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* In addition to documentary materials and actors’ improvisations, the
performance uses excerpts from the novel Children by Milena Markovic,
aswell as motifs from the book Parents Write, published by the Association
of Serbian Organizations for Supporting People with Autism.



lonasHa Tauka OBe MpeaCTaBe jecTe JMYHA MpUyYa — MPUUYA MOje
nopoauue. Moj mnahu dpar je ocoda ca aytusmom. Y Hawoj kyhu
3HamO TAE Ta NpHYa NMOYMHE, MK HE 3HAMO TAE Ce 3aBpLUaBa, jep
OHa U Jasbe Tpaje U 0DAKMKYje HAL CBAKOAHEBHHM XKUBOT. Y TPEHYTKY
KaJa cam NocTao peauTesDb, NOYEO CaM HA ayTH3aM Aa rejam 1 Kpo3
MpU3My NO30PHLUTA: KAaKO ra Pa3yMeTH HA CLEHH, KAKO ra CLEHCKM
M3pa3HTH, /M W LUITA ayTU3aM MOXE Aia OTBOPH Y CAMOM NO30PHLLTY,
Ko M LUTA NO30PHLLTE MOXKE Ja 3HA4M 0C0DAMa Ca AyTU3MOM U HhH-
XOBWM MOPOAHLIAMA.

OBaj NpoLEC 3an0Yeo je Kao WHPOKO, OTBOPEHO NOJLE — 3@ HEKE O
HaC NO3HATO M IMYHO, 3a ApYre NOTMYHO HOBO M HEUCTPAKEHO. TOKOM
HEKOIMKO MeCeLM paja U NPOMHLLbAtbA DABHUAK CMO CE PA3THUMTHM
matepujanuma: HIMOBMMA, KibHUrama, TMYHUM cehatbuma 1 HCky-
CTBMMa. YNO3HaNM CMO CE W Ca pafioM COMDOPCKOT Yapyketba 3a No-
moh ocobama ca aytmsmom ,Macnavak”, caywanu npuye, AenuI1
eMOLMje, NOCTaB/baNM NHTakba M MOKYLABANM Aa pasymemo. U3 Tor
[YTOT W CNOXEHOT NpoLieca poaurna ce notpeda Aa cBe Te pparmeHTe
cabepemo, CTaBUMO Y jacaH OKBUP W 0DMKYJEMO Y MO30PHLLHHK YHH
KOjU HaCTOjMu fa, MaKap AETMMHYHO, NPUDIMKK KMBOT NOPOAHLA
YMjH1 YUNAHOBH JKHMBE Ca ayTU3MOM. [1peaCTaBa je cacTaB/beHa o TpH
3acebHe, anu mefycobHo noBe3aHe Npuye o TPOjULIM Jeyaka Koju ce
Hanase Ha PasnHYUTMM MECTUMA CMIEKTPA ayTU3Ma.

Moja notpeba buna je Aa ucnpryam Npryy 0 ayTH3My Kao 0 HeYeMY
C/IOKEHOM M BHMLLIECIOJHOM, ANH HE HYXKHO TPAarMHYHOM WM TECKOD-
Hom. OBo je, npe cBera, NpeAcTaBa 0 NpUXBaTatby — M 0 JbydaBH.

Hopre HEwoBHR

JlMnnom1pao je 0CHOBHE CTyauje No3o-
PHLLHE W Paguo pexuje Ha DakynTery
APaMCKUX yMETHOCTH y beorpagy vy
knacv ped. npod. Usane Byjuh u ap
yM. CHexane Tpuwuh, gok je mactep
CTyAWjE 3aBPLIHO MOA MEHTOPCTBOM
KokaHa MnageHosuha. CryaeHt je
LOKTOPCKMX YMETHUUKKMX CTyAHja Ha TOM (hakynTeTy.

