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Eloszo

A 2016-0s TESZT fesztival sok eléaddsa tematizalja a kézosség fogalmat. Allam,
nemzet, nép, orszdg, varos, csaldd, generdacids koz0sség, vagy akar ennek a legtagabb
képzete, a teljes bolygdnkat atfogd emberi kozosség képzete jelenik meg bennik. Tul
azon, hogy minden szinhazi eléadas valamilyen médon - akdr a konszenzudlis értés,
akar a valds fizikai egyUttlét értelmében — kozdsségként is tételezi a kdzonségét,
ebben a programban olyan eléadasokkal is talalkozni, amelyek cselekvo résztvevoként
szamitanak rank.

Amikor nekialltunk elékésziteni a fesztival alkalmabdl megjelend kotetet, amelyet a
mar sorozatként viselkedé Hatdrutak harmadik kiadasaként tart kezében az olvasg,
kulcsfogalomként lebegett a szemiink el6tt a szinhdz kzosségi és részvételi jellege.
Ezek a fogalmak részint mifajspecifikusan érthetdk, azaz elvezettek minket ahhoz a
kérdéshez, hogy szorosabban megnézziik, hogy afesztivalon jelen lévé harom orszagban
— Magyarorszagon, Romanidban, Szerbidban - milyen kultlrdja van a kdzosségi és
részvételi szinhaznak, vagyis milyen tarsulatok, csoportok, szervezetek foglalkoznak
kimondottan ezzel a tipusu szinhdzzal. Masrészt, és érdekes volt ezt megfigyelni
az esszék és interjuk definicids vagy ondefinicios kisérleteiben, a szinhaznak ezt a
két alapvetd jellemzojét meglehetésen nehéz miifajszeriien sziikre zarni. igy szinte
magatol értetédéen meril fel a hataratlépés, nem pusztan a klasszikus és kdzosségi/
részvételi szinhazi elgondolasok, de a szinhaz és egyéb performativ mlvészeti agak
kozt is. Es magatol értetddd ezek szellemi rokonsaga a részvételi kultira olyan
eszméivel, amelyek a tarsadalmi felel6sségvallalast és beavatkozast célozzak: a
z6ld mozgalmakkal, a fizikai vagy szellemi fogyatékosok, a nék, a romak, a vidékiek,
a mélyszegénységben vagy intézetben élok, azaz a valamilyenfajta kisebbségben,
hatrannyal élék esélyegyenldségi mozgalmaival.

Harom részbél all az idei kotet. Az els6 részben olvashatd szinhazi esszék egy-egy
orszagra fokuszalva térképezik fel a kozosségi/részvételi szinhazat. Magyarorszagon
ennek torténete szorosan kotédik a TIE-tarsulatok munkdjahoz, Romaniaban a politikai
és dokumentarista szinhazhoz, mig Szerbiaban mindezek mellett, a gazdag avantgard
hagyomanybdl fakaddan szamos 0sszmdlvészeti-performativ kezdeményezéshez. A
skandindv allamok kozdsségi kulturajarol-mivészetérol is képet rajzold tanulmany
egy konceptudlis mivész munkdssagat elemzi a performativ szempontok alapjan
- ennek a részvételiség fogalmat illetéen van izgalmas hozadéka. A kozdsségi-
részvételi szinhaznak, a magyar és roman vonatkozdsban ez bizton éllithato, igen
csekély szakirodalma van, kevés az errél szolo, torténeti és elméleti szempontokat
érvényesité atfogd munka; nem véletlen, hogy ezek a tarsulatok komoly energiat
fektetnek a kutatdsba, a vonatkozd szakirodalom kozvetitésébe, illetve a képzésbe.
Ezért is tartottuk fontosnak, hogy a mésodik részben olyan embereket szélitsunk meg,
akik tobbéves vagy friss, de mindenképp kozvetlen tapasztalataikrol mesélhetnek: az
alkotasaikrdl, projektjeikrél, a szervezetilkrél, arrdl, hogy milyen tarsadalmiés kulturalis




Preface

Almost all of the performances in the 2016 edition of TESZT Festival tackle with the
concept of community. They focus on the idea of state, nation, people, country, town,
family, generations, even the larger notions of community, representing our entire
planet. Beyond the fact that, in a certain way, every theatrical performance - either
because of a consensus in understanding or of a real and concrete physical together-
ness —is going to render the audience in the context of a community, it will also make
them take part in such performances in which the actors rely on us as participants.

When we began to organise the volume on the occasion of the festival, which the reader
may acknowledge as the third edition of the Border Roads (Hatdrutak) series, we saw
the characteristics of participation and community as key concepts. On one hand, these
concepts can be comprehended as related to specific genres, they have stimulated us
to take a close look at the way these three countries — Hungary, Romania and Serbia
-, also taking part in the festival, have developed their culture by means of community
and participatory theatre, we have been eager to see which are the companies, groups
and organisations that are especially interested in these kind of performances. On the
other hand, and it was interesting to observe the attempts for formulating definitions
and self-definitions, and to realise how hard it is to reduce these two characteristics
to delineate a specific genre. Thus the border crossing becomes self-evident, not only
within the frames outlined by the intentions of the classical and community/participa-
tory theatre, but also between theatre and other artistic performative contexts. And it
is also clear that these are intellectually related to the notions pointed out by the par-
ticipatory culture, namely on social responsibility and intervention: with the ecological
movement, with the physically or mentally disabled people, with women, Roma people,
people living in the country-side, with the ones living in extreme poverty or special in-
stitutes, thus a certain type of minority, with the movements for equal opportunities.

The volume consists of three parts. In the first part one can read theatrical essays
mapping the community/participatory theatre in a certain country. In Hungary its his-
tory is closely related to the activity of the TIE companies, in Romania to political and
documentary theatre, while in Serbia, besides all this, to the numerous artistic perfor-
mative initiatives derived from a complex avant-garde tradition. An essay also portrays
the Scandinavian community culture and art in the form of analysing the work of a
conceptual artistic based on performative perspectives — this writing is exciting for how
it understands the notion of participation. We can definitely state that, when referring
to the Hungarian and Romanian community/participatory theatre, we can hardly find
specialised literature, there is only a limited amount of comprehensive work concern-
ing its historical and theoretical viewpoints; it is no mere chance that these companies
invest a lot of energy in this research, in the mediation of the related literature or in
training. That is why we considered it important to address such people in the second
part of the volume who can share with us their ideas regarding their longer or shorter




kdzeg veszi kdrbe a munkajukat. Nemcsak szinhazcsindlokat szélaltattunk meg, hanem
projektvezetoket, kulturdlis menedzsereket, intézményvezetdket is, akiknek céljuk,
hogy szabad, fliggetlen platformokat hozzanak létre és mikddtessenek. Ez a munka
nem nehézségek nélkul valo: a bizonytalan finanszirozas, a tarsulati megsziinés, a
kultdra zartsdga, az intézményen bellli konfliktusok rendre elemei az itt megjelend,
eltéré és mégis hasonld posztkommunista tarsadalmi-kulturalis berendezkedésnek.
A kudarcok mellett persze latni lehet a sikereiket is. Mindketté fontos tapasztalat. A
kotet harmadik részét egy kis, harom orszagra bontott lista adja. Azok a szervezetek,
tarsulatok, kozpontok, projektek szerepelnek itt, amelyek szorosabban kapcsolhatdk
a részvételi/kozosségi szinhdzak és muivészet koréhez — mint egy nem teljes, mégis
irdnyt mutaté gyUjtemény.

A Hatdrutak kiadvany lazan kotddik a fesztivalprogramhoz, inkdbb egy kontextust
ajanl annak. Emellett olyan lehetdséget, hogy egy-egy téma, felvetés mentén terepet
adjon egy soknyelv( és multikulturdlis parbeszédnek, részt véve az egymast hatarold
orszagok szinhazi kulturajanak forditasi és kdzvetitési folyamatdban — cél, ami kezdettél
meghatarozta az eddigi kotetek irdnyultsagat és strukturajat. Jellegébél adoddan ez a
kiadvany sem ateljességigényével fogja at a harom orszag k6zosségi vagy/és részvételi
szinhazi kezdeményezéseit. Ehelyett referenciapontokat jelol ki, amelyeket a szlikebb
szakmai vagy érdeklédd olvasokdzonség tovabbgondolhat, és aminek segitségével
reményeink szerint tovabb is kereshet. Fontosnak tartottuk azt is, hogy a kotet szerzdi
kozul sokan a fesztivalra rendszeresen visszatérd, annak szellemiségét ismer6
kritikusok, esztétak vagy szinhazi képzésben részt vevo didkok, akik részt vesznek a
TESZT és a Hatdrutak alakulasanak folyamataban. Koszonjlik odaadd munkajukat.

