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Ocjeham Kao Aa ce caja ca CBOjMM PajoM y YMjETHOCTH MUPHM, Te
[,a 0BOM NpPEACTaBOM NOYHHHEM Aa ra Bonum. bruo cam nocsahaH ca
CBOjMM PafoM. 3aBpLLABAO0 CaM HEKE PEXHje Ca HE3a[0BO/BCTBOM,
ocjeharwem Ja HUCam yCnuo Aa AoNpem Ao cede, Aa ce 13pasum, Aa
TO HUCaM ja. A raje cam ja? Ko cam ja? Ca TMM NuTambKUMa 1 NouH-
e 0Ba NpeacTaBa. KoHauHo cam fao cebu 3a npaBo Aa HanpaBum
HELWTO WTO AYro Xenum. [la KpEHEM Ka MAeju OKO KOje Ayro odu-
rpasam.

CBe WTO Ce AewwaBano y 0BOM NMPOLECY BEOMA je BAXKHO 33 MEHe.
Mapa, wra ce Ty 3aucTa AECMN0 Ha Hekum JyO/bMM HHMBOMMA
ca3HaBahy y HapesHWM Mjeceurma WK roaMHama.

lNonekas M1 HEKo Kaxe: ,Mopa Aa TM je TewKo Ja 0BO paguw’”.
Hanpotus. J1ako je u nakuwe Hero duno wra apyro. Mpso, wro sodpo
W M3HYTpa NO3HAjEM Cajpxaj. [pyro, WTo je 33 MEHe 0Baj paj Tek-
TOHCKH Jb€KOBHT, MHTErpUWYhH, ncujemyjyhu. Ty cy moju pasroopu
Ca coboMm Koje cam KOHauHO Cebu J03B0AKO. TPaXKMO Cam HauMH Aa
Oynem owtap npema cedu. [la cam cedu U3roBOpUM HEKE UCTHHE U
[, BUAMM LTa Ry MMaTH Ha TO A KAXKEM.

bopuc JInjewesun (beorpag, 1976)

[unnomupao Ha opceky 3a cpn-
CKY KHWXEBHOCT M je3uK Ha Duno-
30pckom akyntety y Hosom Cagy.
loanne 2004. gnnomMupao je pexujy
Ha AKaJEMHjU YMETHOCTH Yy HoBoM
Capy, rae faHac Kao BaHpeAHH
npodecop BOAK Knacy rayme. TpOCTPyKH je cTuneHaucTa lete uH-
ctutyta y beorpaay.

Y okBupy thectana ,KoTopapT” 0CHOBAO je HOBM NO30pHLLHK (e-
CTMBaN ayTodMOorpadckor ayTopcKor NpojeKTa. basu ce pasnuunTim
npasuuma 1 metofama. Y Cpduju uy pervony je oTnoueo epy npea-
(TaBa — ayTOPCKMX MpojeKata HacTaauxX M3 CHUMawa TEMATCKHMX
pasrosopa. Tako cy Hacrane npeacrase Yekaonuua, [nogHu ganu,

[Togogom 'aneda, Ouesu cy ipag(unu), Medu Gapk, Teoje u Moje. Heke
NpeSCTaBe Cy HACTaNe UMNPOBM3aLmMjama Ha npobama: Yysapu wmeoi
dowera, LLma he dutau ca ceuma Hama v Hanuuje.

Pexupao je aena aytopa M3 pasnuuMTUX €Noxa, KiHKEBHHUX HaH-
posa 1 pojosa: Jpaiu waima Muwe borasau, pea cip.89 Jlyua
XudHepa, Yapodrwax v Hohna ciipaxa ®enopa Wunuja, Enujaxosa
cimonuuya, bpawro y eenama v 3peranun Uropa Wtnkca, Bella figura
Jacmune Pese, MMujanu UBaHa Bupunaesa, /loperyauo Andpena ae
Mucea, (Mpa)®ayciw ). B. Tetea, Blue moon [lamupa Kapakaua,
Yiompeda uoseka Anexcanapa Tuwme, Yuimau beprxapaa LLnuuka,
Paii u mup N.H.Tonctoja, Mog 0da cynua OrwweHa Cnaxuha, becHuno
bopucnasa [exnha, Muxaen Koaxac Xajupuxa ¢oH Knajcra.
Pexupao je v onepy Ucupope ebemwa Jge inage u gesojxa.

tberos pas HarpahieH je MHOrMM gomahMM W pErMOHaNHUM
Harpagama mehy kojuma cy CTepujuHe Harpage 3a NpeacTaBy,
pEXHjy, ayTOPCKKU npojekar, Harpage: ,Mupa Tpaunosuh” (IpaH
npu dectusana buted), ,Jbybomup Myun [pawkuh”, ,bojan
Crynuua”, ,Metap Kouuh”, ,Apaanuon”, ,Hckpa kyntype”,
,Xpadbpu Hosu cset”, ,Auhenko Ltumay”, ,Jypucnas Kopenuh”,
.Aecnot Credan Nlasapesuh” (Harpaga rpaga beorpaaa 3a nosopu-
LHO CTBApanaliTBo), Harpaje Ha dectuBanuma ,Bplauka jecen”,
(OecTtvBan NpBOM3BEAEHMX NpeAcTaBa (AnekcuHau), Harpaga ,Ipas
Teatap”, Harpaga 3a Hajdomy pexujy Ha [aBeNMHUM Beuepuma,
,Hosembdapcka Harpaga” rpaja byase, roguwme Harpase MHOTHX
nosopuwrta. MNpeacrasa ,Pat u mup” je 2023. roguue yyectsosana
Ha CBETCKOj NO30PHLLHOj ONMMNKWjagH y byaumnewTy.

usu 1 pagu n3mehy beorpaga, Hosor Caga v byase.