Pexupao je npeactase: Pexum ucuenerd (Tawa Lmusap, Atene
212 beorpan), Cee godpe Oapduxe (no pomaHy KatapuHe
Mwutposuh, Xaptedaxr beorpas), Egpexaii (lycu [Mpedn, HM
JJowa JosaHosuh" 3pewanunn), Muwja ipo3Huya (Anekcangap
Monosuh, Cpncko HapoaHo no3opuwre Hosu Cag), Llopy Katinan
(®penepuk 3onTar, CnoBeHcko HapoaHo no3opuiwTe Hoea fopuua)
n Yoopaxenu oonecHux (XK. b. T1. Monujep, KibaxeBcko-cpncku
Teatap Kparyjesau). TOKOM CTyaupawa pexupao je npencra-
Be Tamo ige fesajy (Ounun lpyjuh), Lux in Tenebris (bepront
bpexT), /lona Monitie3 (Cnoboaan Obpasosuh).

Acuctvpao je Munowy Jlonwhy Ha npeacrasu Kaciap (IMetep
XaHZKe, JyrocnoBEHCKO [PaMCKO Mo30puwTe), kao U Mapky
hophesuhy Ha dunmy 3a ganac @wonauko. Yuectosao je Ha dpoj-
HUM (DECTMBANMMA M PAAHOHWLAMA, Y 3eM/bH W HHOCTPAHCTBY.

Oa neuembpa 2024. ropuHe 0baemba yHKUM)Y YMETHHYKOT AMPEK-
Topa KrbaxeBCcKo-cpnckor Teatpa y Kparyjesuy.

Nlobuthuk je Harpage ,[p Xyro Knajn” 3a Hajbo/mer CTyAeHTa no3o-
PHILHE PEXH]jE Y CBOJO] TEHEPALMH.

,Kaga He 3Haw wra hew ca crBapHowhy, HanpaBu NO30PMLLHY
npeacTasy”, jefHa je 04 K/byYHUX penauka oBe npeactase. U3 e,
WCTMHA, NPOM3MNA3M M 3HAYajaH AE0 OHOra LITO YMHM MOBECT 3a-
MaAHOT MO30PHLUTA, HO Y KOHKPETHOM C/y4ajy, OBa peyeHuLa je
WCKPEHM MCKa3 ayTopa KOjU MMajy MCKYCTBO XMBOTA Ca ayTHCTHY-
HAM 0C0DaMa W ayTEHTHUHU e M3Pa3 CBECTH O CYXHBOTY C HUMA.
[puTOM — Ba/ba HArNaCHUTH — OBO HHWje MPEACTABA O AYTH3MY, @ HH
Barnaj poauTe/bka M HajONMKMX CPOAHWKA ODONENMX Of ayTH3Ma;
OHHX, AAKNE, KOjU Cy CYOYEHH Ca COLMjaNHUM OKOHOCTMMA, Mpe-
Apacyama, HeTpNe/bMBOCTHMA, HEPA3yMEBAEM UM MatbKABOCTH-
Ma COLMjaNnHe 1 3paBCTBEHE Dpure 0 0co0dama C OBOM [jHjarHO30M.
OBo je npeacTaBa 0 XKMBOTY M CyADMHAMA HEKMX 0 HAC — OHUX KOJH
WMajy OBY AWjarHo3y 1 0fadbpaHux Koju xohe Aa XHUBE Ca ayTHCTHY-
HWUM 0cobama. Jep, Kafa CTBAPHOCT, U3 PA3IMUUTHX Pa3Nora, Huje y
CTatby Aa ancopdyje ayTM3am U CyouM Ce C OHMMA KOjH CE HE YKNa-
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najy y ApYLWTBEHE CTaHAAPAE, OHAA PELleHe Hyau Teatap. Y bemy
je, Haume, cee moryhe, na 1 T0 Ja Ce CTBAPHOCT MEtbA MO MEPH OHMX
KOju Ce He yknanajy y noctojehe mogene.

