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Mupywe Xolla

MATOT, ULMKJIMUHOCTA UTEATAPOT

(Wnn: Bp3 koj Temen ro gepuHnpame noumoTt
Ha YHMBep3a/iHOCTa BO KOHTEKCT Ha TeaTtapoT?)

Walker, your footsteps are the path,
the path is nothing more;

Walker, there is no path. You make
the path by walking.

Antonio Machado

BuctnHa, wto e nartorv?
1 Aneropujata Ha egHa AeduHuumja:

Mep Gelle UMETO Ha efleH KOPEH, MHOry ctap v MHory
LUMPOK: ce npoctupan, senar, og NHgunja go Espona. MaTtHUKOT
Jynunyc TloKopHU, Koj 6un MarencaH of, KOpeHwuTe, efHO YTpo
ro npawasn: KopeHy, Kaxu mMu, LUITO 3Ha4uM TBOETO mme? Kope-
HOT My OAroBopwn: ga ce obujgel, ga ce ocmenuw, ga BO3-
Bpatuw. XWNoTeTUYHO, 3apemM He - My BO3BpaTtu/ NaTtHUKOT
1 Npodo/mkun fa nartysea, 3a Aa npoBepu ganu e BUCTMHA Toa
LUTO My TO PeKosl KOPeHOT. Taka cpeTHan efeH OpPYr KOPEH,
KOj ce BMKas neupa. My ce obpaTtu/i, ro npawan LTo 3HA4u
HEeroBOTO MMe W A03Ha/ AeKa rneupa 3Hayesno UckycTtso. lMoToa
My ce obpaTun Ha Apyr KOpeH, Koj ce Bukan pepas. [osHan
Jeka dhepa3 3Ha4yeno onacHoCT, HeoyekyBaHa CMpT. Buygo-
BUAEH, @ N0 MaslKy M ucnjaweH, OTM marmjata LwTo ja 4yBCT-
BYBa/l MMania HeKakBa Cu Bpeka CO CMPTTa, MaTHUKOT peLun
Ja M ce obpatu Ha cTebnarta of, KOpeweTo, W 0 HUB fa
[O3Hae fa v e BMCTMHA Toa LWTOo o TBpAaT HUBHUTE ,poau-
Tenn“. EgHoTo ,peTe” ce BukKano eksperientia, a gpyroto
perikulum. OTKako NpBOTO My OArOBOPW/IO AeKa 3Ha4veno obug,
N eKCrnepuMeHT, a BTOPOTO NpeAn3BuK, ONacHOCT U CMPT, nat-
HWKOT NOMUCAWA AEeKa Marujata BfeaHa BO HEroBOoTO 6uTue e
TOKMY OHa LUTO AeHec ro HapekyBaaT MOABUI 3a ABWXEHe,
NnoBp3aH CO PU3MK N KpU3a, YMHMLL, CO HEeKakBa ,apama‘. ApHO
ama, HamecCTo Aa npectaHe, MaTHUKOT NPOAO/DKUA MoHaTamy;
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THE PATH, CYCLICITY AND THE THEATRE

(Or: On What Ground Do We Define the Term
Universality, In the Context Of the Theatre?)

Walker, your footsteps are the path,
the path is nothing more;

Walker, there is no path. You make
the path by walking.

Antonio Machado

Truly, what is the path?
1 The Allegory of a Definition:

Per was the name of a root, very old and very wide: it
spread, or so they say, all the way from India to Europe. The
traveler Julius Obedient, enchanted by roots, asked it one morn-
ing: O root, tell me, what does your name mean? The root an-
swered: to try, to dare, to retaliate. Hypothetical, isn’t it - the
traveler replied and continued his traveling so that he can see if
what the root said was true. Finally, he met another root, whose
name was peira. He turned to the root, asked what its name
meant and found out peira is expirience. Then he turned to a
different root, whose name was feraz. He learnt that feraz stood
for peril, unexpected death. Amazed, and somewhat scared,
since it seemed that his enchantment was somehow connected
with death, the passenger decided to turn to the trunks of the
trees and find out if what their “parents” said was true. The first
“child” was called experientia, and the other periculum. After
the first one told him it stood for attempt and experiment, and
the second for challenge, peril and death, the traveler thought
the enchantment that possessed his being is exactly what today
is called drive for movement, related to risk and crisis, per-
chance even a “drama” of a sort. However, instead of stopping,
the traveler continued his research; he now demanded the
branches to attest to what the roots and the trunks had already
said. The branches’ names were: peiran, peirates and perao -
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cera nocakaj rpaHkuTte Ha oBue cTebna ga My ja norepaar
BMCTUHATA LUTO MYy ja Kaxasne cTebnaTta u KopeHute. paHkuTe
ce BMKasie: neupad, nevpatec v nepao - Aa HaBaavw, ga
HanagHew; Toj WTO Hanara; Hanpej, HW3, MYHyBam HK3. Torall
NaTHUKOT 3acTaHan u cu pekosn: Cera pa36pas HewwTo: MaToT
€ WUCKYCTBOTO, a Toa CyM jac, MaTtHUKOT. AKO e KOPEeHOT wuc-
KYCTBO, a MCKYCTBOTO CyM jac, jac CyM W KOPEHOT. Jac cyMm
WUCKYCTBEHUOT MNaTHWK HW3 BpemeTo; Jac CymMm APBOTO UMjLITO
KOpPEH e mpejata Ha CMPTHOTO MyHyBawe HW3 CaMOMCNUTyBa-
ke. Jac CymM KpyroT, LMKAWYHOCTA.

CpeKkeH 0TM ecanoT My U3Erofal Ha apHo, NaTHUKOT
npoao/mkun Aa nartyea ce [0 cBojata CMPT...

