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AYTOPKA

Mpexcrasa ce basu jeaHOM NOPOAMLIOM 3a Kojy heTe ogmax npeno-
3HaTH 4a JKMBH y OBOM pajy, N0 OHOME LUTO OHH COMHUbbY, OF MH-
jaue Ha Kojoj kynyjy nosphe 4o Ajenosa rpaja Kojum ce Bo3e, Aakne
paau ce 0 MOPOAMLM Koja xuBH oBgaje y Capajesy.

A oHpa, jefHora faHa, y 0By MOPOAMLY YNa3n HELTO HA LITA HUCY
CPEMHH — jeHa BPCTa C10do/e Ca KOjom Ce 0 Cafa HUCY CYCPesH.
Y Tom cycpeTy ce 3anpaBo dyau cea donect Hawer ApywTsa (M He
CaMo HaLler), U31a3K CBE OHO LUTO je KOH3epBATMBHOCT HalLer Apy-
WTBA M Pa3HK 00nnuM dawusma. Dawnsma, yCKOrpyaHOCTH au U
NpUMKHTMBM3MA. CBE OHO Ca YMM Ce CBAKOAHEBHO cycpehemo, anu 1
YMHMMO, A [1a TOTA M HUCMO CBJECHH. A KAKO je OBa NPeACTaBa Ha-
CTana 13 ryMaykux UMNpoBu3aumja, be3 pujeun Tekcra, 3a mymue
je 0B0 D10 NOCEDHO MCKYCTBO jEp j& 0BO HHXOB ayTOPCKH TEKCT.

Cenma Cnaxur (1986)

3apwmna je Akajemujy CLEHCKHMX
ymjetHoctv y Capajesy. Pegwterka je
Koja notnucyje npeko 30 No30pHLLHKX
pexuja, Mehy Kojuma cy: XuiiepmHesuja
(Xapredakr / buted), MKewe Koje uuciie
(LHM Mogropuua), Tajua yema og ma-
nura (CAPTP / MECC), Haiwmawwopujym ]
(HapoaHo no3opuwre Cybotvua), Ckyliwinuna (HapogHo nosopuiute
Capajeso / Kamephu teatap '55 / CAPTP), Koxow (MECC / 3eKaeM
| buted), /Tunuom (CHI Opama Jbybmana), miucougesemiciioeHaurocem-
gecerm (CHI Jpama Mapubop), Majciwiop u Mapiapuitia (XHK Hsana
nn. 3ajua Pujexa), Moja ®@adpuka (BHI 3ennua), 4 yjyimpo (Mo3opute
,Koctonawn [lexe”, Cpbuja), OHo winio Hegocimaje (3eKaeM), Pomeo u
Jynuja (BHI 3ennua), Jjeua cynua (CAPTP / Kowtak), Citiena, foina-
ga (TOK Tasena). Y npeacraBama ce oKycHpa Ha MHTUMHY UCTOPH)Y W
MOMMTHYHOCT MHTHME, UCTPaXKMBAHE (DM3UKANTHOCTH W (DEMUHMCTHUKY
LEKOHCTPYKLHMJy NaTpHjapXaaHuX HapaTvBa.

Mpenctase cy joj BUWeECTPYKO HarpahusaHe, Te benexe yuewhe Ha
PEHOMMpPAHUM WHTEPHALMOHANHKM (hecTHBanMma nonyt buteda y

Cpouju, Neue Theater Stiicke aus Europa y bemaukoj, Koxtakra y
Momckoj nnn Culturescapes y LBajuapckoj.

0n2012. no 2017. brna je ymetHHuKa aupextopka HHTEpHaLMOHanHoT
Teatapckor dectueana MECC, 3a koju je duna cenextop og 2009. ao
2018. roguHe. [pepaje Ha AKaaemuju CLEHCKUX ymjeTHOCTH Y Capajesy.

PEY JPAMATYPWKHHE

AyTopcku npojexat /byduuaciio dasu ce Hawwom KoH3epBaTHBHOLWhY
W yckorpygoLhy Koje Kpujemo u3a HajdomKux Hamjepa, MHoro bpure
W jow BuLLE bybasu. U3BesdeHH TEKCT NPOM3aLLA0 je U3 HTyMauKuX
MMNpPOBH3aLMja Y KOJUMA CMO MCTPaXHUBaNK rpaHuLe umehy pa-
3yMHjeBatba W NOPA3YMHjEBAA, DPHTe M Tylewa, HCKPEHOCTH U
OKPYTHOCTH, /byDaBH 1 CEDMUHOCTH, TPAZHLIMjE U TPUMHUTHBHM3MA. ..

MpeacTaBa npatv OKyn/batbe jefHe rpahaHcke pasHONMKE NOpOAHLE
Y KOjOj CBM 3Hajy LUTa je HajdOobe 3a HHX0BE DAMNKIbE, OHM Cy DoNHO
MCKPEHM jeSHU NPEMA PYTMMA, CaBjeTyjy Ce MefyCODHO 1 MOMaxy yaKk
M Kafa UM HMKO TO HE TPaKH — CBE CaMO KaKO OW CBM DMK CPETHM.
Fbuxoy cpehy Hapywwasa nojasa bydHuactor, a ¢ hrm 1 y3HEMHPY)y-
he nuTare cnoboge. Koja je rpanyua Tyhe cnoboge kojy cmo cnpem-
H1 npehu kao nojeanHuK? Koje CBe rpanuLe je Hale natpyjapxanHo
ApyLuTeo Beh ogasHo npewwno? Mpuxsahamo am Tyhy cpehy HckbyurBo
aKo OHa 0AroBapa HalwMM Kputepujuma? [aje ce cBe Kpuje Halua u-
LIEMJEPHOCT? JeCMO /W Ha NyTy Ka ypehEHOM ApyLuTBY UM NNEMEHCKO)
3ajefH1LM? TOKOM NpoLeca UCTPaXKMBAIK CMO TPAHHLE YHYTap caap-
aja, anu v hopme. Pe3ynTat je nprya o jeSHOj HEHH KOjy MUCIMMO Ad
no3Hajemo. O TaHKoj MHKjW 3mehy ieHe C10D0ae 1 Hawwer dalK3ma.