Varga Anikd




yet direct experience: details illustrating their productions, projects, organisations, or
the social and cultural contexts influencing their work. We addressed not only theatre
makers but also project managers, cultural managers, directors of institutions, whose
goals consist in the creation and activation of free and independent platforms. This
kind of work copes with a lot of difficulties: the uncertain financing, the cessation of
associations, the closure of cultures, the conflicts occurring in institutions, which are
at once different and similar in these post-communist social and cultural settings. Be-
sides all these failures one may also notice a certain level of success. Both of these
represent relevant experiences. The third part of the volume is a list by these three
countries. Here we present those organisations, companies, centres, projects which
are mostly related to participatory/community theatre — not a complete one but still, a
compilation providing a certain course.

The Hatarutak (Border Roads) volume is loosely connected to the festival's programme,
it provides a context. Besides this, it provides the possibility, while emphasising related
guestions, to develop a multicultural and multilingual dialogue, participating in the
translation and mediation process of the theatrical culture expressed by these coun-
tries —which determines the orientation and structure of the previous volumes from the
very beginning. By its nature, this volume does not pretend to be a complete work fo-
cusing on the community or/and participatory initiatives of the three countries. Instead,
it underlines those points of reference which can be further processed and researched
by professionals or the readers interested in the matter. We found it really important
for our volume to be composed by authors that constantly return to the festival, critics,
aesthetes or students of theatre, who are familiar with the mindset expressed by the
festival, who have a part in TESZT and in the development of the Hatdrutak. We offer
our sincere thanks to all these people who have contributed with their devoted work.

Aniké Varga
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ESSAYS



Proics Lilla

Jatékvalosag

Magyarorszdgon, ahogy az eurdpai szinhdzi kultirdban ez jellemz6, a szinhazi
hagyomany legfontosabb vonulatat a repertoarrendszer alapjan miikddé, és tébbnyire
allami szubvencidval mUkodé készinhazi forma jelenti, a szinrevitel modjat pedig
alapvetéen meghatarozza a lélektani realista kdzelités. Mindez a jatéktereket is lényegi
maodon strukturalja: a kiilonb6zé méretl dobozszinhazak vagy ,kukucskald” szinpadok
frontalis elrendezése tobbé-kevéshé biztonsagosan jeldli ki a jatszok és nézok kozti
hatarvonalat. A szinhazi szokasrend jellemzden ma is Ugy néz ki, hogy jol 6lt6z6tt nézok
sotétben, illedelmes csendben llnek arccal a szinpad felé este héttél bifésziinettel
egyUtt nem tobb, mint hdrom 6ran at, és megtekintik, amit a jegy araban részben
kifizettek: a szinmlvészek altal létrehozott produkciét. Ebben a hagyomanyban a
nézdi részvételnek kifinomult kddrendszerei vannak, a szinpadi jelek esztétikai-érzelmi
olvasasat pedig csak ritkdn zavarja meg direkt, netan indirekt interakcid.

Ugyanakkor emellett létezik egy masik tradicid, amirél talan kevésbé szoktuk azt
gondolni, hogy ez is a magyar szinhdz térténetéhez tartozik: a valaha, mindenekelétt
funkciondlisan mdikods, tnnepeket és eseményeket szervezd népi hagyomany, ami
sajatos madon kozelebb all a mai, kdzosséginek nevezett szinhazi formakhoz, mint
a fent emlegetett kdszinhazi. Ennek része a népzene, a néptanc, a fondban vald
egylttes tevékenység, az amatér és kiskdzosségi szinhazi csoportok mukodése. Ezek
tovabbélésének, megujuldsanak gondolom azt, amit napjainkban kdzdsségi szinhazként
definidlunk: azoknak a demokratikus mukddési elveket vallé kozosségi miivészeti
csoportok tevékenykedését, amelyek értékrendjében és célkitlizései kozt immar
programszer(ien, tudatosan jelennek meg a tarsadalmi-politikai felel6sségvallalas,
kozosségépités, vagy a kornyezet- és orokségvédelemre vonatkozd elemek. S részben
ennek a vallalt tdrsadalmi empowerment-nek is kdszonhetd, hogy amit ma kozosségi
szinhdzként tartunk szdmon, az sokszor nemcsak szinhazi formak vagy eszkozok,
netan egy produkcié 6nmagaban allasat jelenti, hanem szdmos mas csoportos alkotdsi
forma és tarsmivészeti megnyilvanulds szoros kdzelében mutatkozik. Szamos esetben
ezeknek a szinhdzi kezdeményezéseknek a kornyékén megtaldljuk a mivészeti
nevelés, de akar a kdzOosségi radidzas vagy kertmivelés kilonféle kezdeményezéseit.
Ide sorolom példaul a szdndéka szerint kétévente megrendezésre kerllé budapesti
OFF-Bienndlét, amely egy fiatal kuratorcsapat kezdeményezésére jott létre, és
2015 kora nyaran hat héten at szazotven helyszinen, tébbségében képzémUivészek
részvételével valdsult meg. Ennek keretén belil hétkdznapi helyszineket alakitottak
at néhany gesztussal kdzosségi, szinhazi térré (nem mellékesen szinhdazzal, téanccal,
drémapedagdgiaval foglalkozd szakmabeliek is részt vettek ebben a projektben) — ez
a rendezvény jol felmutatta a mUfaji atjarhatdsagot és a kézosségi aspektus kiemelt
fontossagat. A kozosségi szinhdzi forma alakuldsardl szdlva talan kilén bekezdést
érdemelne a rendszervaltds utani budapesti foglalt hazak kozosségi kulturdja,




Lilla Proics

Playful Reality

In Hungary, as usually in the European theatre culture, the most important trend of the
theatrical tradition is represented by the forms functioning on the basis of a mostly state-
subsidised repertoire system, while the methods approached in staging are basically
determined by psychological realism. All this substantially affects the places as well:
the frontal disposal of the German style stages of the Guckkastenbiihne highlight
the borderline between the actors and spectators more or less safely. Nowadays,
conventional theatre looks like this: well-dressed spectators are sitting quietly in the
dark as they watch facing the stage and well-behaved a performance that starts at 7 pm,
they enjoy their buffet break, and will go home after no more than three hours, having
watched what they have partially paid for: a performance set up by the actors. In this
context the spectators’ participation is provided with a refined and sophisticated codified
system, while the comprehension of aesthetical and emotional theatrical symbols can
only be rarely disturbed by direct or indirect interactions.

However, besides this there is also another tradition, which we rarely consider as related
to the Hungarian theatre: a folk tradition that once stood before anything else, setting
up celebrations and events which, in their own way, are closer to the current community
theatre forms than the above mentioned. Folk music, folk dance, the joint activities
achieved in the spinneries, the activity of amateur and small community theatrical groups,
are all part of it. What nowadays we define as community theatre is nothing but survival
and renewal: the activities of community artistic groups supporting democratic principles
in their operation, whose system of values and objectives are already programmatically
and consciously connected to the idea of social and political responsibility, building the
community, or to the protection of our heritage or the environment. Partially, it is due to
this societal empowerment that, what we consider a community theatre is frequently not
only a theatrical form or device, or the autonomy of a production, but a creative form of
more groups and the expression of other arts closely related to each other. In numerous
cases, among the theatrical initiatives we find both artistic education and community
radios or various initiatives of horticulture. Here | would mention, given its goals, the OFF
Biennale organised in Budapest, which was set up at the initiative of a young team of
curators, and in the summer of 2015, for a period of six weeks, in one hundred and fifty
locations, they implemented it with the support of fine artists. In this context, by using
just a few gestures, they transformed weekday locations into community theatrical areas
(not incidentally, professionals had participated in this project with plays, dances, and
drama pedagogy) — this event showed off the genre’s permeability and the importance of
the community aspect. A whole new paragraph could be written regarding the evolution
of forms in the case of community theatre about the community culture from Budapest
after the regime change; theatre plays, performances, actions and other events based on
the conception of community participation were set up in this highly prosperous context




amelynek gazdagon virdgzo kdzegében szinhazi eléadasok, performanszok, akcidk és
egyéb események jottek létre a koz6sségi részvétel eszméje alapjan is — ez a fluktuald
kdzeg pedig szélesebb tarsadalmi hatast gyakorolt. Jelenleg visszaszoruléban ez a
forma, részben az uralkodd politikai kurzus hatasara; kevés az ilyen jellegl alkotdhaz,
amit még nem fojtottak meg un. térvényi szabdlyozassal, ahogy ez a vildg szamos mas
helyén is megtortént.

