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JeneHa JlyxuHa

TeaTapckoTto
HaCUNCTBO, AeHec

Heuwitio e 2HU10 60 08ue
200UHU Ha espoiicKa HAOeXC.
Hejan JlykoBcKw,
MME xoj tips tiouHa (Tpet kpyr)

Bay4yoT Ha HACHJICTBOTO ce 3aKaHyBa /ia TH 3aBJIafiee
0e3MaJIKy cuTe eBPOIICKH TeaTapCKU CIIeHU — 6aydoT Ha
TaKkaHapeueHaTa HO8a espoticka dpamd.

3a 1ITOo, BCYIIHOCT, CTaHyBa 300p?

3a mojaBa, HO U 3a HecOMHeHa adupmaluja Ha eieH
MOKeH, arpecUBeH, cé IOoIomyJapeH U (HECOMHEHO)
npodurabuiieH ApaMCKH WipeHd, KOj Ha €BPOIICKUTE
TeaTpH UM Ce CaMOHAaMeTHYBa HEKaJle O/l CpeiHaTa Ha
JleBeZIECETTUTE FOJIMHU Ha JIBAECETTHOT BEK, 8 KPUTHKATA
U TEeOpHjaTa HEroBaTa TEMATCKA OCKA CEH3AI[MOHAJIHC-
TUYKHU ja eTEPMUHUPAAT CO TPU CHJIHH/JAPACTHYHHU
36opa: kps, tiotl, cliepma.

Jlpamaryprujata IITo cBOjaTa omepaTHUBHA IIporpama
periasa fia ja GopMysrpa Baka JUPEKTHO/ PaIUKAIHO (12
He peyaM IpPACTHYHO), HECOMHEHO € PEIIeHa Ja HCIIOJIHY-
Ba OapeM J[Be paJMKaJIHH/HEMPUjaTHU 3aaUu:
IpBa — Jla ja woxupa, OJHOCHO Jia ja iiposoyupa
TakaHapevYeHaTa CPEINHA;
BTOpa — Jla ja HaBeJe/HaTepa Taa uszbJya3zupaHa,
MUTOJIOTU3UPAHa, HABOJHO ,,MOHYMeHTaIHa “/00eau-

Jelena Luzina

The Theatre
Violence, Today

Something is rotten in these
years of European hope.
Dejan Dukovski,
Who the Fuck Started All This (The Third Circle)

The bogeyman of violence threatens to seize nearly all Eu-
ropean theatre stages — the bogeyman of the so called New
European Drama.

What is actually the issue here?

It is a phenomenon, but also a certain affirmation of a
powerful, aggressive, increasingly popular and (undoubt-
edly) profitable theatre trend, which has imposed itself
on European theatres sometime since the middle of the
nineties of the 20" century, while criticism and theory
have sensationally determined its thematic axis with three
strong/drastic words: blood, sweat and sperm.

The dramaturgy that has decided to formulate its opera-
tive programme so directly/radically (even drastically),
is undoubtedly determined to fulfil at least two radical/
unpleasant tasks:

first — to shock, or provoke the so-called environment;

second — to lure/force that jaded, mythologized alleg-
edly “monumental”/united/safe, virtually Arcadian “il-
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HeTa/curypHa, 6€3MaJyiKky apKaJuCKU ,WIy3HOHUC-
TUYKA“ eBPOIICKA CPEJINHA JIa Ce COOUH CO IPAOTHjaTa
(omaypHAaTa) Ha COICTBEHOTO IOCTOEHE (BO IPOCTOP
U BpeMe, OTHOCHO ,cera“ u ,,0Bze®).

ABTOpUTE KOHUIITO U yueHaTa (,KaTemapcka“) TeaTposio-
ruja, HO U OHaa HajyrienHarta (,yHUBep3UTeTCKa“)
KPUTHKA €THOTJIACHO T'M KyIacu(UKyBaaT 3a IPUIIATHUIIN
Ha OBOj ilipeHd (MHAKy, MPUJIUYHO HEUHBEHTHUBHO
HapeveH HO8a edpoticka 0pama), HaBUAYM — HABUCTUHA
— U ce 3aHMMAaBaaT CO jJaCHHU U MPENO3HATINBU HEIITA;
CO OHA IITO KOJIOKBUjAJTHO Ce HapeKyBa C8APHOCI.
HwuBHUTE IpaMCKU PUKA3HU Ce ,,00MYHU", TPEIT03HAT-
JBY, 0aHATHU, TPUBUjATHH (HAjUuecTo M3IJIe/IaaT KaKo
Jla ce Mpe3eMeHH O IPHUTE XPOHUKU Ha JTHEBHUTE
BecHHIU !), BO KpajHa cMuUcIa 0pamMaittiudHo peanuc-
ftuyvHU, ONHOCHO XulleppeaauciuuvHu. HuBHaTa KOuH-
I[UJIEHIIH]ja CO BUCIHUHCKOIIIO € allCoJIyTHA, TapaHONYHa,
Bonpujap 6u pexosn itiepopucitivtika, bunejku Tepopuszam
10 MIPABWJIO Ce MCKaXKyBa KaKo ,,TepOpH3aM Ha CTBap-
Hoto“ (Baudrillard, 1991:48). BeymiHoct, CBETOT BO KOj
ITO JKUBeeMe (,,cera“ 1 ,,0B/ie“) € CBET IIITO CAMO HABUYM
e peaseH. Toj, BO OCHOBa, € QDUKIIMOHAJIIEH — HETO TO
MO/iepupaat (PUKITUU O/ Hajpa3JInyeH TUII, OHUE (PUKITUU
IITO PEJJOBHO TH IIPeno3HaBaMe/KOH3YMHUpPaMe IMPEKy
pexsiaMHuTe cioraHu u pororpadun. EjHa o1 TakBuTe
duknum e 6GreckaBaTa MapKETHHIIKA MPUKa3HA 34
WJleaJiHa, MOKHa 1 3aeJlTHUYKa EBpora, Bo Koja cé mpocTo
0JimKa o7] ONITUMU3aM, yOaBHHA, YCIIEX, 37[paBje, CpeKa...
A Hajx HEJ3UHOTO a3ypHO U YHCTO HEDOO MOCTOjaHO
TPeNKaaT OHWE CUTYPHH, BEUHU, TPOTATEJTHO UCTH-
€/THAKBU-PAMHOIIPABHYU SBE3/IMYKH...

JKuBeejku BO peasTHOCTA IITO IVIaBHO/TIPEIOMUHAHTHO ja
Mozepupaat pukiuure — bospujap 6u peKoJr: JKuBeejKku
T'O CUMYJIAaKpYMOT ! — HU€, BCYIIIHOCT, YKUBEeMe BO HEKOja
rojema U, IJIaBHO, ,M3MIHCJIeHa“ IpUKa3Ha. 3a pas3jiuKa
O/ ;[paMaTUYAPHUTE KOUIIITO UMasie cpeka (Hii HecpeKa?)

lusionist” European environment into facing the ugli-
ness (the reverse side) of its own existence (in space
and time — that is, “now” and “here”)

The authors whom both scholarly (“ex-cathedra”)
theatrology and the most distinguished (“university”)
criticism unanimously assign as followers of this trend
(by the way, quite unimaginatively called the New Euro-
pean Drama), seemingly — indeed — do tackle clear and
obvious matters; that which is colloquially called reality.
The new dramatic stories are “common”, obvious, banal
and trivial (most often they seem to have been taken over
from the police reports in daily newspapers!), in the final
sense dramatically realistic, or hyper realistic. Their co-
incidence with the real is absolute, paranoid, Baudrillard
would say terrorist, because terrorism is expressed, as a
rule, as terrorism of the real, (Baudrillard, 1991: 48). In
fact, the world we leave in (“here” and “now”) is a world
that is only seemingly real. In its essence, it is fictional —
it is moderated by fictions of every sort, by the fictions
that we recognise/consume regularly through the adver-
tising slogans and photographs. One such fiction is the
glittering marketing story of an ideal, powerful and shared
Europe, where everything glows with optimism, beauty,
success, health, happiness... And on its azure and pure
sky there is the perpetual twinkle of those confident, eter-
nal, touchingly identical - even - equal stars...