Emuna Omeposuh

KPUTHKA

JbYBHUACTO

Cse (hpycTpvpaHe NOpOAHLE NMYE jefHa HA ApYry — Morao ou dutu
tagline npeactase Jbyduuacimo KameHor Teatpa 55, y Kojoj je Ha je-
[\aH Kpajib€ AMPEKTAH, JMHAMHYAH W EMOTHBAH HAUMH, NPEACTAB/bE-
Ha donHo noucTosjehyjyha civka jeaHe caBpeMeHe NopoauLe, koja 3a
pasnuKy of oHe TONCTOjeBE, HE NOYMBA BULLE HUTH Ha Cpehu, HUTH Ha
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Hecpehu, Beh Ha ayboko ykopujerbeHoj ppycTpaumju. CaapajHo Te-
LKA M MYYHa, TeaTapCKK XHUBA M MHTPHUTaHTa, MAEJHO Xpadbpa W 0TBO-
peHa, oBa npeactasa peautenuue Cenme Cnaxuh, jefaH yonwrteH
TEMATCKH MPOCTOP Ca MOPOAMLIOM Y LIEHTPY, OTBapa Y CaCBHM HOBOM
CBJETAY, Ca jaCHHM ayTOPCKHM jE3HKOM M HOBMM MHTatbHMa, Te Ca Hae-
jJOM €C10doze, Y KOHAYHMLM, C KOJOM Y TEATPY CBE MOUMHE U HULUTA HE
3aBpLuasa. Ynpkoc oapeheHum npodnemnuma y putmy 1 Temny nojesu-
HauYHKX YHHOBA, NpeacTaBa /byduuaciio nokasyje Kako jefHa yobuua-
JEHa TeaTapCKa TEMa MOMKE NMOHOBO OMMBJETH Y KPajtbe HENPEABHaH-
BOM PEAHMTE/LCKOM KOHLEMTY, Y KOJEM CE CACBUM NMPUPOLHO CMjERY)y
JKaHPOBH COLMjAIHOT, XOPOPHOT W MOETCKOT, a Y KOJEM CE He npejaje
Y UBPCTH 3arp/baj DaHaNHOj CBAKOAHEBHHULM M TPHBHjATTHOM XYMOPY.

,Ja cam KatapuHa“, pennuka je Kojy ynopHO noHas/ba Maaja TpyaHuLa
(urpa je Atva Kpasmbesuh) Ha pofjeHaaHCKOM oKyrubatby jeaHe rpafat-
Cke CapajeBcke MopojHLie, Ha KOjy HUKO Of MPHUCYTHHX He pearyje, a y
K0joj Ce, 3anpaBo, Npenama CTBAPHOCT 1 Teatap, HOPMATHOCT W 3ayya-
HOCT, BabCKO M YHYTPaLLIbE, Nax M UCTHA. Hanme, Beh ca 0BOM pennu-
koM, Kojy CaruH (bopuc Jlep) urHopwiue, a kojy KatapuHa u3besymmwe-
HO MOHaB/ba, MOCTaje jaCHO Ja HELLTO HE LITMMA Y 0BOj HAU3IE] CaCBUM
00K14HOj (CPETHOj) NopoauuM, Te Aa he HajCHaXHK]e ayTOpCKO CBJETN0
OMTH YCMJEPEHO HA MWTAE MAEHTUTETA, OJHOCHO, MOCTOjJaHOCTH UME-
Ha, MHOMBUOYE, 3aPOD/BEHE YHYTAp ,MpEBHLLE rbyﬁaan“ nopoamue. ¥
CHPOMALLIHO YpehieHOM MOPOAHIHOM JOMY, Y KOjem Ce yCTajanocT o4
KyXata U MacHOE MOKE PEe3aTH HOMEM, JeAMHU MPEOCTaH CTaHOB-
HUK, TeTa Muna (TaTjaHa Lojuh) gouekyje octatak nopoauLe kako ou
33j€HO NPOCNABWAM beH POheHaaH. 3@ UCTUM OHUM CTOIOM Ha KOjeM