PEAWTEb Y TNABHO) YI03H

Y npeacrasu Moje iio3opuwitie bopuc Jnjewesuh ncnutyje cBojy Bna-
CTMTY NO3MLKjY Y NO30PHLLTY, CyAape U3Mely yMETHHUKUX amduumja
W KOMNPOMMCA Ha KOje Ce HaWNa3H y HXOBOM OCTBApEHY, NoTpedy
W (He)MoryhHOCT Aa ce peauTes A0 Kpaja pasoTKpHje y CBom Aeny
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Y jedHOM 0f CBOJUX MOCNEAHMX ayTOPCKUX Mpojekata, NpeAcTaBu
Teoje u moje Mo3opuwra ,bowko byxa“, peauten bopuc Jlnjewesuh
WCTPaXKHMBAO je OJHOC TyMauad Koju Mrpajy y no30pMLTy 3a AeLly
npema hHXO0BOM BNaCTHTOM AETHRCTBY. Y npeactasn Moje o30pu-
wime Atesbea 212 Hanpaewo je kopak Hanpes y 0BOj NO30PHLLHO]j Ca-
mopedneKCcHjH, y HCUTHBAY NO3HLMjE YMETHUKA Y CTBAPANaUuKoM
npouecy y Teatpy. Kao Wro HAC0B jaCHO UCTHYE, Y 0BOj NPEACTABH
Jinjewesuh UCMIHTYje CBOjy BAACTHTY NO3HLH]Y y MO30PHLLTY, CyAape
n3mehy yMETHUUKHX aMdHLMja M KOMPOMKCA HA KOje Ce Haunasu y
HMXOBOM OCTBapetby, NoTpedy W (He)moryhHoCT Aa ce peauTesn 40
Kpaja pa3oTKpHje y CBOM Jeny.

Ty, cpeauwwiby Npodnemcky MMHUjy Komada W npeactase (Jlujewesuh
J€& ¥ ayTop TEKCTa), peuTed apTUKYIHILE NPEBACXOAHO KPO3 OAHOC
3penor cede, OHOr M3 CajalmbOCTH, WTO je vk Kor urpa Hebojwa
Wnvh, v cebe 13 Apyrux MBOTHMX NEPHOAA M MOJESMHUX acnekaTa
HErOBE TMYHOCTH, KAO LUTO CY ,YMETHHK Y MAASO0CTH" WK JIUK HETOBOT
fapa (CBa y/Bajatba [MABHOT IMKA Urpa UCTa MymHua, AHa Manauh,
LITO je jacHa peauTebcka MeTadopa). Ha 0Boj TeMaTCkoj paBHH rMas-
HW CyKOD je OHaj u3mel)y 3penor yMeTHUKa W heroBor Aapa, u3mehy
anubuja Koju NpBH CTAJHO TPAXHM 3a CBOJE YMETHWUKE KOMMPOMMCE
W M3PHUMTHX W HEMOMYCT/MBHX 3aXTEBA OBOT Apyror. Kao wro ce Beh
13 0BaKBe (hOpMynaLMje MOKE 4a HACTYTH, OBAj je OAHOC NOCTAB/bEH
Ha CaMOj MBMLIM HOXA Y TOM CMHCIY 1d MOKeE [1d 3aJeNyje, MaKo je 04
K/bYYHOT 3Hauaja 3a KoMaf, NaTETUYHO W NOjESHOCTAB/LEHO.

[MoMEHYTO NMWTate 3PENOCTH MOMKE Ce MPEerno3HaTH Kao konua usmehy
0BE NpODNEMATHKE M OHE KOja Ce MaPaNeNHo C kOM 0AMOTABa, a TO je

Pa3B0j OZHOCA jyHaKa C HETOBOM MOPOAMLIOM, NPe CBEra ouem. Y Tom
CH)XejHO-HApaTUBHOM TOKY MOCTOjM rpafauMja o4 cehara Ha oanazak
Ha koHuepT U2 y byaumnewuTy y TMHEjLIEPCKOM y3pacTy M OAnacka dpa-
Ta y BOjCKY YOUM PaTOBa Yy Jyroc/1aBuju, MPeko Tpayma Be3aHKx 3a cBahe
POAMTEDbA, HUXOB Pa3BOA M OYEBY MpepaHy CMPT, A0 y3Hemupyjyher
oTKpWha, NPOMCTEKNOT M3 YMTakba CyYajHO NPOHaheHor AHEeBHHKA, Aa
je oTaL npes Kpaj XuBoTa O1O 3amydibeH y Apyry weHy. [lBe pasHu ce
YKPLUTAjy Y KEJbH [ CE HAanpaBK ayTodrorpadcka NpeacTaBa O OfHOCY
Mpema oLy W HEroBOM TajHOM JKHBOTY, XKe/bH KOja je JeAHOM YCTYKHyNa
Mpes KOMNPOMKCOM ((hHMKUMOHANHA CLEHA y KOMaZy), @ Apyrd nyT ce
0CTBapwna 1 T0 camom npeacrasom Moje do3opuwitie. OHa br Tpedano
[1a 03HAYaBa W MCHXONOLLKY 3penocT peautesa (npouuwwhere ogHoca
C MPTBMM OLEM MyTem CTBAapanallTBa) U HEroBY YMETHHUKY 3Penoct
(cTBapae NpeACTaBe Koja ra Ce HajIMYHKje THYE).

Caocehamwe C TMKOM peauTe/ba BEOMA je CHAMHO, WITO MOXKE Ad
CTBOPM AMNEMY Ja M je OH 3auCTa BHO CAMOKPUTHUKHM HEYMOJbHB,
WM je cede CTanHo Masno, Yak M OHAA Kaj je MO KPajie UCKPEH,
Kaj je NpaBHO YMETHWYKE KOMMPOMHCE, 1a MHOTHM CBOjUM Mpea-
CTaBama Huje 3a0BO/baH.