Living in the reality that is mainly/predominantly mod-
elled by fictions — Baudrillard would say: living the
simulacrum! — we, actually, live in a long and quite “in-
vented” story. Unlike the dramatists who were lucky (or
unlucky) to write their dramatic stories in some other/
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CBOUTE JIPAMCKU MPUKACKH /1a TU ITUIIYBAaT BO HEKOU
ZIPYTH/TIOMHAKBYU BPEMUHA, Ta HEN30€KHO MOpaJe a TO
,A3MHUCIyBaaT‘ HUBHUOT (PUKIHOHAJEH KOHTEKCT,
HUBHUTE ICHENTHU KOJIETU-TIOCTMOEPHUCTH Ce UCIIPaBe-
HU TIpeJ coceMa MOWHakKBa (M MOCJIOXKeHa) 3aaada.
HMeHo, CBECHH JIeKa CUTe YKUBEEME BO ,,TOJIEMUOT pOMaH"
(mm BO ,,rosiemara pama’, Bo CEKOj CIy4aj: BO ,rojeMara
dukmumja“!), Tue 3a cBOUTE aBTOPCKHU TPYZOBU (IIPO3HU,
MMOETCKH, IPAMCKH...) BeKe He MopaarT /Jia U3MHUCTyBaatT/
KOHCTPYHpAaaT HEKOM ,JOTOJTHUTETHU DUKIMOHATTHU
KOHTEKCTH, TYKy MOpaar /ia ja U3MHUCIyBaaT/KOHCTPYH-
paar camata peasHocT. KoMIuimkyBaHarta 3a/1a4a IITo Ha
cebe ja mpes3eMa ceTa JieHeIIHa YMETHOCT — ajzie Jia ja
atpubyupame Kako tlociimodepHa! — BKIIYYUTETHO U
OHaa J[paMcKaTa/TeaTapckara, 6e3MaIKy € UIeHTUYHA Ha
pelaBame Ha KBa/ipaTypaTa Ha KPyTroT: ITOCTaByBajKuU ce
BO HEY/IOOHUOT XUIEPPeaTUCTUUKHU/CUMYIaKPYMCKHU
KOHTEKCT, Taa, JOKOJIKY caka /1a bujie 3auydHa (KaKo IITo
O6u pexsie pyckuTe ¢hopMaIuCTH !), MOpa MOBTOPHO /1a ja
Sasmucnan’/ ,coznane”/ ,penedunupa“ camara crBapHoCT!
IlITo e, neHec, citisapHocilia/peanHocitia, a MITO peas-
HHOT (XUIIEPPEATTHUOT) IPAMCKU CBET U KAKO TO] MOKe
Jla ce TPAHCIIOHUPA BO JIPaMCKH/TeaTapCcKu IPU30p?

Cexoe MeqUYMCKO TPAaHCIOHUPAame Ha PEasHOCTa,
BKJIYYHUTEJHO ¥ TPAHCIIOHUPAKHETO IIITO IO OBO3MOXKYBa/
IIPOM3Be/lyBa BUCOKO CeH3UOWIN3UPAHUOT TeaTapCKu
MeZuyM, TaKaHapeueHaTta peaaHa cauka (Iypy U Kora e
Taa, HaBUAYM, XUIleppeasiHa) Hen36eKHO ja TpaHcdop-
MHpa BO cumyaaxkpymcka iiojasa. TakanapeueHarta
peaaHa cauka, Aypu W Kora HEj3SUHUTE cOOUTHja Ha
TeaTrapckaTa CIleHa ,,HajBepHO“ (XHIleppPeaTuCTUUKHU) ce
fiodpaxcasaaili (Kako IITO TOA TO BeJX AOOPHUOT CTap
Apwucrore), Beke co caMHUOT (PaKT IITO Taa 00 CTBAPHUOT/
PEATTHHUOT KOHTEKCT Ce ,,[[PEMECTYBA“ 80 OHAa pPernpe3eH-
TaTUBHA, aDXUTEKTOHCKU U MeJUYMCKHU JleUHUPaAHA
cuyeHcKa pamka, 3a JIEHEITHUOT TJIead Beke He MOXKe Jja
rMa edeKT Ha ,BUCTHHCKO cirydyBame”. Tyky camo Ha

different times, and were compelled to “invent” their fic-
tional context, their colleagues of our time — the
postmodernists, are confronted with an entirely different
(and more complex) task. Namely, aware that we all live
in the “great novel” (or in the great drama”, but in any
case in the “great fiction!), they no longer have to invent/
construct “additional” fictional contexts for their (prose,
poetic, dramatic...) works. They must invent/construct the
very reality. The complicated task that all of today’s (let
us use the attribute post-modern!) art undertakes, includ-
ing drama/theatre art, is virtually identical to finding the
quadrature of a circle: placing itself in the uncomfortable
hyperrealist/simulacrum context, if it wants to be extraor-
dinary (as the Russian formalists would say! 3auydHu),
it must reinvent/recreate/redefine the very reality!
What is reality today, and what is the real (hyper-real)
drama world and how can it be transposed into a drama/
theatre scene?

Any transposition of reality through any medium, includ-
ing the transposition enabled/produced by the highly sen-
sitised theatre medium, the so-called real picture (even
when seemingly hyper-real) inevitably transforms it into
a simulacrum phenomenon. The so-called realistic pic-
ture, even when its events are “most faithfully” (hyper-
realistically) imitated on stage (as the good old Aristotle
puts it), already with the very fact that it is “moved” from
the real context into that representative stage frame de-
fined architecturally and through the media, can no longer
affect the spectator as a “real event”. It can only be a “pic-
ture of a picture” or, using Baudrillard’s language — of a
simulacrum.
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~CIIMKa-Ha-cauka“. au, kaxkaHo co 60pHjapOBCKUOT
ja3UWK — Ha CUMYJIaKPYM.

Ce pa3bupa, aBTOPUTE KOUIIITO My ITPUIIAraaT Ha TPEH/IOT
HapeuyeH HO8a espoiicka dpama He caMo IITO 1006po ro
3HAaT CeBO OBa, TYKy I'O ©Maat pa3paboTeHO U COO/IBET-
HUOT CHCTEeM/MeXaHU3aM 3a ,, [IPIIaro/IyBambe’ Ha CBOUTE
MMMecu KOH KOH3yMepuciliuukuilie tioiipebu Ha TOCT-
HWH/IyCTPHUCKOTO OIIITECTBO, YUUIITO MOKHH HOTIIOPHU
citionbosu (kako IITO HEKOTAIll MIJIyBaJ 1a peue XeHPUK
V63eH) cera cTaHyBaaT UCKJIyYUTEJHO HUOUPOWYBaY-
xaiia u meduymuitie. Hen36eXHOTO U CEMPHUCYTHO
MeJIMYMCKO IIOCPeAyBame co/Ha peasHoCTa (Tepopuc-
THYKO, Kako WITO Beau boxapujap!), HensbexHO ja
IlepBepTHpa HCTaTa Taa PeaTHOCT, IPaBejKku Taa Jia ce
IIOCTBapyBa caMoO KaKO CUMyJIallfja Ha PeasTHOTO.

