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MUCAL

l'0711 OTOK, KOjH je HapaBHO BaxaH 3a Leny npwuyy, 3anpaso je y po-
MaHy CaMo AiEKOP, AOK j€ Y LIEHTPY Naxibe menoapama. Menoapama
Avpa mwyae y ocehara. U ja yxatum cede kako 3annavem Kaaa rne-
fam menogpamy. M Hema pasnora 4a ce YOBEK TOra CTHAM.

(..) 0K Cy HAUHCTHUKH IOTOPH  COBJETCKH rynasH PafnIM TEMesbH-
TO Ha (DM3MYKOM YHHLUTEHY /bYaH, HA [010M OTOKY j€ aBHA METOAA
Duna npeBacnuTaBatbe, OAHOCHO A Ce y3 MeToze MpHCHAE /by AHMa
NoKywWajy NPOMEHHTH Aylwe. Y TakBOM ,MPEBACMHTaBatbY" KibyuHy
0Ty HUje UMana nonuumja, Beh camu kaxmeHuun nimehy cebe.

3aTBOPEHHLM CY UMaNK 3ajaTak Aa NpeBacnuTaBajy CBoje Konere
Mo TPX OCHOBA: Ja 3N10CTaB/bajy Apyre KaXbEHHKE, Aa U3AAJY WK
[1a fONyHe JOCHje Ca Pa3HUM HMEHUMA MOTEHLMjaHUX HOBHX WH-
(opmbuposaua, Te aa Ha Kpajy notnuwy aa he, kaga u3ahy ca
lonor otoka, pasuTu 3a Yaby.

F'opAaH MApPkoBHR (BEorpan, 1946)

Jenan o4 Haj3HauYajHUJUX CPMCKMX
(HUAMCKMX 1 NO30PHULLIHKX PEAHTEbA,
CLIEHapHCTa 1 NUcava.

HakoH OCHOBHOr 0DpasoBama, CTy-
AMPao je Ha npectukHoj [Mpawkoj
akagemuju (OAMY), rae je v maru-
cTpupao. lpunaja reHepauuju jyrocnoBEHCKUX PEXHMCEPA Koja je
obpasosaHa y lMpary v koja je obenexuna kuiematorpacdujy dusLue
Jyrocnasuje.

Tokom kapujepe, Mapkosuh je pexupao BuLue o4 50 JOKyMEHTapHHX
(nnmoBa, 11 MrpaHux LENOBeYEPHHX (DUIMOBA M HAMMCAO LWECT No-
30pMILHKX JPaMa, Of KOjUX je TPH Cam pexupao. Hberosa duamcka
[ieNa YecTo ce HaBe CaBPEMEHMM APYLITBEHHM TEMaMa, MPHKA3aHUM
KpO3 MpH3My XyMOpa, MPOHHWje M KPUTMYKOT MpomuiLbatba. Mehy
HErOBMM HajMo3HaTHjuM (UAMOBMMA Hanase ce ClleyujanHo eaciu-
ware (1977), Hauuonanxa knaca (1979), Majciopu, majciwopu (1980),
Bapuona eepa (1982), Tuwio u ja (1992), Kopgor (2002), Typreja (2008).

lopaH Mapkosuh je BuwecTpyko HarpahusaH aytop. [100UTHHK je
BULUE Of TPUAECET NPU3HAA Y 3EM/BH U HHOCTPAHCTBY, YK/byuyjyhu

W jedHy 04 HajBaXHWjuX Zomahux Harpaga — CTepujuny Harpagy,
KOjy je BODMO 3a TEKCT CaBpeMEHE Apame, 3a aeno Typueja, 1997.
OBa Apama, Kao M UCTOUMEHH (DUNM, JOKHMBENA j€ BETUKHM YCMEX W
y N030pHLLTY U HA DUAMCKHM ecTUBANUMA.

3a dunm Kopgox nobuo je Ipan npu Ha cectusany y MoHTpeany, Aok
je 3a TypHejy HarpaheH 1 Kao Hajbobu peauTesd Ha UCTOM (DECTHBA-
ny. Ocum Tora, LODMTHHUK je W Harpaje ,’KuBojuH Xuka lMasnosuh”
33 M3y3€TaH JONPHHOC PETMOHANHO] PUAMCKO] YMETHOCTH.

AyTOp j€ HEKONMKO NPO3HKUX KibUra: Yewa wikona He docmoju, Tuilio
u ja, lfoguna gawa, Mane wajHe, Tpu Gpuue 0 camoyouuama.

PEOUTE/b U APAMATHU3ATOP

beotpagcku wipuo cpnckor UAMCKOT CTBapaoLa, CTyAEHTa npaLuke
reHepaumje jyrocIoBEHCKUX (UAMCKMX PEXMCEPA M AHTaXKOBAHOT
nHTenektyanua fopana Mapkosuha, npeacrasma AaHpPOBCKH Te-
LWKO OJPEAMB KHKEBHU NPEANOXKAK, KOjU MOYHHE ayTOPOBOM Ha-
MOMEHOM Ja Ce paju 0 HEKOj BPCTH apXMBCKe rpahe Koja ra je Ha
HErOBUM MyTOBAbUMA NPATHNA BHLIE 0 ABAAECET NET rOAMHA.