2. PackasoTt 3a TpygHata boxuua Majka

. 1 BO TOj Mur npef Hero ce oTBopaart ojauTe Ha
eNeB3UHCKMTe MUcTepun. HecTpnave Kakos LITO 6Gelle, TakoB
N OoCTaHyBa: Of MparoT BLalleHo 3jana KOH BHaTpellHocTa Ha
opauvte. WTo rnega sHatpe? o rnega aHMMUCTUYKOTO, LIMK-
JINYHOTO W XONUCTUYKOTO; Benu Toj/Taa, n camo Toj/Taa, npea-
Ta 6oxecTBeHa cuna: TpyaHata boxuya Majka. WTo cnywa
ogHaTtpe? lWenoT. HewTo Kako LWenoT oAekHyBa ofHaTpe,
YMHULI, pas3roBop OKony Hea. lWenoTtoT kaxysa: TpyAHaTta
Boxuuya Majka e TBOpPeLOoT M M3BOPOT HAa XWBOTOT, OTeso-
TBOPEHMETO Ha BKJ/Iy4EHOCTa, a He Ha WUCK/y4yeHocTa. Tue
360p0OBU TOJIKY MHOTY My rO MpuBJieKyBaaT BHUMAHWETO, LUTO
NnaTHWKOT pellaBa fa Bne3e BHATpe W fa ro gocnylia ocra-
TOKOT Ha, Kako LWTO cera pas3bupa, packasoT 3a Hea:

Majkata Boxuua JemeTpa e pacTpeBoXeHa nopaau
cyabuHaTa Ha HejaumHaTta Kepka MepcedhoHa, 3aTBOpeHa BO
noA3eMHMOT cBeT Ha mpTeuTe. Koj egHaw ce Hawon Tamy,
BpaKkate My Hema. Tarata Ha [lemeTpa ja 4yBCTBYyBa W Hej-
3uHaTa cnyrmHka Vivabe. MpoxuneyBajku ja 60n1kaTa, Taa npo-
HMKHyBa BO Hea. LLTo ce cnyuyBa? Mmabe ogeaHall Movys-
CTBYBa HEKaKBa CW CHara BO BHATPELLHOCTA Ha cBojaTa yTpo-
6a, TOKMy MOABWUTI 3a MPOLO/IHKYBake, HELTO CMPOTUBHO Of
3anupare: Taa NoyHyBsa fa TaHuysa. Taa TaHuyBsa 3a fa ro
n3pasn To0a WTO BO TOj MUr ro pa3614pa: CUTe HewTa WTOo "
HOCW XNBOTOT Cce OI'IdJaTEHVI BO CaMaTa CMunena Ha XXUBOTOT,
ce MPOHWKHYBa 0f, LIMK/TyCOT HapeyeH XUBOT, LUTO e CNpoTu-
BEH 04, NagoT M CMPTTa, a 4Ynj COCTaBeH Aen e v nagoT, u

to charge, to attack; he who attacks; to advance, through, pass
through. Than the passenger stopped and said: Now | have un-
derstood something - the road is the expirience, and that’s me,
the traveler. If the root is expirience, and | am the expirience,
then | am the root as well. | am the experienced passenger
through time; | am the tree whose root is the idea of the pas-
sage through self-questioning. | am the circle, cyclicity.

Finally happy his reckoning was correct, the traveler
continued his traveling untill the day he died...

2. The Story of the Pregnant Goddess Mother

...and then the quarters of the Eleusinian mysteries
were laid open to him. Impatient as he is, from the doorstep he
stares inside the quarters. What does he see? He sees the
animalistic, the cyclical and the holistic; says S/He, and only S/
He, the primary divine power: The Pregnant Goddess Mother.
What does he hear? A whisper. Something like a whisper is
heard form inside, a conversation, it seems. The whisper says:
The Pregnant Goddess Mother is the creator and the beginning
of life, the embodiment of inclusion, not exclusion. Those words
draw his attention so, that the traveler decides to go inside and
hear the rest of the, as he now understands, story about her:

The Mother Goddess Demeter is disquieted by the
faith of her daughter Persephone, imprisoned in the lower world
of the dead. No one has returned after going there. Demeter's
sorrow is felt by her servant Imabe. Feeling her pain, Imabe
permeates through her. What happens? Imabe suddenly feels

a certain strength inside her womb, a drive to continue, some-

thing exactly opposite from stopping: she starts to dance. She

dances to express what she understands in that moment: ev-

erything life brings is contained in the meaning of life, is im-

bued with the cycle called life, opposite to the fall and death, a

part of which are the fall and the pain and the death. She dances

because the cry is not sufficient to express what she wants to
say. the new life and the strengthened body of the immortal

Demeter do not stem from life and joy, but from death and the

deadly female body.
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60nKaTa, ¥ cMpTTa. Taa TaHlyBa 3aToa LITO KPUKOT He U e
[IOBOJIEH 3a [ia F0 KaXe Toa LUTO caka fa o Kaxe: HOBUOT
XWBOT U 3akpenHaTtata cHara Ha 6ecMpTHaTa [emeTpa He
HWKHYBa 0f, XMBOTOT U PagocTa, amu o CMpPTTa U CMPTHOTO
XEHCKO Teso.

Taka 6ecMmpTHOCTa NPOAO/HKMIA BO BeYHOcTa Ha lMoc-
TOeHeTo, Ma XEeHCKOTO 3a06neH0 Tesio BKYYWI0 BO cebe ce
WTO nocTtoeno. Konky M MHOry naruwita umasio Bo Hea! A
cuTe TWe naTuwTa 6une noBp3aHn Mpeky efHa penauuja: Kpy-
rot, obnuHarta, UuKIM4yHocTa. KpyroT, O4HOCHO, LMWIKMYHOCTa
6un(a), BCyLWHOCT, camaTta penauuja.