TeaTapoT KOj caka /Ja ce CMECTH BO KOHTEKCT Ha €J[Ha
BaKBa uyeciliguilieaHocil (IOCTMOJlepHATa Teopuja
MHTEH3UBHO T'O KOPUCTU KBaJIU(PUKATUBOT Zeitgeist),
MoOpa Jia € TIOATOTBEH Ha IOBJIEKYyBakhe HajpaIuKaTHU
MI0Te3U, KOUIITO BUCTUHCKHU Ke T'M BO3HEMHPYBAarT,
IIPOBOIIUPAAT, MIOKUPAaaT, CKaH/AaJIU3UpaaT HETOBUTE
MOTEHIjaTHH Tyiefaun. Toj Tpeba He caMo Jia aTakyBa
BP3 OHA IIITO CE YIIITE IPEOCTAHAJIO OJf HUBHUTE YyBCTBA,
TYKy CTapervjata Ha TaKBOTO aTaKyBame MoOpa Ja ja
pas3BuBa co cera cuinHa. OTTyKa, OBOj TeaTap U Mopa /ia
I'Yl IPUKAXKyBa — U TOA UHTEH3UBHO U cOceMa JIUPEKTHO
— CYpPOBUTE CIleHU Ha Hajpa3HOBHUJHO Hacuaue. 3a
pasJInKa o1 TeaTapCKUTE CUCTEMH (M ECTETHKH ) HA HEKOH
MMHATH eII0XH, KOUIIITO TH pa3BeceilyBaa, aHUMUPaa WIN
e/lyliipaa CBOUTe pelUIIUeHTH, )KeCTOKHUOT TeaTap Ha
HoBoespolicKuilie Opamailiuiapu ¥ HUBHUTE PEKHCEPU
JIUPEKTHO ja U3HacuAysaa crojaTa IybJinKa.

*

[TpocienyBaunuTe U KOMEHTATOPUTE HA arpeCUBHUOT
TeaTapCKU TPEHJI Hape4YeH Ho8a espoiicka dpama,

Of course, the authors who belong to the trend called New
European Drama are not only very aware of this fact but
they have also developed the corresponding system/
mechanism of “adjusting” their pieces to the consumer
needs of the post-industrial society, which is now finding
its strong pillars (as Henrik Ibsen fancied to say) exclu-
sively in consumption and the media. An inevitable and
omnipresent (terrorist, to use Baudrillard’s words!) me-
diation with/of reality through a medium, inevitably
perverts that very same reality, rendering it materialised
only as a simulation of the real.

The theatre that aims to position itself in the context of
such a sensitivity (post-modern theory intensively uses
the term Zeitgeist), must be prepared to make most radi-
cal moves that will truly disturb, provoke, shock and scan-
dalise its potential audience. It not only has to attack that
which has remained of their feelings but it also has to de-
velop the strategy of those attacks with all the force it has.
Therefore, this theatre must show — intensively and quite
directly — brutal scenes of all sorts of violence. Unlike the
theatre systems (and aesthetics) of some past epochs,
which used to entertain or educate their recipients, the
fierce theatre of the New European Dramatists and their
directors directly brutalises its audience.

*

The reviewers and commentators of the aggressive thea-
tre trend called New European Drama, almost mytholgise
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0e3MaJIKy TO MUTOJIOTU3UPAAT (PAKTOT JieKa TOj € uedo
Ha Oesedeceitliiliuilie, U AeKa Heropara BUCTUHCKa (He
camo Metadopuruka) nyaka e Benuka bputanuja.

Kako HekOj B/ /1aTa Ha parameTo Ha H080e8POlCKUO
dpamcku ilipeHO ce 3eMa Mecer] jaHyapu 1995 TOANHA,
KOTa BO JIOHZOHCKHUOT KyJiteH Teartap Pojas Kopr (Royal
Court) e mpan3Be/ieHa [TpBaTa [paMa Ha U/IHATa eBPOIICKA
U CBEeTCKa SBe3Jia, Toramr 24-roguinnara Capa Keju (Sa-
rah Kane). HejsunaTa mebutaHTCKa JjpaMa MMa HACJIOB
»Blasted” (,ITpokosHeTn®). [IpeTcraBara nmocraBeHa Bp3
Hej3MHaTa IMpPeAJIoIKa He caMo IITO ja IMIOKUpaaa
OpuTaHCKaTa TeaTapcKa jJaBHOCT, TYKy IIpeJU3BUKaIa U
1IeJI TI0POj MOJIEMUYKU TEKCTOBU, KOU IITO Ce Pesiea co
Mecell Ha CTPaHUIIUTE O/ HAjyTJIeTHUTE BECHUIU U
cnucaHuja. JlpaMmckata npukasHa ,Blasted” - unaky
eqHOCTaBHAa/b6aHaIHA MO cBOjaTa (pakTypa — He caMo BO
jaHyapu 1995 TyKYy U JI€H-JIEHEeC Ce JIEHOTUPa KaKo
JIUPEKTHA TeaTapcKa acoIjyjaryja Ha TOorall aKTyeJTHUTe
BOEHU CTPABOTHUH KOHU IITO Ce ciydyyBaa Bo BocHa.
BeymiHocT, Taa ce cBeZyBa Ha eKCIUTUIIUTHY TPUKAKyBa-
Bha Ha pa3judHu ¢GopMu Ha GU3BUIKH (CEKCyasTHU)
3JI0CTaBYBamha Ha €THO MEHTAJIHO PETAPANPAHO JIEBOjUE,
3aTBOPEHO BO KJIAyCTPO(POOUUHMOT MPOCTOP HA HEKOja
eBTUHA/cyOcTaHAapAHA X0Tejacka coba. /[eBojueTo
MPETXO0/THO OMJI0 cOOpPAaHO O] HEKOja IajleyHa U HeBpaJI-
TUYHA JeCTUHAIHja, MOkeOu TOKMY OJi HecpeKHaTa
Bocha. HeroBmoT 3s10cTaByBau € Max Koj, MaTeM KaXkaHo,
MMa CepHO3HH IPOOJIEMH CO COIICTBEHOTO JIMOUO, IIITO
aBTOMATCKH ja MpobJieMaTH3upa HEroBaTa MaIlKoCT, Koja
TOj ITOCTOjaHO ce 00uAyBa Aa ja nokake. ITo mpodecuja e
HOBUHAp BO HeKojcH Tabsouns (nHDoOpMamuja mTo
JIOTIOJTHUTEJIHO TO MOTEeHI[upa MpobIeMaTUYHHOT,
oJtHaIpe| 33/13/1eH pulp KOHTEKCT!), BUIHO ONTOBapeH
CO HEeBpPOTHYHATa morpeba J1a ja HOTBpAyBa cBojaTa
cyrepuopHocT. Mauoncrtuyka, ce pazbupa. /Jlpamara
13001ITyBa CO IETYTAaHTHY CLIEHU HA CUJIyBamba, MacTyp-
Oaruu, nedexarum...

the fact that it is a child of the nineties, and that its true
(not only metaphorical) cradle is Great Britain.