PomaH onucyje noctynatbe TagawmKx BAACTH y OMBLLOJ 3aj€ JHHYKO)
APAaBH, KOHLEHTPALMOHK NOrop Ha [010M OTOKY, AeXyMaHU3aLHK-
Jy KOja ra je npatuia U MexaHusme TOTaluTapHuX cuctema. Y tome
je Mapkosuh, y3 apxuBcky rpaly, KOjy YMHE 3anMCHHLM, M3BELITa-
JH, DMNIOMATCKA NMPEMNMCKA M 3BaHWYHE DENELLKE, UCeULM K3 jeaHor
AHEBHHKA, K0 1 DPOJHU JOKYMEHTH M HEMOBE3aHA CBEAOYUEHA Y BE3H
ca oapeheHum gorahajuma, CacTaBuo NpUYy Koja yBydYe YMTAOLA.

Mat)ax beprep (HoBo MecTo,
CnoBenujA, 1964)

CnoBeHauku Apamartypr, peuten M
cueHorpad. Obpa3osao ce Ha Aka-
LEMHjH 33 NO30pHLLTE, paaro, huam
n Tenesusujy (ATPOT) y Jbybdmanw,
rae je AUNIOMHMPAo Apamatyprujy
1989, a roa1Hy AaHa KaCHHJE U PEXHU)Y.

Fberosa kapujepa 0dyxsata paj M y no3opuwTy U Ha Guamy. Kao
Apamarypr u peautesb, beprep je buo 3anocnen y CnoeHckom mna-



AvHCKoM megandwyy (CMT) og 1998. po 2006, rae je oa 2003. ao
2006. bro nporpamcku aupekTop. HakoH Tora, noctao je AupexTop
Teatpa ,AnToH [Nopdeswek” y HoBom Mecty, nosopuuwra Koje je
MnoZ Herosum Bof)CTBOM NOCTAN0 NPEno3HaT/bUBO NO HHOBATUBHUM
W QHTaXOBaHKM NPOAYKLHjaMa.

Hexe oa npeacrasa koje je pexupao: Kpam Jlup (2010, CnoseHcko mna-
AMHCKO refanuwye, Teatap ,AHToH Moabeswexk”), Mec Ha kuwiu (2012,
Tearap ,AxtoH [Moabeswek”, MecTHo reganuiuye bybbaHcko), Kruid
0 yyinu (2012, Teatap ,AntoH Moabeswex”), Mapuna Adpamosuh unu
Kako cam u3iyduo fyid go Axiiuione (2014, Teatap , AnToH [Moabesuuek”,
CHI [Ipama JbybsmaHa), Tako je fosopuo 3apaimycipa (2016, Teatap
+AHTOH [lopbeswex”), Jlesuiwian — dpumep Bummiomun 3yiian (2022,
Teatap , AHToH Mogabeswek”, LlaHKkapje aom), beoipageku wpuo (2024,
Tearap ,AntoH Nogbeswex”, LlaHkapjes som).

[lobuthuk je bopwrHukose Harpage 3a 2009. roauHy 3a ayTopcku
u3Bohauku AMCKYpC 3a npeactasy [Topiped jegHe game (XeHpw
Llejmc), y konpopykumju Teatpa , AutoH MNopdeswek” (Hoso Mecto)
n Teatri di Vita (bonomwa).

Harpaay MehyHapoaHOT 01MMNKCKOT KOMMTETA 3@ YMETHHYKA [0-
cturiyha Ha Temy onumnu3ma foduo je 2014.

KPUTHKA

Hakow npepnctasa M sex he doupsereimu. Cryuaj Koyoex (2021) u
Jlegutman. Cnyuaj Butmomun 3yiaan (2022), beoipagcku wmpuo je Tpe-
ha JOKYMEHTApHO OpHWjeHTMCaHa NpeacTaBa y pexuju Marjaxa
beprepa y nocnenwe Tpu roguHe. [leno senukor cpnckor hunm-
ckor cTapaoua lopaHa Mapkosuha beprep je cam aJantupao H
pexupao. Mo peunma aytopa Tekcta, beoipagcku mpuo je Heka Bp-
CTa apXMBCKOT MATEPHjaNna, CacTaB/bEHOT Of 3aMMCHUKA, U3BELLTA)a,
LWMIOMATCKE NPENUCKe M 3BaHWYHKUX Denemaka, AHEBHUUKKMX HCe-
yaka W DPOjHMX LOKYMEHATA — Of MONMLMJCKMX, BOJHHX W METEO-
POJIOLIKMX M3BELLUTAjd, MPEKO BEHYAHMX JIMCTOBA M BO3HMX Kaparta,
[0 WHPOBAHKX LWIMKjYHCKUX NOPYKA W DPOjHUX HEMOBE3AHKMX CBE-
loueta 0 Aorahajuma Koju Cy, Kako ce HaBoau, aytopa Mapkosuha
NpaTWaK BULLE OF 25 roAKMHA, a Ha KOje je peauTess beprep HaBoAHO
Hauwwao cnyyajHo. CBe 0CTano je UCTOPMja — MM MpeaCTaBa.