OTtkako Jynunyc lOKOpHU ro cnywHana packasoT, cu
pekon: Cera pa3bpaB HewTo; 3a06/1€HOTO, OKPYINO Tesio Ha
TpyaHata boxunua Majka e mojata napagirma. Taa e napagurma
Ha 4yoBeKkoT. lMapagurmarta Ha 4YOBEKOT ja BKAydyBa LWUI-
KMYHOCTa, a UMKIMYHOCTa penauujata. AKO Hej3MHMOT packas
e cMmbon Ha caMOoTO Mpeofare BO TOa LUTO AeHec ro HapekyBaar
Tearap, Torawl TeaTapoT € BOCKpeCeH/e Ha Hej3MHMOT packas.
BuctmHa, TeaTapoT noctou, n Toa Hacekage. M nyfeto nocrto-
jaT, u Toa Hacekage. 3apem MNOCTOE/NO HEWTO LUTO Ce TEMesM
BpP3 MOMMOT penauuja 1 WTO ja NOTXpaHyBa penauujata nomery
pasHuTe HewrTa! [la, 1 Toa He camo npef MojoT HOC, TYKY U BO
1 04, MOjOT HOC. Xe ... YyAgHO .. KOj 6u pekon! - npompmopen
CPEKHUOT MaTHUK.

W Toraw naTHUKOT cY pewwwnn ga ce BpaTu BO XUBOT
M ga cu oam B Teatap. B Teatap octaHas ce [0 cBojaTa CMpT.
M nocne cmptTa.

3. TeartapckaTa TPaHCKYATYpHOCT
M NOMMOT Ha YHMBepas/siHocTa

Mpepg wect roguHu MaTpuc MaBuc ce 3anpawan: LWTo
€ YHMBep3a/iHoCTa Ha YOBEKOBOTO MOCToewe? Cu oAarosopun:
Toa e TeaTtapckarta TPaHCKY/ITYypHOCT. Jac npej HeKoJsiKy ro-
OWHM ce 3anpalas: A LUTO e YHMBEep3a/lHoCTa Ha YOBEKOBOTO
noctoewe? Cu oarosopms: Toa e TOKMYy Toa 3a LWTO 360pyBa
Mutep Bpyk: KynTtypata Ha BpCKMTe, TpeTarta Kyntypa, 3a-
rybeHute penauuu, penauuuTe. Penaumute nomery YoBeKOT
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Thus, immortality continues in the eternity of Existence,
and the round female body includes within itself all that exists.
How many paths are there within her! All those roads are inter-
connected with one relation: the circle, the roundness, the
cyclicity. The circle, i.e. the cyclicity, is that relation.

After Julius Obedient heard the story, he said to him-
self: Now | have understood something - the round, circular
body of the Pregnant Goddess Mother is my paradigm. She is
the paradigm of man. The paradigm of man includes cyclicity,
and cyclicity includes the relation. If her story is the symbol of
the passage into what is today called theatre, then theatre is the
resurrection of her story. Truly, the theatre exists, and it exists
everywhere. People exist as well, and they exist everywhere.
Has there been anything grounded on the term relation, some-
thing that has nourished the relation between various things!
Yes, and not just in front of my nose, but in and of my nose.
Huh...strange....who would have said! - the happy traveler
mumbled.

It was then the traveler decided to come back to life and
go to the theatre. He stayed in the theatre untill the day he died.
And after that.

3. The Transculturality of the Theatre
and the Notion of Universality

Six years ago, Patrise Pavis asked himself: What is the
universality of human existence? He answered: it is the
transculturality of the theatre. | asked myself a few years ago:
What is the universality of human existence? And answered
myself: It is just what Peter Brook is saying: the culture of con-
nections, the third culture, the lost relations, relations. Rela-
tions between man and society, the one and the other culture,

139



orl

Mirushe Hodja THE PATH, CYCLICITY AND THE THEATRE

M OMWTecTBOTO, efHaTa W gpyrata KynTtypa, pacute, kaTe-
ropuuTe, pofoBUTE, ja3nuuTe, MUKPOKOCMOCOT M MaKpOKOC-
MOCOT, YOBEKOT M MalluHepujaTa.

A WITO e KynTypata Ha BPpCKUTe? - Me 3anpallaa moute
HAYLEBHN opraHn” (kako WwTo 6u pekos, snpoyeM, JyHr). Kynty-
pata Ha BpCKUTe e MyNTUAMMEH3WoHanHaTa BPegHOCT Ha YHW-
Bep3asiHocTa - oArosopu Mojarta csecT. WTo e myntnanmen-
3M0HasIHaTa BpPefHOCT Ha yHuBep3asHocTta? Toa e camo-op-
raHvsvpaukara LUKINYHOCT - rflacelle oAroBopoT Ha Auvjasiek-
TUYKOTO MpecMeTyBawe MOMery mojata CBecT W NOACBECT.
3owTo? 3aroa wWro, Kora Toj/Taa ofnydyBa HewTo Aa Brese BO
nocroewe, Toj/Taa Ha Toa My Benn egHocTtaBHo: Bugnm\ A Toa
HeLWTo, BO 3HaK Ha OAroBOp Bfierysa BO MOCTOEHE, a CamMoTo
HeroBo BfieryBake BO MOCTOEHE € YMH Ha ,,3a06/1eHOTO Tesno”
Ha Toa HewTo, LWTO M Aa e Toa HewTo, U He e Heros/Hej3nH unH
- BO3BpaTu 0OO6jeKTMBHO HECBECHO, KOja MaTHUKOT W6H a‘Apabu
ja Hapeye cydgwmsam, natHUKOT Kapn JyHr KOMIEKTUBHO HecBecC-
HO, a KOja, MoToa, M ABajuaTaja Hapekoa apxeTun.