January 1995 is considered to be some sort of a birth date
of this New European Drama Trend — that is, the open-
ing night of Sarah Kane’s first play at the London Royal
Court theatre. Sarah Kane, who was only 24 years old at
the time, was to become a star of European and world
renown. Her debut play was entitled “Blasted”. Staged on
the basis of her text, the show not only shocked the Brit-
ish audience but also caused a flood of polemical texts on
the pages of the most prominent newspapers and maga-
zines that lasted for months. The story of “Blasted” — oth-
erwise simple/banal in its facture — still continues to be
denoted as a direct theatre association of the war horrors
in Bosnia, just as it did in 1995. In fact, it boils down to
explicit portrayals of various forms of physical (sexual)
abuse of a mentally retarded girl, closed in the claustro-
phobic space of a cheap/substandard hotel room. The girl
has been picked up from a faraway place, perhaps even
from that unfortunate Bosnia. Her abuser is a man who,
by the way, has serious problems with his libido, a fact
that automatically casts doubt on his manhood that he is
constantly trying to prove. He is a journalist working in a
tabloid (an information that additionally stresses the al-
ready established problematical pulp context!) and is vis-
ibly burdened by his neurotic need to confirm his macho
superiority. The play abounds with disgusting scenes of
rape, masturbation, defecation...
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Bo cenremBpu ciiegHaTa 1996 roZiMHA, MaK BO JIOHOH-
ckuoT Pojan KopT nmpemuepHo e mocTaBeHa U IpBaTa
ZpaMa Ha cJIeTHUOT (110 XPOHOJIOIIKY PEJT) HO80e8POiiCKU
dpamcku asitiop, Mapk Peserxun (Mark Ravenhill).
CranyBa 300p 3a MOJIeTHAKBO IIOKAHTHA U JIPACTUYHO
»~HaCWJIHA“ ipaMa, 3ropa Ha c€ MPOBOKAaTUBHA BeKe IO
CBOjOT HACJIOB, KOj, 3a fla 6uze pa3zbpaH He caMoO
JIEHOTaTUBHO, HO M KOHOTAaTUBHO, He Tpeba BOOMIIITO Ja
ce mpeBeayBa. Toj KOMyHHITPA YHUBEP3ATHO: ,Shopping
and Fucking“. TpuBujasiHaTa fpamcka Impuka3Ha Ha
PeBenxut, T1aK, M3IJIE/Ia KAKO J1a € ,I[pe3eMeHa’ TUPEKTHO
O/1 IIPHUTE XPOHUKHU, OTHOCHO O CyOQITEPHU KUBOTHHU
cutyanuu (Wid, BO KpajHa JInHUja, of pulp punmosute):
MJIaJia JIBOjKa, CUTHU HApPKO-AWJIEPU U KPUMHHAJIH,
O/IBpEMe - HaBpeMe Ha yjuIla cobupa 1o HEKOj TPeT
(cmyuaen) mapTHeD, 32 /1a ce 3a0aByBa U3HACHIIYBAjKH I'O
- OYKBaJIHO - JI0 CMPT...

Cekoja o1 U3BeOUTE HA OBaa, JieHeC BeKe eKCTPEMHO
TOITyJIapHA [paMa WHCUCTHPA — KaKO I10 ITPaBUJIO — BP3
CIIEHUTE Ha NPa3HUOT, CTyJleH, aHUMaJIeH CeKC, He
CTECHYBAjKHU Cce J]a TY MIOKa’Ke JIypU U HATYPATUCTUIKUTE
XOMOCEKCYaJTHU IPU30PH, 32 J1a KYJIMUHUPA CO €IHO
HCKJIYYUTETHO OPYTATHO TeaTpaIM3uPaHo YOUCTBO (HOMXK,
3a0HeH BO aHYC; KPB IIITO IIpcKa 1o OeJtuTe crieHorpad ek
€JIEeMEeHTH...).

OBaa gpama e, HajBepOjaTHO, eJHA OJi HAjUIPDAHUTE
TEKCTOBHH IPEJJIOMIKU KOUITO (GOopMasHO My ce
MPUNUIIYBAaaT Ha TPEHJOT HapeuyeH H0B8a e8poiicKa
Jdpama uny ce KIacudUKyBaaT KaKO HeroBara HeClopHa
aktuBa. TeaTpuTe — HE cCaMO OHUE O] TOJIEMHUTE KyJITYPHU
I[EHTPHU, TYKy U OHHE IITO pPaboTaT MO OTIATHUTE
€BPOIICKH IIPOBUHIINH, BKJIYIyBajKU ' U OaJIKaHCKHBE!
— IIPOCTO Ce HaTIpeBapyBaa KOj 07 HUB /ia ja TIOCTaBU
IIITO € MOXKHO ,,[TIOEKCIUTHIUTHO . OTTyKa U CMeTaM JieKa
€ HaBHCTHMHA MHTEPECHO IIITO MaKeJIOHCKUOT IIPEBOJ Ha
~Shopping and Fucking® Bo Ckomje e ogurpan camo JBe

In September the following year, the first play by Mark
Ravenhill — the next (in chronological order) New Euro-
pean Drama playwright — was also staged at the Royal
Court theatre. It is an equally shocking and drastically
“violent” play. In addition, already its title is provocative
and, in order to be understood not only denotatively but
also connotatively, it should not be translated at all. It
communicates universally: Shopping and Fucking.
Ravenhill’s trivial story also seems to have been “taken
over” directly from the police reports, that is, from subal-
tern life situations (or, ultimately, from pulp films): a
young girl and boy, petty drug dealers and criminals; now
and then they pick up a third (random) partner in the
street in order to entertain themselves afflicting them —
literally — to death...

Each performance of this now extremely popular play in-
sists — as if by rule — on the scenes of empty, cold, bestial
sex, without hesitating to show even the naturalist ho-
mosexual scenes, and to culminate with an extremely bru-
tal theatricalised murder (a knife stuck in someone’s rec-
tum; blood spraying all over the white elements on the
stage...).

This play is probably one of the most widely performed
texts that are formally assigned to the New European
Drama trend or are classified as its obvious asset. Thea-
tres — not only those in the big cultural centres but also
the ones working in out-of-the-way European provinces,
including the Balkans! — simply competed which one of
them would render “the most explicit” performance.
Hence, I believe it is really interesting that the Macedo-
nian translation of “Shopping and Fucking” was per-
formed in Skopje only two years after the London open-
ing, and it is also curious that this play was produced by
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TOJIMHU TI0 CBOjaTa JIOHZOHCKA ITpau3Benbda, HO U JIeKa
OBaa ImpetcraBa Oellle pealM3upaHa BO MPOAYKIIMja HA
HaIlMOHa/JIHaTa Teatapcka kyka MHT u Toa co rosem
ycnex (mpemuepa berire ogurpaHa Ha 28 ekeMBpU 1998,
BO IIpeBo/ U pexkuja Ha CpraH JaHNKMEBUK).

Cocema cyM CKJIOHA J]a 3aKJIydaM JieKa OBaa IpACTUYHA,
32 MaKeJOHCKHUTE TeaTapCKU INPUJINKH HEBEPOjaTHO
cMesia, BO peXXHcepcka M akTepcka CMHCJIa BUCOKO
npodecruoHa IHO U3BeJeHA MpeTcTaBa, Ha Ckolje u
MO3KeJIa Ia My ce cIydud (M Toa IpeJ IeT IeJTU TOINHHA !)
caMo 3apaJii HeKOW HecIIOpHU TeaTporpadcku pakTu
IITO M IPETX0/ieJie, a OBJle MOpa JOMOJHUTEIHO /Ia Ce
KOMEHTHPAAar.

dakTuTe ynmaTtyBaaT Ha MeCTOTO H yJyoraTta Ha [lejan
JyKOBCKY, MaKEeLOHCKHU JAPaMCKU aBTOP CO HECIIOPHO
€BPOIICKO/CBETCKO PeHOME BO pa3B0ojoT U BO adupMaIu-
jaTa Ha TeaTapCKUOT TPEH]I HapeyeH H0o8a espoiicKa
dpama.