Am visszatérve a fenti gondolatmenethez, ami szerint a néphagyomannyal rokon a
kozosségi szinhaz, erre egy 2010-es Tavaszi Fesztival programjaban szerepl6 el6adast
emlitenék példaként, amely leplezetlenil mutatta meg az allami intézmények
természetét. A 2010-es Tollfosztds cimU el6adast mélyszegénységben él6 gyerekeknek
szervezett nyéri tdbor résztveviivel valdsitottdk meg, sajat élményalapu kozosségi
szinhazi eléadasként. Olyan torténeteket idéztek fel a szereplék a tollfosztast jatékosan,
metaforikusan hasznald beszélget6s szituacidban, amelyeket maguk a szerepld
gyerekek éltek &t nyaraltatdsuk soran allami hivatalok kdzremikodésével — abban a
tarsadalmi kozegben, amelyben akkoriban romak elleni blincselekmények torténtek.
Emlékezetes és értelmezd gesztusa volt az eléadds végén a rendezé-pedagogus
Balogh Rodrigdnak, hogy a tapsrendben néz6knek hattal, a tarsulata felé hajolt meg.

Annak a kérdését, hogy a mddszertant, eljarast vagy esztétikat tekintve mit sorolunk a
kdzosségi szinhaz kdrébe, nehéz megvalaszolni, és a miivészi gyakorlatot tekintve talan
nem is termékeny, annyira széles és sokszinli ez a mezé. Ennek meghatarozé muvelodi
azonban j6l beazonosithatdan meritenek a nemzetkdzi és hazai mintakbdl, igy példaul
a brazil Augusto Boal munkdassdgdbdl, aki 2009-es szinhdzi vildgnapi (zenetében
ezt irta: ,Amikor a felszin mogé nézlink: mindenltt elnyomdkat és elnyomottakat,
osztalyokat és kasztokat latunk, egy igazsagtalan, kegyetlen vildgot taldlunk. A mi
dolgunk, hogy egy masfajta tarsadalmat képzeljink el... A szinhdz nem esemény,
hanem életmdd! Mindannyian szinészek vagyunk: dllampolgarnak lenni annyit jelent,
hogy nem elégsziink meg azzal, hogy tarsadalomban éliink, hanem megvaltoztatjuk
azt."” A koz0sségi szinhaz és egyaltalan alkotas eszméje tehat a ,mlvészet mindenkié”
demokratikus gondolatédhoz épp Ugy kapcsolhatd, mint a ,mindenki miivész" avantgard
elképzeléséhez. Ha azonban szlken értelmezzik a kézdsségi szinhazi muifajt, Ugy ez
legaldbb részben lefedi a szintén Boal altal muvelt férum szinhazi definicidt, amelyet a
Cziboly Adam és Bethlenfalvy Adam 2013-ban megjelent Szinhdzi nevelési programok
kézikényvének fogalomtara igy hatdroz meg: ,Férum szinhaz (mint mufaj): Augusto
Boal Elnyomottak Szinhaza rendszerének egyik technikdja. A cél egy-egy kozosség
problémainak feltardsa, azok bemutatédsa eléadasban. Ennek a mai gyakorlatban tébb
formdja van, vagy a kdzdsség tagjaival kozosen allitjak szinpadra az eléadast, vagy
egy térsulat szinészei jatsszak azt."!A magyarorszdgi kozésségi szinhazi témaban a
Cziboly—Bethlenfalvy-kotet, amely természeténél fogva gyorsan éviils, mégis alapvetd
és atfogd munka, fontos viszonypont: egy, a kotet altal kilon targyalt kategorizalas
szempontok? alapjan felsorolja azokat a tarsulatokat, csoportokat, amelyek jelent6s
hanyada mukodik részben vagy egészben részvétel, illetve esetenként kozOsségi
szinhazként.

1 Cziboly Adam - Bethlenfalvy Adam: Szinhdzi nevelési programok kézikényve. L'Harmattan, Budapest, 2013, 414. o.
2 1. m. 357-376. oldalan targyalja.




—this fluctuating medium had a great social impact. At present, this form is withdrawing,
partially because of the prevailing political course; such creative houses are scarce, most
have been restricted by legal regulations, as it had already happened in other parts of
the world.

Returning to the previous thought, according to which community theatre is a close
relative of folklore, | would mention a performance included in the 2010 edition of the
Spring Festival that openly expressed the nature of the state funded institutions. In 2010
they produced a performance, Feather Picking, for and with children living in extreme
poverty, in the context of a summer camp, as a community performance that relied on
their personal experience. The participants presented some stories in a playful way, in
metaphorical chatting situations, experienced by the participant children themselves,
during their holiday, with the cooperation of offices — the social context was a time when
a series of crimes were committed against Roma people. At the end of the performance,
Rodrigé Balogh, the pedagogue and director, had a memorable interpretative gesture as
he bowed facing his company rather than the audience.

It is difficult to say what we would call community theatre, given the methodology,
proceedings or aesthetic values and, considering the artistic practice, it might not be that
productive either, as the field is so wide and diverse. Nevertheless, its defining exponents
are profoundly immersed in international and internal sources, for instance in the work
of Augusto Boal who wrote the following message for World Theatre Day in 2009: "When
we look beyond appearances, we see oppressors and oppressed people, in all societies,
ethnic groups, genders, social classes and casts; we see an unfair and cruel world. We
have to create another world because we know it is possible. (...) Theatre is not just
an event; it is a way of lifel We are all actors: being a citizen is not living in society, it is
changing it." Thus the conception of community theatre and the idea of creating can
both be linked to the democratic idea of "everyone's art”, or to the avant-garde notion
of "everyone is an artist”. If we were to interpret the community theatre genre in a strict
way, it would at least partially cover the definition of forum theatre cultivated by Boal,
assigned in 2013 in the glossary of Adam Cziboly and Adam Bethlenfalvy published as
Manual for Theatre Educational Program in Hungary: "forum theatre (as a genre): one
technique defining Augusto Boal's system regarding the Theatre of the Oppressed. The
goal consists in the presentation of community problems, in the context of a performance.
In the current practice it enjoys more forms, it either stages the performance with the
community's members or it is acted by the actors themselves.” In the context of the
Hungarian community theatre this volume by Cziboly and Bethlenfalvy, although by
nature rapidly lapsing, is still a comprehensive and intensive work, an essential point of
reference: given the categorising perspectives discussed separately on the basis of the
volume? it enumerates theatre companies and groups that partially or fully function as
community theatres.

We can open the notion of community theatre for it to comprise both the creators and
the companies consistently keeping the ideas of community theatre in mind, and in my

1 Cziboly Adém—Bethlenfalvy Adam: Szinhazi nevelési programok kézikényve, 2013, L'Harmattan, Budapest, p. 414
2 Op. cit. discusses this on pp. 357-376.