Mornen 3ag cnvkara BO Koja cMe ce 3apobune

Bo nocnegHuTe OBe AELEHUU AUCKYPCOT Ha WHTep-
KYNTYpHMOT TeaTap CTaHyBa ce noBo36yanue. OAroBopoT
Ha npawakeTo LITO e YHMBep3asHoCTa BO paMKuTe Ha Tea-
TapoT ro fjasame Bp3 OCHOBA Ha M3pa3yBaykoTO HUBO Ha Tea-
TapcKMoT opraHm3am, T.e., noafajkm of 3HaKOT Ha BeKe Kpe-
upaHaTa TeaTapcka npeTcTtaBa. Ce npallyBame, Ha npumep,
Jann BpykoBapa MaxabxapaTa BepHO M MMMAEMEHTMPA U
n3HeBepyBa TyfuTe KOAOBW BO AOMalluHata CTpykTypa. [oa-
famMe [0 pasHu 3aknyyouu; AOKONKy Bpyk rm nsHesepwun Ty-
fuTe KOJOBW, 3ak/nydyyBame feKa TyrmoT He MOXe fa ce BAO-
MW, a Npu Toa ga He ce UCKPUBW. KOHCEKBEHTHO, ce npatuy-
Bame: Does all transcendence necessarily entail the negation
of the voice of the other.V, a Bp3 ocHOBa Ha npeTnocTtaBkaTa
peka the universal (...) can be and has been a dangeraous
and self-deceptive vision, denying the voice of the Other in an
attempt to transcend it.2

MouTe CKOpellHVW UCTpaxyBaka [oKaxyBaaT Aeka
Ccekoja TpaHCueHAeHUMja He o Herupa rnacoTt Ha pyrvoTt u

races, categories, genders, languages, microcosm and macro-
cosm, man and the machine.

So, what is the culture of connections? - queried my
“psychic organs” (as Jung would have said). The culture of
connections is the multidimensional value of universality - my
consciousness replied. What is the multidimensional value of
universality? It is the self-organized cyclicity - was the answer
to the dialectical clash between my consciousness and subcon-
sciousness. Why? Because when S/He decides that something
will come to existence, S/He says to it: Be! And that thing, as if
answering, comes into being, and the very act of it coming to
existence is an act of the “round body” of that something, what-
ever it is, and it is not an act on behalf of Him/Her - replied the
objective subconsciousness, which the traveler Ibn d'Araby
called sufism, the traveler Carl Jung collective unconscious,
and which was afterwards entitled archetype by both.

A Look Behind the Picture We Are Trapped In

The discourse of the intercultural theatre is becoming
increasingly impressive in the last two decades. We can an-
swer the question what is universality in terms of the theatre
based on the expressive level of the theatre organism, i.e. from
the sign of the theatre play already created. We wonder, for
example, whether Brook's Mahabharata has incorporated for-
eign codes into native structure faithfully or not. We come to
various conclusions. If Brook has betrayed foreign codes, we
conclude that the foreign cannot be embraced, without bending.
Consequently, we wonder: does all transcendence necessar-
ily entail the negation of the voice of the other?1, and based on
the assumption that the universal (...) can be and has been a
dangerous and self-deceptive vision, denying the voice of the
Other in an attempt to transcend it.2

My recent researches prove that every transcendency
does not negate the voice of the other and that universality -



identities journal for politics, gender and culture, vol. |, no. 1, Summer 2001

JeKa yH/Bep3a/IHOCTa, OHTOJ/IOWKK, 3Hae Aa 6uae u no3uTuBHa
cTpaternja. MefyToa, NOMHaKBUTE acnekTU Ha yHuBep3an-
HOCTa He CMe BO cocToj6a Aa M Co3Haeme, ce Aodeka He ce
ocnoboanme of cnvkaTta BO Koja cMe ce 3apobune. BuctuHa,
CcnMKaTa Ha OHTO-BPeAHOCHWOT Ayanu3am ycneana ga rvm or-
paHMuM HawwuTe penauun co camute cebecu, a notoa U co
OPYrMoT, HarnacyBajkm ja xuepapxmujckara onosuvuuja nomery
eOHVOT U ApYruoT, eQHOTO U ApyroTo. TOKMy Toa ce Cy4yBa
W CO HalwmTe MNPOLEHKM BO OAHOC Ha MOUMMOT Ha yHuBep3as-
HOCTa BO KOHTEKCT Ha TeaTapoT, Kora CTaBOT 3a yHuBep-
3a/iHOCTa ro rpagvme MCKIy4ynBO Bp3 TEMesIOT Ha M3pasy-
BA4YKOTO HWBO. MOTUEHYBakETO Ha Npeav3paslyBayvykoTO HUBO
€, BCYLUHOCT, cuTyaumja gobuneHa og no3mtmBHmoT feedback
loop WTO ro NokpeHan KapTe3njaHCKUOT gyasM3am.

WmeHo, AOKONKY TeaTapckarta TPaHCKYNTYpHOCT € of-
pefeHa Kako TpaHCUeHAeHUMja Ha napTUKynapHUTe KynTypu BO
KOPUCT Ha YHMBEP3a/IHOCTa Ha YOBEYKWMOT ycnoB3, npobrematu-
KaTa Ha TeaTapckaTa TpaHCKYNTYypHOCT Tpeba ga ce TpeTupa
BP3 TEME/IOT Ha Taa OHTO-BPeAHOCHa KOHLEemNuUvja KojallTo ro nog-
ApXyBa MpallakeTo Ha penauunTe, Koja ce pas/vKyBa Of, OHTO-
BpeJHOCHaTa onosuuuja nomery pauumoHasTHMOT YM U TenoTo, a
KOja e cenak C/mMyHa Co Hea nopagm Toa LITO € HayvH Ha pa3bu-
patbe Ha VHKOpPNOpMpaHUOT XWBOT TeMesieH Bp3 (heHOMEHO/0-
rmjata. OBaa OHTO-BpefHOCHa KOHUEMNUuja cakam fa ja Hapedyam