Cy PyYa/u Kao fjeLa, anu y CacBUM CynpoTHOM 3aHOCY Of OHOTA AjeyH-
jer, NoHOBO OKyr/beHH, Bo3ay Mewa (Cabut CejauHosuh), meauumHcKa
CECTPa TPAAHLHOHANHHX CXBaTarba, Jaua (Maja Msetberosuh) u Ho-
BOKOMMOHOBaHH ,eyponejall” CatH, Yekajy Ha XpaHy Kojy je 3a thx
npunpemmia BpHjeaHa i dpuHa Majka. Kako otau Huje e mehy
HBUMA, Mina je jow CHaHHUjE NPHUTPHAA CBOJY JeAHHY KHBOTHY yno-
ry, OHy MajKke, Y K0joj je OYHTIEAHO OAYBHjEK jeAHHO Dina NpHcyTHa Y
CBOME LOMY, CjESMHHMBLLM CE Ca KyNHUM OTPTaYeM M KyXHHOM TOTOBO
J0 NOTMYHOT HeCTaHKa. M 3aucTa, oBa nopoauua bes npesumena ajenyje
Kao Camo JOLU jeiHa 0DMYHa ,CPETHA" NOPOAMLA, aH HHUXOB HAUMH KO-
MyHHKaLwje, y K0joj CBaka MHCA0 MPOHafe CBOj NyT Hamosbe, 1 Y KOjoj
CBAKO 3Ha LUTa je Hajbosbe 3a OHOra Ayror, OTKPHBA AyDOKY MPOBANHjY
(hpycTpaLuje CroA NOBPLUKHE CTIOKOJHOT MHPHCA H3ropjenor yba. Jlok
C jenHe cTpaHe, Majka Miuna y octaumMma NopoAHYHOT AKHBOTA YYeCTBY-
je Tpnehu, npeoctany Tpojau, € Apyre CTpaHe, He npewwyhyje HUWTa,
Te CBOje IMUHE HaKynbeHe dpycTpaumje ,aujeun”, casjetyjyhu ce, a
3anpaso, onTyxyjyhu ce metycobHo. Ynpaso he 0Baj, yBOAHW 1 NpBH
0 TPH YMHA, NOCTYAKHUTH KaO CaBPLUEH MPHUM)EP ,)KWBOT" TeaTapckor
TEKCTa, KOjM je, UCTMHA, W HACTA0 TOKOM NPoda, MCTOBPEMEHO AyOOKO
Y3eM/LEHOT Y CTBAPHOCTH, ANk ONET JOBO/LHO MLLYALLEHOT U3 UCTE Ja je
moryhe npenosHaTh HeroBy yaory y aytopckoM KOHLENTY, Te NpaTuTy
HErOB KPEATUBHW JPAMATYpLLUKH Pa3Boj.

Wako exuna npeacTaBe MCTUYE Cam NPOLIEC HACTAHKA TEKCTA, Y KOjeM
j€, HaUMe, NOpeS peanTeEbHLE, Te ApamaTtypruwe Emune Omeposuh,
y4ecTBOBaNa W LjeNOKyNHa rymMayka NOCTaBKa, WTO CBAKAKO joLL
JEAHOM MOKasyje Aa je TeaTap YMJETHOCT MMMPOBHM3aLMje, KOHaY-
HW 0D/IMK TEKCTA CE HE pa3fMKyje NYHO 04 CTAHAAPAHOT APAMCKOT
KOMaja, jeAHOCTABHE KNAaCHUYHE TPOAJESHE CTPYKTYPE, Ca YBOLOM,
3aMNeToM W pacnaeTom, LWTo OMET JOKa3yje Aa Teatap UMa W CBOje
3aKOHHTOCTH 04 KojuX je Hemoryhe nodjehu.

[peuusHo yTemebeHe MKOBE ayTopH nNpeacTase ocnodahajy of cy-
BULIHWX MPOMMILbAA W aHANK3Mpaka ocjehatba U CuTyauwja, Te
nocexy 3a Op3uM M3mjeHama KpaTKMX Perniuka Yuje KOMMOHEHTe
rOBOPEHA HHUCY HY)XKHO 33JaHE HWTW YCIOB/bEHE, Beh fonase roto-
BO PeEKCHO M3 YHYTPALbHX MCUXONOLIKKX CTakba, a npaheHe cy
KOHCTaHTHUM ynafawem y pujey ,(ca)roBopHuky"”. Hnp. HaKkoH wTo
Jaua 3amjepu Mnanoj Katapuuu wro ce 0Ba Huje NPBO HOj 00paTH-
N1a 3a CaBjeT 0 TPYAHONM, @ HAKOH LITO Cy OCTANW HACTABMAMW Pa3ro-



BOp O APYrMM Temama, KatapuHa he ce unak nokywartu M3BUHUTH
W OMPaBAATH KAaKO HHje ,HHLITA NOLIEe MUCTMAA" LWTO 3anpaBo 3Ha-
Y4 3 OHA YOMLUTE HKje KpeHyna Aasbe, Beh Aa je ocTana 3atoueHa y
jenHOM ncuxonowkom ctamy. OBakas noctynak he y MHorome gu-
HaMHM3WpaTH ApamaTypLUKK Pa3Boj TEKCTA, YYMHUTH HEODUUHH]UM, a
THME W CTBAPHHWJUM CBHJET OBE MOPOAHLIE, YMja YBJEP/BUBOCT, OMET,
HajehnM Anjenom nounBa Ha rymaykoj 13Besdu LjenoKynHor aH-
cambdna. O HeoDMuHe OMywWTEHOCTH Y UrpK mnage Amwe Kpamesuh,
[0 Kpajtbe CTHKM30BaHe kpeauuje [laBopa fonybosuha, y Kojoj ce oH
33 NPOMjEHY 0JpHYe KapHKMpatba Te C KOjOM MOKa3yje KaKo Ce NUK,
CTBApaH W XUB, MOXE M3rPaAHTH DE3 1jeHE H3rOBOPEHE PHjEyH.

