaTUBHHUX M APAMCKHX JeN0Ba, Mefy-
CODHO CyAapeHMX M YKPLLETHKX, K0 Ha DOjUILTY. HapaTopu HAacTynajy HHAMBMAYANHO M KONEKTMBHO, NOjeAWHAYHH [ACOBH Ce N0 NOTpedy
W3ABajajy 13 cneurdUyHor Xopa, Aa bK ce NOHOBO CTONMWAW y KONEKTHB. TaKo Ce rpaau onuuibasajyha napTurypa, CLEHCKM MONHA, Kao Aa
je y NUTatby eKCNPeCMOHUCTHYKA APaMa WK Onepa Y KOjoj IacoBM NpeaCcTaBbajy Npe v (MoCT)paTHO OKpYKetbe, y Cykody ca nodybeHUMm
nojeauHuem. MHAMBMAYaTHU TMKOBH JEIMKATHO M3patbajy M3 OBE CYNTMIHO yODIMYEHE, BULLECIOJHE CLEHCKE rpafje Koja pasoTKpHBa 10-
MOBE MPOTArOHKCTA, 300r 3raheHOCTH HEraTHBHOM PYLUTBEHOM CENEKLMjOM, CBEMPHCYTHOT pacyna W HEMOTH3MA, Kao U 300r HEMHUHOBHOT
Cy04aBaa Ca PasIMUUTHM MULLLELEM HAJONMIKHMX, @ 3aTUM H Ca HHXOBUM TPArHYHMM CTPAJAHEM Y paTy.

MERYHAPOJHA CENEKLH)A ,KPYTOBH"
(MMYHHX H NONHTHYKHKX pa3aopa)

»MOJH TYHH MOHCTPYMH", TEKCT MATE MATHILHR, PEXHJA BuTo TAYOEP, [PALCKO APAMCKO KASATMWTE FABENA, 3ATPEE (XPBATCKA)

HajxoBuju komag Mate Matuwmha Moju @ysHu MOHCTIPYMU TEMATCKH M CTICKK Ce HaJJ0BE3Yje Ha herose paHuje /byge 0g 8ocka, y norneay
WPOHHUYHOT MOMTPaBakba Ca ayToOMOrpadCKUM enemMeHTUMa, Y MMPaHAEN0BCKOM CIIIETy CTBAPHOCTH W uKumje. To TpycHo, 3muuyhe 110
04pa3a CTBApHOCTH, YeCTO YpHeDECHO KOMWYHO, De3 napaoHa pylK CTepeoTvne M Npeapacyne, MUHe, Kao U ApyLITBEHO-MONMTHUKE. Y3
OLUTPHje MK HEXHH]je LPHOXYMOPHE TOHOBE, Y 3aBUCHOCTH OJ MPUPOJE NMWTatba Koja Cce NpeTpecajy, ayTop 0TBapa Teme oaHoca W3mehy



MO30PHLLTA W JPYLUTBA, HOPMATHOCTH W TyAUAA, 3HAYEHA W NOCNEAMLA NONYNAPHOCTH, KA0 M 3aKOMAaHUX PaTHUX TPayMa M 3104KHa. Kao 1
Jbygu 0g 80cka, ¥ 0Baj TEKCT M NPEACTaBa y pexuju Buta Taydepa KaHpOBCKM Cy pasHOAMKM, hparMeHTapHe CTpyKType. Paja ce aewasa
Ha Pa3MUUTUM MECTHMA, 0f 3arpeda, npeko JlanmaTuHcke 3arope 4o beorpaga, M ¥Ma enemeHTe CaTUPUUHE M LpPHE KOMEAMjE, HaneTor
TPUAEpA, anu 1 Tparefuje aHTMUKKX pasmepa. M3y3eTHO CNPETHW TyMUM Mrpajy BULLE ynora, 3Mehy CTHAM3aLuje 1 ONU/bUBE, AUpP/bHBE
MCHUXONOWKE UCTUHUTOCTH, rpadehu CLEHCKM M3a30BaH M BPeJaH 04pa3 Haller CBETa M HEroBMX 3aMarbeHHX rpaHnLa U3mely nyauna u
HOPMANHOCTH, 0Dpa W 313, KOMELH]E W Tpareauje.