Kao wro y npsoj paBHW AHa Manauh urpa v peautena y AeTHRCTBY
W BETOB Aap, Tako y 0BOj paBHu bpanka LWenuh, Bojun hetkosuh u
bojan Xuposuh Takohe Tymaue BuLe 1MKOBA, NPe CBEra MajKy, oua
W DpaTa raBHOT jyHaKa, AN U HEKONMKE eNKU30AHE N1KoBe. OHK TO
MOCTHAY NPENA3MMA M3 JESHOT Y APYTH KAHPOBCKH pervctap (04 Ko-
MHYKOT [0 PaMCKOT), @ M 13 MOAYCa PEnpe3eHTaLmje/Mumesnca
y Mogdyc (enckor) npukasusama. [losywe, 0Baj Apyry npenas jou
je u3paxenuju y urpu Hebojwe Hnuha jep oH He urpa camo nuk
peauTena, Beh je U CBOjeBPCHU HApaTop KOjU BOAM KpO3 OBY ayTo-
duorpadcky npuuy. MomeHat aytodrorpadckor, a yjeaHo v aHTH-
MHMETHYKOT CLEHCKH je ,3aKyLiaH" npucycTBom camor Jlujewesnha
Ha CLIEHH, KOj1 MMa ynore y UKLMOHANHOM CBETY Apame (peKBH-
3uTep y mahapckom no3opuwTy y PyMyHujH), anu jow BULLE H3BaH
wera (OMHCKM pasHWK KOjWu NpemellTa Aenose cueHorpaduje, me-
Ta-HapaTop Koju ybauyje odjawmera 0 NPesCTaBH, PEAHTED KOjU
MaxUbMBO NpaTH U3BONEHE M DENEXKU KOMEHTAPE).

Mpeacrasa oTBapa HEKOMMKE AMIEME, Of KOjUX CE HEKe mMory oADa-
LMTH, JOK Apyre nak ocTajy. Moryha 3amepka Aa je npeacTasa ersu-
OMUMOHUCTHYKA, jep 3awWwTo O Hac 3aHMManW NpuBaTHW Npodnemu



peauTesa, YoebHBO Ce oadalyje apryMEHTOM Aa je TO JIMYHO Yjea-
HO M 3aj€HMYKO, HELITO y YeMy Ce CBAKO O HAaC MpEmno3Haje jep ko
HH1je MMAO0 M3a30BE Y MOPOAHYHMM OLHOCHMA M y NPO(ECHOHATHOM
camoocteapemy? [la ce T0 Npeno3HaBame 0CTBAPHO CBEAOYE DypHe
peakuuje rneaanaua TOKOM W Mo 3aBpLUETKY NPEACTABE, 04 CMEXa 0
Cy3a. Kag cmo kog cy3a, NuTate emoumja y npeacTasu Takohe cTapa
annemy. Caocehatrbe C TMKOM PEAHTE/LA BEOMA j€ CHAXKHO, LUTO MOXE
[1a CTBOPH AUNEMY [a /1M j€ OH, KaKO CE Ha MOBPLUMHCKOM C/10JY YMHH,
3aMcTa OHO CAMOKPHUTHUKK HEYMOJBUB, WIM j€, 3anpaso, Cede CTanHo
Ma3Ho, YaK 1 OHAA Kaj je D10 Kpajibe UCKPEH, Kaj je Npu3HaBao Aa
J€ MPAaBMO YMETHHYKE KOMMPOMMCE, 1 MHOTMM CBOjUM NMpEACTaBama
Huje 3a10B0/baH. He 3aD0paBMMO Aa j& MCKPEHOCT, CTBAPHA MM XHHbE-
Ha, 100po CpeacTBO MaHMNynaumje Tyhum emoumjama.

Hajsehy ectetcky aunemy cTBapa BMLLE MyTa MOMEHYTO MUTaHE MH-
Me3uca. Jeaan npujates me je yoehrsao, yak cmo ce W Knagunu, aa
je Jlujewesnh Urpao Ha npemujepu, Te Aa ce npeAcTaBa Hehe HyXHO
M3BOAMTH C HWM, JOK Cam ja TBPAMO Aa du 1o duno Hemoryhe jep du
Pa3pyLIMno Leo KoHuent. Moj npujates je MOrpewmqo, anu Hwerosa
MPETNOCTaBKa TaYHO yKa3yje Ha TO A MCKOPALM M3 MMUME3WCA HUCY
pajvKanaH W He3aMeH/bUB €0 OBE MPEACTaBe, Ad je by Nako 3amMH-
CMTH M KO0 OUIMYHO YILHWPAH KOMAJ M MHCLEHALMjY Y KOjUMa CBE,
3anpaso, OcTaje y CBeTy (uKLuje M penpeseHTaumje crBapHocTH. OBa
nocneata AnnemMa MOXAaA je 3HauajHa Camo 3a OKoLLTane npodecuo-
Hanue, nydnuka he BepoBaTHO, kAo M OHA HA MPEMMjEPH, YHKHBATH
OHOME LTO hie NPeno3HaBaTH kAo MCKPEHOCT, UCTUHY M EMOLHJY.

WBan Meaenuua (Pagap, 1. jyn 2025)

CTBAPHOCT JE MOCTA/IA TEATAP

Peauten bopuc Jlnjewesuh ce, y3 Tymauewe BeIUKE ApamcKe
nuTepatype, Cneuujanud3oBao 3a MCMXOAPAMCKO Tparawe 3a
Hajayb/bUM nokpeTaunma ymeTHUUKe Wrpe, ypoheHe notpede
myackor duha.

Y npeactasn Moje do3opuwide, CBOJy XMBOTHY M CTBapanauky
3peNocT KPyHHWe CLEHCKAM MpPHKA30M COMCTBEHOT MBOTA M
OHMX HErOBHUX Kackaja, Koje 00MYHO 0CTajy AyDOKO 3akonaHe
y MO3aAMHK TpayMa Koje Bane 3a CMUCIOM, BEUHTUM MOTHBOM
CTBapama APAaMCKOT YMETHHKA. Y TOKy CBOT DaB/bera TeaTpom
(1 0dpHyT0), bopuc Jlnjewesunh je Hekn Haw [lep TWHT, Koju
KpO3 pa3nnuWTe acnekTe MOKywWwasa Aa OCBETAW NyT npenacka
W3 APYLITBEHHUX W )KHBOTHUX KOHMKATA L0 HHXOBOT paspeLue-
ta y YHMBEP3YMY MO30PHILHE YMETHOCTH, Ca UK de3 yTephenor
TEKCTYaNHOT NPeANoLWKa 3a CLEHCKY Hrpy.