Peu je 0 ApamaTypLukK U aAanTaLmMjCKK 3aXTEBHOM AeNy, TAE Ha CLie-
HW NPaTMMO DPOjHE NMKOBE KOJH HA MOYETKY AENYJY KO Ad CY AEO
AKLUMOHOT POMaHa Ca CTBAPHUM UMEHMMA, MefyTUM, Npesd Hama ce
CBE BHLUE OTKPHUBA KOMMIEKCHA NMPHYA KA0 MELIABMHA YMETHOCTH,
MONMTHKE 1 XKMBOTA. aHpOBCKM amb1BaneHTHa TEKCTypa kao Aa ce
npes ouuma rmeanaua (hopmHpa TOKOM ABOYACOBHE MPEACTABE,
WMjU Ce canpiaj cknana nonyT crarajuie — ok pajra Teue Kao
CYLOKY, KOjH CE€ PalOMOHCKH Hagorpahyje.

(...) MaKo je pey o NO30pHILIHOj aanTauuj1, CTPYKTypa CLEHCKe
MOCTaBKe MPUAMYHO je Prno30dCcka, Kao aa cnefu oapehere yHy-
TPaLbE NPEMHCE KOje MOCTajy BMABUBE TEK Y 3ryLutbaBaty PaAE
1 bp3om Toky Aorahaja, WTo Ce 0APaXaBa U y NPOMHLLBEHO] KOpe-
orpaduju (Tperop Jlywrek). Mymaykn U UHTEPNPETATHBHO UCTHUY
ce [aja Ounau (y ynosu Bepe, yunte/buue CpnckoXpBaTCKOr je3nka)
W Jlyka bokwa (y yno3u Jlopenca Llopua [apena, HOTOpHOT nu-
CLia ¥ KyNTypHOr ataiuea Kora je YjeanmweHo KpabescTso nocnanoy
beorpas kao wnujyHa).

H3mely trx HHUe 3aDparbeHa /bydaB, MPOKETA CHAXHHUM Wjano3u-
ma. [pBa cTpyKTypanHa nuHuja gorahaja ykwbyuyje JIopeHCoBY keHy
1B, ukje MMCIM yno3Hajemo nyTem nucama majur (TuHa PecmaH),
W BepuHor myxa bopy Tankocuha, nykoBHMKa JyrocnoBeHcke ap-
muje, koju octaje npuspxeH Cosjetckom CaBesy M KOTa EMOTHBHO
HabMjeHO, anu CTOMYKKM AucuMnaMHOBaHO Mrpa Ceut Credanuja.
bopa brsa nocnar Ha 02K OTOK, a HEroBa AEHA, jep 04DHja Aa ra
CE OAPEKHE, HHTEPHMPaHa je Ha CeeTw Ipryp.




Tpehy nuHujy YnHK ,LupBeHy TenedoH” n3melyy weda dputancke 0da-
BewwTajHe cnyxbe y beorpaay (Tperop YywmH) v werosor Hagpeheror
y Noupony (Tperop MogpuuHKK), Koja YMHK yBEPTHPY Y Deorpaacky
npuyy. YeTBpTy NMHKjy NpeacTaBba ApYLITBEHO-COLMjATHH W Y-
HO-MCMOBEAHHM KOHTEKCT: HEYMO/bMBA YNPABHHMLIA XEHCKOT 10ropa Ha
Csetom Iprypy (MuTw LW paj), dyHToBHA NOropaLumua, MHaue HOBUHAP-
Cka npunpasHuLa ucta bopoa (Jana Menrep), ynpasHuk [onor otoka
u onepauuje Mpamop (Mapwvo Jparojesuh), u3splmnay Hapehetba,
ouBwM yctawa (Mpumox MNeTkoek), Te ABOjMLA YADALA, YI1aHOBA
nonutoupoa dusiue Jyrocnasuje (Fan Obnak, Jype Hasbu).

Peputesmy je, ynpkoc noyeTHoj parmeHTapHoj CTPYKTYpH Yy KO0joj Cy
IMKOBM HEMOBE3aHO YNa3HIK U M3Na3HK Ca CLEHE, YCNENo Aa npe-
LM3HO JO3Mpa M3paajHy OCOBMHY. K/byuHO 3a pasymeBame bune
cy dotorpaduje ca MMeHMMa CTBApHUX ocoda (Jocun bpo3 Turo,
Anekcangap Pankosuh, Koua lonosuh...) Ha TpW ekpaHa, uume
je CTBOpEHA H3y3eTHa [OKYMEHTAapHO-BW3yenHa cavka (bowrjaH
Myuem, Tawnep bpesosap), y3 npomuwbeHy cueHorpadujy obe
cTpaHe obasewTajHe cnyxde YjeaumweHor KpameBctBa (n€Bo
Noupon, pecHo beorpag), ,N030pHLLIHY MUCTY" KOja j€ CIyAHna 3a
CaApAKHMHCKO-MOETCKE AKLEHTE W 3a akuuje yadawa (cueHorpadu-
ja Cumon Xuxek, Matjax beprep), y3 koctumorpadujy (Metep
MospuH, MeTog YpewHap) v mysuky (Jyo Cajnenc), uume je cTBo-
PEHO OKYMEHTAPHO-CLIEHCKO PEMEK AENO.