OHTO-BpefHOCHaTa KoHuenuuja Ha TpygHata Boxuuya Majka. Further on,
MNoHaTamy,1
1 JlOKONKy TeaTapckata TPaHCKY/ATYpHOCT e of- 1 If the transculturality of the theatre is determined as

pefeHa Kako noTpara KOH yHMBEp3as/lHOCTa, MOMMOT Ha YHU-
Bep3a/iIHOCTa M Ha TeaTpcKaTa TPaHCKYNTYpHOCT Tpeba ga
M rpagvmMe Bp3 TEMEJIOT Ha Npeav3pasyBayvykoTO HUBO Ha Tea-
TapCKMOT opraHvM3am, 3aToa LITO OBa HMBO 0 NOAAPXyBa W
NOTTUKHYyBa MPUCTaNoT Ha HegyaMcTMyKata OHTO-BpeAHOCHA
KOHUenuuja. MoTtoa 6u cnepgena HeroBarta pefnauyuvja co m3pa-
3yBaykoTO HMBO. OTTyKa 6u fobune ogpefeHn HOBWM CO3HaHMWja
- KOMWTO AaBaaTt npocTop 3a cnobofHo onpepenysake
(nomefy epHaTa, gpyrata wiuM TpeTaTta OHTO-BpefHOCHa
KOHLeNuMja) BO OHOC Ha M3palyBaykoTO HMBO - a KOULWITO ce
BaKHN 3aToa LWTO ja ybnaxyBaaT CypoBOCTa Ha peasiHOCTa.

ontologically - can be positive energy too. However, we are not
able to cognize the other aspects of universality untill we liberate
ourselves from the picture we are trapped in. Trully, the picture
of onto-value dualism has managed to limit our relations with
ourselves, and then with the other, emphasizing the hierarchical
opposition between one person and the other, one thing and the
other. This is exactly what happens with our estimations regard-
ing the notion of universality in the context of theatre, when we
form our attitude towards universality only on the grounds of the
level of expression. The underestimation of the level of pre-ex-
pression is, in fact, a situation formed by the positive feedback
loop started by the Cartesian dualism.

Namely, if the transculturality of the theatre is deter-
mined as a transcendency of the particular cultures in benefit of
the universality of the human condition3, the problematics of the
transculturality of the theatre needs to be treated in terms of this
onto-value conception that supports the issue of relations, which,
in turn, is different from the onto-value opposition of the rational
mind and the body, and is, yet, similar to it because it is a way
of understanding of the incorporated life based on phenomenol-
ogy. This onto-value conception | would like to call the onto-
value conception of the Pregnant Goddess Mother.

the search for universality, the notion of universality and the
transculturality of the theatre should be built on the base of pre-
expression level of the theatre organism, because this level sup-
ports and incites the approach to the nondualistic onto-value
conception. Then its relation to the expression level would follow.
Hence we will get a certain new cognizance - one giving space
to free determination (among the first, second or third onto-
value conception) of the expression level - which is important
because it alleviates the cruelty of reality.
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2. [okonky TeatapckaTa TPaHCKyNTYpHOCT e oapefeHa
Kako YHMBEP3a/IHOCT Ha ,,40BEYKMOT YCMOB“, MyNTUANMEH3U-
OHa/lHaTa BPefHOCT Ha yHMBep3asiHocTa Tpeba Aa ro BKIyuu ca-
MUWOT YOBEUKM YC/IOB, @ TOA € MHTEePNpPeTaTMBHUOT acnekT Ha
uckyctsoto. Co apyr 360poBu, A,OKOMKY YHUBEP3&/IHOCTA He ce
TpeTupa Kako ambursMTeTeH MOMM, OBOj MOMM OCTaHyBa arnc-
Tpakuuja, win, BO HajMaa paka, TeaTapckaTa TPaHCKY/JTYpHOCT
OoCTaHyBa npuor 3a buxejBropucTnykata Hayka.

3. [oKOofIKy OHTO-BpeAHOCHaTa KOHLUenumja Koja rv nog-
ApXyBa penauuvTe e pasnnyHa of, OHTO-BPeAHOCHWOT Ayanu-
3aM, a Ccenak C/iIMYHa Co Hero nopaau Toa LITO M Taa, UCTO Kako u
OBaa, KaXXyBa Kako cTojaT paboTuTe win KakeBu Tpeba ga bugar,
NMOMMOT TPAHCKYNTYPHOCT He cMeeMe fAa ro otdpaume Kora
cakame fa ro gecdvHupame rpagvBoToO Ha TPaHCKYNTYpHOCTa BO
KOHTEKCT Ha TeaTapoT. 3Hauu, U Nokpaj akToT LUTO BpexeHaTa
(BO CyLWTUHA, AyannCTUYKa) CMMEna Ha MoMMOT TPaHCKYNTYPHOCT
€ MMMnJeMeHTaumjaTa Ha KofoBUTE, NMOMMOT TPAHCKYNTYpPHOCT
Tpeba ga ce couyBa Oypu U Torawl Kora TPaHCKyNTypHoOCTa
cakame fa ja npukaxeme HM3 MOMHaKBa nepcrnekTtusa. Bo
CNPOTUBHO:

a) To rybyme KOHTparyHKTOT Ha KapTe3ujaHCKu-
OT AyasM3am, a co Toa ¥ CaMoTO Haule T/o;

6) Hu ce 3akaHyBa onacHocTa fa HaB/fie3eme BO
MOVHAKOB 06K Ha Ayann3am.

