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Pexuja: MUJIAH HELLKOBHUR

Jlpamatypruja: AJIEKCAHJAP BACU/bEBUR
CueHorpacdwmja: JPATAHA TYPKOBHR MALAH
Kocrumorpaduja: MAPHUJA TABYAP

My3nuku KoHuenT, H30op My3uKe

v apaHxmanu: BOPHUC LABH)A*

My3nuku capagnuk: JYLWAH MOKPAJYHR
Cuencku nokper: EMUP OE)3HR

Jlextopka: HATALUA KELIMAH

Ynore

Jynak: JAHWU10 KEPKE3

Faguu: WJIWJA UBAHOBHR

Jledun: BOJUH TOMATOBHR

Becenu: CEHAJ] MU/JIAHOBHR

Macuu: AHAHJ0 YEHWR

Pynuua, [ljeBojunua: AHRHE/IA PAKOYEBUR
Pynuua, Mcuxonor: JPATAHA MAPHUR

Pynuua, /laka xencka: AHhHE/IA TACUR

Pynuua, 3apodmennua: JAHA MOJNETAH

Pynuua, Megnuuncka cectpa: CAHZPA MPABYJbAL,
Meuapow 1, Jomoponay 2: BOPHC LWABHJA
Meuapouw 2, Jomoponau 1: BTAJUMHUP HOPRLEBHR

Mpenacrasa Tpaje 1 cat v 20 MuHyTa

* apaHxmaxe 3a Hymepe dpuiipemuo bopuc LLlasuja, ocum 3a
Hymepy ,Bjepyj y mydas” kojy je apanmupao [ywan [Moxkpajuuh

Direction: MILAN NESKOVIC
Dramaturge: ALEKSANDAR VASILJEVIC
Set design: DRAGANA PURKOVIC MACAN
Costume design: MARIJA TAVCAR

Music concept, selection,

and arrangements: BORIS SAVIJA*

Music associate: DUSAN POKRAJCIC
Stage movement: EMIR FE)ZIC

Speech coach: NATASA KECMAN

Cast

Hero: DANILO KERKEZ

Nasty: ILI)A IVANOVIC

Fool: VOJIN TOPALOVIC )

Cheerful: SENAD MILANOQVIC

Greasy: ANANDO CENIC

Rupica, Girl: ANDELA RAKOCEVIC

Rupica, Psychologist: DRAGANA MARIC
Rupica, Loose Woman: ANDELA TASIC
Rupica, Prisoner: DANA POLETAN

Rupica, Nurse: SANDRA PRAVULJAC
Fisherman 1, Native 2: BORIS SAVI)A )
Fisherman 2, Native 1: VLADIMIR DPORDEVIC

The play is 1 hour and 20 minutes long

n

* All arrangements by Boris Savija, except for the song “Believe in Love,
which is arranged by Dusan Pokrajcic.



Hucam xTena ga ynotpedum pat M HaCH/bE Kao Er30THYHE yKpace
33 3anagHe ouu. [0 MOM MHLLBERY, 3aNadHH , XYMAHUCTHYKK" CTaB
0 paTy Ha npocTopy OuBLLE JyrocnaBuje, MAKO j€ HEWTO APYrayujy,
YK HA 3aHOC Mane AEeBOjYHLE KOja je 3a/byD/beHa y neny OBUMLY.
lnakana bu kapa v BUAENA OBUMLY Y KNAHMLM, any DK yBeye C ane-
TUTOM MOjENA OBYHjE KOTNETE W TPAXMAA jow. JTUK JKEHe y Komasy
HHWje camo pTBa pata, Beh 1 MeTadopa weHe KyAme 3a /bydaBmby.