Fos1eMHuOT ycIex U HajIIMpOKaTa eBPOIICKA U CBETCKA
IIpOMOIIYja Ha HETOBUTE JIBe Iuecu — ,,bype 6apyT* (1994)
u ,Mame My ebaM K0j mpB nmouHa“ (1997), mpex ce Ha
IpBaTa — He MOJKe, a Jla He OU/IaT MMOBpP3aHU CO HUBHATa
dbopmaTuBHa, U3pa3Ha, ClIAI[O-TEMIIOPATHA, TEMATCKa,
CTPYKTypaJiHa, HO U CEKOja JIpyTa ,,[IPUCIIOCOOEHOCT KOH
OBOj IOMHHAHTEH €BPOIICKH TeaTapCKH TPEH]l Ha
JIeBEJIECETTUTE.

Cemnak, HacnIpoTu cute GOPMaJIHU ,IIOKA3ATENIN  KOUIITO
ZPaMCKUTE TeKCTOBH Ha JlyKOBCKH 6€3MaIKy aBTOMATCKU
M KBaJIM(PUKyBaaT KaKO €KJIATAaHTHO ,,HO800pamcKu®,
e/IeH UCKJIyYHUTEJIHO CUTHU(UKAHTEH MIOAATOK KOj IITO
ce o/THecyBa Ha IIPBUOT O] HUB — Ha ,,bype 6apyT* — HEMY
My ,,IIpHIOAaBa“ yIIITe €HA BaKHA TUMeEH3Hja.

the Macedonian National Theatre and, moreover, with
great success (the opening of the play, translated and di-
rected by Srgan Janicievic, was on 28 December 1998).

I am quite inclined to conclude that this drastic and, in
terms of the circumstances in Macedonian theatre, sur-
prisingly bold and highly professionally directed and acted
play, could only happen to Skopje (as far back as five years
ago!) due to several undeniable facts that preceded it and
which demand further comment.

The facts point to Dejan Dukovski, a Macedonian play-
wright of undoubted European/world renown, and his
place and role in the development and affirmation of the
theatre trend called New European Drama.

The great success and the broadest European and world
promotion of his two pieces - “Powder Keg” (1994) and
“Who the Fuck Started All This” (1997), notably the former
— cannot escape being related to their formative, expres-
sive, spatial-temporal, thematic, structural and every
other “adaptation” to this dominant theatre trend of the
nineties.

Still, despite all the formal “parameters” that virtually
automatically qualify Dukovski’s plays as New Drama,
one exceptionally significant information concerning the
first of the two — that is, "Powder Keg” — adds another
important dimension.

To5 ]
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Hmeno, mpaussenbara Ha ,bype 6apyT” e onurpana Bo
Ckorje, Ha 15 OKTOMBPU 1994 rojpuHa. [IpeTrcraBara e
n3BeJeHa Kako npoayknuja Ha JIpamara mpu MHT.
PexxujaTa ja mornumas Camo MujieHKOBCKH, BO TOj MUT
TPUECETTOAYIIIEH PEKUCEP BO allcoayTeH noaeM. IIper-
cTaBaTa, BO KOja Mrpaar HajAo0pU U HAjKpEeaTUBHU
aKTepHU MOCTUTHYBA TPUYM U OAYIIEBEHO e IIpedyeKaHa
U oA myOJvKaTa M OJf TeaTapckaTa KpuTuka. Moscka-
BHUYHO, Taa ce 3/100MBa CO KyJIT€H CTATyC IIITO T'O 33/IP>KyBa
710 ieH-ieHec. Co HeKOU HOPMaJIHU U3MEHU BO AKTEPCKU-
OT COCTaB, HA MAaTUYHATA CKOIICKA CIIEHA Taa Ce YIITE ce
Urpa co moJieJIHaKoB yCIeX.

Yurre esiHam ro (pokycupame 1aTyMOT Ha ITpan3Bedara:
15 oxitiomspu 1994! TIpocTa XpOHOJIOTHja HA HACTAHUTE
ymaTyBa Ha 3aKJIy4OKOT JieKa ,bype 6apyT* — IpaMCKUOT
TEKCT KOj IOoJI0olHA ke Ou/ie TpeTupaH KaKo eZeH Of
HajCUTHU(DUKATHUTE ,,IPETCTABHUIIU HA HOB00PAM-
CKUOTU CeeBPOIICKH T€ATAPCKU TPEH/, — HECOMHEHO MM
nperxoau Ha TekcroBute U Ha Capa Kejn u Ha Mapk
PeBeHXWJI, KOUIITO CBOUTE IPBU U CJIABHU ITOCTAHOBKU
Ke TH JIO’KMBeaT JIypu HEKOJIKY MeCEIH 10 CKOIICKHUOT
rosem ycrex Ha [[ykoBcku (pojaeH, nHaky, 1969). Co
ZIpyTu 300pOBH, TOKMY OBaa rpyoa (,,HacCHJIHUYKa“) ApamMa
Ha eJieH Mutajl (U iWipeHd08CKU) MAKEJOHCKH ITHUCATEN CO
ITO/IOITHEKHO OJIECKAaBO €BPOIICKO PEHOME, PAIKATHO HO
Y UHT€HHO3HO Ke 'O HAjasu TaKaHAPEUYEHUOT H080e8POTl-
cku dpamcku/teaitiapeku wipeHd. Ha ronemata EBpora,
MOKeOH, 0BOj (paKT HeMa Jja ¥ ce JJoTaj[He, aMa HajaBaTa
— eBe — JI0j/ie TOKMY O/ HAIlIaTa OTIATHA, UCKJIyYUTETHO
CEeH3UTHBHA/CeH3NOMIN3UPAHA U TAJIEHTUPaHa OaTKaH-
CKa IPOBHUHIIM])A.

ITeT Mecen 1O CKOIICKaTa ITpan3Bezda, Ha 18 MapT 1995,
Ha CI[eHaTa Ha TOTAIIHOTO JYrOCJIOBEHCKO JPaMCKO
ro3opuiire Bo benrpas (koe 1mto Bo MeryBpeMe Ke U3ro-
PH 10 TEMeJI, HO U Ke OH/ie 11eJIOCHO OOHOBEHO), MaKeI0OH-
ckuoT pexkucep Cino6osaH YHKOBCKHU ja IMOCTaByBa

Namely, the opening of “Powder Keg” took place in Skopje
on 15 October 1994. It was produced by the Macedonian
National Theatre Drama and directed by Saso Milenkov-
ski, who was at the time a thriving thirty years old direc-
tor. The play and its cast involving the best and most crea-
tive actors had a triumphal reception among both the
audience and the theatre critics. With a lightning speed,
it gained the status of a cult, which has remained with it
to the present day and, with some normal changes in the
cast, it still continues to be performed equally success-
fully on its home stage in Skopje.

Again we highlight the date of its first performance:
15 October, 1994! The simple chronology of events points
to the conclusion that “Powder Keg” — a play that would
eventually be considered as one of the most significant
“examples” of the New European Drama trend that en-
gulfed all of Europe — undoubtedly preceded both Sarah
Kane’s and Mark Ravenhill’s texts, which would see their
first and famous stage performances several months af-
ter Dukovski’s great success in Skopje (by the way,
Dukovski was born in 1969). In other words, precisely this
rough (“violent”) play by a young (and trendy) Macedo-
nian playwright, who later gained brilliant European fame,
heralded the so-called New European Drama/Theatre
Trend. The great Europe might not like this fact but the
announcement came exactly from our out-of-the-way,
extremely sensitive/sensitivised and talented Balkan
province.