A kozosségi szinhaz definicios korét igen tagra nyithatjuk, amelybe az egyes
eléaddsoktdl a kozdsségi szinhazi eszmét kdvetkezetesen szem elétt tartd alkotok és
tarsulatok egyarant beleférnek, és irdsomban a pontos definicid helyett ezt veszem
figyelembe. Magyarorszagon a k6zosségi szinhaz torténete szorosan 6sszekapcsolddik
a részvételi szinhazzal és szinhazi neveléssel (TIE) foglalkozd tarsulatok munkajaval.
Els6sorban a rendszervaltas utan alakult Kerekasztalt és Kavat emliteném itt, akik a
magyar szakma legfelkésziltebb csoportjaiként hazai mintaaddk, de mellettiik szamos
flggetlen szinhazi tarsulat hoz létre aktudlis tarsadalmi problémakkal foglalkozd
szinhazi nevelési, a kézosségi részvétel eszméjét érvényesité eléadasokat. A Bodd
Viktor altal vezetett Szputnyik Hajozasi Tarsasag példaul kilon csapatot hozott [étre
ezzel a céllal: a Fabidn Gabor és Pass Andrea altal vezetett Ment6csdnak a tarsulat
2015-6s megszlinése utan is tovdbb mikodik. De emlithetnénk a KOMA tarsulatat,
amelyet frissen végzett szinészek alapitottak 2007-ben Zrinyi Gal Vince vezetésével:
6k kezdetben a neviiknek is megfeleléen kortars magyar témakat és dramakat vittek
szinre, majd 2010 6ta, miutan bekoltoztek egy budapesti volt iskolaéplilet szarnyaba,
kimondottan kozOsségi szinhazként mikodnek, aktivan és alkototarsként bevonva
projektjeikbe-eléadasaikba a kerdlet civil lakosait. A témat illetéen megkerilhetetlen
a nemzetkozileg is egyik legismertebb fliggetlen szinhdz, a Krétakor munkdja: a
tarsadalmi-kozéleti kérdésekben aktiv Schilling Arpad vezetésével ez ma olyan
kortars mivészeti kdzpontként és produkcios irodaként gondolja el magat, amely ,a
tarsadalomtudomanyok tapasztalatainak felhasznalaséval hoz létre kreativ k6zOsségi
jatékokat”, célja pedig, hogy 0sszekdsse a ,mlvészetet és nyilt politizalast, szocialis
aktivizmust és performativitast, innovacidt és kozosségi szolgdltatast, edukaciot
és kutatast”. A Krétakor Szabadiskoldja kilon a kozépiskolas korosztalyt célzd
demokraciaoktatasi program, amely a fiatalok mivészeti és tarsadalmi aktivizalasat
segiti eld. A felsoroltak mellett azonban tovabbi tarsulatokat és alkotdkat emlithetlink,
amelyek szinhdzesztétikai gondolkodasukat lényegi mddon épitik a kozdsségi és
részvételi élményre: a Boross Martin altal vezetett Stereo Act el6adasaiban a nézdi
interakcio alapvetd, eléadas-alkotd mozzanat. Ami a fenti tarsulatokban kdzos, hogy
mindannyian a flggetlen szférahoz tartoznak, és mindenekel6tt jellemz6 rajuk, hogy
rugalmasan mikodnek egyltt barkivel, aki tanulni szeretne t6lik és/vagy kodzos
projektet létrehozni vellk.

Palydja kezdetén Schilling Arpad, a Krétakor alapitéja dramapedagdgiat, majd
rendezést tanult, ami utén tarsulatdval éveken at, ma mar kiemelkedden fontosnak
tartott, szinhazttrténeti jelent6ségl el6addsokat hozott létre, hazai és kulféldi
sikereket egyarant aratva — késébb ismét hangsulyosan tért vissza a miivészeti
kozosségformalashoz. Otazértemelnémkiaz egyébként régebb étadramapedagdgidval
foglalkozd szakemberek kozil, mert nemcsak elkotelezett alkotdként vesz részt a
koz6sségi szinhazi projektekben, hanem folyamatosan jelen van a kozéletben vitara hivo,
aktivitasra, feleldsségvéllaldsra késztetd irasaival és személyes médiaszerepléseivel
is, amelyeket a szinhazi szakman tul a széles kozvélemény is érdeklédéssel kovet.
Tovabba batran kisérletezik az eléadasokban sajat személyével is, ami ugyan nem
egyedilallé a magyar szinhazban, de az utébbi idében erésen jelentéses az a gesztusa,
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writing | take this into account, instead of offering an accurate and precise definition.
In Hungary the history of community theatre is closely connected to participatory
theatre and theatrical education. | would firstly mention Kerekasztal and Kéva, founded
after the regime change, two professional groups that are the best model in Hungary's
theatre scene, but besides them there are numerous independent theatres that are also
ready to stage current social issues that represent theatrical education, and to present
performances validating the concept of communal participation. For instance, Sputnik
Shipping Company run by Viktor Bodd has set up a separate team exactly for this:
Rescue Boat, run by Gabor Fabian and Andrea Pass, is still working after the company’s
cessation in 2015. Yet we might also mention the KOMA theatrical company, founded in
2007 by newly graduated actors and run by Vince Zrinyi Gal: from the very beginning,
just like their name expresses, they have staged contemporary Hungarian topics and
dramas, then, since 2010, after they moved into a former school building in Budapest,
they specifically work as a community theatre, involving the civilians from the area in
their projects and performances in an active way or as creative partners. Regarding the
theme, we cannot avoid one of the best-known independent theatres, not only in the
country but also abroad, the Krétakér: run by Arpad Schilling, who is actively involved
in social and public matters, the company today considers itself a contemporary centre
of arts and production office that “accomplishes creative community games by means
of social science experience”, while its goal is to connect “art to open politics, social
activism to performativity, innovation to community services, education to research. The
Krétakor Free-School represents a separate democratic educational program focused
on the secondary age-group and supports the social and artistic activity of young people.
Besides the previously mentioned facts, we can further enumerate other companies and
creators who rely their theatrical and aesthetic thinking on their participatory experience:
in Stereo Akt's performances directed by Martin Boross the interaction with the spectator
is standard element of and a forming moment in the performance. What is mutual in the
above mentioned performances is that everybody belongs to an independent sphere and,
first of all, what we might find specific, is the fact that they are resilient collaborators
with anyone who would like to learn from them and/or set up some mutual projects with
them.

At the beginning of his career, Arpad Schilling, the founder of Krétakor, had learnt drama
pedagogy, then stage production and, for years, he has produced together with his
company a long series of performances that today are considered essential, extremely
important parts of theatre history, that had great success both in the country and
abroad - later he emphatically returned to the artistic community-building. | would like
to emphasise this outstanding figure, detached from the circle of other professionals
who have been working in drama pedagogy for a longer time, because he takes part in
community theatre projects not only as acommitted creator, buthe alsois present through
his writings that invite everyone to public debate, and emphasise on the importance
of responsibility, and through his public appearance as well — he and his actions are
followed not only by theatre professionals, but also by the general public. Moreover, he
bravely experiences with his own participation in his performances, which is although not

3 www.kretakor.eu (Accessed: 17 March 2016)




hogy nem szinész szaktekintélyként is vasarra viszi a bérét (a Luzer cim( el6éadéasban
egészen konkrétan). Néhany munkat kiemelnék a Krétakdr szamos projektjébol.
Séndor Mdria, a figyelemfelkelté demonstracidra hivd névér torténetébol kiinduld A
harag napja cim( el6adas érzékletesen mutatja fel azt a siippedési folyamatot, hogy az
egészségigyi (és ennek példajara barmely kozszolgalati) rendszer visszassagai ellen
lazadd ember el6tt egy kevéssé demokratikus tarsadalmi kozegben miként zarulnak
be sorra a kapuk. Ezek az eléaddsok hagyomanyos szinhazi térben jatszédnak, és bar
van bennUk nyitott interakcids helyzet, inkdbb tematikdjuk révén fontos a kdzosségi
jelleg. A Mobil cim( produkcid, amelyet Schilling rendezésében, és a Kava tarsulatdhoz
tartozd6 Romankovics Edit szakmai vezetésével ,reality game’-ként, részvételi
formdban valdsitottak meg, tobb szempontbdl kdzosséginek is nevezhet6. A szinészek
tantermi formaban egy iskolai torténetbe vonjak be a nézdéket — altaldban egy osztaly
tanuloit, akik beléphetnek a szamukra kindlt szerepekbe, és nyitott helyzetben
jatszhatnak a szinészekkel -, a részvételt természetesen nem kényszeritik az alkotdk,
de a térhasznalat révén, hogy ott tGilnek mindannyian egy kvazi osztalyteremben vagy
tandri értekezleten, mindenki kézosségi helyzetbe kertl. Ami mar teljes egészében
kozOsségi szinhazi projekt a hosszan épitkezé Uj Nézé Program: ,A Kéva Kulturélis
Muhely, az anBlokk Egyesiilet és a Krétakor egylttmikodésével létrejott program
célja az volt, hogy két északkelet-magyarorszagi telepiilés (Arokts és Szomolya)
cigany és nem-cigany szarmazasu lakosainak parbeszédéhez szolgaltasson férumot a
szinhazi nevelés, a férum szinhaz és a kortars mivészetek eszkozeinek segitségével."*
A két munkdt mi, nézék a kozben késziilt (egyébként jellegében kiilonbdzo)
dokumentumfilmbdl ismerhettiik meg késébb, illetve néhany tematikus rendezvényen
hallhattunk beszamoldt alkotoktdl és kutatoktdl, igy Horvath Kata és Oblath Marton
szocioldgusoktol, akik ugyancsak részt vettek a projektben. A Takdcs Gabor altal vezetett
Kéva Kulturdlis Mihely kdvetkezd nagyszabasu munkajaként pedig 2015 marciusdban
inditotta el a Szélmalmok projektet, ebben mindszenti, székkutasi, hddmezdvasarhelyi
tanyasi vagy telepi gyerekcsoportokkal tarsadalmi beavatkozdsnak mondott szinhazi/
dramamunkat kezdeményezve. A projekt célja volt, hogy muivészeti tevékenységek
altal erdsitsék a résztvevék dnbecsllését és kapcsolati halojukat. A Kdva a munkdaba
helyi pedagogusokat, ifjusaggal foglalkozd szakembereket és civileket is bevont. Az
id6kozben elkészllt kdzosségi szinhazi eléadasokat 2016 aprilisaban mutattak be
Budapesten, a Mlhely tagjai pedig a kés6bbiekben is tartanak majd prezentacidkat.