(...) Tyryjem 3a Mojom OMBLLIOM 3EM/LOM, aNK HE 3@ Nej3aXKNMa W Ipa-
LOBMMa, Tyryjem 3a jbyauma. Mmana cam cefaMHAecT rofuHa kaaa
je cee To noyeno. lpe Tora cam gocta nytosana no EBponu v no Toj
BE/IMKO] 1 NIENOj 3€MJbH KOja je Duna moja, cycpeTana cam Ce ca CBo-
JUM JbyanMa. 3aTUMm Cy Ce NojaBunu Apyru. MU'y cBakoj manoj Apxasu
OMBLUE Jyrocnasuje NojaBuan Cy Ce HCTH MPODNEMH, MEAHOKPHTETH
W NPOBMHLMjaNM3aM, KOjH Cy Jbye Apyre nure ynyhuBanu Ha bHXo-
BE BNACTHTE WHHE. A TO Cy Npodnemu cafa Moxaa Behu Hero Hekag
y apamu Tpu cecipe. 'ne je Mockea? A beu? A Jlongon? Jla nm cy 1y
WK TaMo Herae?

(MoBogom npsor yyewha Luna va Ctepujunom nosopjy 2004. roguue)

Mwunena Mapkosur (Beorpran, 1974)

MecHuKnmba, Apamcka Chucatesuua M
CLeHapucTkuba. PefosHa npodecopka
Makyntera ApamcKkux YMETHOCTH Yy be-
orpagy. Op Hosembpa 2024. ropune je
LonucHW unan Cpncke akajemuje Hayka
H YMETHOCTH.

llpame: Onepa Jeua, HapopHo nosopuwre y beorpaay, 2022; /lusaga iiyHa
wame, HapopHo nosopuwrte y beorpapy, 2019; el wusoima fpelysHol
Munyinuna, Ateme 212, 2018; Jeua pagociuu, Ateme 212, 2016; bpog 3a
nyike, Tap Szinhaz (Mafapcka), 2016; 3majeydue, JyrocnoBeHcKo apam-
cKo nosopuwre, 2014; [agumonu, Kyga ugem, ogakae Goaasum u wika uma
3a eeuepy, Black Tent Teatar (Tokuno), 2010; bpog 3a nyixe, CnoBeHauko
HapogHo nosopuwre (Jbybmaua), 2009; bpog 3a nymke, Cpncko HAPOAHO

nosopuwre Hosu Cag, 2008; Lyma dnucia, Ateme 212, 2008; LLune, Tyta
Teatap (Yukaro), 2007; Un bateau pour les poupees, Festival D'Avignon,
2006; Haxog Cumeon, Cpncko HapoaHo nosopHwrte, 2006; Lune (Buhne),
Aachen Theater, 2005; Lyma onucia, Schauspielhaus Zurich, 2004;
lune, Jyrocnosencko apamcko nosopuwrte, 2002; lMasumonu, unu, Kyga
Ugem 0gaxne gondasum u wind UMa 3a eeuepy, JyrocnoBEHCKO ApPaMCKO Mo-
3opuwrte, 2000.

KHHKEBHE Harpaze:

Poman Jeya, HUH-0Ba Harpaga 3a Hajdomu cpncky pomaH 3a 2021. ro-
LHHY.

[lpamcke Harpage:

CrepujuHe Harpaja 3a TekcT caBpemere apame, 3majeyouue (2015), bpog

3a nydke (2008) u Haxog Cumeon (2007); CneumjanHa Harpapa, Teatar
M.B.H. beu (2001).