+LLPBEHA BOJA", NPEMA POMAHY JYPUUE TIABHUMRA, IPAMATH3ALMIA UBOP MAPTHHUR, PEXHJA UBHUA BybAH, XPBATCKO HAPOAHO KASAMMWITE CriuT
(XPBATCKA)

Hactana npema HarpahuBaHom pomaHy Jypuue lMasuunha, y npeumsHoj apamatusaumju Heopa Maptunuha, npeactasa LipseHa 8oga Tako-
he uma y3dyamuBy Tpunepcky dopmy Kkoja pacniuhe NpUnoBecT 0 HECTaHKY CEAAMHAECTOTOAHLHE A€BOjKE KPajeM 0CAMAECETHX TOAHHA Y
ManoM JaNMaTHHCKOM MecTy. [ToTpara 3a HOM CE PaCTEXE Ha ABAAECET CEAAM TOAHHA KOje NPOTHYY KpO3 DYpHE MONUTHYUKE U APYLITBEHE
TypOyneHumje 1 npomeHe koje hie CKpajHYTH NONMLMJCKe NPUTHCKE Aa Ce MUCTEpHja Pa3oTKpHje. Y3DyabHBO pelaBatbe Cyyaja npatu Be-
WO rpahjeHa, NCMXONOLIKK HCTUHWTA NOPOAHYHA APAaMA, KOja AENHKATHO OTKPMBA MPOMEHE Y HhUXOBUM OSHOCHMA, NOCAEAHMLE CNO/bALLHHX
W YHYTpaLlLbUX pa3fopa. JIMuHM NOTPECH Cy UCMNETEHH Ca APYLITBEHO-NONMTHYKAM CMO3HAjaMa, OTpextbyjyhum MuciMa o 3abnysama
TpaH3uuuje. OBy BUIWE3HAYHY ApamcKy rpahy peauten MBuua bybaH noctasba Ha M3y3€THO (DYHKLMOHANHY POTALMOHY CLEHY, YTBphEHY
npeno3HaTbiBOM cueHorpadujom Anekcanapa [enuha, Koja edekTHO 03HauaBa de3HafeHU NPOTOK BpemeHa. KpaxoBW THUHKX U NONK-
THYKKMX MNy3Kja, Pa30TKPHBAHE MCTUHA M3 MACKH KOje MPHUKPHBAjY Jbybomopy, CyjeTy, ManorpahaHcTBo 1 Kopynuujy, Teue y CMMBONHUKOM,
XMITHOTMYKOM KPYTY, KOjW CYNTHIHO YBAAYM INefA0La y BPTIOre NoHassbajyhnx uctopuja.

,JbYBHUACTO", AYTOPCKH NPOJEKAT CEAME CnAxuR, KAMEPHH TEATAP 55, CAPAJEBO (BOCHA M XEPLIETOBHHA)

Y LEHTPY Naxe 0BE BPEAHE, KAHPOBCKH CNOJEBUTE, TPArMKOMMYHE NPEACTaBe je NOPOAMLA KOja Ce OKyr/ba MOBOAOM poheHaaHa crape
Majke. lpBu feo je NOCTaB/bEH HATYPANUCTHUKK, TPOjE AeLe Y NPaThH BEPEHUKA jefHe TpyaHe hepke, CTHKY ca noknoHuMa, bauajyhu ce
Ha NpUnNpeMmy XxpaHe, Koja Ce Kpuka Ha wnopety, wypehn Mupuc 3anpuuke. [ICMXO0NOWKK U3PpaXKajHU YMLH UCTAHUYAHO rpaje ay-
TEHTHYHE, AHMBE TMKOBE U MPEMNO3HAT/bUBY CBAKOAHEBHLY DANKaHCKe NOPOAHLE, 0DENEXKEHY BPTOIABUM CMEHAMA XKECTOKHX, CBafanaukux
pacnpasa M KOMHukHX pactepehera. [10cTeENeHO Ce 0TKpPHBA NPETEPAHO 3ALTHTHAYKK OJHOC AELE NPEMA MajuM, Ha TaHKO) TPaHULM Ca
Tepopom. Ha kpajy npsor fena npeactase, OHA NPUBPEMEHO 0Anase, 04BoAehH ca CLEeHe HaTypanusam, 1 npenywrajyhu npoctop daHTa-
3Marop1yHoj, EKCNPECHOHUCTHYKO] UTPH, TIOAHOM Ty 3@ CUMDOAMUKO Tymauemwe. JIK MajKe je penpe3eHTaTMBaH TN KpTBe, DankaHcke
MajKe KOja rydu IMYHK KMBOT U MAEHTUTET 300r NaTpujapxanHux oduuaja. OHu oTBapajy DeckpajHy yHyTpallky NpasHUHyY, 04y3umajyhu
WHIMBMIYANM3aM KEHH UYHje CE 3aCNyre He LeHe, a NoApasymesajy ce. Taj donHu npukas rydutka cnodope, y ocHoBHOj henuju apywTea —
MOpPOAMLIM, AUCKPETHO YKa3yje Ha KOPEHE APYILTBEHKUX penpecHja, hallk3ma Ha Makpo NaHy, Koju (YBEK) NOTHYE Ca NO/ba TMYHUX TPayMa.