AKerekasztal Tarsulatkdzel huszontt éves miikdése alatt rengeteg és sokféle eléadast
hozottlétreazorszagelsészinhazinevelésitarsulataként.Baraformacioalapitdja, Kaposi
Laszlé mar nem tagja a tarsulatnak, de teoretikusként, rendezéként, drématanarként
kiemelkedéen fontos alakja a szakmanak, aki bamulatosan eszkoztelenll tud
pillanat alatt szituacidba keverni artatlan részvevoket. Az ¢ jatékteremtd képessége
olyan attitlidre épul, ami meghatdrozé eleme a részvételi és kozosségi szinhdznak. A
Kerekasztal Tarsulat két tagjat emlitem, miel6tt néhdny munkajukrol beszélnék: Hajos
Zsuzsa hatalmas szakmai eszkdztdrral, ellenallhatatlan érdeklédéssel és felszabaditd
szenvedéllyel jatszo, Liptak Ildikd ugyancsak kiemelkedd szakmai felkésziltséggel és
élénk, hatarozott figyelemfelkelté erével dolgozd csapattag. Mindketten résztvevoi
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a peculiar situation in Hungarian theatre, but lately his gesture of assuming the role of
an actor has been significantly meaningful (more specifically in the performance Loser).
| would like to highlight several works from the numerous projects carried out by the
Krétakor. Méria Sandor, the nurse at the heart of a highly important demonstration, is
related to Schilling's latest performance, The Day of Fury; it suggestively outlines that
declining process in which, given the anomalies of the healthcare system (and thus any
aspect of the public system), rebellious people are going to find themselves in a less
democratic world, and in front of closed doors. These performances are performed in
traditional theatres and, although they can provide some open interaction, the nature
of community is the element that becomes even more important given the topic
approached. The Mobil production, accomplished under the stage-direction of Schilling,
and professionally run by Edit Romankovics, who is part of Kdva Company, as a "reality
game”, and made in a participatory form, can be defined as community theatre as well,
from more viewpoints. In a classrom the actors involve the spectators in a story about a
school — they generally work with one single class, who can then take on the roles they
are offered, and act together with the actors in an open situation —; the participation is,
certainly, not compulsory, but since they are all sitting together in a quasi-classroom or
waiting for a teacher to come, the context already offers the sensation of a community.
What we can clearly define as a proper community theatre project is the long-durational
New Spectator Programme: "The goal of the mutual programme established by Kéva
Cultural Association, anBlokk Association and Krétakor was to provide a forum for two
North-Eastern Hungarian settlements (Arokté and Szomolya), for the Romas and non-
Roma inhabitants, by means of theatrical education, forum theatre and the devices of
contemporary arts."* We, the spectators, could subsequently get to know the two works
from the documentary film created during the programme (in fact, they differ by nature),
and we also could hear statements at certain related events, by creators or researchers,
such as the sociologists Kata Horvath and Mérton Oblath, who had also taken part in
the project. In March 2015, the Kéva Cultural Association, run by Gabor Takdcs, initiated
an outstanding work, the Windmills project, launching the theatrical/drama work that
they said to be a social intervention with groups of children from Mindszent, Székkutas,
and Hédmezévasarhely. The aim of the project was to strengthen the participants’ self-
esteem and network of connections by means of artistic activities. In this work Kava had
included local teachers, and professionals working with young people, and civilians. They
presented these community theatre performances in April 2016, in Budapest, and the
members of the Kéva also organise presentations.

In its almost twenty-year-old worktime, the Kerekasztal Company has set up numerous
and diversified performances as the first educational theatre company in the country.
Although the company's founder, Laszlé Kaposi, is no longer a member, as a theoretician,
stage director or drama teacher he is still an outstanding professional character, who can
amazingly and suddenly involve innocent participants in the context, without using any
device. His ability in creating the play relies on an attitude that is an essential element of
the participatory and community theatre. | shall mention two members of the Kerekasztal
Company before | start talking about their work: Zsuzsa Hajds, benefiting of a huge set of
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az egyik legfrissebb eléadasuknak, a Kék szigetnek, amelyet Karpati Péter irt és
rendezett (aki dramairdként szamos olyan munkaban vett részt, ami sok elemében
részvételi, illetve kozosségi). Ez az eléadas egy tan kevéssé szokvanyos csaladban
él6, hosszu ideje nem beszéld kislanyrdl szdl, aki izraeli 6sztondijat nyer — és a nézok
az 6 helyébe lépve prébalhatjak ki, mi kdvetkezhet e fordulat utan a toérténetben. Ez
a jaték olyan szempontbdl kdzosségi, hogy szerepbe [épésiik utdn a résztvevék nem
elsésorban magukat képviselik, j6 megoldast keresve, hanem a kdzosséglk érzelmi
és informalis élményanyagat bocsatjak vizsgalatra. A Kerekasztal néhany vitaszinhazi
estet is rendezett, ami alighanem a kdzosségi szinhdz egyik legizgalmasabb formdja.
Ebben a kdzonség a tér két, egymadssal szembeni oldalan helyezkedik el, és a tarsulat
tagjainak felvetései, kérdései, valamint a helyzet alakulasanak mentén valtoztathat
allaspontot (és oldalt). A vitavezetdk akar felvezetik a problémat egy kis jelenettel,
akar praktikus egyszerlséggel elmesélve ismertetik azt, minden eldontendd kérdés
utan szitudciét adnak az arra véllalkozéknak, hogy bemutassak dontésiik okat. Egy
ilyen vitaszinhazi el6adason a forma nem koti a tartalmat, hanem kanalizalja, egészen
személyes kdzelségbe hozva azt minden egyes részvevéhoz a cselekvés altal (ugyanis
muszaj egyik vagy masik oldalra allni/Glni). Valddi, hatalmas horderejii dramaékat, igazi
feleldsséget élhetnek at egymas szeme lattdra a résztvevok, sét ez a forma a kozdsség
mibenlétét, szerkezetét, dinamikajat is modellezi.

A Szputnyik Hajozéasi Tarsasagbol fennmaradt Mentécsonak Egységet Fabian Gabor
és Pass Andrea kormanyozza, munkaikban részvételi és koztsségi szinhazi formakkal
kisérletezve. A Szociopoly interaktiv szinhazi tarsasjatéka egy mélyszegénységben
él6 borsodi kisfalu szimulacidja: csalddokba rendezédve nekiink, nézéknek kell a jaték
soran dontéseket hoznunk, hogyan jévink ki egy hdnapban az anyagi lehet6ségeinkbdl
—-mérlegelve a szocidlis segély, fekete, szlirke vagy legalis munka csekély lehetéségeit,
az uzsorat, az allandd kényszerhelyzetben az azonnalian rovid és csak par hetet
jelent6 hosszabb tavi szempontokat. A Szociopoly a kdzosségi szinhdz érzékenyitd
formaja, rengeteg fontos és hiteles informéciét tudunk meg errél a kozegrél, tobbek
kozt a jatékot vezeto szocioldgus Bass Laszld idonként kozbeszurt magyarazatai altal.
A csapat Ujabb projektje az Ujvildg, amely a kamaszokat érint6 szélséséges politikai
eszmék terjedésérol szol; ez kozépiskolds csoportoknak jatszva szintén kozOsségi
jaték: az el6adds soran a gimnazistak egymas iranti figyelme szinte méagneses erej,
ami a kdztik néman is zajlo parbeszédre is vonatkozik. Ez az el6adds a benne szerepl6
szinészek megjelenité erejére épitd, élesen kodzosségformald, tematikusan erds
anyag.