Combopcka npeacraBa HyAW YBUA Y 0Baj NPOOJAEM U3 PA3NUUHTHX
yrnoBa. Y 10j Npeno3HajeMo akTHBaH CTas, bopdy, anu W ogycra-
jame W pe3urdaumjy. Ho, HUKO 04 akTepa 0BE MPHYE HUJE H3NOKEH
rnopudukaumjv (jep oae dopby npeno3Hajemo kao u3pas ibydasu),
HWTH ocyau (dyayhu a cy v pa3nos3u ofycTajaba MOWTEHO apry-
MEHTOBAHH). OparMeHTapHO KOHCTPYMCAHA Kao Kaneujockon He-
KOJIMKO NpHYa, NPEACTaBa HAaC YBOAHM y 001aCT 0 koje DUCMO y npBH
Max Hajpajuje OKpeHynu rnasy. [peactasa, NpUTOM, He YHKLHO-
HWLWE AMAAKTHYKA MO MOAENY ,APYLUTBEHO MOXEBHUX TEMA", HETO
J& NCKPEHA M, LUITO j€ HaJBAXKHH]jE, YMETHUUKH J€ PENEBAHTHA.

3awimo ce cMeje? je jow jeaHa NOTBpAA BENMKMX MOhM comdopckor
no30pHLUTa — NOAjeAHAKO FyMaLa, CNPeMHUX Aa Y paj bespeseps-
HO yNOXe CBE CBOje KamauuTeTe, W ynpase Koja peanusyje penep-
T0ap. Mano je oae aHcamdana Koju ynaxy CTprbere, KOHLEHTpa-
UMjy M BOJbY 1 CE OBAKO TEME/bHO NOCBETE PASHOHHULM KOja, HCTH-
Ha, N0Apa3yMeBa NPELM3HY PEAUTELCKY MAEJY, @ YU W3BEADEHH
MaTepHjan u3pacta u3 HecnpekopHOTr ApamMaTypLIKOT AHTAXKMaHa,
oBoMm cnyyajy CnobopaHa Obpagosuha.

Hajsehn 13a308, JpamaTypLUKK U PESHTENLCKH, &l Y CMUCTY peanusa-
LMje NOHajMpe rMymayku, 1o je enMmMrHaumja oHora wro laHuno Kuw
—HapaBHO y APYrOM KOHTEKCTY, &/ ONET BE3aHOM 33 YMETHOCT — Aechu-
HHLe kao npodnem naretvke. OHa Hajuewwhe KOMNPOMUTYje UCTHHM-
TOCT U Ai€3aBYMILE YBEP/LUBOCT AYTEHTUYHOT CBEAOYAHCTBA. A ynpaBo ce
MaTeTMKa ca CBMX CTpaHa — ayTopa, M3B0haya M XOPH30HTA OYEKWBARE
rMefanaua —y c1yyajy 0Be TEME MCMOCTaB/ba Kao HajonacHHje , MUHCKO
nose”. LientpanHa npuya, cynduna aytctiuror Calle 1 erose nopo-
[MLE, TEME/BHH J€ KAMEH KYLUHE KOMMIETHE NPEACTABE, M TEMATCKU U
CHXXEJHO LIEHTpaIHa je Tauka npuye. YNpaBo Cy Ha OBOM MaHy ayTopH
W aKTepH NPe/CTaBe HaLWM MUIMMETAPCKK TauaH banaHc n3mehyy cypo-
Be (hakTorpadpuje M MPOHHjCKE AuCTaHLe. be3 Te paBHOTEXE npuya bu
Ouna nojefHoCTaB/bEHA MyCTPaLMja, DaHanHa foceTka, jedTHa Kpu-
TUKA MEHTA/IMTETA U aKTYEHOT PYLUTBEHOT TPEHYTKA.