Np Ana Tacuh
TEaTPO/NOLKHHA M NO30PHILHA KPUTHYAPKa



69t Sterijino Pozorje Festival

Selector’s Report

THE (POST)APOCALYPTIC LIGHT OF THE STAGE

In the process of selecting the plays for the 69™ Sterijino Pozorje Festival, I have watched around seventy performances from Slovenia,
Croatia, Bosnia and Herzegovina, Montenegro, North Macedonia, Hungary, and Serbia. With all these in mind, | reached a final selec-
tion of seven performances in the competition selection and three in the non-competitive international selection “The Circles.” The
primary criterion in selecting the performances was their artistic quality, the value of the dramatic texts, direction, acting, music, stage
design, and costumes, with everything else — the geographical origin of the works, general thematic determinants of the program, pro-
duction conditions, etc. — subordinate to it.

This year's competition selection is specific in that all three performances of contemporary original dramatic texts, written by Milan
Ramsak Markovi¢, Tanja Sljivar, and Vida Davidovi¢, come from theaters outside of Serbia— from Kranj and Ptuj (A Ramy Day in Gurlich),

Varazdin (Healing Reg:me) and Banja Luka (Little Wars and the Cabins in Zara). This is something that affirms Serbian drama and confirms
the mission of the Sterijino Pozorje Festival to promote domestic dramaturgy beyond the borders of our country. The selection is always
areflection of the production; the festival's program cannot exceed the qualitative possibilities of the theater repertoire, which this sea-
son in Serbia, between March 20, 2023, and March 20™ 2024, has been very modest, both quantitatively and qualitatively, in terms of
the artistic values of contemporary original domestic drama productions (we have seen about ten performances). Looking at the overall
production of the domestic texts in Serbia, this season also continues the trend of dramatizations of novels and other literary works
(about fifteen performances), as well as authorial projects, whose texts were created in workshops with actors, but also based on movie
motifs, and of course, there were more or less contemporary interpretations of our dramatic heritage (about twenty performances)

In addition to the three mentioned performances of original contemporary dramatic texts, the competition program also includes Andras
Urban’s authorial project Once Upon a Time in Novi Sad, which examines the meaning and functions of the theater in contemporary society, in
the context of the history of the Ujvidéki Szinhaz Theater. The selection will also feature an adaptation of the drama Mileva, an Orphan from
Bosnia in Our Civilization in 1878 by Albina Podgradska, written in the second half of the 19™ century, which was performed for the first time
at the National Theater in Subotica and truly extraordinary directed by Andelka Nikoli¢. Another play that is included is a new interpretation
of the fairy-tale and archetypal drama A Boat for Dolls by Milena Markovi¢, in an unusually aestheticized, poetic vision by Kokan Mladenovic,
staged in Bitola. And last, but certainly not least, the competition selection will feature a new dramatization of Slobodan Seleni¢'s novel
Fathers and Forefathers by Kata Gyarmati (National Theater in Belgrade), in a similarly investigative, post-dramatic form by the director Veljko
Micunovi¢, which seeks contemporary and timeless answers to questions about generational conflicts and the legacy of the (war) past.