Boross Martin Stereo Act-os rendezései a fentiektél némiképp eltéré szemléletet
sejtetnek, kevésbé jelenik meg bennlk a direkt pedagdgiai célzat, vagy tarsadalmi
problematika. Boross inkdbb a konnyed, jatékosan vizsgalddd részvétel formait
preferdlja, amiben meglehet, van némi nemzedéki szemléletkiilonbség is; netan
az Artus tarsulatdval vald kordbbi egylttmikodéshol szdrmazd, 6sszmliivészeti
performativitds irdnti érdeklédés. ,Magyarorszdgon sokszor érzem azt szinhazban,
hogy az egyéni térténeteknél lényegesebb, hogy a szinhaz olyan hely legyen, ahol sokan
biztonsdgban érezziik magunkat. Mint amikor elmégy egy tlintetésre, és halat érzel,




professional devices, who acts with an overwhelming interest and liberating passion, and
Ildiko Liptak who is also a true professional, a vivacious and determined team member.
Both of them participate in one of their most recent performance, Blueisland, written
and directed by Péter Karpati (who, as a playwright, participated in numerous types of
work, which from many viewpoints are both participatory and community theatres). This
performance is about a little girl, who lives in a less customary family, who has not spoken
a word for a long time, who is awarded with an Israeli scholarship — the spectators have
the opportunity to step into her role and find out what can further happen in this story.
This play is a community performance because, after they have assumed their roles,
the participants are not going to firstly represent themselves and search for the best
solution, but instead they will analyse the emotional and informal experience of their
community. Kerekasztal has also organised several theatrical evening debates which
probably represent one of the most exciting forms of community theatre. In this situation,
the audience is sitting on two opposite sides and, according to the members' questions
and development of the situation, they can also change their standpoint (and side). The
moderators either outline the problem by means of a brief scene or disclose it with some
practical simplicity, then after each debatable question they provide those willing to play
with a situation in which they can present the reason of their decisions. Within the frames
of the theatre of debate, the form is not related to the content, it rather conducts it,
bringing it very close to each participant through the agency of one’s activity (it is a rule
for everyone to choose one position or another, to stand or sit). The participants can
experience real, far-reaching dramas, true responsibilities, moreover, this kind of form
also outlines the community's nature, structure and dynamics.

What has remained from the Sputnik Shipping Company, the Rescue Boat Team, is run
by Gabor Fabian and Andrea Pass, who experiment with participatory and community
theatre forms in their work. Sociopoly, an interactive theatrical board game is a simulation
of a little village from Borsod living in deep poverty: we are organised into families, we
have to take decisions as spectators, deciding how to use our material resources during
a whole month, evaluating social aid, the black, gray or legal work possibilities, the usury,
and taking into consideration instant and short-lived solutions in a state of constant
emergency. Sociopoly is a sensitising form of community theatre, where we can find out
a lot of important and trustworthy information about the context, while Laszlé Bass, the
sociologist running the play, regularly intervenes with his explanations. The most recent
project of the team is Neworld, which reflects on the spreading of the extremist political
ideology influencing adolescents; when performed in front of high-school students, it
is like a community game: during the performance, the high-school students pay a lot
of attention to each other, they are like magnets, which is also influencing their mute
conversation. This performance is based on the actors' displayed power, it sharply defines
the community, it is a thematically powerful material.

Martin Boross's Stereo Akt emphasises different approaches, we can hardly sense
the direct pedagogical goal, or the societal topic. Boross prefers the facile, playfully
investigating of the participatory form, which may also comprise some generation gaps;
or the interest in the general artistic performativity derived from an earlier cooperation




hogy valaki kimondja helyetted a gondolataidat, j6 dolog érezni, hogy nem vagy egyediil.
A részvételi-kozosségi irany megjelenésével pedig belép a jaték, amivel sokakat meg
lehet szdlitani"® — mondta Jaszay Tamasnak egy interjuban. A Promenddot, a varosi
sorsturizmust még az Artussal egylittmdkddve hozta létre Boross. Ebben az eléadas
buszon Ulé kdzonsége egy, a megszokottél eltérdé nézépontbodl térténd varosnézésen
vesz részt: a pillanatokra megalld jarmdbol kitekintve flilhallgaton keresztil lehetett
belehallgatni a szinészek altal kint megjelenitett hétkdznapi torténetekbe, mindinkabb
elbizonytalanodva a jaték és valdsag hatarait illetéen. A We Hear You, amely
helyszinspecifikus eléadas, kevésbé feszélyezte a konvencionalis forma. A StereoAct
munkainak esetlegessége lazitja a koz0sség tagjainak egymas iranti elvarasait, amivel
csokken a csoportok 6sszeadddd fesziltsége, ugyanakkor az élénkebb, cselekvésben
elkotelezett kozonség némiképp akcidszegénynek és tét nélkilinek is megélheti ezeket
a munkakat, amelyek kétségkivil jatékosabbak és kdzos szemlélédésre hivnak.

Egy tavalyi kaposvari egyetemi el6adast emlitenék még végezetil, amelyet Karpati
Pal rendezett Kocsis Pal szinészosztalyadnak, és amit a Zsdmbéki Nyari Fesztivalon
Ujitottak fel a Patyolat Prébalizemi bemutatd utén, illetve ami idén is lathatd a Hatsé
Kapuban (ami egyébként a fent emlegetett foglalt hdzakat mUkodtetd csapat maradék
helye). A Nem — De hogy nem? cimUi el6adasnak az ELTE gdlyataboraban tortént nemi
erdszak és annak diskurzusa lehetett a munka kiindulasi pontja. Az el6adds ezen a
kozéleti eseményen kivil olyan dokumentarista anyagok felhasznaldsaval készult,
amelyek a nemi, szexudlis és kapcsolaton beltli er6szakrél szélnak — egy tematikus
blog bejegyzéseibdl is meritettek. A felhasznalt szévegeket zenei dramaturgidval
szinhdziasitottak Ugy, hogy az néjogi szempontoknak is megfelel, és a jatszdk olyan
mddon keresnek szemkontaktust a (jatszéhely adta lehet6ség szerint is) kisszamu
kdzonség tagjaival, ami bar nagyon finoman, de feltétlentl kozosségi ,jatékka" alakitja
azelbadast. Azeléadas rendezéjének kezdetiajanlata, hogy aki késztetést érez, tdvozhat
eléadas kozben is, hamar érthetévé valik, hogy okkal valds lehetéség. Az eléadas
kozosségi aspektusa, azaz nemcsak a tematikus kozosségi tartalom dokumentarista
hasznalataban jelenik meg itt, hanem a vildgosan értelmezd, ugyanakkor koltéien
pontos szinhazi formaban.

Magyarorszdgon tehat elmondhatd, hogy a kozdsségi szinhazi eléadasok elsésorban
a hosszu ideje dramapedagdgidval dolgozd, a kdzonséggel napi szintl, kdzvetlen
kapcsolatban levd TIE-tarsulatok kezdeményezésére jottek és jonnek létre. Ennek
a munkdnak szerves részét képezi a tarsadalomtuddsokkal (antropoldgusokkal,
szociologusokkal) vald egylttmikodés, ami ezeknek a projekteknek a céljaival
6sszhangban jol jelzi, hogy a kozosségi mivészet és ezen belll a szinhdz természeténél
fogva hasznal kritikai eszkozdket. A kozOsségi szinhdz, a drama mint kutatds pedig
érezhetéen egyre tobb alkotdt és nézét érdekel, nemcsak tarsadalmihasznossaga okan,
hanem felszabaditd, megrazo jatékossaga miatt is. Ezekben a demokratikus miikddést
a jaték keretei modellezik és teszik megélhet6vé, ha pedig ebbe a szabadsagélménybe
belekdstol egyszer az ember, utdna folyton keresni fogja azt.

5 Jéaszay Tamas: Tedd meg, ami megtehetd. Interji Boross Martinnal. www.revizoronline.com/article.php?id=5795 (Let6ltés datuma: 2016.
marcius 17.)




with the company of Artus. ,In Hungary, at the theatre, | frequently feel, in the case of
individual stories, that it is important for the theatre to be a place where people feel
safe. It is like the case of a protest, when you join it and feel gratitude when hearing that
someone utters your own thoughts, in your place, it's good to feel you are not on your
own. The appearance of the participation-community trend is connected to playfulness,
which can be used to address more people™ — he told Tamas Jdszay in an interview.
Promenade, the urban fate tourism was set up as a collaboration with Artus. In this
performance people are sitting in a bus, taking part in some different kind of sightseeing:
looking out of the bus that stops for just a minute, one can listen, through some earphones,
to everyday stories acted out by the actors, while getting uncertain as what the limits
of the fiction and reality are. We Hear You, a site-specific performance, is only slightly
bothered by the conventional form. The contingency of the works of Stereo Akt loosens
the expectations of the community members towards each other, and this diminishes
the teams' cumulated pressure, while the vivid community, committed in action, might
experience these works as having little or no action, which otherwise are undoubtedly
playful and invite the audience to communal contemplation.