Y npencrasu Moje io3opuwidie, Jlvjewesuh je n npukasao, 1 04u-
rPao Ha CLEHH, COMCTBEHO OApACTatbe, TPAyMe Koje Cy ra odene-
Kune (CMpPT oua, NPeceberbe Y HOBH XHUBOT, BE3AHOCT 3@ CTapH-
jer dpata, Tpahemwe TaneHTa...), NPETOBUMILK UX Y YHHBEP3aNHE
MOTHBE W3 KOjUX CBaKW CTBAapanal LpMU MHCMHMpALM)y 3@ CBOje
A€N0 — Npouec KoAKuKo y30yamuB, TONMKO M DonaH K cydsepsu-
BaH N0 OCET/LUBO, YBEK Jeyje duhe yMeTHHKA. Y TOM NepPruHTOB-
CKOM Tparawy 3a KOPEHOM CBOje BE3aHOCTH 3a MO30pHLLTE, ay-
TOPY Cy MHOTO MOMOIH NpHjaTe/bH, U CamH AyDOKO YpOHEHH Yy
Tpaymy CLEHCKOT M ApamcKor cTBapara — Hebojwa Wnuh, bojau
Xuposuh, bpanka lWenuh, Ana Manauh W Bojun hetkosuh.
Wrpajyhu rnaBHoOr jyHaka NCMXOAPAME, Y TOj YI03K CYy CE MEHANH
cam Jlvjewesuh, Hebojwa WUnnh v Ana Manauh, urpajyhu, npu-
TOM, W yNloTe YN1aHOBA Herose NopoauLe. Y ynosu oua, dpumupao
je Bojun Retkosuh, uuja je nojaBa Ha CLEHM YCMOCTaBMNA BEp-
THKaNy OKo Koje je Jlvjewesrh CaYnHMO KOHLEHTPHUHE KPYroBe
CBOJUX XMBOTHWX forahara, YBEK Y KOPENauuju Ca OYEBHUM MO-
rNeOM Ha CBET M HEroBMM NPOMALLAjUMa, OJPAKEHUM Y CTPAXO-
BMMA W JMNEMAMa CHHA, YHj€ UCTPAKMBAE MEAaMO HA CLEHH.
OHO HEOf0/bMBO Y OBOM HHMBOTHO-YMETHUUKOM MYTY PEAHTENDA,
koju je nod1o Hajsehe Harpaze 3a cBoje Aeno u npodecop je no-
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30pHLLUHE YMETHOCTH, je ayTOMPOHHjA W 3ApaBH XyMOp Ca KOjHMa
OH MpUNOBEAA M NMPEACTaB/bA CBOj MOPOAWUYHHM KHMBOT, JEfaH 3a-
YBEK 3aBpLUEH COMCTBEHUM OApACTakEM, M ApYrH, aKTyenaH, 3a
Koju ce Dopu W Had Kojum Dau, aa ra Hacnehe He ypywu. Ca apyre
CTPaHe, ,MOj XHMBOT y YMETHOCTH", KaKo bu pexao CTaHWUCNABCKH,
Nwjewesnh BUBMCELMPA HE Make CypOBO, Npu3Hajyhu n cedu u
rneaaouy Aa YMETHWK NpeBulle DaraTenuwe CBOj TaneHaT Hejo-
CTOJHHM, NPAKTHYHUM H3DOPHUMA KOjU Ta OLBOAE Of AYTEHTHUHO-
CTH, JeAMHOM KPUTEPHjYMY 38 YMETHUYKH YCMEX.

CsepeHa, a cnpetHa cueHorpadmja Cawe WBaHoBuha, oannuHo
0pabpax koctim Mapure Cpemal, My3uka Kojy je kperpao JIT ayo,
CMOHTAHOCT M CLEHCKO MCKYCTBO bopuca Jlnjewesnha, kao U HaKno-
HOCT H JbyDaB KOje je 0Baj YMETHWK CTEKA0 CBOJUM HHMBOTOM W PaZlOM
mehy /bydute/bmMa U NOLWTOBAOLMMA TEATPa YUMHWAK Cy Beye OT-
KpuBama JlvjeweBrheBrux YeCTMTHX NOKylWaja Aa cam cede nojese
Ha cueHn Atemea 212 (Kao Heka CBojeBpCHa ayTodaruja) He0dMUHO
MHTMMHWM 3@ CBaKora y nybauuM v Ha cueHu. JK1BOT je nocTao no-
30pHLUTE, A TO j€ HajBULLE LITO YMETHHK MOXE Aa A3, Y YEMY CaMO
rnefanal MOXeE 4a My MOMOTHE M A ra MOAPAKH.

[Jlparana bowkosuh (Beuepre Hosociu, 30. maj 2025)

CACTAHAK CA HCTHHOM

HajHosuja npeacrasa aytopa bopuca Jlvjewesuha, Ha cueHK ATebea
212, CTUNCKM W KAHPOBCKH CE HACTAB/ba HA HEr0B NPOLNOTOAHILIbH
npojeka Teoje u moje (no3opuwrte ,bowko byxa"), y norneay orosme-
HOT, AUPEKTHOT, JOKYMEHTAPHCTUUKOT CyOYaBaa akTepa ca IMYHOM
npouwnowhy, ca ceharbhMa Ha OXKUBKE U TPAYME, v U HA TPEHYTKE
yucte cpehe. Moje Ho3opuwiiie WAE TUM NYTEM, aH je y LEHTPY na-
e cam ayTop, bopuc Jlnjewesnh 1 wwerosa ceharwa, Koja U3BHPY
M3 OCHOBHOT NH1Taka , Ko cam ja?", 0AHOCHO AyOMHCKOT MPEUCNHTH-
Batba IMUHKX U NPOECHOHANHKX M3DOpa (y NPETXOAHO] NpeaCcTaBH
cy werosa ceharwa buna Aeo uenuHe, Mo3anka ceharba rnymaua s
aHcamda). Y 0BOM, Ja ra Tako 03HaYMMO, ayTOLOKYMEHTAPHCTHUKOM
NPOJeKTy, HaCTyna u cam ayTop, y yn03u cede, 0HOCHO, MO/a Tau-
Huje onpe’f)el-lo 0e3 ynore, be3 npeAcTaBbarba, OH je Ha MO30PHHLM
TO LUTO JeCTe, JOK OCTaTaK aHCamdna Urpa pasnMumTe yore, Of Hera,