OHo f03BO/bABA uMTatbe M3Mely pefoBa (TEKCTa), kAo M Monyha-
Bake NMPa3HWHA Mehy 0gHOCMMA (Ha CueHM). [NaBHM M3a30B AOKY-

MEHTap13Ma OBAE je 0DpHYTO Cpa3mepaH Bnadajyhem Tpexay Ao-
KyMEHTapPHOT MO30pHLUTA: HKje pey o Tome kako y3 nomoh devising
TEXHWKA JOhKM JO CHAXHOT CTaBa, Beh Kako HW3 Beh nuTepapu30Ba-
HUX JOKYMEHATa YCUAPHTH y BPEMEHY M NPOCTOPY T MX, Y3 CHAXKaH
ryMaykK aHCAaMON, YUUHHUTH OMMI/BUBHM M YHT/BUBMM U 33 OHE KOjH
HE YuTajy.

Angpeja Konau (Delo, 14. jyn 2024)

AHTH/LYBABHA MPHYA O KPA)Y YOBEYHOCTH

Y bpowypu koja npati HoBy npeactasy Teatpa ,AHToH lNoadesLuek”
Hoso MecTo — spamatu3aLiujy pomaHa Cpnckor peauTesba, CLieHapH-
cte v n1cua FfopaHa Mapkosuha beolpagcku @ipuo — MOXEMO NpOYH-
TaTW Aa je aytop (Mcnpea) H1o M3HeHaheH npesnorom MHCLEHaumje
W [a je NOCyMHbao Y ,APaMCKH, OGHOCHO NO30PHILHKM NOTeHUMjan"
TeKcTa. M Ha Heku HaurH BKo je y npasy: 00MMaH pomMaH cacTaB/mbeH
je of parMeHTapHUX AHEBHUUKWX 3aMWCa, 3BaHUUYHKUX LOKyMEHa-
Ta, MMCaMa M CBELOYEHA, KOJE YOKBHUPYjE€ MHTUMHHM]jA NMPHYA O Jby-
DaBHOM TpOYrNy y KOJEM Cy YYECTBOBANM EHINECKH POMAHOMMCAL
Nopenc Jlapen kao kynTypHu ataie YjeauweHor KpamescTsa, Hero-
BA YUMTE/bMLIA CPNCKOXPBATCKOT je3uka Bepa TaHKOCHN M beH Myx,
nyKoBHKK JyrocnoseHcke apmuje bopa Tankocuh. Tekct by, Tako, Ha
MO30PHLLHOJ CLEHK NIAKO MOTA0 CK/IM3HYTH Y MOHOTOHH)Y MAKW Apa-
MaTypLUKy CTarHauujy, aau MCTOMMEHA NPeACTaBa TO YCNELLHO 13de-
raBa, Mpe CBEra yCMepeHUM M (DyHKLUMOHANHUM LPAMATH30BAEM,
Kao W KMBOMMCHUM MPOMEHAMa TOHOBA koje ce kpehy o4 CTporo Ao-
KYMEHTapHKX, NPEKO rOTOBO aKLMjCKHX, O MENOAPAMCKHX.

Peautem W aytop apamatusauuje Matjax beprep nocrasma Tekct
Ha CLEHY Y KAMEPHOM MaHHPY, Y3 Dnare MM3aHCLEHCKE, ann cCumbo-
NWYHe WHTEepBeHUMje y npoctopy (kopeorpaduja perop Jlywrek),
koju Bwe nokpehy npojexumje CTBAPHUX (MCTOPHjCKMX) THYHOCTH
— o4 Enu3abete [pyre fo HW3a jyrocnoBeHCKHX (yHKLHMOHEpA —
HEro XMBHX, OMUM/BUBHX FyMaLa Ha CLEHH. [0TOBO Npa3Ha CLUEHa,
Onpem/beHa Camo CTOAMUAMa, Hagorpahyje ce bouHum (KaHuena-
pujckMm) ambujeHTMa MU6 1 ambacase, Kao M MUCTOM HU3BYYEHOM
npema nybdauuy, Koja y3 MMHUMANHE MPOMEHE U CaMO TPH Kame-
Ha NOCTaje 310K0DHK — 1 Npe CBera HeyKPOTHBHM — 3aTBOP. Pyne Ha