[ would also highlight the values of the performances Quiet, Quieter (Belgrade Drama Theater), What Will Happen to Us All (National Theater
Tosa Jovanovi¢, Zrenjanin), and We Will Not Forget Anything (Theater Bora Stankovi¢, Vranje), which almost made the selection as intriguing
and engaged reflections of the contemporary man's struggle in eradicating various forms of social and personal repression and inequality.
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The international selection “The Circles” features three valuable performances from Croatia and Bosnia and Herzegovina: My Sad
Monsters (Gavella Drama Theatre, Zagreb), Red Water (Croatian National Theatre Split), and Violet (Chamber Theater 55, Sarajevo).
Thematically, they are closely related in terms of dramatic, thriller, epic, and tragicomic reflections of personal and political discord in
the contemporary history of the former Yugoslav region. My Sad Monsters is a play based on the newest text by one of the best contem-
porary playwrights in the region, Mate Matisi¢, Red Water is a dramatization of the outstanding novel by Jurica Pavici¢, while Violet is an
authorial project by Selma Spahi¢ and a truly unique and significant play.

The slogan of the 69™ Sterijino Pozorje Festival, “The (Post)apocalyptic Light of the Stage,” mostly refers to the performances that
brought premieres of the contemporary drama, but this phrase is true for all productions, both in the competition and non-competition
selection, communicate with this slogan to a greater or lesser extent. The slogan reflects the protagonists’ search for the fragments of
fragmented identities in the (post)apocalyptic times, after the nightmares or in the middle of the nightmare we are still living in, both
locally and globally, after recovering from the Yugoslav wars, transitions, pandemics. In other words, we have not yet emerged from the
apocalyptic phase, we have not, metaphorically speaking, crossed to the other side of the river, and we have not reached the post-phase.
Apocalypticism is still a determinant of our world, deeply shaken by numerous war zones across the globe, which is inevitably reflected
locally in the form of ongoing unrest caused by tragic news, new economic difficulties, the influx of migrants, but also the noticeable lo-
cal eruption of violence as a reaction to omnipresent forms of punishment. The actions and lives of the characters in the performances
we will see at this year's Sterijino Pozorje Festival reflect such times, a dystopia even gloomier than Orwell’s visions, without giving up
the search for lights in almost pitch darkness. And without light, there is no art, no theater that has always been born out of the need
to find an indestructible core, one that shines at the end of darkness.

THE 69™ STERIJINO POZOR)E FESTIVAL COMPETITION SELECTION

A Rany Day IN GURLICH, WRITTEN BY MILAN RAMSAK MARKOVIC, DIRECTED BY SEBASTIAN HORVAT, PRESERN THEATER KRAN) AND PTU) CiTY THEATRE (SLOVENIA)

The play A Rainy Day in Gurlich, written by Milan Ramshak Markovic as a contemporary drama in a fragmentary form, takes place in Austria
and is focused on exploring the identity crisis of the protagonist Peter, a journalist and engaged intellectual whose world gradually falls
apart in fragments. The present intertwines with the past, with memories of his painful childhood. Traumas from his youth, hidden behind
the facades of a perfectly decorated home, penetrate in the moments of increasing crisis, in his relationship with his wife Ingrid, building an
expressionist structure of nightmares. Peter's descent and his wandering in the labyrinths of the personal darkness are colored with discreet,
incisive black humor. Guided by the precise direction of Sebastian Horvat, the actors consistently and excitingly build a palpable atmosphere
of provincial despair, particularly expressive in the scenes set in the dirty, gloomy tavern. The play unfolds near the audience; sometimes the
actors mingle with us, and the stage space is shaped unconventionally and intimately. The acting areas are scattered across multiple points,
allowing for a striking, very cinematic change of scenes. The fragmented form of the performance reflects Peter's confusion, a kind of mod-
ern breakdown, and due to the way this theme is scenically processed, and stylized as a nightmare, his breakdown becomes a metaphor for
the collapse of the entire humanity. This breakdown subtly suggests that we should take a pause, stop living in the rush imposed by modern
society, and take a moment to reflect and self-examine while we still have time — if we still have the time.