MPEKO YNaHOBA HETOBE MOPOJMLE, SO KONEra raymaua, no30pHLLIHKUX
AMPEKTOPA W YkcTaurua (apamatypruja umutpuje Kokavos). Tako
OCMHLLBEHA, 0BA NPEACTaBa je y oapeheHoj mepu noaurHyta Ha
pyLIEBMHAMA TPAAMLMOHANHON, apUCTOTENOBCKOT MO30PHILTA KOje
nojpasymesa OMOHalllakbe, HTPara ynora, MUMECHC, MPey3uMmajy-
fM Y JeAHOM CETMEHTY 3HauEHE nepqaopmch apTa, re Hema ynora,
OZHOCHO, TAe Cy M3Bohay M MK M3jeaHaueHu. Ha Toj BETPOMETHHH
Hema bera 0f HCTHHE, CaKpHBaka M3a KOHKPETHUX U METa(OPHUKHX
MACKH, LUTO je U3BECHO Xpadap ayToOpCKkH NOCTYNaK, AOHEKNE HAMK
npeactasu Cono Hune Pajuh Kpamau, oaurpaHoj npe HOAMKO ro-
AVHa Ha butedy, koja je bruna uxcnupauwja Jlvjewesrhy aa kpexe
OBHM NYTEM, LUTO Ca3HAJEMO Ca CLEHE.

M030pHHLA je ACKETCKW AM3ajHMPaHA, Y AOKYMEHTAPHCTHUKOM Ma-
HUpY, MO MOTPEdM CE KOPUCTE PA3NUUMTH PEKBM3WTH, O KPEBETA,
npeKko d1uMKNa, A0 Ky/IKca ca OTPOMHHAM NOpOAHYHKM doTorpadu-
jama (cuexorpaduja Cawa Meanosuh, koctum MapuHa Cpemau).
Nnjewesnhesa peauTesbCka NOETHKA j€ W 0BJE NPENO3HaT/bHBA, Ofpe-
feHa MCTUHCKW JONaJbUBMM LLAPMOM W UCKPEHOLLRY, CYNTUAHKM XY-
MOpPOM, ayTOMPOHH]OM KOja j& BaXHO CPEACTBO Y KPUTHUKOM Carnesa-
Bakby W Pa3yMeBatby COMCTBEHON XuMBOTA. Hebojwa Unuh y Hajpehem
feny npeactase urpa Jlujewesnha, CTMAM30BaHO, Ca AUCTAHLIOM, NO-
Mano OACYTHO, LUITO CE MOXE CXBATMTH KAo 0Apa3 noTpede 3a camo-
aHa/M30M, 3@ PA3yMEBAHEM MPOLUOCTH, 33 MPOHANAKEHEM HOBHX
MOryRHOCTH JXMBOTHKX NMyTe/baka M NyTeBa. Y nap cueHa, bopucos nnk
npegaje KonernHuuM Ann Manauh koja npeacrasmsa parmenTe ce-
hatba M3 AETMHCTBA, Y3 TEATPA/M30BAHE NPHKA3E AEYAUKE HAMBHOCTH.



lopes Tora, OHa CTMIM30BaHO OTEIOTBOPY)E W ayTOpOB [lap, ca Kojum
J& OH y HEMPECTAHOM CYKODY, Kao W HEroBy NPHUBPIKEHY AEBOJKY, Ka-
cHuje u cynpyry. bojan XKuposuh yHOCH HenperneaHe KonHUKHE 3a-
BOA/bMBOT LIAPMA, HEYCHILEHE, NIEXEPHE KomKke, u3mehy ocTanor, y
ynosu bopwcosor apyra Mapka 13 A€THCTBA, Ca KOJUM OH Of1a3u Ha
KOHUepT rpyne U2 y byaumnewuty, CMewWwHor 1 300r Nojase Koja Oxu-
B/baBa KMUACTy MOJy W3 OcampeceTux roauHa. bpanka LWenwh urpa
Takohe KOMHUKK NOACTHLAJHE, BPNO AHUBOMHCHE IUKOBE, HA NMPUMEP,
jendy dyury Mahapuuy, uncTaumLy Koja Aeyake METIOM npoTepyje
Ca Kyne y NewTaHckom napky rAe Cy HalIK YTOYMILTE NOCIE KOH-
uepta. OHa urpa v bopucoBy Majky, y pasnvuuTUm CHTyauujama, og
3aDpuHyTOCTH 3D0r pa3Boja ca boprCOBUM OLEM, [0 XMCTEPUYHOT,
TEaTpPaNM30BaHOT XBa/bEtba CUHA M HErOBMX NPOMECHOHANHKX yCne-
xa. OBM KOMHUKM NMPH30PH HAPOUMTO MPEACTAaB/bAjy CNABMBLE MIPE,
npennasmwyjyhe pagocth homo ludensa Koju y Tom 3aHOCY MUMHKpPH-
J€ NPOHanasH MCTMHCKK YXHTaK, 3a Cede, anu W 3a rMejaoue, Koju He
MOTY OCTaTW PaBHOAYLLIHW NMPEJ HECMYTAHOM, 3apa3HOM HCKpeHowwhy
W ayteHTHyHoLwhy. Bojun hietkosrh oaroBapajyhe CTaMeHo 1 0anyyHo
urpa boprcoBor naTp1japxanHor, BOJHHYKH AUCLMIIMHOBAHOT U CTPO-
ror 0L KOJW NPWIMYHO 3aM0CTaB/ba CHHA, HE NoapAasajyhu Hapouu-
TO HEroBy /bydas npema no3opuwty. Mocne ouese cMptH, hetkosrh
Wrpa 1 HEroBor ayxa, NpodyHeHor HAKOH MPOHaNAcKa HEroBUX AHEB-
HMKA KOjU OTKpHMBAjy CTPacHy jbybaBHy Be3y Ca jeAHOM PyMyHKOM,
n3asueajyhu bopucosy notpedy 3a KOMyHHKaLMjOM Ca M, Y chepr
MMar1HapHor.