MUCTH NpeTBapajy Ce y npocTope 3a HeckpajHy /byacky TOPTYpy H
WkuBbaBame (cueHorpaduja Cumon Muxek U Matjax beprep).
Y cpeauwwTy M3pas3a OBe NPEACTaBe CBAKAKO je TEKCT KOju je — De3
0031pa Ha NoTeHLKjanHy (Camo)PUKTUBHOCT — FOTOBO (PUAMCKH €n-
CKM: aHTW/bYDaBHA Nprua y BpEMEHY M NpoCcTOpy DpyTanHe nogene
Ha CTa/bUHUCTE W ,NIPUXBAT/LMBE" OCTATKE JbyM OCBET/bABA MPAYHE
CTpaHe OMBLUE 3ajeHWUKE ApHKABE W HEHOT ypehema, Kao 1 Tako
CEHTMMEHTANHO OneBaHu KBapHep, rAe Cy TOKOM N0rOPCKMX roA1Ha
Ha lonom otoky, ycpea netwe ce3one, obane Paba 3xane usbdauu-
TH W NOKOjM NIEW 3aTBOPEHHMKA. Bu3yenHa AumeHsuja, npeasohera
KOCTUMCKMM PELLEHMMA, MOYMBA HA OTO/LEHO) AYTEHTUYHOCTH €Mo-
xe (koctumorpaduja Metep MospuH U MeToa YpewHap), fok ce
CLEHCKO 30MBare AETMMHUYHO NMpHDAMIKABA CABPEMEHOCTH 3axBa-
Ibyjyhn aKTyeNnH1jeM, CHaXKHO HHTOHMPAHOM My3uukom cnojy ([yo
Cajnexc), Koju H1jaHCHpa pacnonoXKera H3PEYEHOT TEKCTA.

A TOT U3pEYEHOT MMa 3aHCTa MHOTO: PEAMTEBCKA APamaTH3aLmja yBo-
[\ YaK IBAHAECT TMKOBA, KOj1 CE HCMIPBA MOTY YYHHUTH CYBHLLHKM, aK
Ce TOKOM 301Batba Pa3Bujajy y MyHOKPBHE, 3d0KPYKEHE U HEOMXOAHE
aKTepe OBOT APAMCKOT CBETA. Je3nuku cnoj kpehe ce 04 CloBeHauKor
MPEKO CPNCKOXpPBATCKOT A0 fiyTaa, YHYTap KOjer j& HApOUMTO HHTPH-
raHTaH nuk bope TaHkocrha: Caut Cecdbanuja ra yraBHOM WHTEpRpe-
TMpa KPO3 CYNTHHE MAMKKE KOje OTKPHBAjy CIOMILEHOCT, a1 HUKa A
MOKOPHOCT. TO joLu BHLUE 401a3K 0 U3paXaja y OBHOCY W KOHTPACTY ca
Avkumrjom Jlopenca [lapena (Jlyka bokwan), koja CTanHo ogjexyje kao
Y3BHLUEHH IMTEPAPHH LMTAT, YUME CE HEM3DEAKHO OTKPHBAJY 1 SyDOKH
ja30BM M3MeT)y NPUBMAErOBAHHX M OHUX KOJW TO BHLLE HUCY — U HHXO-
BOr npasa (M1 cnoboge) Ha rosop. CvyaH pacuen No3uLMja BULBHB
J& M KO EHCKKX TMKOBA: 40K [lapenosa xeHa MBa —3axBambyjyhu Bu-
LWECN0jHOj, bnaro UMHWYHO) MHTEpNpeTaLmju TuHe Pecman — ynpkoc
YN03K 3an0CTaB/beHE Cynpyre, NOCTaje M3pasuTO E€KCMIO03MBAH MK,
OHa NaTH 300r yCaMLEHOCTH Y TyfHHH, JOK CE NOTOPaLLMLE Cyo4aBajy
ca besnahem nykor npexuBbaBaka y HeMOryhoj CBakOAHEBHLM Y KOy
cy, 3anpaso, aocnene 30or mywkapaua: Bepa Tankocuh (Taja ®unau)
300r Myxa, Mnaga HoB1Hapka (JaHa Menrep) 3bor apyronuraiua Koju
HWje noaHeo opdujame 3a u3nasak. Mucuenaumja beoipagekol wpuja
Takohe pa3oTKp1Ba M NPETXOAHE APYLUTBEHE MOPETKE M 04ajHY pacio-
JEHOCT KOJy CMMDONMYHO NpescTasbajy W kaHuenapuje MU6 u dpu-
TaHcke ambacage (Iperop Mospuunuk v [perop Yywmn), koju y3 no-