4. [OKONKy AWNTajeBCKOTO ofpefieHO WCKYCTBO € Npo-
Lec LITO TeXM KOH U3pasoT LUTO 0 3a0KPy>KyBa, OBOj MOMM €
npvMep Ha LMKMUYHOCTA, T.e., Ha Toa LUTO CTOM Kako O3Haka 3a
yHMBep3asiHocTa. JOKO/sIKy ofpefeHOTO UCKYCTBO He 61 6uno opf-
pefieHO MCKYCTBO ako He ce nocpefyBa Mo nar Ha u3pasyBare,
0BOj € NpuMep LUITO caMoopraHu3vpadkaTa UMKIMYHOT ja ,,Tpetnpa’
BO pamMKuTe Ha KynTypHUTe MaHudecTaumn. JOKOMKy Kyntypata
NnocToM caMO BO MpaKTuKa, MCKYCTBOTO € OHa LUTO A0KaxyBa
[JeKa nocToMMe Kako Teflo-ym, a, BCYLUHOCT, BP3 OCHOBa Ha Taa
OHTO-BpeJHOCHA KOHLeMNuuja Koja ce pasfinkyBa 0f, OHTO-
BpeAHOCHaTa ono3uuuja nomery pauyoHasHOT YM U TenoTo. AKo
TesaTa Koja roBopv BO MpWIOr Ha Toa AeKa KynTypara nocrou
camMo BO MpaKTUKa HaykaTa ja cMmeTa 3a 00jeKTUBHa Tesa, Torall
HallaTa OHTO-BpefHOCHa KOHLUenuuja e ob6jeKTUBHa KoHLuenuuja.

2. If the transculturality of the theatre is determined as

the universality of the “human condition”, the multidimensional
value of universality should include the human condition itself,
and this is the interpretive aspect of expirience. In other words,
if universality is not treated as an ambiguous notion, this notion
becomes an abstraction or, to say the least, the transculturality
of theatre becomes a donation to the behavioral science.

3. If the onto-value conception, which supports rela-

tions, is different from the onto-value dualism and yet similar to
it, just like this one, because it says how things are and how
they should be, the term transculturality must not be abandoned
when we seek to define the essence of transculturality in the
context of the theatre. This means that, besides the fact that the
engraved (basically dualistic) meaning of the term transculturality
is an implementation of the codes, the term transculturality should
be kept even when we want to portray it in a different perspec-
tive. If not:

a. We lose the counterpoint of the Cartesian
dualism, and with it our own ground;

b. We are threatened by the danger to enter a
different type of dualism.

4. If the Diltheyian certain expirience is a process that

strives toward the expression that encircles it, this term is an
example of cyclicity, i.e. of what is the sign of universality. If the
certain expirience was not a certain expirience unless it was
not mediated through expression, this is an example that treats
the self-organised cyclicity in terms of cultural happenings. If
culture exists solely in practice, expirience is what proves we
exist as a body-mind, and really, based on this onto-value con-
ception, which is different from the onto-value opposition be-
tween the rational mind and the body. If the thesis that supports
the oppinion that culture exists only in practice is seen by sci-
ence as an objective thesis, then our onto-value conception is
an objective conception.
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5. Jlokonky TeatapoT (MOTOYHO, TOa LWITO O npaswu 5.

TeaTapoT TeaTap, a Toa e Tearapckara npeTcTaBa koja My
Cce HyAu Ha rnejadqot) e npuvMep LWTO CTOM 3a OApefeHO0To
MCKYCTBO, 06jeKTMBHUTE CTaBOBM BO Bpeka CO TeaTtapckaTa
TPaHCKYNTYpPHOCT, Kako Aen of TeaTposorujata, Tpeba ga
M upnuve of 06jeKTMBHUTE CTaBOBM BO Bpeka CO O4pefeHOTo
UCKYCTBO.

MoumoT Ha oApefeHOTO UCKYCTBO BO OAHOC Ha Kyn-
TYpHUTE MaHudpecTauun OoTKpuBa MHOry HewTa. lMpepnaram
fJa ce orpaHuyMMe camo BO €fleH KOHTEKCT, KOj € HeonxojeH
3a [a ce jaje 3ak/yyHata pey BO Bpeka CO rpaguBoTO Ha
TeaTpekaTa TPaHCKYNTYpHOCT, LITO c/fieAuM BO MPOLOJ/DKEHME.
TOj KOHTEKCT e CNegHuoT:

AKO e BUCTUHA AeKa ONnwTecTBEHMOT NpocTop

ja gethrHMpa cBecTa Ha HOCUTENIUTE Ha Kyntypata u

Jeka KynTypaTa nocToM camo BO MpaKTuKa, BUCTMHA

€ Toa [eka onwTecTBeHarTa npakTuka He Moxe ga ce

npoyyyBa Bp3 UCKNyunBa pedepeHumja Ha UHAUBU-

AyanHuTte usbopu (nopagum Toa WTO MocTtojaT ogpe-

[EeHN 3aefHNYKN KOHUEMNUMU KOW He ydyaT ga yuunme),

HO BUCTWMHAa € 1 Toa [eKa KOHLEeNToT Ha KyntypaTta e

HemnmouMmMB HaABOP Of, aKCMOJIOLLKU jacHO oApedeHaTa

cpeavHa.

Cnopep, Toa, KynTypHaTa MHAWBUAYANHOCT, peasiHo
M camaTa no cebe, ja noTBpayBa penauujata nomery naptu-
Ky/napHOCTUTe, a He XMepapxUcKMoT OfHOC nomery napTuky-
napaHoctute. CamoopraHm3avpaykara LMKANYHOCT, Koja WM-
nauuupa pasBoj U TpaHcpopMalmja, HacoyeHa e KOH peanu-
3auujata Ha MHAMBMAYasSIHOCTA, KOH CpeauwTeTo Ha sindHarta
BpeAHOCHa MpoLeHKa.