Finally, | would like to mention a lecture from Kaposvar University conducted by P&l
Karpati to the acting class of Pal Kocsis, which they revived at Zsambéki Summer
Festival after the premiere of Patyolat Prébatizem, and which can be seen this season
in Hatsé Kapu as well. No. But how so? is a performance that's starting point was the
series of sexual assault at the ELTE's freshmen camp and the discourse related to it.
Besides these public incidents, the performance also relied on documentary materials
reflecting the topic of sexual violence affecting relationships, and they also used
thematic blog entries. The text is stylised musically and theatrically to befit women'’s
rights perspectives while the actors try to reach some eye contact with their small public
(according to the possibilities provided by the location), transforming the performance
into a highly refined community game. The initial suggestion of the stage director, that
those who feel the urge, are free to leave, quickly becomes a real possibility. Here, the
community aspect of the performance consists not only in the approach of the thematic
documentary community contents, but it is highly interpretative, presented in a precise
poetical theatrical form.

We can say that in Hungary community theatre performances are firstly set up and
developed at the initiatives derived from the long-term cooperation of drama pedagogy
representatives, working daily with the community, in a direct connection with the TIE
companies. Anintegral part of this work consists of the collaboration with social scientists
(anthropologists, sociologists), whose mutual goals express the fact that both community
theatre and by extension, theatre itself is defined by these critical devices. There are
more and more producers and spectators who prove interested in community theatre
and drama as research, not only from the perspective of social utility, but also because it
feels liberating, given its shocking playfulness. In these contexts, the democratic function
is outlined and implemented within the frames of the play and if one is brave enough to
start experiencing with this freedom, they will soon become addicted to it.

5 Jéaszay Tamas: Do what one can do. Interview with Boross Martin. www.revizoronline.com/article.php?id=5795 (Accessed: 17 March 2016)




lulia Popovici
Scurta si bogata viata a teatrului documentarin
Romania

intr-o discutie din 2013, mult dupa ce ,experimentul” din Rahova-Uranus se incheiase
pentru el, regizorul si dramaturgul Bogdan Georgescu spunea ca unul dintre factorii
care l-au facut sa se arunce atunci, in 2006-2007, in aventura artei comunitare a fost
precaritatea propriei conditii de artistindependent —foarte similara precaritatii locuitorilor
din acel cartier bucurestean. Un grup de artisti, preponderent de teatru, foarte tineri,
prea putini dornici sa intre intr-un sistem institutional rigid si coercitiv profesional, dar
fara resurse alternative, regaseau o solidaritate de clasa cu o comunitate de oameni
saraci, preponderent romi.

Aventura in cauzd, in care s-au implicat, timp de o jumatate de deceniu, un numar
remarcabil de artisti din teatru, muzica si arte vizuale, a reprezentat punctul de pornire
pentru o constelatie de initiative artistice angajate social si politic, dintre care o parte
isi asumau o perspectiva si mijloace de lucru apartinind teatrului comunitar si cele mai
multe puneau in functiune moduri de existenta artisticd, in sine, comunitara. Paradoxal,
succesul lor, in termeni de acreditare a unor moduri de lucru si a rolului important al artei
in (auto)reprezentarea sociald, a inseamnat si ,decesul” teatrului comunitar in forma in
care a devenit el cunoscut artistic in Romania.

Proiectele de teatru comunitar — proiecte, nu spectacole, fiindca ele cuprindeau un
demers mergind dincolo de productia propriu-zisa a unei creatii scenice — din perioada
2006-2014 erau imersate in doua tipuri de existente colective: cele din mediul carceral
(Casa Poporuluisi 1 spectacol, 3 piese scurte, initiate de regizorul si dramaturgul Bogdan
Georgescu la Penitenciarul de Maxima Siguranta din Craiova) si cele din comunitati
defavorizate social (in Rahova-Uranus sauin Valea Jiului). Practicile comunitare dezvoltate
in aceste proiecte s-au articulat pe parcurs, trasaturile lor specifice diferentiindu-le de
experientele initiale ale participantilor (familiaritatea lui Bogdan Georgescu cu tehnicile
comunitare provenea, fundamental, din contactul cu Cornerstone Theatre, companie
americana din Los Angeles unde a avut o rezidenta si care lucreaza, in general, adaptind
texte clasice la problematicile specifice diferitelor comunitati).

Aceste practici se bazeaza pe analiza contextelor sociale si a variabilelor personale -
istoria proprie si cea impartasita a condamnatilor, viata de zi cu zi a celor amenintati
cu evacuarea, dinamica profesionala si interrelationalda a locuitorilor din zona
monoindustriald (bazata exclusiv pe minerit) din Valea Jiului — a unor comunitati intelese
intr-un sens extins al termenului, cu participarea directa a membrilor comunitatii (care,
in cazul detinutilor sau al locuitorilor din Valea Jiului, reprezintd mai degraba grupuri
sociale mai mult sau mai putin extinse). Participarea priveste, in variatie libera, caracterul
colaborativ al procesului de dezvoltare de text si (dar nu obligatoriu) implicarea directa
in spectacol a membrilor comunitatii, ca performeri, artistii actionind, din punctul de




lulia Popovici
The Short and Complex Life of Documentary Theatre in
Romania

During a discussion in 2013, long after he had completed the Rahova-Uranus
.experiment”, stage director and playwright, Bogdan Georgescu, said that one of the
factors, which had made him undergo the adventure of the community art between
2006 and 2007, was expressed through the precariousness of his own condition as an
independent artist — very similar to the precariousness of the inhabitants in that district
from Bucharest. A group of artists, mostly theatre actors, very young ones, proving
little interest in a rigid institutional system, professionally coercive, yet deprived of
alternative resources, was rediscovering class solidarity with a community of poor
people, who were mainly Roma.

The adventure in question, which, for half a decade, involved a remarkable number
of artists from theatre, music and visual arts, represented the starting point for a
multitude of artistic initiatives politically and socially engaged. A part of these were
assuming a perspective and working means related to the community theatre and many
of these were activating artistic ways of existence, community related themselves.
Paradoxically, their success, in terms of accreditation regarding working procedures
and the important role of art in the social (self)representation, also suggested the
“death” of the community theatre in the form it had become artistically acknowledged
in Romania.

The community theatre projects — projects, not performances, as they comprised a
certain approach beyond the production of a scenic creation itself - between 2006 and
2014, were immersed in two types of collective existences: carceral (House of People
and 1 Performance, 3 Short Plays, initiated by stage director and playwright Bogdan
Georgescu at the Maximum Security Prison from Craiova) and those from socially
disadvantaged communities (in Rahova-Uranus or Valea Jiului). The community practice
developed in these projects have been articulated during the process, their specific
characteristics differentiating them from the initial experience of the participants
(Bogdan Georgescu's familiarity with the community techniques was fundamentally
deriving from the contact with the Cornerstone Theatre, an American company from
Los Angeles where he had lived; he generally adapts the classical texts to the specific
issues of different communities).

This practice relies on the analysis of social contexts and personal variables - the
private and common history of those condemned, the everyday life of those threatened
with eviction, the professional and inter-relational dynamics of the inhabitants from
the mono-industrial zone (exclusively based on mining) from Valea Jiului — of the
communities understood in a broad sense of the term, with the direct participation
of the community's members (who, in the case of the convicts or inhabitants from




vedere al rolului asumat, ca facilitatori. lar un astfel de teatru —in masura in care nu le
ofera intotdeauna membrilor comunitatii pozitia de purtatori scenici de cuvint ai propriei
conditii — Tsi integreaza, voluntar, o conditie hibrida, de comunitar si de arta politica in
sensul cel mai general.

Ratiunea existentiala ce infuzeaza aceste tipuri de practica este, in acelasi timp, intentia
emancipatoare, dorinta de a opera un transfer de mijloace de autoreprezentare catre
categorii de persoane lipsite de acest instrumentar, a caror identitate sociala este ,scrisa"
de grupuri cu putere simbolica de reprezentare, si cea de a opera o interventie directa
la nivelul acestor reprezentari validate, utilizind elementele retorice recunoscute in
discursul oficial. Teatrul insusi, arta in general, e o forma privilegiata, accesibila prioritar
unor grupuri majoritar-dominante, de comunicare a unor valori si viziuni despre lume, iar
una dintre formele de interventie sociala a proiectelor comunitare a constituit-o, astfel,
chiar expunerea publicului general la provocari adresate preconceptiilor lui despre
ce este teatrul, cui se adreseaza si cine-l face. De aici, de pilda, ,ambitia“ lui Bogdan
Georgescu de a prezenta spectacole jucate de persoane lipsite de libertate in contexte
profesioniste, cum sint festivalurile cu miza artistica.