pyke HeoDaBe3Ho (1 LyXOBHTO) JOAAjY W NMO3APABE W PELIEMTE CBOjHUX
xeHa. Exuna penpecusHux oprana (Mapuo [lparojesuh, Jype Xagbw,
lan Obdnak, UuK Lpaj), 3ajesHo ca KaxwbEHMMA KOJH Kynyjy CBOjy
cnodopy (Mpumoxk lMeTkoBLek), NOCTaBba Nej3ax CTPenkbe, CTakba
BEYHE MPUNPABHOCTH, a1 W Pa3y3AaHE OKPYTHOCTH JeAHOT BPEMEHA.
OZ CaBpeMEHOCTH TO BPEME yAa/baBa M ynoTpeda MUKpOQOHa Tako
[ U3rOBOPEHO JieNyje roToBO KAo PAAHO(OHCKM JOKYMEHT enoxe — a
Y MHTEPNPETATHBHOM CMHCIY, Taj NMOTE3 OTKPHBA W PA3NHKE Y BELITH-
HM raymaykor u3pasa. Kpaj, ca BepuHoM rotoBo HeBEpOBAaTHOM, anu
CHaXHO MeTachopryHOM CMphy, HE 03HayaBa Camo Kpaj ABOCTPYKe
WHTMMHE Be3e, Beh npe cBera nponact YOBEYHOCTH: 0K JeAHOT pa3au-
py ajkyne, Apyru SOXHMB/bABA HEPBHH CIOM TOKOM caciyluara, Tpehu
DEXH Y NOCTCTA/LUHMCTHYKO YTOYMLUTE AANEKO O MATHUYHE [pIKaBE
— a CUCTEM U JLa/be HECMETAHO (PYHKLMOHHLLE W HEMPECTAHO KaMtba-
Ba CBE HOBE HEMOAODHE MMCIMOLE. JOLL BHLLE Of TOrQ, Y O4M ynaja
OLLUTPa OCKyAMLA APYLITBEHE W MERybYACKE emnaTuje, CEH3HDUHO-
CTH ¥ PUNAZHOCTH, LUTO CE YHHU KAO HajaKTYENHUjU KOMEHTAP HalLer
BPEMeHa W npoctopa. beoipagcku @puo, KOjU 3a0KPYAyje M CHUMAK
ayTopa pOMaHa, CBaKako je aMdHLMO3aH M Nax/bMBO OCMHLLBEH [0-
KyMEHTapPHO-(DUKTMBHH CLLEHCKHW NPOjEKaT, KOj1 030HW/bHUM, 1 MOLLITO-
BatbeM MPOKETMM MpucTynom odpaheHom matepwjany, omoryhasa
JKMBO M KOMMIEKCHO MO30PHLLHO MCKYCTBO.

Kaja Hosocen (sigledal.org, 10. jyn 2024)
WRITER

GorAN MArkovi¢ (BELGRADE, 1946)

Goran Markovi¢ is one of the most prominent Serbian film and theater
directors, screenwriters, and authors. After completing his primary edu-
cation, he studied at the prestigious Film and TV School of the Academy
of Performing Arts in Prague (FAMU), where he also earned his master’s
degree. He belongs to the generation of Yugoslav directors who were edu-
cated in Prague and significantly influenced Yugoslavia's cinematography.

Throughout his career, Markovi¢ has directed more than 50 documenta-
ry films, 11 feature-length films, and written six theater plays, three of



which he directed himself. His films often cover contemporary social is-
sues, presented through the lens of humor, irony, and critical reflection.
Among his most well-known films are Special Education (1977), National
Class Category Up to 785 ccm (1979), All That Jack's (1980), Variola Vera
(1982), Tito and Me (1992), The Cordon (2002), and The Tour (2008).

Goran Markovi¢ is an awarded artist, having received more than thirty
honors both domestically and internationally. Among these is one of the
most prestigious national awards — the Sterija Award, which he received
in 1997 for the text of his contemporary drama The Tour. This play, like
the film of the same name, achieved great success both in the theater
and at film festivals.

For The Cordon, he received the Grand Prix at the Montreal Film Festival,
and for The Tour, he was awarded Best Director at the same festival.
Additionally, he received the “Zivojin Zika Pavlovi¢” Award for excep-
tional contribution to regional cinematographic art.

He is also the author of several prose books, including There Is No Czech
School, Tito and Me, One Year, Little Secrets, and Three Stories About Suicides.

DIRECTOR

MAT)AZ BERGER (Novo MESTO, SLOVENIA, 1964)

Slovenian playwright, director, and set designer. He was educated at the
Academy for Theatre, Radio, Film and Television (AGRFT) in Ljubljana,
where he graduated in dramaturgy in 1989 and in directing a year later.

His career spans both theater and film. As a playwright and director,
Berger was employed at the Slovene Youth Theatre from 1998 to 2006,
where he served as program director from 2003 to 2006. After that, he
became the director of the Anton Podbevsek Theatre in Novo Mesto, a
theater that, under his leadership, became known for its innovative and
socially engaged productions.

Some of the plays he directed include: King Lear (2010, Slovene Youth
Theatre, Anton Podbeviek Theatre), Dancing in the Rain (2012, Anton
Podbevsek Theatre, Ljubljana City Theatre), The Jungle Book (2012,
Anton Podbevsek Theatre), Marina Abramovic or How | Lost the Road to

Antigone (2014, Anton Podbevsek Theatre, SNT Drama Ljubljana), Thus
Spoke Zarathustra (2016, Anton Podbevsek Theatre), Levitan — The Vitomil
Zupan Case (2022, Anton Podbevsek Theatre, Cankarjev dom), and The
Belgrade Trio (2024, Anton Podbevsek Theatre, Cankarjev dom).