MpobnematnkaTa Ha LUKIMYHOCTA € npobnemaTnka
Ha nHAavBmayanHocTa. lNpawarkeTo Ha MHAUBUAYyasHocTa e
npawarwe Ha MHTerpuTteToT. A LITO € MnpawaweTo Ha UHTe-
rpuTeToT?

Mpob6nematnkata Ha UHTErpuMTETOT € Npobnemaru-
KaTa Ha peau3auujaTa Ha 4YoBeKOBOTO Jac. Toa LWTO Kaj yo-
BEKOT Tpeba fa ce WHTerpvpa 3a Toj Aa 6uae BUCTUHCKO Jac
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atre - a theatre play, offered to the viewer) is an example that
stands for the certain expirience, we should draw our objective
attitudes, related to the transculturality of theatre, as a part of
theatrology from the objective attitudes related to certain
expirience.

The notion of certain expirience regarding cultural hap-
penings reveals many things. | suggest we limit ourselves to one
context, which is necessary to make the closing statement re-
garding the essence of the transculturality of theatre, which will
follow shortly. Let us look at the context.

If it is true that social space defines the con-
sciousness of the carriers of culture and that culture
exists only in practice, then it is true that social practice
cannot be studied on the sole reference of individual
choices (because there are certain common concepts
that teach us to learn), but it is also true that the con-
cept of culture is inconceivable outside the axiologically
clear determined environment.

According to this, the cultural individuality, realistically
and in itself, confirms the relation between the particularities
and not the hierarchical relation between particularities. The self-
organised cyclicity, implicating development and transformation,
is directed towards the realisation of individuality, towards the
center of the personal value judgment.

The problematics of integrity is the problematics of indi-
viduality. The issue of individuality is an issue of integrity. And
what is the issue of integrity?

The problematics of integrity is the problematics of
realisation of the human Me. What should be integrated in a
man, for him to have a real Me, are the multidimensional levels

If theatre (more exactly, what makes theatre a the-
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ce MyNTUAUMEH3NOHA/IHUTE HUBOA Ha HEroBoTo 6uTHe, Yun
€KCTPEMHOCTN Ce HapeyeHW CBECHO W HecBeCHO. TOKMYy BO
O[HOC Ha WHTerpaumjaTa, VMHAMBUAYyASIHOCTA Ha YOBEKOT € am-
6ureuTeTHa cocToj6a Koja ja MCkiydyBa anopujaTta; MHTerpa-
unjata € 4ekop ,,04 MEHE KOH MeHe“, 1, UCTOBPEMEHO, YeKop
»00, MEHe KOH Teb6e". Toa e OTKpMBawe Ha camaTa MeHe, HO
Toa e, NCTOBPEMEHO, WM MOTeHUujasiHaTa COCToj6a Ha MojaTa
ceondaTHOCT, Ha MoeTo ,3a006/1eHO Teso“ koe Te ondaka u
Tebe, 1 ceTo Toa LITO MOXe Aa MoCcTou OKOoJly MeHe u Tebe.
LlenocHocTa e ceondarHa (M He camo AyanncTuyka) A0TOSKY
[OKOJIKY e cocTojba Koja MM [03BOJyBa fAa ja Mo4yyBCTByBam
noBp3aHoCcTa NnoMery MOeTo ero u MoeTto Jac, a npeky oBsa
Jac 1 nosp3aHocTa cO TBOETO Jac, M CO CeTo Toa LWTO ro
TBOPW MOBEYKOTO Jac. AKO go3Haam Koja cyM Jac, ke fo3Haam
KOJIKY MHOry 3aefHU4KO genam co Tebe. Odypu Torawl HemaLll
npuunHa fa He MM BepyBall Aeka Te sbybam. A ga Te fbybam
Ke Hayyam camMO ako Hayyam Koja cym Jac, ako 6ugam m oc-
TaHaMm uHOuBMAya.

OBaa npobnemartrka e TOKMy Taa npobnemaTtuka Koja
Tpeba ga ce MHKOpNopupa BO rPagMBOTO Ha Mpeam3pasyBad-
KOTO HMBO Ha TeaTapCKMOT opraHusam, U LWTo Tpeba ga ce
Hapeye TeaTtapcKa TPaHCKY/TYpPHOCT.

BucTvHa, akTepoT e BO 3aBuaHa nonoxba; HerosaTta
npogecunja e petka npodecuja, npodecuja koja moxe (go-
KO/IKY Caka) akTepoT eKCM/IMUMUTHO Aa Fo Hayuu Kako fa yuw,
OOHOCHO, KaKo Aa ja peanuM3upa cBojaTa /iM4yHa UHTerpauuja.
Bnorot Bpeau fa ce BAOXW; A0KOAY BOXW, aKTepoT 6u
Hayuns Kako W 30LUTO Aa ro NoYuTyBa MHKYITYpPUpaHuMoT Teslo-
YM Ha OpYyrvoT, Koj ce pa3/iMkyBa Of HEeroBUOT /IMYEH WHKY/I-
TypupaH Teno-ym.