Ca n1KoB1Ma 3apodbeHM y npoujeny H3mel)y yHYTpaLLEr 1 BabCKOT,
KOjH 3@ Pa3nuKy Of PELMMO YEXOB/LEBHX ,JyHaKa", HE Camwajy O ,04e-
KMBaHKM CpETHHjUM BpemeHrMa" Beh ce Boje Hagonasehux npomjeHa,
[MyMUM y 0BOj NPEACTaBH Cy NPUHYHEHW Aa M3Mjetbyjy ABA NMLQ, JeAHO
Tpnehe K jeaHo ocnobahajyhe, a bjecomyuHo Tymapajyhu no BUXoBHUM
MpOLLIOCTUMA KaKO BW MPOHALWIM HEWTO 33 0DPayyH Y CafalIbOCTH.
Tako he Hnp. TatjaHa Lojuh y CB0joj CaBpLUEHO] MyMaykoj Kpeauu-
JW, BO Cy3a DOMHOj, @ iyXOBMTOj, 4O MOKPETA M PHjEYH OAMjEPEHO), a
C110D0AHO], Y MPBOM UMHY CHAHO 33APHKABATH HaBaNy HaKyrbee
Tyre, MPeKpHBajyhK je CHBHIOM PaBHOAYLIHOCTH, Aa O Y AYTOM YHHY
0C10D0AMNA TH)ENO 0 MAAJANAYKE PaA3y3AAHOCTH, POHaNasehu wero-
BY CHary 1 npuxBatajyhu werosy menoty. Y Tpehem YnHy ca unak KoH-
BEHLMOHA/IHMM, OYEKMBAHMM Pa3pjELLEHEM, Y KOjEM CLEHY 0Dy3uMajy
cTpax, nyauno v Hacume, LLlojuh ,3akbyyasa” cBora Mka y CTaty Cno-
K0ja, A D1y KOHAYHWLIM 3aTBOPHAA KPYT HETOBOT NCHXONOLLKOT Pa3Bo-
Ja, ICKPEHOM W EMOTHBHOM, N U jEIOMHYHO NAaTETHYHOM M3BEADOM
MOHO/I0ra 0 ,NOKyLUajy dujera” U3 BNACTMTON XKHMBOTA.

OHo wo 0By npe/cTasy y HajseMoj mjepy oapefyje jecte, npuje cee-
ra, peautecku koHuent Cenme Cnaxuh, koju je moryhe seduHucatu
Kao JXMBW OPraH13aMm KOjH, M3 YHHA Y YWH, JKaHPOBCKK MYTHPA y HOBH
HEMno3HaTH 0D/IMK, @ y KOjemM KO/a y3aBpena KpB TamHe, jbybuuacre
0oje. HakoH npBor YkHa Koju Ce, HaKo YCNOCTaB/bEH Y ayTopedepeH-
uMjanHocTH (C 003MpoM Ja MyMUM HajaBlbyjy YMHOBE MpHje camor
MoYeTKa), MNaK pasBuja y PeanuCTMUHOM 03pavjy, ApYrH HacTaBba y
0dnKKy Teatapckor CHoBWherba y KOjem Cy NOKPETH YCNOPEHH, a au-
janor HenoTpedaH, Te y KojeM peauTe/buua 40 KpajHOCTH OCBjET/baBa
HajCKPUBEHWjE 0Jaje MHTUME [NaBHE NPOTArOHMCTKHILE Y KOjUMA OHA

KMBH CBOj KOHAUHM CaH Ca UCTUM OHWUM JHEBHUM DOPABKOM W HCTUM
TPNE3apHjCKMM CTOOM W3 MapanesHor, BabCKOr CBUjETA, au Ca Ca-
CBUM JpYyrauujym HHXOBMM 3HaueMMa. Y APYroM YKHY Ce, AAKNE, Ha
CLIEHH N0jaB/byjy MUCTEPHO3HH CTyaeHT Anv (Jasop lonybosuh) c ko-
JuM je Muna y cKp1BeHoj /byDaBHOj BE3H, @ C KOJUM yCTajaar OPOHY/H
CTaH noctaje coba crpactv v cnodoge. Y 0Boj CLEHH KOja je CBaKako
morna dutu W Hewrto Kpaha, Muna ocTBapyje CBOjy AABHO 3aCyKeHY
penHKapHauujy W Bpaha cBoje AaBHO W3rybbeHe ocjehaje. OBo CBo-
JEBPCHO TPAHCLEHAEHTANHO TEATAPCKO NYTOBAE MOYHHE Ca PEau-
CTMYHOM JbYTHOM KOja jecTe NpBH AOKA3 MCTUHCKOT NPHCYCTBA Y BAa-
CTMTOM JKMBOTY, HaCTaB/ba Ca My3UKOM MOjayaHOM A0 MaKCUMyma
Ca pa3sy3naHum nnecom koju ocnodaha oa HakynweHe usnuke Gpy-
CTpauuje, Te 3aBpLUaBA Ca CEKCYANHUM YMHOM CjeHa, Aa DK ce cTuro
[0 TULIKHE /byDaBH U jeSHE 3ajeHUUKE LIMrapeTe.

(..) Jbybuuacta je doja wbyra 1M rpmba nopes nyTa, Koje Hac ciy-
yajHum Joaupom noacjeha ga cmo wueu. Jbyduuacta je doja Tyre u
Jienpecuje Koje Hac 0dy3umajy nonyT TamHe HohW 1 ocTaB/bajy de3 3pa-
ka. /bybruacta je boja /bybasu Koja yBHjEK 40NA3M HEOUEKMBAHO, K
HUKAJ HE Nake W 0CTaje BjeuHo. Jbybuuacta je u boja nyouna koje je
Hemoryhe npenosHaty, jep je Bap/byBo M LyT/bKBO. Jbydruacta je boja
CTpaxa v De3HaZEeKHOCTH, anu Jbyburuacta je v doja cnodope, koHauHe
W He3amjermBe. Jbyburuacta je doja Teatpa Koju Hac, nonyT xOyra 11
rPM/ba NOpes NyTa, C1y4ajHUM JOAUPOM MOACjEha Aa CMO KHBH.