Lrrrie WaRs AND THE CABINS IN ZARA, WRITTEN BY VIDA DAviDOVIC, DIRECTED BY IvicA BuLJAN, NATIONAL THEATER OF THE REPUBLIKA SRPSKA BANJA LUKA
(BosNiA AND HERZEGOVINA, THE REPUBLIKA SRPSKA) AND THE STERI)INO PozZORJE (SERBIA)

A very important and stylistically unique drama by Vida Davidovi¢ uses a fragmentary form, intertwining temporal flows of the pre-war
and post-war times, and a sharp, juicy, and poetically penetrating language to raise important themes of the (post)war traumas, coping
with the loss of loved ones, generational conflicts, emigration, and loneliness, but also of the (mis)use of sexuality and corporeality. It



significantly addresses the issue of anorexia as a projection of the desire to remain eternally young, to erase sexuality, or to live on the
risky edge of life. The stylized action unfolds on a symbolically effective and intriguingly designed stage, defined by the recognizable
Denic's ironic style, (false) advertisements, and discreet video projections, with the straw on which characters ambiguously walk, lie
down, give birth, and exist, both ascetically and resembling animals. Ana Savi¢ Gecan's costume designs also significantly enliven the
visual aspect of the play, with very extensive, slightly kitschy solutions that ignite the magic of youthful enthusiasm. Director Buljan
guides the action with his characteristic language of pronounced sensuality, boiling energy, and poetic stylization, which authentically
embodies memories of traumas and simultaneous desires to live as if reality does not exist. Like in the song “Ciribiribela” by Bijelo
Dugme, whose lyrics become the rope of salvation for characters caught in the whirlpools of wars, and political and personal turmoil.

HEALING REGIME, WRITTEN BY TANJA SLJIVAR, DIRECTED BY BojaN DorbEV, CROATIAN NATIONAL THEATRE IN VARAZDIN (CROATIA)

A new drama by Tanja Sljivar is stylistically and thematically grounded in her previous work, with an interest in exploring new, post-dra-
matic forms of expression, amidst the ruins of the traditional theater. On a thematic level, Healing Regime satirically deals with stereotypes
regarding the health, spiritual, and physical condition of contemporary individuals seeking alternative ways of psychophysical balance. It
is a specific continuation of the text Love Regime, also directed by Bojan Dordev, which was successfully staged five years ago at Atelje 212.
Performed on the chamber stage of the Croatian National Theater in Varazdin, the play is set in the center of a circular theater, thus creating
a concrete and symbolic form of ritual healing attempts. The exceptionally expressive, subversively ironic performances of the actors present
fragments of people, or shadows of people, in a (post)apocalyptic, post-pandemic time. Explicit in its verbal expression that reveals the faces
and facets of our psychophysical existence, the performance also addresses a contemporary individual's attempts to cope with the tragic
superficiality and senselessness in public space. Fears of illness, loneliness, and the disappearance of human closeness in the circumstances
of techno-capitalism are resolved using subtle comedy that becomes a delicate tool for battling private and public demons.

ONce UpoN A TiIME IN Novi SAD, WRITTEN AND DIRECTED BY ANDRAS URBAN, UJVIDEKI SziNHAZ THEATER (SERBIA)

Once Upon a Time in Novi Sad is a music drama created for the celebration of the fiftieth birthday of the Ujvidéki Szinhaz Theater, and it is a
spectacular homage to this theatre written and directed by Andra$ Urban, in his recognizable, self-ironic style that persistently questions
the meaning, significance, and conventions of the performing arts. Following in the footsteps of Urban’s dazzling, seductive, and uproar-
iously comedic play Wanton Lady's Knights, the plot is once again set as a play within a play, during the birthday celebration, featuring a
suitable show program. This is the starting point for a profound examination of the relationship between the theatre and its audience,
the relationship between the engaged and entertaining theatre, as well as the positions of actors and directors (and their mutual animosi-
ties), and the relations towards politics and power structures. Broader societal issues also emerge, such as the status of the Hungarian mi-
nority in Novi Sad, as well as the emerging Russian minority, and the increasing threat to humanity due to the deepening social influence
of artificial intelligence. The attractive, energetically explosive music drama is never unambiguous; it always carries a critical undertone,
a dark shadow that gives the essential meaning to the ironic glitter. Thus, this theatre becomes a reflection or metaphor of life (which
theatre almost always is), a quest for light that likely would not make sense without the winding wandering in darkness.