Mpsy ,MHKjy oadpaHe” of cBera 0BOr YMHWO je Munow Jlasuh y
yno3u CawwHor dpara, anu W (WTo je jow AeN1KaTHH]e) y POH Ha-
paTopa KojH Hac BOAH Kpo3 0By nosecT. OH, Kao W Apyra IMHKja 04-
bpane, Majka — WTo je y 0BOj KOHCTENALM]H TOTMUYHO HAjOCET/bMBH)A
ApPamaTuC nepcoHa — y Tymauewy Usaue B. Joanosuh, Hawu cy
MEpY M3MENyY APaMCKOT M KOMHYKOT, HUKaAa 3anasehu y Tparuuko.

LleHTpanHa npuua, nprkasaHa Kpo3 HEKONMKO en13oaa, oboraheHa
je (parmeHTMma — Apyrum CyadrHama koje pasasHajemo kao cne-
LIEBE KOjH, CBAKM HA CBOj HAYMH M U3 MOCEDHMX YII0Ba, OCBET/bABAjY
nctu peromen. Cappxaj npuue o CawwKHOj NOPOAMLIM JOKYMETap-
CTHYKM je MOTKPEMBEH, HO UCTUHUTH Cy U OCTanK (parMeHTH uujy
BEPOAOCTOjHOCT noTBphyjy Apyraumnju u3sopu. OHHW, UCTHHA, OBAE
HWCY HaBEJEHH, HHUXOBA ayTEHTHUYHOCT NpHUNaza CHepH YMETHOCTH
— PaMCKOj M MECHHUYKO]j — a MM MX MPHUXBATAMO Ha TEME/bY YMET-
HWYKE YBEP/LUBOCTH MO30PHLLTA.

Y jeaHom o 01X pparmeHata AHa Pyaakujesuh npakTHUHO O MO-
HONOra NpaBH ryMayku OpaBypo3Hy, AMP/LHBY MOHOAPAMY M OTKPH-
Ba HeCNyheHo NOTpeCHe AUMEH3Hje /byDaBM MajKe Npema ayTUCTHY-
HOM CHHY. XPOHOMNOLIKK APYTH CETMEHT NPEACTABE U NPHYA 0 ayTH-
cTHuHOM [aBny, jefaH je 04 HajCHAKHUUX CLIEHCKMX MOMEHATA BH-
heHux Ko Hac nocnesHux AeueHuja. To Kako Cy 0BAe KOMOMHOBaHa
[1Ba NN1IaHA, HAYMH W Pa3Nor yABajatba TMKOBA, @ HAPOUMTO NOCTYNAK
kojum cueHcku nokpet Jenewa Jebpenja oteapa Tpehu (cueHcku)
MNaH — KOjU He UAYCTPYje MAK KOMEHTApHLLE Paaky HEro je ayTo-
HOMaH, PaBHOMPaBaH CErMEHT CBAKE CLEHE — 3aCTYXKYjy €Cej, a He
TEK Je0 KPUTHKE. Y TakBOM ecejy mopa dutn dutn mecta 3a Cphana
Anexcvha, Oanuuy Tpydauku, Hunocnasa Hophesuha, Hukony
Knexesuha, Munujany Maxesuh Mupkos, Kcenujy Mutposuh,
Anekcanppa Pucrockor, [iparana Lywy v Onruuy Hectoposuh. He
pefa pajM, HEro 3aTo WTO Cy A€0 DpUbAHTHOT aHcamdna.

Y 0CKy\HMM BPEMEHWUMA, Kaj HaLl TeaTap Ha CBUM NIAHOBUMA CMa-
nakcasa, Combdop notephyje Aa 3a OBAALIbE NO30PHLLTE MMA HAZe.