Nlpama Lluxe Munene Mapkosuh, HanucaHa 2002. roauHe, jecte
jedHa 04 OHMX JpaMa Koje BPHjeME TELIKO rasu M Koje CBOJy aK-
TYENHOCT OAPKABAjy AYAH HW3 roauHa. CneundruyHm NpUcTynom
CTPYKTYpH ApaMme, KpO3 JeJaHAECT CLeHa koje je MuneHa Hanucana,
ycnjena je 4a Ham NPUKaXe TpH NEPUOAA — NPUJEPATHH, PATHH U
nocnujepathu. M ynpaso kpo3 Ta Tpv NEPUOAA, HA TEHWjaNaH Ha-
YWH, NMOHYJWIA HAM je WKUPOKY NEne3sy MKOBA, KOJU CBOJ Pa3BOjHH
NyK JETEPMUHHLLY Y 3aBUCHOCTH Of CHTyauWje Yy KOjoj CE Hanase.
CaxeTH BEMKK DPOJ APaMCKMX CUTyauMja y JeAHOj OBAKO KOMMEK-
CHOj NPUYM, TPHUIKMKA j€ Aa CE YNO3HAMO Ca TEMama KOj€e Myye JIMKO-
BE Y THHEJLIEPCKOM, PAHOM aJJ0NECLIEHTCKOM M KACHH]EM XKHBOTHOM,
WK 3penujem 200y jyHaka Koju Cy NpOTaroHMCTH 0BE npuye. [la nu
ce nnahajy rpewke U3 Maagocti? J1a nn Cy OHW YHyTpalLbH eMOTHB-
HU OMM/bLIM, HCTH KAO M OHW (DM3MUKH, KOjWU Ham ce Hamehy camo
3aT0 LUTO HEKO HANAXe Aa BjEPYJEMO Y TO Ja CMO NMOAMje/bEHH, Aa
HWCMO CBH JbyH Off KPBH M MECA, Y 1d JIK HAM CE NIPYKW NPUIKKA Aa
onpasjamo csoje rpujexose?! [la 1 Hac je Ha Kpajy bor nornegao,
Kao LWTO Kaxe JyHaK y 0BOj Apamu?! OBO je npuya 0 pasiMyuTM
BPCTama /byDaBH 1 HAJM KOja Ce W3 BENHKE HEMOhM, HECHaheHOCTH
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W HEpasyMHOCTH paha Heraje Ha Kpajy CBake cLeHe. A Ta Haja yBH-
JEK TOBOPH, MOXELL la NpOMHjeHHIL. He Boge CBe ‘wuHe’y nponacr,
HEKE Cy CaMo NyT 0 NPOCBjET/LEA.

Anekcangap Bacumesuh

Yecto uyjemo aa je MuneHa Mapkosuh ,uncta noesuja” y noso-
PHLLTY, anK 33 CBAKOT PEAUTEBA MW [yMLA TO 3HAUM HELTO ApY-
ro, MHTUMHO. 3a MeHe je MuneHa necHUkKMba Koja OCBET/baBa OHE
NpOCTOPE JbYACKE MPUPOAE KOJ€ CHIHO XKENUMO Aa CAKpPHjEMO, a Ad
He ,ynanu CBeT0" ocyae, CyouaBara W pa3oTkpusara. OHa BewTo
KpeWpa ApamaTHyaH KOHTEKCT Y KOJEM je MOBPLIHOCT HEOAPHKHBA.
Koz e Ce YOBEK, XTEO — HE XTEO, Cam M0jaBH M UCMOBH Y HAJKPX-
Kujem 0dnuky. Tako je TeKao ¥ Haw Npouec — jeaHu Apyruma npy-
KWIM CMO CBOjE THUHE UCTHHE, xenehu aa mwyackowhy nokopumo
Taj MOETHYHH, CYPOBH CBET, Y Kojem ce Llluxe norahajy.

W narbe cam y3yheH npe/ YHHEHHLOM A3 0BY NPE/CTaBY PaAMM Ca Mia-
MM JbYMMA, KOjH Cy CE POAMAKM NOCIE 3aBPLLUETKA OBE Npuye. Hemajy
H1KakBO cehare Ha forahaje o kojuma apama roopH. Mocmarpajyhu
CBET NPEACTABE HMXOBUM 0YMMA, HEMPECTAHO CE NMTAM Kako CMO JOny-
CTMM Ja Ce CBE TO JOr0AH. JeCMO /1M MKaJa CyLUTUHCKM OCBECTWIM LUTA
HaMm Ce 3anpaso AOroAun0? Konmko cmo camu Tome aonpuuend? Unu
HAC Y Ja/be MP3H YUUTE/bHLIA M NPODEM HHje y Hama?

OayBeK y N030PHLLTY NOCTaB/bAMO MHOTA MUTaka, alk JaHAC 3HaM
jelaH curypaH oaroBop: okpysxute ce mnagowhy. OHa je namer-
HWja, NenLua, UCKPEHKja, No cBeMy DOsba BEP3Hja CBUX HaC.

Munan Hewkosur (Baneso, 1985)

o3opuiiHM  peauTed W YHUBEP-
3UTETCKH npoqnecop Cryanje no-
30pHLLIHE PEXHMjE 3aBPLIMO je Ha
olY y beorpagy, y knacu Hukone
Jestvha u Anuce Crojanosuh. locne
Kpamwa bewmajHose Usana Llankapa v
Cenecimune ®epHanaa ae Poxaca, Ceemu leopiuje yousa Axgaxy je
werosa Tpeha npeacrasa y npogykuuju JAT.