He received the Bor$tnik Award in 2009 for his original performative
discourse in the play Portrait of a Lady (based on the work by Henry
James), a co-production of the Anton Podbevsek Theatre (Novo Mesto)
and Teatri di Vita (Bologna).

In 2014, he was awarded the International Olympic Committee's prize
for artistic achievement on the theme of Olympism.

REVIEWS

After the plays And the Century Will Blush. The Kocbek Case (2021) and
Levitan. The Vitomil Zupan Case (2022), The Belgrade Trio is the third doc-
umentary-oriented performance directed by Matjaz Berger in the past
three years. Berger himself adapted and directed the work of the re-
nowned Serbian filmmaker Goran Markovi¢. According to the author,
The Belgrade Trio is a kind of archival material, composed of minutes,
reports, diplomatic correspondence and official notes, diary fragments,
and numerous documents — from police, military, and meteorological
reports, to marriage certificates and train tickets, to encrypted spy mes-
sages and many disconnected testimonies about events that, as stated,
followed Markovi¢ for over 25 years, and which director Berger suppos-
edly came across by chance. The rest is history — or theatre.

This is a dramaturgically and adaptationally demanding work, where
numerous characters appear on stage who initially seem to be part of
an action novel with real names. However, a complex story gradually
unfolds before us, blending art, politics, and life. The genre-ambivalent
texture seems to form before the audience’s eyes during the two-hour
performance, with the content piecing together like a puzzle, while the
plot flows like a Sudoku, enriched in a Rashomon-like fashion.

(...) Although it is a theatrical adaptation, the structure of the stage pro-
duction is quite philosophical, as if it follows certain internal premises
that only become visible in the densification of the plot and the rapid flow
of events, which is also reflected in the thoughtful choreography (Gregor



Lustek). In terms of acting and interpretation, standout performances
include Gaja Filac (as Vera, a teacher of Serbo-Croatian language) and
Luka Boksan (as Lawrence George Durrell, the notorious writer and cul-
tural attaché sent by the United Kingdom to Belgrade as a spy).

A forbidden love blossoms between them, filled with intense dialogue.
The first structural storyline involves Lawrence's wife, Eve, whose
thoughts we come to know through letters to her mother (Tina Resman),
and Vera's husband, Bora Tankosic, a colonel in the Yugoslav army who
remains loyal to the Soviet Union and is portrayed with emotionally
charged yet stoically disciplined acting by Swit Stefania. Bora is sent to
Goli Otok (the notorious political prison island), and his wife, for refus-
ing to renounce him, is interned on Sveti Grgur.

The third narrative thread involves the “red telephone” between the
head of British intelligence in Belgrade (Gregor Cusin) and his superior
in London (Gregor Podri¢nik), which serves as a prelude to the Belgrade
storyline. The fourth line represents the socio-political and personally
confessional context: the relentless female camp commander on Sveti
Grgur (Inti Sraj), a rebellious female prisoner who is also a trainee
journalist for the newspaper Borba (Jana Menger), the commander of
Goli Otok and head of Operation Marble (Mario Dragojevi¢), an execu-
tioner of orders and former Ustasa (Primoz Petkovsek), along with two
members of UDBA (the Yugoslav secret police) and the political bureau
members of the former Yugoslavia (Gal Oblak, Jure Zavbi).

Despite the initially fragmented structure in which characters entered and
exited the stage seemingly unconnected, the director managed to care-
fully balance the expressive axis. Essential for understanding were photo-
graphs with the names of real historical figures (Josip Broz Tito, Aleksandar
Rankovi¢, Koca Popovic...) shown on three screens, creating an exceptional
documentary-visual impression (Bostjan Pucelj, Gasper Brezovar), alongside
a thoughtfully designed scenography representing both sides of the British
intelligence service (London on the left, Belgrade on the right), and a “the-
atrical runway” used for both poetic-emotional highlights and UDBA oper-
ations (scenography by Simon Zizek, Matjaz Berger), with costume design
(Peter Movrin, Metod Cregnar) and music (Duet Silence), all of which to-
gether created a documentary-theatrical masterpiece.

It allows for reading between the lines (of the text), as well as for filling in
the gaps between relationships (on stage). The primary challenge of doc-
umentary theater here is inversely proportional to the dominant trend of
devised theater: it is not about arriving at a strong stance through devising
techniques, but about how to anchor a series of already-literarized docu-
ments in time and space and, with a strong acting ensemble, make them
tangible and legible even for those who do not read.