Five months after the Skopje opening, on 18 March 1995,
the Macedonian director Slobodan Unkovski staged the
second performance of “Powder Keg” at the Yugoslav
Drama Theatre (that later burned down and was rebuilt).
The play was no longer just a triumph, sensation or an
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BTOpara u3Bezda Ha ,bype 6apyT“. OBaa mpeTcraBara Beke
He e camo TpuyM®, ceH3anuja, HacTaH... Taa e, 6e3MaJKy,
yyz0. Koemro Ha TEKCTOT U HA HETOBUOT aBTOP LIUPYM
Ke My TH OTBOPH IaTHINTATA IIITO BOJIAT 0 €BPOIICKUTE
TeaTapcKu IeHTPU.

BeckpajHara cnmpasia Ha HaCUJICTBO — IITO €, BCYIIHOCT,
JIajT-TeMaTa Ha TEKCTOT Ha /IyKOBCKHU, HO U Ha Oenrpaz-
CKaTa MpeTCTaBa Ha YHKOBCKU M Ha HETOBHUOT aHCAMOJT
(nHaky, TeMa pa3BHUeHa HU3/IIPeKy eAnHaeceT Oecrpe-
KOPHO HANWIIIAaHU, MAKCHMAJIHO PEAYHAAHTHHU, CIIOTOB-
CKH JUHAMUYHU 1 O€3HA/IEIKHO-0YaJHHIKH CI[€HH) — BO
TOj MUT COBPIIEHO Ce COBIIaJIHA CO YYBCTBOTO Ha
KOJIEKTUBHUOT Tparusam (Zeigeist) mITO To JJOHECe
cepujaTta BOEHU, MMOJUTUIKHU, COIUjASTHU, MOPAJHUA U
CeKaKBU JIPYTH IMOPa3u KOU MoOpallle Ja TU U3APKHU
TOTAIIHOTO CPIICKO OIIITeCTBO. Bo cBOMTE MHOTYOPOjHU
WHTEPBjya JaBaHU, THE JIEHOBU, MO OeJrpazcKuTe
BECHUIIU, 32 TEKCTOT Ha ,bype 6apyr“ pexuceport
YHKOBCKU 300pyBa KaKo 32 ,e[Ha IPeKpPacHAa BEpP3Hja Ha
aHTHUYKaTa Tparefyja“, OJJHOCHO 3a TEKCT KOj 300pyBa 3a
€/leH ,,ICKJIyIUTEHO TParuveH Iepruo/i Ha HapoIuTe Ha
oBUe OaJIKaHCKH 3eMju", OUJIejKH ,,ycIieBa Jia TO apTUKY-
JIIpa TParuYHOTO YyBCTBO HAa MaKaTa Ha IOCTOEH€ Ha
oBue bankaHcku mpocropu” (MaszoBa, 2001:70).

ITo 6enrpaackara usBenba — Koja mrto ,bype 6apyT*
HAIIOJIHO TO ,Ipeno3HaBa“ (KOHTEKCTyasu3upa) Kako
,JIOKaJIHA T0jaBa“, UMIIPErHUpajku ro, IeJOCHO, CO
aKTyesTHaTa OaTKaHCKA ITOJIUTHUKA U TPareINNTe KOU IIITO
Taa 'y IPOU3Be/lyBa — TEKCTOT Ha JIyKOBCKH ro 3aII0YHyBa
CBOjOT ,,BOHOQITKAHCKU“ TeaTapCKH KUBOT. ['epMaHCcKaTa
3acTalTHUYKA areHIluja, Koja ja mpe3eMa IleJiocHaTa
IpHKa 32 HETOBUOT HATaMOIIIEH IUIaCMaH, Ha TeaTPUTE
IITO K€ TO U3BEAyBaaT BO HapeJHUBE TOIMHU BeKe HeMa
Jla M TO HyAU U MPOJaBa 3apajyl HEroBara JIOKTHA U
baakaHmcka, TyKy 3apajil OHaa CUJIHA WpeHOIo8CKA
aKTyJIeHOCT, KOja IITO My e uMaHeHTHa. Co Apyru

event... It was nearly a miracle opening to the text and to
the author the roads that lead to the European theatre
centres.

The endless spiral of violence — which is actually the leit-
motif of Dukovski’s text, as well as of Unkovski’s Belgrade
performance and his ensemble (otherwise, a theme de-
veloped through eleven flawlessly written, maximally re-
dundant and hopelessly desperate scenes with video clip
dynamism) — then perfectly blended with the feeling of
collective tragedy (Zeitgeist) engendered by a series of war,
political, social, moral and all sorts of other defeats that
the Serbian society of the time had to endure. In the nu-
merous interviews he gave to the newspapers in Belgrade,
the director Unkovski referred to the text of “Powder Keg”
as “a wonderful version of an ancient tragedy” — that is,
as a text that speaks of “an extremely tragic period for the
peoples of these Balkan lands”, because “it manages to
articulate the tragic sentiment of the anguish of living in
the Balkans” (Mazova, 2001:70).

Following its Belgrade performance — which “recognised”
(contextualised) “Powder Keg” entirely as a “local phe-
nomenon”, fully impregnating it with the ongoing Bal-
kan politics and the tragedies it was causing — Dukovski’s
text began its theatre life outside the stages of the Bal-
kans. The German agency that took to handle its future
promotion would no longer offer or sell the text to thea-
tres for its local or Balkan substance but for its imma-
nent trendy actuality. In other words, “Powder Keg”
gained its meteoric glory not because of its “narrow”, po-
tential, even hypothetical Balkan theme (that has by now
completely spent its infamous actuality), but because of
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3060poBH, ,Bype 6apyT“ ja mokuBea cBOjaTa MeTeOPCKa
cJIaBa He TIOPA/IN CBOjaTa ,TECHA“, IOTEHINjaTHA, TyPHU
U XUIIOTeTHYKa OaakaHcka tliemaitiuka (koja Bo Mery-
BpeMe coceMa ja Ioapyy CBOjaTa HECJIAaBHA aKTYeJTHOCT),
TYKy 3apaju cBojaTa yHHUBep3ajHA, eKCIIUIUTHA,
HECOMHEHO TPEHJOBCKA ilemalliuxa Ha Hacuaciisoilo,
IIPEKY KOja OBOj TEKCT U Ce IPUKJIyIyBa KOH TAaKaHapeue-
HaTa Hoea espoiicka dpama. U Toa Bo TosieM CTHIIL.

Jeka paborure co u okoiy ,Bype 6apyT”“, mumeHo, crojaT
TakKa, OJTHOCHO /IeKa HUB TH JIeTEDMUHHUPAAT KPajHO
tipaemaitiuuHu (TPEeHJOBCKH), a He HEKAKBU KBa3UPO-
MaHTUYHU (,,JIOKAJHHU®, ,,er30TUYHHU", OAJKAHCKH)
MPUYUHY — JIOKAXKyBaaT U JIOCETALTHUTE IIPEMUEPHU
IIOCTAaHOBKH Ha OBOj TeKcT: ox Mpcka u I'pumja, mpeky
Byrapuja u Xonaunuja, 1o Pycuja u xaze i cé He.
[Tocnennara mpemuepa Ha ,Bype 6apyT® e oqurpana Ha 7
HOEMBPH 2003 TO/INHA, Ha CI[eHATa HA €JIeH TeaTap BO
Hbyjopk.

Janu Hekoj 3a60paBUJI /1a TO CIOMeHe Hacuaciligoilo ?