Anexcanpap Munocasmesuh (2. [poipam Paguo beoipaga)

CBH MH HOpManHH

OpaHuyck1 Guno3od AHpu beprcoH —MHaue, ayTop jefHe o Haj-
3HayajHUj1X CTyAHW]ja O CMEXY — HAMOMHHLE MOBOAOM KOMHMKE Kapak-
Tepa: ,MOXeMO, aKne, NPUXBATUTH, Aa HAC, NO NpaBHY, HACME-
jaBajy daw maHe Apyrux /byau, C THM a Tpeda fonatv aa cy Ham
Te MaHe CMELLHE BHLLE 30T CBOje HePYLITBEHOCTH HEro 300T CBoje
HemopanHocTu.” LLITo ce, nak, Tvye ayTM3ma, no onwToj AeHHULK-
j¥ peu je 0, JOXMBOTHOM HEeypopa3BojHOM nopemehajy koju yTuue
Ha KOMYHHWKaLM]y, COLMjaHY MHTEPAKLM]Y M NOHALIAKBE", @ umje cy
rMaBHE OA/IMKE ,0rPaHHYEHA MHTEPECOBAMA, PENETUTHBHK 0DpacLM
noHawWwama (CTepeoTunuje) 1 notewkohe y pasymeBary ApyLTBe-
HWX NpaBuna“. Ha Koju HauMH Cy NOBE3aHa MOMEHYTA B, HAU3MeEs
deckpajHo yaameHa (eHOMEHa? JefHOCTAaBHO, Y ayTOPCKOM MO-
30pHLWIHOM NpojekTy 3awio ce cMeje?, peauten hophe Hewosuh,
33jefHO Ca CapaJHMYKOM EKWMOM MNpeaBoheHOM ApamaTtyprom
Cnobopanom ObpanoBuhem U yUrpaHum, KOMNAKTHUM aHCamdnom
combopckor HapoaHoOr no30pHILTa, ycnesa Aa, aHanorHo NOMeHy-
T0j bEprcoHoBOj XMNOTE3M, APAMCKH y3DYA/bMBO NPHUKAKE PEHOMEH
ayTH3ma — He Kao bonect nnu xenauken, Beh kao UBOTHY npodne-
MaTHKy KOja NoCeayje CBOjE TAMHE, aK U CBETNIE JUMEH3HJE.

HapaTvBHa noTKa 0BaKO CIOMEHOT U 3aXTEBHOT CLEHCKOT CKONA je
BULLECTPYKA: ayTODMOrpad)Ckih MOMEHTH (penTesbeBa TMYHA NpHYa
—bpat My je 0coba ca ayTM3MOM), LOKYMEHTAPHU MATEPHJaNH U [Ty~
MayKke UMNpoBHU3aumje, Aenosk pomaHa Jeya Munexe Mapkosuh,
Kao ¥ MOTMBH U3 Kibure Poguiieru tuwy Casesa yapyskewa Cpouje



3a nomoh ocobama ¢ aytumom. MNpu CHHTE3N 0BAKO Pa3HOBpPCHE
rpahe, apamartypr Cnobogan Obpapnosuh ycnesa fa fovapa cyse-
PEHY PABHOTEXY AMCTAaHLE W EMNATHje: OHa je npucyTHa Beh og
MPBHX, LWOKAHTHHX CMO3Haja poauTeba M dpata manor Cauwe o we-
rOBOM ayTH3My, MPEKO 3aHOCA M pa3oyaparba TOKOM bHxose dopde
33 CalMHO EMOLMOHANHO, WKOACKO U WWMPE APYLUTBEHO YK/bYUYEHE
y OKO/IHHY, A0 en1daHKjCKUX TPEHYTaka PafoCTH KOjU NOAjEAHAKO
oTKpuBajy CalnHy ,0CBOjEHY" HOPMANHOCT, K U TPOMEHEHY NeEp-
LieNuUMjy CaMHX 4naHOBa NopoauLe. [1enoTBOpHH €NEMEHTH OBAKBE
npecdueHe Hapauwuje ¢y W apyra, Takopehu ,koHTpoaHa" npuya (o
napy Koju ce pa3BOAM 3aTo WTO Dpura o AeTeTy € ayTU3MOM OMETa
YMETHHUKY KapHjepy JEAHOT Of POAMTEDA), @ JOLL BHLLE yBOhEHE
CawwuHor crapujer dpata kao CBOjeBPCHOT ,JIMKa-HapaTopa”“.