Mwup3a Ckenaeparuh (op.bhrt.ba, 20. mapt 2022)



Myctute ME, UAEM JA MPOLIETAM

Hacrana €3 KOHKpETHOr TEKCTYanHOr NPEANOLKa, KPO3 3ajeHNY-
K€ MMNpOBH3aLMje W rpaheme 04HOCA M TEKCTA, Ha OCHOBY HAEjE U
CTPYKType Kojy je ocMucanna peautesska Cenma Cnaxuh, npeacrasa
Jbyduuaciiio packp1HKaBa MUTOBE KOje rajumo (DankaHcku Hapoau
MOroToBO) O NOPOAHLM U OAHOCHMA Y MOPOJHLH.

Kpo3 caBpiueHo ycknahenu peanu3am (HaTypanusam yak) W 3aym-
HOCT, KOX€3Hjy KOHKPETHOT W ancTPaKTHOT, CyO4aBaMo Ce Ca Hama
CaMMMa M JEMOHMMA KOjW CBAKOT Yaca mory H3ahu Ha NOBpLUMHY a
/13 TOTA HUCMO HH CBJECHH.

lpahaHcka nopoauua. Majka, yaoBuua, beHO Tpoje Ajeue 1 TpyaHa
CHaxa OKyn/bajy Ce Aa npocnase MajunH pohenaan. Kpo3 aujanor
KOjH CaBPLUEHO M HEYCHILEHO TEYE, TEME KOje CE 0TBApajy Yak 1 na-
panenHo, Aajy HaMm YBUA y KapakTepe 1 uHcdopmaumje koje hie Ham
KacHuje, Kag fohe 1o [pomjeHe, 0A3BOHUTH Y TNABH.

Kynt Majke HeroBaH BjeKOBMMA, CYNTWAHWM PEAMTE/LCKMM CPEA-
CTBUMA JEKOHCTpyHLE Ce npej Hawum ouyuma. OBa npusma Kpos
KOjy Ham peauTembka Cnaxuh npukasyje ogHoc npema Majuu, npema
011CcKoj 0CODH, NpeMa YOBjeKy YOMLITE, HUje OHA HA KOjy CMO Ha-
BHKAK. OBaj yrao Ham je HOB, a CaMa YMHEHHMLA 14 Je Tako TOBOPH
KOJIMKO CMO Kao JpYLUTBO JMLEMJEPHH, KOJMKO CMO Y CTBApH HEO-
CBHMJELUTEHHM M KOIMKO j€ y HALIOj CamOsbyD/bMBO)j M CAMOMPOKIAMO-
BaHOj bopdu ca cBoje u Tyhe cnodoae — naxu, KOAKKO je Y HaLOoj
LWWMPHUHK" — ckyyeHocTH. Cama UMibeHMLA 1a 0BA NPEACTaBa, U3Me-
fy octanor, TeMaTM3Mpa OHO 3a WTO Y HALIMM je3ULMMA HE NOCTOjH

pujey — ,ageism" (IMCKPMMHHALMjA NPEMA CTapHjuM 0C0Dama, Uiu
AMCKPUMMHALMjA MO CTAPOCHO]j OCHOBH) rOBOpH MHOTO. Koju je To
TPEHYTAK Y KOJEM CE HALll [1aC BULUE HE uyje, Y KOME Hal rac He
3HAUM HULUTA U Y KOJEM IPYTH NMOYMILY O/Ty4HBATH YMJECTO HAC?

Mpenactasa /byduuaciio roBopy 0 C10004amMa Koje 0CBajamo 1 Hauu-
HMMa Ha Koje ux 0cBajamo. O TOME KaKo Ce TO 0CBajatbe MaHHecTy-
je Ha apyre. TeHaeHuuja ,3amjepatba” W Kpojera CyAbHHe apyrima
10 CBOjOj MjEPH W NPema CBOJUM rPaHHLIAMa, Npeapacyie 1 CTepeo-
THNE JyNIMPa YMHEHHLA Aa CE NPHKa3yjy Kpo3 0C0DY, 0AHOCHO KPo3
04HOC 04 KOjer no AWONTy 0YEKYjEMO HULITA APYTO 40 — CBE W MO
CBAKY LiMjEHY, y CBAKOM TPEHYTKY.

Kpo3 Taj BEOMa CIOXEHHU 0AHOC (MajKka—AMjeTe) OTKPUBAMO M MO-
LWACTH NaTPHjapxaTa, OAHOCHO, HAHOBO CE Npej Hama 0Djenoaatbyje
MCTMHA — KOIMKO je AyDOKO YKOpHjEHEH NaTpHjapXxaT y HaLy NCHXY,
y Hawe duhe. Jep Majka HeEMa NPaBO HK Ha LUTO APYro OCKHM Aa dyae
Majka. [la Hac Tjewu, Aa Ham KyBa, Nepe, Nerna, 4a Hac NoApHasa
y CBEMY, 1@ HAC Y4M KHMBOTY, @ NPUTOM Aa Dyade W injena v cpehena.
Ha oBo nocneare anyaupa cueHa 13 npeactase y kojoj hepka nuta
MajKy 3aLuTO Ce Hu1je NOTpyArna Aa Ce CPeAH W Aa TO CTBAPHO HEMA
CMHCAQ, Kap cy ce Beh OKynuaK, a Majka je NpoBea 0cam CaTH KyBa-
jyhu v cnpemajyhu 3a mux.