Y Cpbuju u cycegHum 3embama NOCTaBUO je, U3Mely ocTanux,
apame: Leajuyapcka (HI bawa Jlyka), Maeciwpo u Camoyduya (HI
Combop), Ysena pysa (HI Bpawe), Mpomeinejes ity (Jophon nnau),
Mpewhere wapana (Ateme 212), bena kaga, Kog seuuide cnasune v
Heuuciwa kpe (HI beorpag), bepauncku 3ug v Hegermwa, jyue, gaxac,
cympa (bAN), LWogepu (HM Huw), 1915. (Kpywesayko nozopuuwite),
LWune (Gledalis¢e Tartini, Mupan, Cnosenuja), Aniiuiona 1918.
(CHI Hosu Cag). Y Teatpy Bonkos y Japocnasmy y Pycuju, nocta-
BWO je Hywuhesy Owmanowhieny dopoguuy.

Harpaay ,/bydomup Myuu Jpawkuh” Kojy SOAEBYjY ryMUM [ODHO
je 2015.

basu ce nesarowkUm pajom Ha Akaemuju ymeTHoCTH y beorpapy.

,D,PAMCKH KPHK H3TI'YB/bEHE TEHEPALIHJE

Komag o u3rydmeHoj reHepaLmjy Kojoj Huje 4aTO 4a HOPMANTHO 0f-
pacTe — reHepaumjy Koja je yMjecto X1BoTa L0DKIA paT, YMjecto
HAle MPXtbY, @ ymjecTo DyayhHOCTH Camo LIKHE Koje BOAE Y Npo-
nact, 0TBOPHO je HOBY, 96. NO30PHLLHY CE30HY HALHUOHANHOT TeaTpa
Cpncke.



Kaxo je 3anucao Anekcangap Bacuwesuh, npamatypr npeacrase,
Apama Llune, koja je HanucaHa 2002. roguHe, je jeaHa o4 OHUX apa-
Ma KOje BpHjEME TELIKO a3k W KOje CBOJy aKTYeNHOCT 0ApXaBajy
LYW HU3 TOAKHA.

,CNeLHdUYHAM NPUCTYNOM CTPYKTYpH Apame, Kpo3 11 cueHa Koje
je MuneHa Hanucana, ycnjena je 4a Ham MpUKaxe TpU Nepuoa:
NpHjepaTHH, paTHH M NOCIMjepaTHH. M ynpaso Kpo3 Ta TpH NEpHOAA
Ha TEHWjaNaH HAYMH NOHYAWNA HaM j€ LWMPOKY NENe3y MKOBA, KOj1
CBOj Pa3BOjHH YK JETEPMHUHHILY Y 3aBUCHOCTH Of CHTyaUMje Y KOjo)
ce Hanase. CaxeTn BENWKKM DPOj APaMCKHX CHUTYaLHMja Y JeAHOj KOM-
MNEKCHO) NPHYM NPUIKKA j€ Aa Ce YNO3HAMO Ca TEMaMa Koje Myye
/IMKOBE Y TUHEjLIEPCKOM, PAHOM AJ0NECLIEHTCKOM H KACHHJEM K-
BOTHOM 00y jyHaKa KOJW Cy NpOTaroOHWCTH OBE MpHYe”, N0jaCHHO
je Bacumesuh.

A nybnuKka je, aproHCKM peyeHo, U3 NpBe pyke Mora Aa ynosHa jy-
HaKe oBe npuye jep je npsu nyTy HapoaHom nosopuwty Penybnunke
Cpncke npeacraBa NOCTaB/bEHA kaMepHO. McKycHy M mnagy mymau-
Ky ekuny Uuna unne anuno Kepkes, Cenan Munanosuh, AHanzo
Yenuh, Unnja MUBanosuh, Bojun Tonanosuh, Auhena Tacuh, Anhena
Pakouesuh, CrexxaHa Muwuh, lana Monetaw, Canapa Mpasymball,
bopuc LLIaBuja 1 Bnagumup Hophesuh.