Miteva, AN ORPHAN FROM BosNIA IN Our Civiization IN 1878, WRITTEN BY ALBINA PODGRADSKA, DIRECTED BY ANDELKA NIKOLIC, NATIONAL THEATER IN
SusoTicA, YouTtH THEATRE IN SuoTICA AND RURAL CULTURAL CENTER MARKOVAC (SERBIA)

Based on a never-performed dramatic text by Albina Podgradska, often cited as the first play in our theater history written by a woman,
the director Andelka Nikoli¢ has created a truly extraordinary production, very complex and specific in its genre. It is a hybrid form that
blends the play of amateur and professional actors, creating an unusual work that has the elements of the dramatic theater, set in the
Brechtian manner of alienation, intertwined with the elements of the community theater and the forum theater, where the bounda-
ries between performers and audience are specifically and symbolically blurred. The performance involves around forty performers,



bringing forth a strong energy of collective presence, reflecting the vibrant power of a multi-ethnic community, accentuated by the
choice of using different languages — Hungarian, Slovak, Romani, and Serbian. The plot unfolds in fragments, in an open form that
significantly relies on the participation of the audience who vote and comment on the events and follows the story of Mileva's forced
displacement with her mother from Bosnia. Fleeing from the war and painful memories of the loss of her father and sister who were
murdered by the Turks, they arrive in Serbia where they desperately struggle to survive in new tragic, (post)apocalyptic circumstances.
The multifaceted plot raises questions about the consequences of trampling on dignity in wartime and the class differences that affect
changes in interpersonal relationships, delicately criticizing the arrogance of the economic elite, as well as the devastating social rule of
money. However, even in this darkness of torn humanity, the signs of hope emerge through solidarity, and the need to help those who
have (temporarily) fallen to the bottom, in the mire of existence.

A Boat For DotLs, wRITTEN BY MILENA MARKOVIC, DIRECTED BY KOKAN MLADENOVIC, NATIONAL THEATRE IN BitoLA (NORTH MACEDONIA)

A Boat for Dolls, perhaps the best dramatic text by Milena Markovi¢, already performed at the Sterijino Pozorje in two scenically dif-
ferent interpretations, directed by Ana Tomovic¢ (Serbian National Theatre) and Aleksandar Popovski (Slovenian National Theatre in
Ljubljana), is now presented in a different, entirely fresh interpretation by Kokan Mladenovi¢. His direction is noticeably gentler and
subtler when compared to the more direct and aggressive style of his other performances. This interpretation is visually delicate, and
thoughtfully ambiguous, with imaginative scenography that astonishingly follows the changes in characters and actions, incorporat-
ing symbolically effective elements of the shadow theater and dreamlike choreography, which appropriately represent the fairy-tale
essence of the drama. The ensemble of the Bitola theater confidently carries the stylized action, both in dramatic and musical parts, in
captivating songs, collectively shaping the tragic position of women in an apocalyptic patriarchy in an aesthetically rounded manner.
Skillfully using the legacy of fairy tales, including Snow White, Rapunzel, and Hansel and Gretel, the authors of the play challenge and
demythologize them, subtly exposing the false cheerfulness of illusions and the misery of petit bourgeois violence.

FATHERS AND FOREFATHERS, BASED ON THE NOVEL BY SLOBODAN SELENIC, DRAMATIZED BY KATA GYARMATI, DIRECTED BY VELJKO MICUNOVIC, NATIONAL THEATER
IN BELGRADE (SERBIA)

A new stage interpretation of Seleni¢'s layered, epic-historical, psychological, and familial novel Fathers and Forefathers is an uncon-
ventional, exploratory, stylistically, and formally provocative and contemporary work. Departing from the virtuosic portrayal of fierce
generational conflicts within the bourgeois Medakovi¢ family in the first half of the twentieth century, from the perspective of Stevan
Medakovi¢, interweaving his memories and reflections, the authors construct a representation of a post-dramatic structure, blending
narrative and dramatic elements, mutually colliding and intersecting, as on a battlefield. Narrators perform individually and collective-
ly, while individual voices are selectively extracted from the specific chorus only to merge back into the collective. Thus, an enchanting
score is composed, scenically powerful, as if it were an expressionist drama or an opera in which voices represent the pre- and post-war
environment, in conflict with the rebellious individual. Individual characters delicately emerge from this subtly crafted, multi-layered
stage construction that reveals the fractures of the protagonists, disgusted by the negative social selection, ubiquitous chaos, and nep-
otism, as well as the inevitable confrontation with the differing opinions of loved ones, and subsequently with their tragic fate in war.