Kap Ha cueHny ctynu Jbybuuacto cse ce mujewa. Mako npukasaH
kao focta mnahu mwybasHuK Majke — aa bu ce oTkpune peakuuje
AJELE NEeWMHApa U bHUX0BA HECMIOCODHOCT Aa ce nomupe ca Majkom
koja ce ocnodoamna okosa, ca Majkom Koja je xeHa, /byacko duhe,
kOja je jow HewTo ocMM Majke — CXBaTaMo [Ja je y nuTamwy Camo
meTacopa W Ja je Ha meTadu3nukom HUBOY Jbybuuacto y cTBapu
antep ero Majke, teHa cn0doaa, MAEHTUTET, BhEHA XKUBOTHA cpeha.
Jbybuuacro je oHa cama.

Kako paawa 0fMHUe W UCTHHE CE UCKOMABAjy W3 CBE AyO/bMX pyna,
oaHocu m3mehy [ljeue W Majke noctajy dpyTanHuj1, HEKOHTPONK-
canuju. CueHcka atmocdepa nocTaje HaauK Cynyaoj CaauCTHUKO)
3aDaBM, Opruju Hacuba, Y K0joj Ajeua AuB/bAYKK ydujajy Majuunny
cpehy u cnodoay, a oHa ce dopu fa Ta cpeha KuBH, WTO je BeOMa
HEXHO CMPOBENA PEAUTEBKA W LUTO CE OYMTABA Y MOMEAMMA M CyN-
THIHOM CMHXPOHH30BAHOM CLIEHCKOM MokpeTy Jbybuuactor ([asop
lonybosuh) n Majke (Tatjana LLojuh).



Tatjana LLojuh rpaau ynory Majke HeBjepOBAaTHOM BjELUTHHOM, Cy-
BEPEHO BNafajyhu eMOTHBHMM, BOKAHAM U U3HUKMM TTyMAYKHUM
CpeACTBAMA. BjewTo npatu peauTe/bCkK KOHLENT, Aa D1 yCnocTaBu-
Na NOTMYHY KOHTPONY W Mpey3ena ayTOHOMH)y HAf CBOJUM JIMKOM.
Octanu unaHosu aHcambna (Maja Usetberosuh, bopuc Jlep, Cabut
CejonHosuh, Awa Kpamesuh) HajaxHyTo M CTUACKM YjefHAuYeHO
0X%HB/baBajy YW1AHOBE NOPOJMLE, 0AHOCHO Hac came v CBa 3BjepCTBa
K0ja Nnoj KPUHKOM J0DPUX HamMjepa YUHHUMO.

C 0d3upom pa ce npeacraa urpa Ha CueHH KamepHor Tearpa, Ba-
JKHO je HaNOMEHYTH W HapouuTy hK3nuKy darcKkocT M3Bohaua ca ny-
onvkom. [lejctBo 0Be M3MUKe DAMCKOCTH, HAPOUHTO je CHAKHO Kaj,
aKTEPH pYLLE YETBPTH 3UA U TNEAA]Y Y HAC UHTEH3MBHO U YNOPHO, YH-
HehK HaC CayyecHULMMa WK NaK HWjeMUM nocmMaTpaynuma. Y jesHo
W ApYro HAaC MCNyHaBa rpo3om. Liusm TakBe JUPEKTHOCTH je CHAXHK]e
YK/byYHBaHE [1eAanala y ToK pajme U NOACTULAbE Ha KPUTHUKO Ca-
refaBake CBUjeTa.

Cuenorpaduja Aguce Batpew CennmoBrh Kpo3 npocTopHy, AONpPH-
HOCH CBEOMLUTEM YTUCKY MEHTANHE CKy4eHOCTH, Aa DK OHAA TPaHC-
copmauujom npoctopa y ,rpodsbe bydryacTor” Ha MCTH HauKH Kao
W ApamaTypLUKO-PeAHTELCKMM NPUCTYNOM HanpaB1aa MocT umehy
PEANMCTHYHOT W 3a4yHOT acneKTa OBe NPeACTaBe.

Mysuka [lpawka Ayrha je 3anpaBo ¥ paBHONPaBHK akTep NpeacTa-
BE, jep TONMKO aKTMBHO M CYrecTMBHO JOMPHHOCH TycToj atMocde-
PUYHOCTH NpeACTaBe, Aa NOCTaje CaMo TKUBO Jbyduudciior.

Mpencrasa /byduuaciio u3y3eTHo xpadpo, KMUBO M MOACTMLAJHO HC-
MUTyje NpoCTope C10d0AE U HEHY MHOTO3HAYHOCT TyMAUH 3HAYEH-
CKM TyCTO, nocBeheHWukk W Tparanaukk U DONHO Hac Cyoyasa ca
OHWM LUTO HOCMMO Yy CedH, Kao 1 YMHEHULIOM Ja Tpeda jow MHoro,
MHoOro TpyZa Aa npesasufemo notpedy Aa Te cnoboge OKMBaMo.

Crena Muwkouh (mess.ba, 4. oktodap 2022)
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REVIEWS

VIOLET

“All frustrated families resemble each other” —that could be the tag-
line of this play that presents, in an extremely direct, dynamic, and
emotional manner, a painfully identifiable image of a contemporary
family, which, unlike Tolstoy's families, no longer rests on happiness
or unhappiness, but on deeply rooted frustration. Content-wise



heavy and distressing, theatrically alive and intriguing, conceptu-
ally bold and open, this play directed by Selma Spahic¢ opens up a
generalized thematic space with the family at its center in a com-
pletely new light, with a clear authorial language and new questions,
and with the idea of freedom, ultimately, which starts everything in
theater and ends nothing. Despite certain problems in the rhythm
and pace of individual acts, Violet demonstrates how a common the-
atrical theme can come alive again in an extremely unpredictable di-
rectorial concept, in which social, horror, and poetic genres naturally
alternate, and in which it does not surrender to the firm embrace of
banal everyday life and trivial humor.