EB1AEHTHO je aa je yDe/buBOCT NOCNEAET 0 HABEAEHHUX CACTOjaKa
pesyntat Hewosuhese cnOCODHOCTH Aa 3aApAKU HETOBY NO3WLMJY Y
CNIOKEHOM M3paxkajHOM mehynpocTopy, Koju, CMMDONHYHO, YKa3y-
je Ha XaHPOBCKO-CTMACKM K/byd NPeACTaBe: TamMo rae Bpeda CeHTu-
MEHTANIHOCT — NOCTaBMTH MPOHWYHY AMCTAHLY; A€ NPETH KIMHUYKA
XnagHoha — 4OAaTH Tpar eMoLuje; rae Baja BULAK PaLMOHANHOCTH
— pasrpagutv ra nomohy urpapuje. A Ty CloMeHy CTpaTerujy, y ynosu
CawwuHor bpata-HapaTtopa, CyBepeHo peanusyje Munow Jlasuh, ry-
Mauku ,Bpx" npeactase. CinuHy ctpaterujy, yewhe 13 apyror nnaxa
W Cy3APAAHO, y cknagy ¢ yHKUMjoM, 0AMrpaBa Cp’f)aH Anekcuh y
yno3u Oua. Mopepn KX, y nocBeheHoj U CKNAAHOj MyMaUKoj eKH-
MK MCTHYY Ce 3a H1jaHcy v Anekcangap Puctocku (Cawa), Onrvua
Hectoposuh (baka) 1 lanuua pydauku (Tetka). Hajzaa, AuHamuy-
HOM CeH3WOMnuTeTy Npeactase 3dwio ce cmeje? aaje optyyyjyhu
LOMPUHOC OMLITH MM3AHCLEHCKH OKBMP. Hanme, CLEHCKO 30uBatbe,
KOje Ce 0[BMja Yy MPEAHEM AENY NO30PHHLE, HE CAMO LITO je ABO-
CTPYKO ,YOKBUPEHO" I1€4a0LMMa — CMELLTEHUM JENOM Y naprepy, a

LENOM Y 3a[iHEM [Ty NO30PHHLIE — HErO je CYNTHHO W ,yPOHEHD" Y
HHX, TOLLTO CY W IyMUM (KOjU TPEHYTHO He Aienajy) CTaLMOHHPaHH Y
NpBOM pejy rejanuiTa Ha No30pHULM. Y K0joj MepH OBa NOCTaBKa
CyrepuiLe — y CKnagy ca OniTHM TOHOM NpeacTaBe — Aa je pasnuky
n3mehy nopemehaja M HOPMaNHOCTH, UCTO KA0 M PasnuKy u3mehy
WTy3Hj€ W CTBAPHOCTH, TELIKO OAPEAMTH — Ha BaMa je A NPOLEHHTE.

Csetucnas JoBaHoB ([HesHuk, 22. hedpyap 2026)

DIRECTOR

Porpe NESovic

He completed his undergraduate studies in theatre and radio directing
at the Faculty of Dramatic Arts in Belgrade, under the mentorship of
Prof. Ivana Vuji¢ and Snezana TriSi¢, PhD, and earned his master’s de-
gree under the supervision of Kokan Mladenovi¢. He is currently a doc-
toral candidate in artistic studies at the same faculty.

He has directed the following productions: Regime of Healing (Tanja
Sljivar, Atelje 212 Belgrade), All the Good Barbies (based on the novel
by Katarina Mitrovi¢, Hartefakt Belgrade), The Effect (Lucy Prebble,
National Theatre “To3a Jovanovi¢" Zrenjanin), Mouse Fever (Aleksandar
Popovi¢, Serbian National Theatre Novi Sad), George Kaplan (Frédéric
Sonntag, Slovene National Theatre Nova Gorica), and The Imaginary
Invalid (Moliere, KnjaZevac Serbian Theatre in Kragujevac). During his
studies, he directed Where They Sing (Filip Grujic), Lux in Tenebris (Bertolt
Brecht), and Lola Montez (Slobodan Obradovic).