3a npeacTaBy y LEIUHU ce MOXe pehu 4a MMa enemMeHTe ncuxoapa-
Me, CLIEHCKE Urpe Ca TepaneyTckum LnbeMm, 30or yuewha aytopa Koju
penpozyKyje Np13ope 13 CONCTBEHE NPOLLIOCTH, ak W Metbatba y/o-
ra Apyrux u3sohaua, y weroom npukasamy. Cuexe usmehy bopuca
W BiyXa HEroBOT 0L MOTY CE HajBHLLE TyMAuWTH KPO3 BM3ypy NMCHXO-
APAMCKHX 3Hauera, Kaaa Ce, Kpo3 Urpatbe Np13opa Koju ce y CTBap-
HOCTH HMCY [OTOAMIH, ayTOP AMPEKTHO CyouaBa Ca CBOjUM ZyDOKMM
paHama, y 0BOM C/yuajy OTBOPEHWM 3D0T HELOBOBHE DAMCKOCTH Ca
ouem. Taj nocTynak noapasymesa OrPOMHY XPadpoCT, YKjH Ce CMHCA0
MPEHOCH W Ha INejaoLe NpeacTaBe, Koju CE U EMOTMBHO M MMCAOHO
MOACTHYY, a MOXZA M Dyze, 300r CycpeTa ca TaKBMM Ky/batbeM UCTHHE.

Ana Tacuh (Monutmuka, 3. jyn 2025)

Boris Liesevi¢ (BeLGRADE, 1976)

He graduated from the Department of Serbian Literature and Language
at the Faculty of Philosophy in Novi Sad. In 2004, he completed his de-
gree in directing at the Academy of Arts in Novi Sad, where he currently
teaches acting as an associate professor. He is a three-time scholarship
recipient of the Goethe-Institut in Belgrade.

Within the “KotorArt” festival, he founded a new theatre festival ded-
icated to autobiographical authorial projects. His work spans various
approaches and methods. In Serbia and the region, he initiated a new
era of performances — authorial projects developed through recorded
thematic conversations. Among these are Waiting Room, Fertile Days,
Regarding The Seagull, Fathers Built (the City), Fifth Park, and Yours and
Mine. Some performances emerged through rehearsal improvisations,
such as Guardians of Your Honesty, What Will Happen to All of Us, and
The Other Side.

He has directed works by authors from different periods and genres,
including: Dear Dad by Minja Bogavac, Greta p.89 by Luca Hiibner, The
Magician and The Night Watch by Fedor Sili, Elijah’s Chair, Flour in the Veins,
and Zrenjanin by |gor Stiks, Bella Figura by Yasmina Reza, Drunks by Ivan
Vyrypaeyv, Lorenzaccio by Alfred de Musset, (Proto)Faust by ]. W. Goethe,
Blue Moon by Damir Karakas, The Use of Man by Aleksandar TiSma, The
Reader by Bernhard Schlink, War and Peace by Leo Tolstoy, Under Both
Suns by Ognjen Spahi¢, Rabies by Borislav Pekic, and Michael Kohlhaas by
Heinrich von Kleist. He has also directed the opera Two Heads and a Girl
by Isidora Zebeljan.

His work has received numerous national and regional awards, including
Sterija Awards for best performance, direction, and authorial project, as
well as awards such as “Mira Trailovi¢” (BITEF Grand Prix), “Ljubo Muci
Draski¢,” “Bojan Stupica,” “Petar Koci¢," “Ardalion,” “Iskra kulture,”
“Brave New World,” “Andelko Stimac,” “Jurislav Koreni¢,” and “Despot
Stefan Lazarevi¢” (City of Belgrade award for theatre). He has also re-
ceived awards at festivals such as “Vrsac Autumn,” the Festival of First
Performances in Aleksinac, “Grad Teatar,” the Best Director Award at



Gavella Evenings, the “November Award” of Budva, and annual awards
from numerous theatres.

His production of War and Peace participated in the World Theatre
Olympics in Budapest in 2023.

He lives and works in Belgrade, Novi Sad, and Budva.

REVIEWS

THe DIRecTOR IN THE LEADING ROLE

In My Theatre, Boris LijeSevi¢ examines his own position within theatre,
the clashes between artistic ambitions and the compromises encoun-
tered in realizing them, as well as the need, and the (im)possibility, for
a director to fully reveal himself through his work.

In one of his previous projects, Yours and Mine at the Bosko Buha Theatre,
Lijesevi¢ explored actors' relationships with their childhood. With My
Theatre, produced by Atelje 212, he takes a step further into theatrical
self-reflection, examining the role of the artist in the creative process.
As the title suggests, the performance centers on his personal position
within theatre, the tension between ambition and compromise, and the
(im)possibility of artistic self-exposure.