“I am Katarina," is the line persistently repeated by a young preg-
nant woman (played by Anja Kraljevi¢) at a birthday gathering of
a Sarajevo family, to which none of the attendees react. However,
in this seemingly ordinary family setting, reality and theater, nor-
malcy and strangeness, external and internal, falsehood and truth
intersect. Already with this line, ignored by Sanjin (played by Boris
Ler) but repeated in bewilderment by Katarina, it becomes clear
that something is amiss in this seemingly completely normal (hap-
py) family, and that the strongest authorial light will be directed
towards the question of identity, namely, the constancy of names,
individuals trapped within the “excessive love” of the family. In a
modestly arranged family home, where the smell of cooking and
grease hangs heavy, the only remaining inhabitant, Aunt Mila
(Tatjana Soji¢), welcomes the rest of the family to celebrate her
birthday together. Sitting at the same table where they ate as

children, but in a completely different atmosphere from that of
childhood, the reunited group including the driver Mesa (Sabit
Sejdinovi¢), the traditional-minded nurse Jaca (Maja Izetbegovic),
and the newly composed “European” Sanjin, await the food pre-
pared for them by their diligent and caring mother. With the father
no longer among the living, Mila embraces her sole life role even
more strongly, that of a mother, in which she has always been the
only presence in her home, merging with the household robe and
the kitchen to almost complete disappearance. Indeed, this family
without a surname seems like just another ordinary “happy” fam-
ily, but their mode of communication, where every thought finds
its way out and everyone knows what is best for the others, reveals
a deep chasm of frustration beneath the surface of the calm scent
of burnt oil. While on one hand, mother Mila participates in the
remnants of family life with patience, the remaining trio, on the
other hand, does not hold back anything, “curing” their personal
accumulated frustrations, advising each other, but accusing each
other. This introductory and first of three acts will serve as a per-
fect example of a “live” theatrical text, which indeed was born dur-
ing rehearsals, deeply grounded in reality yet sufficiently detached
from it to recognize its role in the authorial concept and to follow
its creative dramaturgical development.

Although the team behind the production emphasizes the process
of text creation itself, in which, besides the director and playwright
Emina Omerovi¢, the entire acting ensemble participated, which
certainly once again shows that theater is the art of improvisation,
the final form of the text does not differ much from the standard
dramatic play, a simple classical three-part structure, with an in-
troduction, development, and resolution, which again proves that
theater has its laws that cannot be escaped.

With precisely grounded characters, the authors liberate the perfor-
mance from unnecessary deliberations and analyses of feelings and
situations, and opt for rapid changes of short dialogues whose speak-
ing components are not necessarily predetermined or conditioned,
but rather come almost reflexively from inner psychological states,
and are accompanied by constant interruptions in the word “(inter)
locutor.” For example, after )Jelena reproaches young Katarina for
not first turning to her for advice on her pregnancy, and after the
others continue the conversation on other topics, Katarina will still



attempt to apologize and justify herself by saying she “didn't mean
to say anything wrong,” which means that she has not moved on at
all but remains trapped in a psychological state. This kind of action
will greatly move the dramatic development of the text, making it
a more unusual and thus more realistic world of this family, whose
credibility, again, largely rests on the acting performance of the en-
tire ensemble. From the unusual looseness in the performance of
young Anja Kraljevi¢ to the extremely stylized creation of Davor
Golubovi¢, in which he forgoes caricature and shows how a char-
acter, created and alive, can be built without a single spoken word.

With characters trapped in the gap between internal and external,
who unlike, for example, Chekhov's “heroes,” do not dream of “the
expected happier times,” but fear impending changes, the actors
in this performance are forced to interchange two faces, one of
suffering and one of liberation, and fiercely rummage through
their pasts to find something to settle in the present. For example,
Tatjana Soji¢ in her perfect acting creation, from painfully tear-
ful and witty, to calculated in movement and word, in the first act
strongly holds back the surge of accumulated sadness, covering it
with the veil of indifference, only to release the body to youthful
abandon in the second act, finding its strength and embracing its
beauty. In the third act, with, however, conventional, expected res-
olution, in which the scene is engulfed in fear, madness, and vio-
lence, Soji¢ “locks up” her character in a state of calm, to close the
circle of his psychological development in the finale with a sincere
and emotional, but partially pathetic performance of a monologue
about “attempting to escape| from her own life.

What predominantly defines this performance is, above all, the di-
rectorial concept of Selma Spahi¢, which can be defined as a living
organism that, from act to act, mutates genre-wise into a new un-
known form, in which the boiling blood flows dark, purplish. After
the first act, which, although established in self-referentiality (giv-
en that the actors announce the acts before the actual beginning),
nevertheless develops in a realistic atmosphere, the second con-
tinues in the form of a theatrical reverie where movements are
slowed down, dialogue is unnecessary, and where the director illu-
minates to the extreme the most hidden chambers of the protago-
nist's intimacy, where she lives her ultimate dream, with the same
living room and dining table from a parallel, external world, but

with entirely different meanings. In the second act, therefore, the
mysterious student Ali (Davor Golubovi¢) appears on the scene,
with whom Mila is in a hidden love affair, and with whom the stale,
dilapidated apartment becomes a room of passion and freedom.
In this scene, which could certainly have been a bit shorter, Mila
achieves her long-deserved reincarnation and regains her long-lost
feelings. This unique transcendental theatrical journey begins with
realistic anger, which is the first evidence of the true presence in
one's own life, continues with music heightened to the maximum
and with unrestrained dance that liberates from accumulated
physical frustration and ends with a sexual act of shadows, leading
to the silence of love and a shared cigarette.