He assisted Milo$ Loli¢ on the production of Kaspar (Peter Handke,
Yugoslav Drama Theatre) and Marko Dordevi¢ on the film That's Enough
for Today. He has participated in numerous festivals and workshops both
in Serbia and abroad.

Since December 2024, he has served as Artistic Director of the Knjazevac
Serbian Theatre in Kragujevac.

He is the recipient of the “Dr. Hugo Klajn" Award for the best student of
theatre directing in his generation.




REVIEWS

“When you don't know what to do with reality, make a theatre perfor-
mance," is one of the key lines in this production. While it reflects much of
the history of Western theatre, in this case, it is also a sincere statement
by authors who have lived experience with autistic individuals, and an au-
thentic expression of coexistence with them. It should be emphasized: this
is not a play about autism, nor is it a lament of parents and close relatives
of people with autism — those who face social circumstances, prejudice,
intolerance, misunderstanding, or shortcomings in social and healthcare
systems. Rather, it is a play about life and the destinies of some among us —
those with this diagnosis and those who choose to live with them. When re-
ality fails to absorb autism and confront those who do not fit social norms,
theatre offers a solution. Within it, everything is possible — even reshaping
reality to suit those who do not fit existing models.

The Sombor production presents this issue from multiple perspectives. It
reveals activism, struggle, but also resignation and withdrawal. None of
the participants is glorified (as struggle here is understood as an expres-
sion of love), nor condemned (since the reasons for giving up are honestly
portrayed). Constructed fragmentarily, like a kaleidoscope of several sto-
ries, the play leads us into a realm we might initially wish to avoid. It avoids
didacticism typical of “socially desirable topics” and instead remains sin-
cere and, most importantly, artistically relevant.

Why Is He Laughing? reaffirms the remarkable strength of the Sombor the-
atre — both its actors, who invest their full capacities into the work, and
its management, which shapes the repertoire. Few ensembles demonstrate
such patience, focus, and willingness to engage deeply in a process that
requires both a precise directorial vision and material emerging from me-
ticulous dramaturgical work, here exemplified by Slobodan Obradovic.

The greatest challenge — dramaturgical, directorial, and above all per-
formative — was eliminating what Danilo Ki$ defined as the problem of
pathos. Pathos often undermines truthfulness and compromises the
authenticity of testimony. In a subject like this, it becomes the most
dangerous “minefield.” The central story — the fate of Sasa, an autis-
tic individual, and his family — is the cornerstone of the performance.
Here, the creators achieve a precise balance between harsh factuality
and ironic distance. Without this balance, the story could easily have
become a simplistic illustration or a superficial critique.

The first “line of defense” against this was provided by Milo$ Lazi¢ as
Sasa’s brother and narrator. Alongside him, Ivana V. Jovanovi¢ as the
Mother — arguably the most delicate role - finds a perfect balance be-
tween the dramatic and the comic, never slipping into the tragic.

The central narrative is enriched by fragments — other destinies appear-
ing like flashes, each illuminating the same phenomenon from a differ-
ent angle. While Sasa’s family story is supported by documentary ma-
terial, the other fragments, though drawn from various sources, derive
their authenticity from artistic credibility.




In one such fragment, Ana Rudakijevi¢ transforms a monologue into a
powerful and moving solo performance, revealing profound dimensions of
maternal love. Another segment, depicting Pavle, is among the most strik-
ing theatrical moments seen in recent decades. The interplay of dual nar-
rative planes, doubling of characters, and the contribution of movement
— crafted by Dénes Dobrei — creates a third, autonomous stage dimension
worthy of a full essay rather than a brief review. Such an essay would also
have to acknowledge the contributions of Srdan Aleksi¢, Danica Grubacki,
Ninoslav Dordevi¢, Nikola Knezevi¢, Milijana Makevi¢ Mirkov, Ksenija
Mitrovi¢, Aleksandar Ristoski, Dragana Susa, and Olgica Nestorovi¢ — not
merely by listing them, but as members of a brilliant ensemble.