[Ipen Hemesnu ABe TOAWHU, JIOHAOHCKU ,[apaujan®
(Guardian) o6jaBu MHTEPB]jY CO €IeH MOIITHE HWHTEPECEH
aHIJIMCKU JIpaMaTHhJap OJi CpeJlHaTa reHepanuja, elHO-
BpPEMEHO U BOJHTEJ Ha MOCTAUIIJIOMCKHUOT KypC IO
ApaMaTtypruja (IUIIyBambe ApaMa) Ha Y HUBEP3UTETOT BO
BupmuHreM, Kaj KOro cTyaupaa peuia MJIaJu HO80-
espoiicku (TpeHJIOBCKH) ApamMaTH4YapH, Mely HUB U
JNeHemHUTe MoaepHu kiaacunu Capa Keju u Mapk
Peenxus. He camo kako ZjpaMCKU aBTOP, TYKYy U KaKO
€leH OJ1 HEKOJIKyTEMIHA HECIIOPHU MeHillopU Ha Hosallla
espoticka dpama, OBOj OIMUTEH T'OCIIOJIUH — HETOBOTO
nieHero uMme e [lejsua Exarap (David Edgar) - Bo enen mur
KOHCTaTHpa Jieka 6e3MasIky cuTe ApaMu Ha degedecelli-
itiuilie, OTHOCHO JIpPAMU IIITO ja TPETHUPAAT TaKaHapeye-
HaTa COBpPeMeHAa TEMATHKA, [JIABHO Ce APAMU 32 MAXKUTE.
He cranyBa 360p 32 HEKOH ,,00MYHK/BOOOWYAEHU  paMU

its universal, explicit, undoubtedly trendy theme of vio-
lence, which aligns this text with the so-called New Euro-
pean Drama Art, and in great style indeed.

The performances that this play has had so far - from Ire-
land and Greece, through Bulgaria and the Netherlands,
to Russia and elsewhere — prove that this is exactly how
matters of and around “Powder Keg’ now stand — i.e. that
they are determined by extremely pragmatic (trendy)
rather than quasi-romantic (“local”, “exotic”, Balkan) rea-
sons. The latest opening of “Powder Keg” was on 7 Octo-

ber, 2003, on the stage of a New York theatre.

Has anyone forgotten to mention violence?

Barely two years ago, The Guardian published an inter-
view with a very interesting playwright of the middle gen-
eration and teacher of the graduate course “Play Writing”
at Birmingham University, who taught a number of young
New European (trendy) dramatists, including today’s
modern classics Sarah Kane and Mark Ravenhill. Not only
as a playwright but also as one of the several undisputed
mentors of the New European Drama, this experienced
gentleman — who goes by the authoritative name David
Edgar — noted at one point that nearly all plays of the
nineties, i.e. plays dealing with the so-called contempo-
rary themes, are mainly plays about men. We are not talk-
ing about “common/usual” plays about men but rather
about plays that speak of the crisis-stricken masculinity.
Masculinity, says Edgar, should be recognised as the big
theme of the nineties. It is a theme that equally provokes
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3a Ma)kKUTe, TYKy 3a JipaMU KOHWIITO 300pyBaar 3a
MAaIIIKOCTa KOja e Bo kpu3sa. Mamkocra, Besiu Exrap, Tpe6a
Jla ce IIpeNo3HaBa KaKo rojieMara teMa Ha degedecelli-
ttiuitie. V1 TOa TeMa KOjalITo MOJEAHAKBO TU IIPOBOLIMPA
U JKEHCKHUTE, HE caMO MAaIIKHUTEe JPaMCKU aBTOpU. 3a
pasjuKa 0J, OCyM/JIeCeTTUTE TOJUHHU, KOTa HOBUOT
JipaMcKu OpaH ro mpesBojiea JKEHUTe, a JPAMCKUTE
TEKCTOBU MHTEH3UBHO Ce 3aHIMMaBaa Co TAKaHAPEeUYeHUTe
JKEHCKHU acCIeKTH, TPOOJIEMH UJIK TEMH, IPAMUTE IITO T'H
MUIIIyBaaT HETOBUTE CTYZI€HTU (BKIyIUTEIHO U CTYIEHT-
KWTe) CTaHyBaaT c€ ,10-MamKHh“. BakBaTa oueBuaHa
MAcKyAUHU3aAYuja Ha COBPEMEHUOT €BPOIICKHU JIPAMCKU
JIUCKYPC He ja mozpa3dbupa camo IIpoMeHaTa Ha TaKaHa-
pedeHara ,TOYKa Ha rjejame” (MM IMakK OHA IITO
nobpuot-crap Apuep (Archer) ro Hapekysa ,Touka Ha
HamazoT"), TYKy — U IpeJ c€ — cepro3HaTa IPOMeHa Ha
JIPaMCKHOT »KaHP U Ha U3PA3HUTE CPEJICTBA CO/IIPEKY KON
TOj ce mocTBapyBa. Hajuecro, Tve cpeacTBa ce eKCILTH-
LIIUTHO HATYPIUCTUYKH, IPACTUYHU, BKpATIe: HACIWAHU.

TakanapeueHaTa Hoga espoticka dpamailiuxka, UMeHO,
IIOCTOjaHO Ce UCKAXKyBa/MOKaXKyBa Kako Opamattiuka Ha
Kp8, toill u ciiepma! BeylHocT, Kako dpamaitiuka Ha
bpyituaaHociua.

EneH oy MOMEHTATHO HAJIOIYJIADHUTE M HAjyCIIEITHU
€BPOIICKU pexKucepu, 35-roguinHuoT I'epmanen Tomac
Ocrepmajep (Thomas Ostermeier), Koj Tv HOTIHIIYBA K
HEKOM OJ1 aHTOJIOTUCKHUTEe (BOEJHO U aHTOJIOTUCKU
HacwiIHH) rTocTaHoBKH Ha Capa Keju u Ha Mapk PeBen-
XWJI, HEOZJaMHa peue JieKa Iy mpedepupa TEKCTOBUTE Ha
HoBoespolicKUille Opamattiuiapu UMeHO 3aToa IITO THe
ce 3aHMMaBaaT Co OHUEe HEKOJIKY MUTCKU PaboTH €O KOU
BUCTUHCKHOT TeaTap ce 3aHMMaBa OTCEKOTAIIL: CO Jby0OB,
CMPT, BOjHA U ceKc. 3a (PaKTOT IITO, MOKebU, U300pOT
Ha U3pa3HUTE CPeZICTBA CO KOU THe paboTu /ieHecKa ce

female and male authors. Unlike the eighties, when
women led the new drama wave and the plays intensively
dealt with the so-called female aspects, issues and themes,
his students’ plays (including those by female playwrights)
are becoming increasingly “male”. This obvious mascu-
linisation of the contemporary European drama discourse
does not involve only the shift in the so-called “point of
view” (or that which good old Archer calls “the point of
attack”) but also, above all, the serious change of the
drama genre and the means of expression employed to
realise it. Most often, those means are explicitly natural-
istic, drastic, in a word: violent.

The so-called New European Drama constantly expresses/
proves itself as a drama of blood, sweat and sperm! In
fact, as drama of brutality.

One of the currently most popular and most successful
European directors, the 35 years old German Thomas
Ostermeier, who signed some of the anthological (and at
the same time anthologically violent) stage performances
of Sarah Kane’s and Mark Ravenhill’s plays, has recently
said that he prefers the texts of the New European drama-
tists precisely because they deal with the few mythical is-
sues that the real theatre has always dealt with: love, death,
war and sex. Theatre is not to blame for the fact that, per-
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TeaTPpAIN3UPAAT € MOMHAKOB OTKOJIKY BO BPEMETO Ha
[lekcnup, wiu 32 GAKTOT IITO JEHENTHUTE U3PA3HU
cpeTcTBa ce MOTrpybu/moapacTUuHU, He Tpeba /a ce
00BHHYBa T€aTapoT KOj T IPAKTUKYBA, TYKY CBETOT KOj
IITO HE ONKPYKYyBa U BO KOj U KaKOB He TepaarT Jia
»)kuBeeMe. E, Toj ¥ TakoB OeCMUCIIEH, JIAXKEH, CUMYAUPAH/
CUMYAAKPYMCKU ceelll BO OCHOBA € MHOTY HOTpPy0 u
IIO/IPACTHYEH OTKOJIKY OHOJ IIITO TEATAPOT IO MOAPAKaBa
Ha cBouTte cienu! Teataport, 3aToa, u Tpeba ma ro
nemackupa. 1 Bo Toa 1a oy — 10 Kpaj !