(...) Violet is the color of shrubs or bushes by the roadside, which
reminds us with a random touch that we are alive. Violet is the
color of sadness and depression that engulfs us like a night and
leaves us without light. Violet is the color of love that always
comes unexpectedly, but never lies and remains eternal. Violet is
also the color of madness that is impossible to recognize because
itis elusive and silent. Violet is the color of fear and hopelessness...
but violet is also the color of freedom, ultimate and irreplaceable.
Violet is the color of the theater that, like shrubs or bushes by the
roadside, reminds us with a random touch that we are alive.

Mirza Skenderagi¢ (op.bhrt.ba, 20™ March 2022)

LET ME GO FOR A WALK

Through joint improvisations and relationship building, based on
the idea and structure devised by director Selma Spahic, Violet un-
ravels the myths that we (especially the people from the Balkans)
nurture about family and family relationships.

Through perfectly harmonized realism (even naturalism) and sur-
realism, the cohesion of the concrete and abstract, we confront
ourselves and the demons that can surface at any moment without
us being aware of it.

A bourgeois family. A mother, a widow, her three children, and a
pregnant daughter-in-law gather to celebrate the mother’s birth-
day. Through dialogue that flows perfectly and effortlessly, open-
ing up even parallel topics, we gain insight into characters and in-
formation that will later ring in our heads when the Change comes.



The cult of Mother, nurtured for centuries, is deconstructed before
our eyes with subtle directorial means. The prism through which
director Spahic presents to us the relationship towards Mother, to-
wards a close person, towards a human being in general, is not the
one we are used to. This angle is new to us, and the very fact that it
so speaks volumes about how hypocritical we are as a society, how
unaware we are, and how much in our self-righteous and self-pro-
claimed struggle for our and others’ freedom — lies, how much in
our “broadness” —narrowness. The fact that this play, among other
things, addresses what does not exist in our languages — “ageism”
(discrimination against older people, or discrimination based on
age) says a lot. At what point is our voice no longer heard? In which
our voice means nothing and others start deciding instead of us?

The play talks about the freedoms we conquer and how we con-
quer them. About how this conquest manifests in others. The ten-
dency to “measure” and shape the destinies of others according
to our measure and within our boundaries, prejudices, and stere-
otypes duplicate the fact that they are presented through a per-
son, through a relationship from which we expect nothing but
everything and at any cost, at any moment.

Through this very complex relationship (mother-child), we also
discover the pitfalls of patriarchy, that is, once again, the truth is
revealed before us — how deeply rooted patriarchy is in our psy-
che, in our being. Because Mother has no right to anything other
than being a Mother. To comfort us, cook, wash, iron, support us in
everything, teach us about life, and be beautiful and well-groomed.
The scene from the play where the daughter asks her mother why
she didn't bother to dress up and that it does not make sense, since
they have already gathered, and the mother spent eight hours
cooking and preparing for them alludes to this last point.

When Violet steps onto the stage, everything changes. Although
depicted as a much younger lover of Mother, it reveals the reac-
tions of vulture-like children and their inability to reconcile with
a Mother who has liberated herself from shackles, with a Mother
who is a woman, a human being, who is something more than just
a Mother —we understand that it is only a metaphor and that on a
metaphysical level, Violet is the alter ego of Mother, her freedom,
identity, her happiness. Violet is she.

As the action unfolds and truths are unearthed from deeper and
deeper pits, the relationship between the Child and the Mother
becomes more brutal, and uncontrollable. The stage atmosphere
becomes akin to a mad sadistic spectacle, an orgy of violence, in
which the children savagely kill the Mother’s happiness and free-
dom, while she fights to keep that happiness alive, which the di-
rector tenderly conveyed and is reflected in the gazes and subtle
synchronized movements of the Lavender (Davor Golubovi¢) and
the Mother (Tatjana Sojic).

Tatjana Soji¢ crafts the role of the Mother with incredible skill
and sovereignly commanding emotional, vocal, and physical act-
ing tools. She adeptly follows the directorial concept to establish
complete control and take autonomy over her character. The other
ensemble members (Maja Izetbegovi¢, Boris Ler, Sabit Sejdinovic,
Anja Kraljevi¢) breathe life into the family members, or Us our-
selves and all the atrocities we commit under the guise of good
intentions, with inspiration and stylistic consistency.

Considering that the performance takes place on the stage of
Chamber Theater 55, it is important to note the particular physi-
cal proximity of the performers to the audience. The effect of this
physical closeness, especially powerful when the actors break the
fourth wall and intensely and persistently look at us, making us
co-participants or silent observers, fills us with dread. The goal of
such directness is to more strongly involve the audience in the flow
of the action and encourage critical reflection on the world.

The set design by Adisa Vatre$ Selimovi¢ contributes to the overall
impression of mental confinement through space, before trans-
forming the space into the “violet graveyard” in the same man-
ner as the dramaturgical-directorial approach, creating a bridge
between the realistic and fantastical aspects of this performance.

The music by Drasko Adzi¢ is a co-equal actor in the performance,
as it actively and suggestively contributes to the dense atmospher-
ic quality of the performance, becoming the very fabric of Violet.

Violet explores the spaces of freedom and its multiplicity bravely,
vividly, and inspiringly, interpreting its significance densely, devot-
edly, and searchingly, painfully confronting us with what we carry
within ourselves and the fact that much, much effort is still needed
to overcome the need to shackle that freedom.

Stela Miskovi¢ (mess.ba, 4 October 2022)