In times when theatre often weakens across the board, Sombor proves
that there is still hope.

Aleksandar Milosavljevi¢ (Radio Belgrade 2)

ArL ofF Us “NormaL”

The French philosopher Henri Bergson —incidentally, the author of one
of the most important studies on laughter —remarks, in connection with
the comedy of character: “We may therefore accept that, as a rule, it is
precisely the faults of others that make us laugh, with the proviso that
these faults are amusing to us more because of their unsociability than
because of their immorality.” As for autism, according to the general
definition, it is “a lifelong neurodevelopmental disorder that affects

communication, social interaction, and behavior,” whose main char-
acteristics include “restricted interests, repetitive patterns of behavior
(stereotypies), and difficulties in understanding social rules.” In what
way are these two seemingly infinitely distant phenomena connected?
Quite simply, in the authorial theatre project Why Is He Laughing?, di-
rector Dorde NeSovi¢, together with a creative team led by dramaturg
Slobodan Obradovi¢ and the well-rehearsed, cohesive ensemble of the
Sombor National Theatre, succeeds —analogous to Bergson's hypothesis
—in presenting the phenomenon of autism in a dramatically compelling
way, not as an illness or a handicap, but as a life condition that possesses
both its dark and its bright dimensions.

The narrative framework of this complex and demanding stage construc-
tion is multilayered: autobiographical elements (the director's person-
al story — his brother is a person with autism), documentary materials
and actors’ improvisations, excerpts from the novel Children by Milena
Markovi¢, as well as motifs from the book Parents Write, published by
the Association of Serbian Organizations for Supporting People with
Autism. In synthesizing such diverse material, dramaturg Slobodan
Obradovi¢ manages to evoke a sovereign balance between distance and
empathy: it is present from the very first, shocking realizations of the
parents and the young Sasa’s brother about his autism, through the
moments of enthusiasm and disappointment during their struggle for
Sasa’s emotional, educational, and broader social inclusion, all the way
to epiphanic moments of joy that equally reveal Sasa’s “achieved” nor-
mality, but also the changed perceptions of the family members them-




selves. Effective elements of this refined narrative include another, so to
speak, “control” story (about a couple divorcing because the care for a
child with autism interferes with one parent’s artistic career), and even
more so the introduction of Sasa’s older brother as a kind of “narra-
tor-character.”

It is evident that the persuasiveness of this latter component is the re-
sult of NeSovi¢'s ability to maintain its position within a complex expres-
sive in-between space, which symbolically points to the genre-stylistic
key of the performance: where sentimentality threatens — introduce
ironic distance; where clinical coldness looms — add a trace of emotion;
where excessive rationality prevails — dismantle it through playfulness.
This complex strategy is masterfully realized by Milo$ Lazi¢ in the role of
Sasa’s brother-narrator, the acting “peak” of the performance. A similar
strategy, more often from the background and with restraint appropri-

ate to the role, is employed by Srdan Aleksic in the role of the Father.
Alongside them, in the dedicated and harmonious ensemble, Aleksandar
Ristoski (Sasa), Olgica Nestorovi¢ (Grandmother), and Danica Grubacki
(Aunt) stand out slightly. Finally, a decisive contribution to the dynamic
sensibility of Why Is He Laughing? is made by the overall mise-en-scene
framework. The stage action, which unfolds in the front part of the
stage, is not only doubly “framed” by the audience — seated partly in the
stalls and partly at the back of the stage — but is also subtly “immersed”
in them, since the actors (when not performing) are seated in the front
row of the audience on stage. To what extent this setup suggests — con-
sistent with the overall tone of the performance — that the line between
disorder and normality, just like the line between illusion and reality, is
difficult to determine, is for you to judge.

Svetislav Jovanov (Dnevnik, February 22, 2026)