AKO e TOKMy Toa naToT Ha ocnobopyBarwe OCTBapeH
NpeKy CBECHW Hamnopw, a BOefHO W camaTa Bofja fja ce caka
OpYrMoT, Kako MoABWUr 3a NpoAOo/IXyBahe, Torawl novMMoT Ha
yHUBEp3a/HoCTa He e onacHa cTparteruja, TyKy, CnpOTUBHO,
Hy)>XHa cTpareruwja. MaroT Ha ,CMPTHOTO" Npeofawe HU3 camo-
UCNUTYyBaweTO He e TpaHcdopmaumja Ha akTepckara npo-
(oecuja. Hanpotue, natoT Ha penauymjata co camuTte cebecu
€ NnaTokasoT Ha yCcOBpLUyBae Ha akTepckata npodecuja.

of his being, whose extremities are called conscious and un-
conscious. The individuality of man, especially in terms of inte-
gration, is an ambiguous condition that excludes aporia; inte-
gration is a step “from me to me” and is simultaneously a “step
from me to you”. This is a discovering of the real me, but is,
simultaneously, a potential condition of my all-inclusiveness, of
my “rounded body” that encompasses you too, as well as ev-
erything that can exist around you and me. Completeness is all-
inclusive (and not only dualistic) insofar as | am allowed to feel
the connection between your ego and my Me, and through this
Me and the connection to your /and with everything that makes
this human /. If | find out who | am, | will know how much you
and | have in common - and then, you have absolutely no rea-
son to not believe | love you. | will learn to love you only if | learn
who | am - if | am, and remain, an individual.

This problematics is the one that should be incorpo-
rated in the essence of the pre-expressive level of the theatre
organism and called transculturality of the theatre.

True, the actor is in a desirable position; his profession
is a rare profession, one that can explicitly teach him (if he is
willing) how to learn, i.e. to accomplish his personal integration.
The investment is worth making; if he invests, the actor will learn
how and why to respect the inculturated body-mind of the other,
different from his inculturated body-mind.

If this is the real path of liberation, achieved by con-
scious efforts, and there is the will to love the other, as a drive to
continue, then the notion of universality is not a dangerous strat-
egy, but, on the contrary, a necessary strategy. The road of the
“mortal” passing thorough self-questioning is not a transforma-
tion of the actor’s profession. On the contrary, the path of
selfrelating is the landmark of the perfectioning of the actor’s
profession.
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A 3a Toa LUTO MOTMNOYHO O3Ha4vyBa TpaHcueHAeHumjaTa
Ha Teatapckarta TPaHCKY/TYpHOCT (MHKOpropupaHa BO rpa-
ANBOTO Ha npeju3pas3yBavykoTO HOBO Ha TeaTapCKUOT opra-
HM3aMm), NnoToa, 3a penauujata Ha Teatapckarta TpPaHCKYNTYy-
panHoOCT CO ocTaHaTuTe MOMMW LUTO M BKy4YyBa CUHTarmara
WHTEPKYNTypaneH Teatap, Kako W 3a MHOry Apyru gokasmu
KOW rosopaT BO MPWUIOT Ha KaXXaHOTO M Ha Toa LITO OoCTaHa
HensKaXaHo - HakpaTKko, 3a ,naToT* Ha HaykaTta LITO noymBa
BP3 TeMesloT Ha TeaTapcKaTta TPaHCKYNTypasiHOCT, of noye-
TOK [0 Kpaj - Ke BM ,packaxam“ BO Hekoja apyra npuiuvka. Bo
COOfIBETHO BpeMe U BO COOABETHW OKOJIHOCTW.

M.C. Bo gHEBHMKOT Ha Jynuyc MOKOPHU HajgoB MHOry
WHTEpeceH oparMeHT, LWITO ja onuwyBa HeroBaTa 6opba co ,nasn-
YyeTo B WyMa“, npeg fa ce ofsyun fa ce BAOMU B Teartap, BO
(hasata kora 6un marencaH of KopeHuTe, W npeg ga fosHae
3a TpygHaTta Boxuua Majka. Benu natHuKoT: lManye, myTaBue,
Kako nu ycnea ga ro usrybuw natot? E, ama Toa He Gelle
MOjOT naT - My BO3BpaTWa OBOj. A Ja He r0 HajaeB CBOjOT Mmar,
He Ke 3HaeB fa BM packaxam 3a ,CMpTTa“ LWTO MU Ce 3aKaHy-
Balle 3aj 3aBecarta: 3a ,0ypeTo 6e3 gHO" Ha BelwwTepkaTtal

ManyeTo NPOAC/KMMO fa YeKopW, a NoToa oAeAHall 3ac-
TaHaso, ce CBPTE/No, U My ce o6paTuio Ha MaTHWUKOT: Jynue,
MyTaBye, TU Cu ce 36YHW/; 3apeM jac He cyM jac, ,[lanyeto B
Lyma“, BCYLLHOCT, TW, BUCTUHCKWUOT MATHWK U BUCTUHCKMOT mat?

MpeBoga: Cale Taces
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And what is the exact significance of the transcendency
of transculturality of theatre (incorporated in the essence of the
pre-expressive level of the theatre mechanism), the relation of
the transculturality of theatre with the rest of the terms, including
the syntagma “intercultural theatre”, as well as the many other
evidence that support what has already been said and what has
not - in short, about the “path” of science based on the
transculturality of theatre, from the beginning to the end - | will
tell that in another “story”. In a suitable time and circumstance.

P.S. | have found a very interesting fragment in the
journal of Julius Obedient, describing his fight with “Tom Thumb
in the Woods”, before he decided to stay in the theatre, in the
phase when he was enchanted by the roots, before he found
the Pregnant Goddess Mother. The traveler said: 0 dumb Thumb,
how did you manage to lose your way? Well, that was not my
path - he replied. And if | did not find my way, | would not have
known the story of “death” threatening me from behind the cur-
tain and the Witch’s “bottomless barrel!”

Tom Thumb went on his way, but suddenly stopped,
turned around and said “0O laughable little Julius, you are the
confused one: am | not the one, the “Tom Thumb in the Woods”,
in fact, you, the true traveler and the true path?

NOTES

1 Patrice Pavis, The Intercultural Performance Reader,
(Routledge, London and New York, 1996), p. 80.

2 Marvin Carlson, Brook and Mnouchkine: Passages to
India?, in: The Intercultural Performance reader, (Routledge, London
and New York, 1996), page 80.
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