[MyMUM Ha CaMOM MOYETKY HA CLEHY CTynajy mjecMom (BaxHO je
HanOMEHYTH a DEHA KOjWU W3BOAM COHIOBE HA MOYETKY MpeaCcTaBe
W U3MERy CLEHA YMHH MCK/bYYMBO TyMaAyKa €KMMa M Aa Ce CBAKM
TOH W3BOAM YIKMBO), @ 3aTMM HAC NPEACTaBa Jasbe YBOAM Y CBHjET
0e3 MmeHa jep Cy jyHauu npeacTaBbeHu ,MMeHUMa” JyHak, agHu,
[lebun, Becenn, MacHu, neuapouu, gomopouu v Pynuua (net ry-
MHLA WUrpa fj€BOjYHLY, NCUXONOTA, NAKY KEHCKY, 3apOdmEHHLY H
MEJWLMHCKY CEecTpy).

W Beh Ta ,uMeHa" yKasyjy Ha YHUBEP3ANHOCT U OHEKNE HA AeXy-
MaHH3aLMjy NMKOBA JEP OHW HEMAjy JIMYHA UMEHA — TO Cy MAagM
KOJW OApacTajy y ApYLWTBY MYHOM HacKba, CTpaxa, CUpOMALLTBA
besHaha, y BpeMeHy Kaj je CBe OKO WX HECTADWIHO M Pa30peHO —
MOpOAMLA, APYLLTBO, MOpaJ.

Y NpBHM CuEHaMa IaBHE IMKOBE BUAMMO KAa0 CPEAHOLLKOALE, Je-
IMHKBEHTE, KOJW CE MKMB/BABAJY jeAHU HAJ APYTMMA, aN U Haf Jby-

AMMa KOjH HX OKPYXY)Y, @ KPO3 LMJENH TOK NPEACTABE W hUXOBE XH-
BOTHE Y/I0T€ y PaTHOM M NOCTHjEPATHOM BPEMEHY 0BO HACH/LE CAMO
he pact v sodujatn HoBe 001KKE — BEPDANTHO HACKILE, HACK/LE HAZ
KEHAMA, CEKCYaNHO HACH/bE, HACHILE Y PaTy — M (1)OCTaTH AHO HHX.

CBako 0f 0BMX AECTPYKTMBHMX MOHALIAHA M HACK/bA NPATH je3nK
MyH MCOBKH, rpyd W AMPEKTaH, WTO KOMaZy Aaje Ha ayTeHTHUYHO-
CTH, an y oapeheHnmM MOMEHTMMA W WoKKUpa. KamepHa nocraska
npeacTaBe foHekne dpule rpaHuuy u3mely nuKoBa W reganaua
KOju Cy 3aje4HO Ha CLEHH, MojayaBa yTMUCAK peanu3ma W CTBapa
ocjehaj NpucHOCTH, Te je nydnnka y HeKMM JKjenoBUMa npescTaBe
ONMCKM CBjeOK HE CAMO CMObHHX, HETO W YHYTPALUHbHX CTakba OBE
n3rydbeHe reHepaumje koja Moxaa Hergje fydoko y cedu Bjepyje y
dome cytpa. CUEHCKM NOKPET M MM3AHCLIEH, C 003MPOM Ha NPOCTOP
KOj1 HYAW KaMepHa CLEHa, Cy CBEAEHH, aK €PEKTHH, jep eHepruja
JO0Na3x W3 TyMAuKe Wrpe, u3 TeKCTa, U3 Njecama (Heke o4 Hymepa
koje ce mory uyTu cy Byk u osya Jbydusoja Pwymosuha, Bjepyj y
nydas Onusepa [parojesuha, Ja Hucam pohexa ga xusum cama Axe
bekyTe) Te ApamCKMX Nay3a KOje rOBOPE BULLE O PHjEUM.