TpeHaoT Ha HOBallla espolicka Opama MOIITHE AaHTAKU-
PaHo, HO U coceMa paMHOIIPABHO JieHec ro apupmupaar
MJIQ/I ¥ THEBHU aBTOPH 071 GOPMATOT U KIMOAPOT HA
Bpurannure Capa Kejun, Mapk PeBenxwui, ITaTpuk
Map6ep (Patrick Marber), Enau Bemmn (Ende Walsh)...
Hekou 'epmannu npenBozenu ox Mapuyce don Majen-
oypr (Marius von Mayenburg)... Hekou nujaboTUIHI
Pycu: Jbynmuna Pazymckaja, Bacunuj Curaperos,
Huxosnaj Kospaza... HekosikyMuHa OpuinjanTHY basikaH-
1u, Mef'y KOH U IUTaHeTapHoO ycrerHuTe /lejad J[ykoBcku
u bupana Cp6spaHOBUK...

HuBHuTe rpau, OpyTasaHu, MIOKAHTHH, ITPOBOKATUBHH,
cyOBep3UBHH ZjpamMu Tpeba (BCYIIHOCT) /1a Ce TPETHpaar
U KaKO CBOEBHJIEH 2eHepauylcKu OYHIl KpeHAT IMPOTHUB
KOH3EePBAaTUBU3MOT Ha eTabJIMpaHUTE TeaTpH, HO U HA
etabyimpaHaTa yMETHOCT ,Kako TakBa“. Tue, 3aToa u
M3IJIeZIaaT TaKa KaKo IITO MU3IJIEeJIaaT: JIOIHPAHU Ce BO
HEKOU C€ MONpa3HU U NMoHeAeDUHUPAHU CIEHCKU/
JPaMCKH IIPOCTOPH, BpaMEHU BO HEKOE C€ MOOE3THMIHO
CIIEHCKO/ZpaMCKO BpeMe (HajuecTOo pacKpIIeHO BO
KpaTKH ,,CIIOTOBCKU“ CEKBEHIH, KOUIIITO CE MEHYyBaaT
MOJICKAaBUYHO M HEOJPEIEHO0), HACEJIEHH OJT HEKOH CE
IMOAHOHUMHU U MO0E3/INYHU (ITOMaprUHAIHH) IPAMCKU
JINIIA, KOUIIITO HE yMeaT, HUTY ITaK cakaaT Jja pa3BUBaar
KaKBO OMJIO [PaMCKO JiejcTBUE. AHATU3UPAjKH, HEOTAM-
Ha, /JIBa€CeTHHA JIpaMH KOHIITO My IpHUIIaraaT Ha OBOj

haps, the choice of the means of expression with which
those matters are nowadays theatricalised differ from
those of Shakespeare’s time, or for the fact that today’s
means of expression are rougher/more drastic; it is rather
the world surrounding us and in which we are compelled
to live that should be blamed. Such as it is — senseless,
false, simulated/simulacric - our world is by far rougher
and more drastic than the one theatre imitates on stage!
Theatre, therefore, ought to expose it. And it must do that
— to the bone!

The trend of the New European Drama is quite fervently
and equally well affirmed by young and furious British
authors of the format and the calibre of Sarah Kane, Mark
Ravenhill, Patrick Marber, Ende Walsh... some German
authors, lead by Marius von Mayenburg, some diabolical
Russians: Ljudmila Ruzmaskaja, Vasilij Sigaretov, Nikolai
Koljada... a few brilliant playwrights from the Balkans,
including the globally successful Dejan Dukovski and
Biljana Srbljanovic...

Their ugly, brutal, shocking, provocative and subversive
plays should (actually) also be treated as a kind of a gen-
eration revolt against the conservatism of the established
art “as such”. That is why they look as they do: they are
located in increasingly empty and unidentified scenic/
dramatic places, framed in an increasingly featureless sce-
nic/dramatic time (most often broken into short video
clip sequences, that change ambiguously and with a light-
ning speed), peopled with some more anonymous and
featureless (more marginal) personae who cannot or do
not want to develop any dramatic action. Analysing about
twenty plays that belong to this aggressive theatre trend
and trying to systematise and classify them according to
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arpecHUBeH TeaTapCKU TPEH/, HO ¥ OOHU/IyBajKU ce HEKAKO
Jla T TUIIOJIOTU3UPAM U CHUCTEMATU3UPAM, 3aAKIyIUB
JieKa THE ce CTPYKTYPUPAHU UCKIIYIUTEHO O] He-HMakbe:
BO HUB HEMA IIPOCTOP, HEMA JINKOBH, HEMa aKI1ja, HeMa
HAITHATOCT, HEMA €MOILINH, HeEMa MMOYETOK U Kpaj, HeMa
HEKOja rojieMa M BaKHA MPHKa3HA, HeMa HUKaKBU
Mpecy/IHY/3HaYajHU HAaCTaHU U — 0cCOOEHO — HEMA JKMBa
U HernocpeaHa KomyHukanuja (JIy>xuna, 2003:103).

AMa vMa MHOTY, UCKJIYYUTEJIHO MHOTY HACHUJICTBO.
HacuiierBo oz cexoj Bua. Humrro ocBeH 2010 Hacuacitigo.
Bo oBaa ;spamaTtuka Kako fa ce cobupaar U IoToa ce
peKanuTyIupaaTr 1 MyJTUIUIMIPAaT CUTE CYPOBOCTH U
CUTE HACUJICTBA HAa OBOj HECPEKEH CBET...

KoJ1ekTHBHOTO 4yBCTBO Ha OE3HAIEKHOCT, KOJIEKTUBHUOT
criiuH (Zeitgeist) Ha oBaa Ta)kKHAa, HACUJIHUYKA U
MIPUJINYHO OeCMHUCJIEHA eloxXa IITO ja KuBeeMe, /lejaH
JlykoBcku To (popMysIupa BO elHa O] CBOUTe YOUCTBEHU
PeIUINKHU:

»Kaxo thiaka, ce witio e ybaso um ce cayuysa Ha opyau
ayée? Ha dpyeu mecitia. Kaj cme ja yitinane Hue
pabottaitia ?* (bype bapyil, cuena 8, ,Jlo kpajoT Ha
CBETOT®).
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typology, I have concluded that they are structured ex-
clusively of non-being: there is no space, there are no char-
acters, there is no action, there is no suspense, no emo-
tions, no beginning or end, there is no grand or impor-
tant story, no critical/significant events, no live or imme-
diate communication whatsoever. (Luzina, 2003:103).

But there is much violence, violence in excess, of every
sort. Nothing but sheer violence.

All the cruelty and violence of this wretched world seem
to meet, repeat and multiply in this drama...

In one of his biting lines, Dejan Dukovski formulates the
collective feeling of desperation, the collective spleen
(Zeitgeist) of our sad, violent and quite senseless epoch:
“How come all the good things happen to others? In other
places? Where did we go wrong?”

(Powder Keg, scene 8, “Until the End of the World”).

Translated from Macedonian by Ognen Cemerski
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