There, the central problematic line of the play and the performance
(LijeSevi¢ is also the author of the text) is articulated by the director pri-
marily through the relationship between his mature self — his present-day
self, embodied by the character played by Nebojsa Ili¢ —and his selves from
other periods of life, as well as certain aspects of his personality, such as
the “artist in his youth” or the figure of his talent (all the doubled versions
of the main character are performed by the same actress, Ana Mandic,
which serves as a clear directorial metaphor). On this thematic level, the
main conflict is the one between the mature artist and his talent — be-
tween the alibis the former constantly seeks for his artistic compromises
and the explicit, uncompromising demands of the latter. As can already be
inferred from such a formulation, this relationship is set right on a knife’s
edge, in the sense that — despite its crucial importance for the play —it can
come across as somewhat pathetic and oversimplified.

The aforementioned question of maturity can be recognized as the link be-
tween this issue and the one that unfolds alongside it in parallel: the devel-
opment of the protagonist's relationship with his family, primarily his father.
Within this narrative thread, there is a clear progression, from memories of
attending a U2 concert in Budapest during his teenage years and his broth-
er's departure to the army on the eve of the wars in Yugoslavia, through
traumas related to his parents’ conflicts, their divorce, and his father's pre-
mature death, to the disturbing discovery — resulting from reading a ran-
domly found diary — that his father had been in love with another woman
toward the end of his life. These two levels intersect in the desire to create
an autobiographical performance about the relationship with the father and
his secret life — a desire that, at one point, retreated in the face of compro-
mise (a fictional scene within the play), and at another was realized precisely
through the performance My Theatre. It is meant to signify both the director’s
psychological maturity (a purification of his relationship with his deceased
father through artistic creation) and his artistic maturity (the creation of a
performance that concerns him in the most personal way).

The empathy toward the character of the director is very strong, which
may raise the question of whether he was truly relentless in his self-crit-
icism, or whether he continually indulged himself, even at moments of
utmost sincerity, when making artistic compromises, and in admitting
that he is dissatisfied with many of his own productions.



Just as, on the first level, Ana Mandi¢ plays both the director in childhood
and his talent, on this level Branka Seli¢, Vojin Cetkovi¢, and Bojan Zirovi¢
also portray multiple roles, primarily the mother, father, and brother of
the protagonist, but also several episodic characters. They achieve this
through shifts from one genre register to another (from comic to dra-
matic), as well as through transitions from the mode of representation/
mimesis to the mode of (epic) narration. Admittedly, this latter transition
is even more pronounced in the performance of Nebojsa Ili¢, since he
does not play only the character of the director, but also functions as a
kind of narrator guiding us through this autobiographical story. The auto-
biographical —and at the same time anti-mimetic — dimension is “nailed
down"” on stage by the presence of LijeSevi¢ himself, who has roles within
the fictional world of the drama (a props handler in a Hungarian theatre
in Romania), but even more so outside it (a stagehand moving pieces of
the set, a meta-narrator inserting explanations about the performance, a
director carefully observing the execution and taking notes).

The performance raises several questions, some of which can be dismissed,
while others remain. A possible objection — that the performance is exhibi-
tionistic, since why should we be interested in the director's private problems
— is convincingly rejected by the argument that what is personal is at the
same time universal, something in which each of us can recognize ourselves,
since who has not faced challenges in family relationships and in profession-
al self-realization? That this recognition has indeed been achieved is testi-
fied by the audience’s intense reactions during and after the performance,
ranging from laughter to tears. Speaking of tears, the question of emotion in

the performance also creates a dilemma. Empathy with the character of the
director is very strong, which may raise the question of whether he was truly
relentless in his self-criticism, as it might seem on the surface, or whether
he was in fact constantly indulging himself, even when he was completely
sincere, when he admitted to making artistic compromises and to being dis-
satisfied with many of his productions. Let us not forget that sincerity, real
or feigned, is a powerful means of manipulating others’ emotions.

The greatest aesthetic dilemma is created by the repeatedly mentioned
question of mimesis. A friend of mine insisted — indeed, we even made a
bet — that Lijesevi¢ performed at the premiere and that the play would
not necessarily be staged with him, while | argued that this would be
impossible because it would undermine the entire concept. My friend
was wrong, but his assumption accurately points to the fact that the de-
partures from mimesis are not a radical and irreplaceable component of
this performance — that it is easy to imagine it as a perfectly well-craft-
ed play and staging in which everything remains within the world of fic-
tion and the representation of reality. This final dilemma may be signif-
icant only to hardened professionals; the audience will probably, as at
the premiere, enjoy what they perceive as sincerity, truth, and emotion.

Ivan Medenica (Radar, June 1, 2025)

ReaLity HAs BEcoME THEATRE

Besides his interpretations of great dramatic literature, director Boris
LijeSevi¢ has specialized in a psychodramatic exploration of the deepest
driving forces behind artistic play — an innate need of the human being.

In the performance My Theatre, he crowns both his life and artistic maturity
with a stage depiction of his own life and those of its cascades that usually re-
main deeply buried in the background of traumas crying out for meaning —an
eternal motive of the dramatic artist's creation. Throughout his engagement
with theatre (and vice versa), Boris Lijesevi¢ appears as a kind of our own Peer
Gynt, who, through various aspects, attempts to illuminate the path from so-
cial and personal conflicts to their resolution within the universe of theatrical
art, with or without a fixed textual template for stage performance.

In My Theatre, LijeSevi¢ both presents and performs his own growing up,
the traumas that marked him (the death of his father, relocation into a



new life, attachment to his older brother, the squandering of talent...),
transforming them into universal motifs from which every creator draws
inspiration for their work — a process as exciting as it is painful and sub-
versive for the sensitive, ever childlike being of the artist. In this Peer
Gynt-like search for the roots of his attachment to theatre, the author
was greatly supported by his friends, themselves deeply immersed in
the trauma of stage and dramatic creation: Nebojsa lli¢, Bojan Zirovi¢,
Branka Seli¢, Ana Mandi¢, and Vojin Cetkovié. In portraying the protag-
onist of this psychodrama, the role alternated between Lijesevi¢ himself,
Nebojsa Ili¢, and Ana Mandi¢, who also played members of his family. In
the role of the father, Vojin Cetkovi¢ delivered a brilliant performance;
his presence on stage established a vertical axis around which Lijesevi¢
constructed concentric circles of his life events, always in correlation
with the father's worldview and his failures, reflected in the fears and
dilemmas of the son whose exploration we witness on stage. What is
particularly compelling in this life-artistic journey of the director — who
has received major awards for his work and is a professor of theatre arts
— is his self-irony and healthy sense of humor, with which he narrates
and presents his family life: one that is permanently concluded through
his own coming of age, and another, current one, for which he struggles
and over which he keeps watch so that inheritance does not undermine
it. On the other hand, “my art life,” as Stanislavski would say, Lijesevi¢
dissects no less ruthlessly, admitting both to himself and to the audi-
ence that the artist too often trivializes his talent through unworthy,
practical choices that lead him away from authenticity — the only true
criterion of artistic success.