3a cueHorpadujy npencrae 3agyxeHa je [lparaHa [lypkosuh
Mauan, koctumorpad je Mapuja Tasuap, nektop Hatawa KeumaH
v npogyueHT Hukona Hakosuh. 3a My3uuku KOHLENT, M3D0p My3uke
W apaHxMmaHe 3apyxeH je bopuc Lasuja (ocum 3a nymepy Bjepyj y
1y0as kojy je apaHxupao ywan Mokpajurh), ZoK TEXHHUKY noap-
WKy TUMY NpYXajy MHCNMUMjeHT Mroapar Mapkuhesuh v cydnep



Maja Kanada. Y3 3ajegHuuko ,D,jGﬂOBaI-be Ca THMOM KOJH je npeacTa-
BY PajHO H3a CLiEHe, aHCambA BjepHO NpHKasyje MKOBE KOjH Cy ,Ha
MBHLM", KOJ KOJUX CE OCMHjEX U YBDE/A CMjetbyjy Dp3uHOM CBjeTo-
CTH, KOJW WIPy NPETBApajy Y HACK/bE, A 1 OHE KOjU Cy Y De3Haly
NPOHALWM /byDaB M Hagy...

,Ja nv ce nnahajy rpewke U3 mnagocti? [1a a1 Cy OHW yHYTpaLlkbH
€MOTHBHHM OXW/bLUM UCTH K30 WU OHU (DHU3HUKH, KOJU Ham ce Hamehy
CaMO 3aTO LUTO HEKO HaNAKe Ja BjEpYjEMO Y TO 4a CMO NOAMJE/bEHH,
[1a HACMO CBM JbyAH Of KPBM M MECA M A M HAM CE NpPYXKH NPH-
NMKa Aa onpasaamo ceoje rpujexose?! [la nu Hac je Ha kpajy bor
norneaao, kao wWTo Kaxe JyHak y osoj apamu?! OBo je npuua o
Pa3NMYMTAM BPCTama JbyDaBM M HAJHM Koja Ce M3 BENWKE HEMOhH,
HecHaheHOCTH W Hepa3yMHOCTH paha Hergje Ha Kpajy CBaKe CLEeHe.
A Ta Haza yBMjEK rOBOPH - MOXEL fia NPpoMHUjeHHw. He Boge cse
‘lMHe’ y Nponact, HeKe Cy Camo NyT 40 NPOCBJET/bEA”, pHjeuH Cy
Apamatypra Bacumesuha.

Llluxe cy npencTaBa Koja MOXAA HWje MOHYAMNA OATOBOPE HA CBA
0BA MHUTaka, a/IM JECTE CHAXHO, EMOTMUBHO W QaHTAXXOBAHO MO30pPH-
LIHO WUCKYCTBO, JEp HYAM UIPY U AHjanore Koju Ce U3roBapajy jacHo,
xpadpo v be3 ymenwasatba.

bojana [letkosuh (He3zasucHe Hosune, 19. oxtobap 2025)

“I didn't want to use war and violence as exotic decorations for Western
eyes. In my opinion, the Western ‘humanitarian’ stance toward the war
in the former Yugoslavia, although somewhat different, resembles the
infatuation of a little girl in love with a beautiful lamb. She would cry
if she saw the lamb in a slaughterhouse, but in the evening she would
gladly eat lamb chops and ask for more. The female character in the
play is not only a victim of war, but also a metaphor for her longing for
love.

(...) I grieve for my former country, but not for landscapes and cities — |
grieve for people. | was seventeen when it all began. Before that, | trave-
led a lot across Europe and throughout that large and beautiful country
that was mine, meeting my people. Then others appeared. And in each

S
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small state of the former Yugoslavia, the same problems emerged —
mediocrity and provincialism — which directed second-rate people onto
their own tracks. These problems may now be even greater than they
once were in the play Three Sisters. Where is Moscow? And Vienna? And
London? Are they here, or somewhere out there?”

(On the occasion of the first participation of Tracks at the Sterijino
Pozorje Festival in 2004)

MiLENA MaRKoVIC (BELGRADE, 1974)

Poet, playwright, and screenwriter. Full professor at the Faculty of
Dramatic Arts in Belgrade. Since November 2024, a corresponding
member of the Serbian Academy of Sciences and Arts.