Andreja Kopac (Delo, June 14t 2024)

AN ANTI-Love Story Asout THE END oF HUMANITY

In the brochure accompanying the new production by Anton Podbevsek
Theatre from Novo Mesto — a dramatization of the novel The Belgrade
Trio by Serbian director, screenwriter, and writer Goran Markovi¢ — we
read that the author was initially surprised by the proposal for a stage
adaptation and doubted the text's “dramatic or theatrical potential.”
And in a way, he was right: the extensive novel is composed of fragment-
ed diary entries, official documents, letters, and testimonies, framed by
a more intimate story of a love triangle involving the British novelist
Lawrence Durrell, serving as the United Kingdom's cultural attaché,
his Serbo-Croatian language teacher Vera Tankosi¢, and her husbhand,
Yugoslav Army Colonel Bora Tankosi¢. On stage, such a text could eas-
ily slip into monotony or dramaturgical stagnation. However, the play
of the same name successfully avoids this, primarily through a focused
and functional dramatization, as well as vivid tonal shifts ranging from
strictly documentary to nearly action-driven and even melodramatic.



Director and dramatizer MatjaZ Berger stages the text in a chamber-like
fashion, with subtle yet symbolic spatial interventions (stage movement by
Gregor Lustek), where projections of real (historical) figures — from Queen
Elizabeth II to various Yugoslav officials — carry more weight than the tan-
gible presence of actors on stage. The nearly empty stage, equipped only
with chairs, is supplemented by lateral (office-like) settings representing
MI6 and the embassy, as well as a runway stretching toward the audience,
which, with minimal changes and just three stones, becomes a sinister —
and above all, untamable — prison. The holes in the runway become spac-
es for endless human torture and abuse (set design by Simon Zizek and
Matjaz Berger). At the heart of the performance lies the text itself which —
regardless of its potentially semi-fictional nature —takes on a nearly filmic
epic quality: an anti-love story set in a time and place brutally divided be-
tween Stalinists and the “acceptable” remnants of humanity, illuminating
the darker aspects of the former shared state and its political system. It
also touches on the sentimentally praised Kvarner coast, where, during the
prison years on Goli Otok in the height of summer, the shores of Rab would
occasionally wash up the corpse of a prisoner.

The visual dimension, led by the costume design, relies on the stripped-
down authenticity of the era (costume design by Peter Movrin and Metod
Cresnar), while the staging partly connects with the present through a
more contemporary, sharply defined musical layer (Duet Silence), which
adds emotional nuance to the spoken text.

And there is indeed a lot of spoken text: the directorial adaptation in-
troduces as many as twelve characters who may initially seem super-
fluous, but during the performance, they evolve into fully realized, es-
sential participants in this dramatic world. The linguistic layer moves
from Slovenian to Serbo-Croatian and even to silence, within which the
character of Bora Tankosi¢ stands out particularly: Svit Stefanija mostly
interprets him through subtle facial expressions that reveal his broken-
ness, but never submission. This contrast becomes even more apparent
next to the diction of Lawrence Durrell (Luka BokSan), whose every line
resonates like an elevated literary quotation, inevitably revealing the
deep chasms between the privileged and those who no longer are — and
their right (or freedom) to speak. A similar divide is visible in the female
characters: while Durrell’s wife Iva — thanks to Tina Resman's nuanced,
slightly cynical interpretation —becomes a distinctly explosive character

despite her role as a neglected spouse, suffering from loneliness in a for-
eign land, the female prisoners are faced with the despair of mere sur-
vival in a daily life made impossible by their circumstances, into which
they have been thrown, essentially, because of men. Vera Tankosi¢
(Gaja Filac) ends up there because of her husband, a young journalist
(Jana Menger), because of a minor party official who couldn’t handle
rejection. The staging of The Belgrade Trio also reveals previous social
orders and a desperate stratification symbolized by the M16 and British
embassy offices (Gregor Podri¢nik and Gregor Cusin), who deliver their
lines with casual (and humorous) asides, including greetings and recipes
from their wives. The repressive apparatus ensemble (Mario Dragojevic,
Jure Zavbi, Gal Oblak, Inti Sraj), along with those buying their freedom
(Primoz Petkovsek), creates a landscape of fear, constant alertness, and
rampant cruelty of a bygone era. What distances that era from our own
is also the use of microphones, which makes the spoken word sound
almost like a radiophonic document of the time, and in an interpreta-
tive sense, this choice highlights the differences in acting technique.
The ending, with Vera's almost unbelievable yet strongly metaphorical
death, marks not only the end of a double-layered intimate relationship
but, above all, the collapse of humanity: while one man is torn apart by
sharks, another suffers a nervous breakdown during interrogation, and
a third escapes into a post-Stalinist sanctuary far from his homeland
—yet the system continues to function without hindrance, punishing ev-
er-new dissenting thinkers. Even more striking is the sharp lack of social
and interpersonal empathy, sensitivity, and a sense of belonging, mak-
ing this the most current and urgent commentary on our own time and
place. The Belgrade Trio, which closes with footage of the novel's author,
is undoubtedly an ambitious and meticulously crafted documentary-fic-
tional stage project that, through its serious and respectful approach to
the source material, enables a vivid and complex theatrical experience.

Kaja Novosel (sigledal.org, June 10t 2024)