The restrained yet skillful set design by Sasa Ivanovi¢, the excellently
chosen costumes by Marina Sremac, the music created by the LP Duo,
the spontaneity and stage experience of Boris LijeSevi¢, as well as the af-
fection and love this artist has earned through his life and work among
theatre enthusiasts and admirers: all of this made the evening of re-
vealing Lijesevi¢'s sincere attempts to “devour himself” on the stage of
Atelje 212 (a kind of auto-cannibalism) unusually intimate for everyone,
both in the audience and on stage. Life has become theatre, and that is
the most an artist can give — something in which only the spectator can
assist and support him.

Dragana Boskovic (Vecernje novosti, May 30, 2025)

AN ENCOUNTER WiTH TRUTH

The latest performance by author Boris Lijesevi¢, staged at Atelje 212,
stylistically and generically continues his project from last year, Yours
and Mine (Bosko Buha Theatre), in terms of its stripped-down, direct,
documentary confrontation of the performers with their personal past,
with memories of scars and traumas, but also moments of pure happi-
ness. My Theatre follows that path, but places the author himself, Boris
Lijesevi¢, and his memories at the center of attention — memories that
arise from the fundamental question “Who am 12", that is, from a deep
re-examination of personal and professional choices (in the previous
performance, his memories were part of a whole, a mosaic of the en-
semble actors’ recollections). In this, as we might call it, auto-documen-
tary project, the author himself appears on stage, in the role of himself;
or, perhaps more precisely, without a role, without representation: on
stage, he is simply what he is. The rest of the ensemble performs various
roles — from him, to members of his family, to fellow actors, theatre di-
rectors, and cleaners (dramaturgy by Dimitrije Kokanov). Conceived in
this way, the performance is to some extent built upon the ruins of tradi-
tional, Aristotelian theatre, which presupposes imitation, role-playing,
mimesis, while in one segment it takes on the meaning of performance
art, where there are no roles, or rather, where the performer and the
character are the same. On such a stage, there is no escaping the truth,
no hiding behind concrete or metaphorical masks: an undoubtedly cou-
rageous authorial gesture, somewhat akin to the performance Solo by
Nina Raji¢ Kranjac, performed at BITEF several years ago, which, as we
learn from the stage itself, served as an inspiration for LijeSevi¢ to em-
bark on this path.

The stage is designed in an ascetic, documentary manner; various props
are used as needed, ranging from a bed and a bicycle to set pieces fea-
turing large family photographs (set design by Sasa Ivanovi¢, costumes
by Marina Sremac). LijeSevic's directorial poetics are recognizable here
as well, defined by a genuinely appealing charm and sincerity, subtle
humor, and self-irony, which serve as an important tool in the critical
examination and understanding of one’s own life. For most of the per-
formance, Nebojsa Ili¢ plays Lijesevi¢ — stylized, with a certain distance,
somewhat detached — which can be understood as a reflection of the
need for self-analysis, for understanding the past, and for discovering



new possibilities and paths in life. In several scenes, the character of
Boris is taken over by his colleague Ana Mandi¢, who represents frag-
ments of childhood memory, alongside theatricalized depictions of
boyish naivety. In addition, she also stylizes and embodies the author’s
Talent, with which he is in constant conflict, as well as his devoted girl-
friend, later his wife. Bojan Zirovi¢ brings an abundance of captivating
charm and effortless, relaxed comedy, among other things, in the role of
Boris's childhood friend Marko, with whom he travels to a concert by the
band U2 in Budapest — humorous also because of his appearance, which
revives the kitschy fashion of the 1980s. Branka Seli¢ likewise plays
comically stimulating and vividly drawn characters, for example, a loud
Hungarian woman, a cleaner who chases the boys away with a broom
from a bench in a Budapest park where they had taken refuge after
the concert. She also plays Boris's mother in various situations, ranging
from anxiety over her divorce from Boris's father to hysterical, theatrical
praise of her son and his professional successes. These comic scenes, in
particular, represent a celebration of play, the overwhelming joy of homo
ludens, who in this rapture of mimicry finds genuine pleasure — for him-
self, but also for the audience, who cannot remain indifferent to such
unrestrained, infectious sincerity and authenticity. Vojin Cetkovi¢ con-

vincingly and firmly portrays Boris's patriarchal, militarily disciplined,
and strict father, who rather neglects his son and does not particularly
support his love for theatre. After the father's death, Cetkovic also plays
his spirit, awakened after the discovery of his diaries, which reveal a pas-
sionate love affair with a Romanian woman — prompting Boris's need to
communicate with him within the realm of the imaginary.

The performance as a whole can be said to contain elements of psy-
chodrama — a form of staged action with a therapeutic aim — due to
the participation of the author, who recreates scenes from his own
past, as well as the shifting of roles among the other performers in his
representation. The scenes between Boris and the spirit of his father
can be most fruitfully interpreted through the lens of psychodramatic
meaning: by enacting situations that did not occur in reality, the au-
thor directly confronts his deepest wounds, in this case, those opened
by insufficient closeness with his father. This process requires immense
courage, the significance of which extends to the audience as well, who
are both emotionally and intellectually stimulated — and perhaps even
shaken — by such a surge of truth.

Ana Tasic¢ (Politika, June 3, 2025)