She wrote plays: Children (National Theatre in Belgrade, 2022); On the
Darkening Green (National Theatre in Belgrade, 2019); Five Lives of a Too-Sad
Milutin (Atelje 212, 2018); Children of Joy (Atelje 212, 2016); Boat for Dolls
(Tap Szinhaz, Hungary, 2016); The Dragonslayers (Yugoslav Drama Theatre,
2014); Pavilions, Where Am | Going, Where Am | Coming From, and What's for
Dinner (Black Tent Theatre, Tokyo, 2010); Boat for Dolls (Slovenian National
Theatre, Ljubljana, 2009); Boat for Dolls (Serbian National Theatre Novi Sad,

2008); The Woods Glisten (Atelje 212, 2008); Tracks (Tuta Theatre, Chicago,
2007); Un bateau pour les poupées (Festival d'Avignon, 2006); Simeon the
Foundling (Serbian National Theatre, 2006); Tracks (Aachen Theatre, 2005);
The Woods Glisten (Schauspielhaus Ziirich, 2004); Tracks (Yugoslav Drama
Theatre, 2002); Pavilions, or Where Am | Going, Where Am | Coming From, and
What's for Dinner (Yugoslav Drama Theatre, 2000).




She won the NIN Award for the best Serbian novel of 2021 for Children.

She is the recipient of the Sterija Award for contemporary drama text for
The Dragonslayers (2015), Boat for Dolls (2008), and Simeon the Foundling
(2007), as well as the Special Award, Teatar M.B.H., Vienna (2001).

The play Tracks by Milena Markovi¢, written in 2002, is one of those works
that time finds difficult to erode, maintaining its relevance over many
years. Through a distinctive structural approach — across eleven scenes —
Markovic presents three periods: pre-war, wartime, and post-war. Within
these three phases, she masterfully offers a wide range of characters
whose development depends on the circumstances they face. By condens-
ing numerous dramatic situations into such a complex story, the audience
is invited to confront themes that trouble the characters in their teenage
years, early adulthood, and later, more mature stages of life. Do we pay for
the mistakes of youth? Are internal emotional scars the same as physical
ones —imposed on us by the belief that we are divided, that we are not all
human beings of flesh and blood? Are we ever given the chance to redeem
our sins? In the end, has God looked upon us, as the Hero says in the play?
This is a story about different kinds of love and about hope that emerges
— out of powerlessness, confusion, and misunderstanding — at the end of
each scene. That hope always says: you can change. Not all “tracks” lead to
ruin —some are simply paths to enlightenment.

Aleksandar Vasiljevi¢

We often hear that Milena Markovic is “pure poetry” in theatre, but for
every director or actor, that means something different — something
deeply personal. To me, Milena is a poet who illuminates those areas
of human nature we desperately want to hide, without “switching on
the light” of judgment, confrontation, or exposure. She skillfully creates
a dramatic context in which superficiality cannot survive. In her work,
whether we like it or not, a person reveals themselves in their most frag-
ile form. That is how our process unfolded as well — we offered one
another our personal truths, striving to conquer that poetic, harsh world
in which Tracks takes place through our shared humanity.

I am still excited by the fact that | am creating this performance with
young people who were born after the events of this story had already
ended. They have no memory of the events the play speaks about.
Observing the world of the play through their eyes, I constantly ask my-
self: how did we allow all of this to happen? Have we ever truly become
aware of what actually happened to us? How much did we contribute
to it ourselves? Or does the teacher still hate us, and the problem lies
somewhere else?

Theatre has always been a place where we ask many questions, but today
| know one certain answer: surround yourself with youth. It is a smarter,
more beautiful, more honest — overall better — version of all of us.

Mitan Neskovic (VaLEvo, 1985)
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A DraAMATIC CRY OF A LoST GENERATION

A play about a lost generation — one that was not given the chance to
grow up normally, a generation that received war instead of life, hatred
instead of hope, and instead of a future only tracks leading to ruin —
opened the 96™ theatre season of the National Theatre of the Republic
of Srpska.

As noted by Aleksandar Vasiljevi¢, the dramaturg of the production, the
play Tracks, written in 2002, is one of those dramas that time struggles
to erode and that maintain their relevance over many years.