NON-COMPETITIVE INTERNATIONAL SELECTION “THE CIRCLES"

(personal and political disagreements)

My Sap MonsTEeRs, WRITTEN BY MATE MATISIC, DIRECTED BY ViTO TAUFER, GAVELLA DRAMA THEATRE, ZAGREB (CROATIA)

The latest piece by Mate Matisi¢, My Sad Monsters, thematically and stylistically builds upon his earlier work piece Men of Wax in terms
of ironic play with autobiographical elements, in a Pirandello-esque intertwining of reality and fiction. This shaky, elusive ground of re-
flecting reality, often riotously comedic, ruthlessly shatters stereotypes and prejudices, both personal and socio-political. With sharper
or gentler dark humor tones, depending on the nature of the issues being examined, the author opens up topics of the relationship be-
tween the theater and society, normality and madness, the meaning and consequences of popularity, as well as buried war traumas and
crimes. Like Men of Wax, both the text and the play directed by Vito Taufer are genre-diverse, with fragmentary structures. The action
takes place in different locations, from Zagreb and Dalmatia to Belgrade, and features the elements of satire and black comedy, tense
thriller, but also the tragedy of ancient proportions. Exceptionally skilled actors play multiple roles, oscillating between stylization and
tangible, touching psychological truth, constructing a scenically challenging and worthy reflection of our world and its blurred bound-
aries between madness and normality, good and evil, comedy and tragedy.

RED WATER, BASED ON THE NOVEL BY JURICA PAVICIC, DRAMATIZED BY IVOR MARTINIC, DIRECTED BY IvicA BuLJAN, CROATIAN NATIONAL THEATRE IN SPLIT (CROATIA)

Based on the award-winning novel by Jurica Pavici¢, in the precise dramatization by Ivor Martinic, the play Red Water also takes on an
exciting thriller form, unfolding the story of the disappearance of a seventeen-year-old girl in a small Dalmatian town at the end of the
1980s. The search for her spans twenty-seven years that pass through turbulent political and social upheavals and changes that will
sideline police pressures to uncover the mystery. The thrilling resolution of the case follows a skillfully crafted, psychologically truthful
family drama, delicately revealing changes in everyone’s relationships and the consequences of external and internal conflicts. Personal
upheavals are interwoven with socio-political insights and sobering thoughts about the misconceptions of transition. The director lvica
Buljan sets this multifaceted dramatic material on an exceptionally functional rotating stage, anchored by the recognizable set design
by Aleksandar Deni¢, which effectively signifies the hopeless passage of time. The collapses of personal and political illusions, the
unveiling of truths behind the masks that conceal jealousy, vanity, pettiness, and corruption, unfold in a symbolic, hypnotic circle that
subtly draws the viewer into the whirlpools of repeating histories.

Violet, authorial project by Selma Spahi¢, Chamber Theater 55, Sarajevo (Bosnia and Herzegovina)

At the center of attention of this valuable, genre-layered, tragicomic performance is a family gathering for the birthday of the elderly
Mother. The first part is set in a naturalistic style, with three children accompanied by the fiancé of one pregnant daughter, arriving
with gifts, talking about preparing food simmering on the stove, and spreading the aroma of roux. Psychologically expressive actors
delicately construct authentic, vivid characters and a recognizable everyday life of a Balkan family, marked by dizzying shifts between
intense, argumentative debates and comic relief. Gradually, the excessively protective attitude of the children towards their mother is
revealed, bordering on tyranny. At the end of the first part of the performance, they temporarily depart, taking naturalism off the stage,
and yielding space to a phantasmagorical, expressionistic play, fertile ground for symbolic interpretation. The character of the Mother
represents the typical victim, a Balkan mother who loses her personal life and identity due to patriarchal customs. These customs open
up an endless inner void, stripping the woman of her individualism and leaving her with merits that are neither appreciated nor ac-
knowledged. This painful depiction of the loss of freedom, within the fundamental cell of the society — the family — discreetly hints at
the roots of social repression, and fascism on a macro scale, which (always) originates from the field of personal traumas.

Ana Tasi¢, PhD
Theatre critic and researcher