“Through a specific approach to dramatic structure, across eleven
scenes that Milena wrote, she succeeded in presenting three periods:

pre-war, wartime, and post-war. Precisely through these three periods,
she ingeniously offers a wide range of characters whose development is
shaped by the circumstances in which they find themselves. Condensing
a large number of dramatic situations into one complex story provides
an opportunity to encounter the themes that trouble the characters in
their teenage years, early adolescence, and later stages of life, as they
grow into the protagonists of this story,” Vasiljevi¢ explained.

The audience, as the saying goes, had the opportunity to get to know
the characters of this story firsthand, since for the first time at the
National Theatre of the Republic of Srpska the production was staged in
an intimate, chamber format. The experienced and young cast of Tracks
includes Danilo Kerkez, Senad Milanovi¢, Anando Ceni¢, llija Ivanovic,
Vojin Topalovi¢, Andela Tasi¢, Andela Rakocevi¢, Snjezana Misi¢, Dana
Poletan, Sandra Pravuljac, Boris Savija, and Vladimir Dordevi¢.

The actors open the performance with a song (it is important to note
that the band performing the songs at the beginning and between
scenes consists entirely of the actors, and every note is performed live),
after which the play leads us into a world without names. The characters
are introduced through “names” such as Hero, Nasty, Fool, Cheerful,
Greasy, fishermen, natives, and Rupica (with five actresses portraying
the girl, the psychologist, the loose woman, the prisoner, and the nurse).

These “names” already point to both the universality and, to some ex-
tent, the dehumanization of the characters, since they have no personal
names. They are young people growing up in a society filled with vio-



lence, fear, poverty, and hopelessness, in a time when everything around
them is unstable and shattered — family, society, morality.

In the opening scenes, the main characters appear as high school stu-
dents, delinquents who abuse one another as well as those around them.
Throughout the course of the play, and in their roles during wartime and
postwar periods, this violence only intensifies and takes on new forms —
verbal abuse, violence against women, sexual violence, wartime violence
—and becomes (and remains) a part of them.

Each of these destructive behaviors and forms of violence is accompa-
nied by language filled with profanity — harsh and direct — which lends
authenticity to the play, but at certain moments also shocks. The cham-
ber staging partially erases the boundary between characters and au-
dience, who share the same stage, enhancing the sense of realism and
creating intimacy. In some parts of the performance, the audience be-
comes a close witness not only to the external but also to the internal
states of this lost generation, which perhaps deep within still believes in
a better tomorrow.

The stage movement and mise-en-scéne, given the limitations of a cham-
ber space, are minimal yet effective, as the energy comes from the act-
ing, the text, the songs (some of the numbers include “The Wolf and the
Sheep” by Ljubivoje RSumovi¢, “Believe in Love” by Oliver Dragojevic,
and “I Was Not Born to Live Alone” by Ana Bekuta), as well as from
dramatic pauses that often speak louder than words.

The set design is by Dragana Purkovi¢ Macan, costumes by Marija Tav¢ar,
language consulting by Natasa Kecman, and production by Nikola
bakovi¢. The musical concept, selection, and arrangements are by Boris
Savija (except for “Believe in Love,” arranged by Dusan Pokrajti¢), while
technical support is provided by stage manager Miodrag Markicevi¢ and
prompter Maja Kalaba. Together with the behind-the-scenes team, the
ensemble faithfully portrays characters who live “on the edge,” where
smiles and insults cmene each other at lightning speed, who turn play
into violence — but also those who, in despair, find love and hope.

“Do we pay for the mistakes of youth? Are internal emotional scars the
same as physical ones —imposed on us by the belief that we are divided,
that we are not all human beings of flesh and blood? Are we ever given
the chance to redeem our sins? In the end, has God looked upon us, as
the Hero says in the play? This is a story about different kinds of love
and about hope that emerges — out of powerlessness, confusion, and
misunderstanding — at the end of each scene. That hope always says:
you can change. Not all ‘tracks’ lead to ruin — some are simply paths to
enlightenment,” are the words of dramaturg Aleksandar Vasiljevic.

Tracks may not offer answers to all these questions, but it is a powerful,
emotional, and socially engaged theatrical experience, offering perfor-
mances and dialogue delivered clearly, boldly, and without embellishment.

Bojana Petkovi¢ (Nezavisne novine, October 19, 2025)