La mijlocul anilor 2000, Rahova-Uranus era un cartier (aproape de centrul Bucurestiului)
inca locuit de familiile mutate acolo, prin repartitie de stat, in anii comunismului — in
general, romi (multi, lucrind la Piata de Flori din zona) sau oameni de conditie sociala
modesta —, majoritatea, insa, pe cale de a fi evacuati din case de fostii proprietari carora
Justitia le retrocedase imobilele nationalizate. Lor sau, mai curind, cumparatorilor de
drepturi litigioase, case de avocatura care le plateau fostilor proprietari o fractiune din
valoarea cladirilor si terenurilor revendicate, profitind astfel de exasperarea generata
de tergiversarile din tribunale si de procedurile birocratice innebunitoare. Chestiunea
spinoasa a evacuarilor — abandonarea generalizata, de catre Stat, a fostilor lui chiriasi,
in coplesitoare majoritate, persoane defavorizate cu venituri sub pragul de saracie
- si cea a ideii de restituire integrala (restitutio ad integrum) a tuturor proprietatilor
nationalizate dupa 1948, cu toata pleiada de abuzuri aferente, erau departe de a fi
subiecte de dezbatere. Rahova-Uranus era pur si simplu o zona din ,vechiul Bucuresti®,
cuprinzind, practic, trei strazi si Piata de Flori, neatinsa, in ciuda pozitiei ei centrale, de
valul de demolari din anii 1980, cu multe vestigii de patrimoniu (Gradina Uranus, cladirea
Bursei de Marfuri, construita la sfirsitul secolului al XIX-lea, etc.). in 2006, CIAC (Centrul
International pentru Artd Contemporana, o fundatie creata in 1999 si care actiona, cu
finantare internationald, ca platforma de sustinere si promovare a directiilor artistice
alternative) a lansat un apel la proiecte destinat sustinerii initiativelor culturale in Rahova-
Uranus, cartier cu totul necunoscut mediului artistic. Doua initiative au fost derulate in
urma acestui apel — una a dus la deschiderea The Ark, un spatiu, in cladirea Bursei de
Marfuri, destinat industriilor creative si care ignora cu desavirsire specificul sociocultural
al zonei, cealalt, la programul de artd comunitara intins pe sase ani de zile a ceea ce,
de la un punct incolo, avea sa se numeasca Ofensiva Generozitatii, fondatd de Maria
Draghici, Irina Gadiuta si Bogdan Georgescu.)




Valea Jiului, rather represent more or less extended social groups). The participation
emphasizes, through a free variation, the collaborative character of the process applied
to develop the text and (but not compulsory) the direct implication of the community
members in the performance as performers while the artists act, from the perspective
of the role assumed, as facilitators. And such a theatre - as long as it does not always
provide the community members with the status of stage spokes persons concerning
their own condition — voluntarily integrates a hybrid condition, reflecting the community
and the political art in the most general sense.

The existential reason, which infuses these types of practice is also the emancipator
intention, the desire to operate a transfer of means of representation towards those
people categories which are deprived of these tools, whose social identity is “written”
by groups endowed with a symbolical power of representation, and to operate a direct
intervention at the level of these validated representations by using acknowledged
rhetorical elements in the official discourse. Theatre itself, art in general, is a privileged
form in the communication of some values and visions regarding the world, mainly
accessible to some dominant-majority groups, and thus one of the social intervention
forms of the community projects was represented by the general audience exposure
to challenges addressed to its pre-conceptions regarding the meaning of theatre, who
it summons and who makes it. Hence, for instance, Bogdan Georgescu's ambition to
present performances acted by persons deprived of liberty in professional contexts,
such as artistic festivals.

In the mid-2000s, Rahova-Uranus was a district (close to the centre of Bucharest) still
inhabited by the families, which had moved there by means of state placement, during
the communist years — generally Roma people, (many of these were working at the
Flower Market from the district) or people of modest social condition —, however, most
of these were on the verge to be evacuated from their houses by former owners which
had got their nationalized property back through law. Them, or rather to the buyers
of litigious rights, law firms were paying former owners a fraction from the value of
asserted buildings and terrains, thus taking advantage of the exasperation generated
by the delays from the courts and the mind-boggling bureaucrat procedures. The
prickly matter of evacuations - the idea of abandon, by the State, of former tenants, in
their overwhelming majority, disadvantaged people with incomes below the poverty
line — and the one regarding the full restitution (restitutio ad integrum) of all the
properties nationalized after 1948, associated with all the myriad of related abuses,
were far from being topics of discussion. Rahova-Uranus was simply a district from the
“old Bucharest”, practically comprising three streets and the Flower Market, unspoiled,
despite its central location, by the wave of demolitions from the 1980s, with many
heritage vestiges (the Uranus Garden, the building of the Stock Exchange, built at the
end of the 19t century, etc.).

In 2006, CIAC (the International Centre for Contemporary Art, a foundation created
in 1999, which was acting by means of international funding, as a platform to support
and promote alternative artistic trends) launched an appeal to the projects meant to




Dupa o serie de actiuni de mai mica anvergura (printre altele, o serie de speaker’s corners,
spatii de discutii si dezbateri, menite, in cazul de fata, sa le ofere membrilor comunitatii
»-antrenamentul” si ocazia de a-si prezenta si dezvolta retoric opinia), prima intreprindere
de anvergura a fost Rahova non-stop, un spectacol creat in 25 de ore, ce cuprindea o
echipa de cinci regizori (Miruna Dinu, Bogdan Georgescu, Vera lon, loana Paun si David
Schwartz) si tot atitia dramaturgi (loana Blanaru, Andrei lonitd, Radu Raileanu, Paul Dunca
si Selma Dragos) si era construit pornind de la istorii relevante pentru comunitate, jucate
in aer liber, in cinci locatii diferite. (Amanunt semnificativ: doar bucata regizata de David
Schwartz, pe textul Selmei Dragos, discuta problema evacuarii, punind in scena conflictul
dintre locatarii unei case nationalizate si copiii din strainatate ai fostului proprietar, un tip
de narativizare a problemei retrocedarilor care avea sa se schimbe radical ulterior.) A
urmat Construieste-ti comunitatea, un program complex ce includea ateliere cu copiii
din cartier, sustinute de artisti din diferite zone. Cele in care copiii s-au implicat cel mai
mult fiind intilnirile muzicale, rezultatul a fost formarea unui grup muzical, Biluna Jam
Session, iar laBomba, fosta discoteca din cartier (aflatad in proprietatea unui membru
important al comunitatii si care avea sa fie evacuata in 2011), a devenit centru comunitar
pentru educatie creativa si arta activa.

Aici a fost creat, in 2009, Turneu la tard, un spectacol documentind cazul real al unei
femei de serviciu care preda si limba engleza la scoala primara din sat. Desi nu era legat
de istoriile personale ale membrilor comunitatii Rahova-Uranus, neimplicindu-i direct,
prin insusi faptul ca era jucat si discutat post-reprezentatie acolo (si apoi, in turneu, in
camine culturale), spectacolul chestiona o problema cu relevantd comunitara (accesul
la educatie in zone defavorizate) si rolul/necesitatea centrelor culturale comunitare ca
spatiu de dezbatere.

Imediat dupa aceea, in 2010 si 2011, Bogdan Georgescu a dezvoltat mai departe ceea ce
el numeste practica de arta activa, lucrind doua spectacole cu detinuti (Casa Poporului,
2010, si 1 spectacol, 3 piese scurte, 2011), construite si jucate de ei impreuna cu actori
profesionisti. Daca cel dintii folosea o linie dramaturgica aproape clasica pentru a expune
cauzele, adeseori accidentale, de cele mai multe ori sociale, ale infractionalitatii, cel de-
al doilea explora, prin ochii celor vizati, in trei vignete construite diferit, umanitatea vietii
in inchisoare si prejudecatile cu care au a se confrunta, inainte si dupa eliberare, cei
condamnati.

in 2012 a avut loc premiera spectacolului Sub pdmint. Valea Jiului dupd 1989
(coordonatori: Mihaela Michailov si David Schwartz), rezultat al unei documentari
prelungite in cea mai cunoscutd zona miniera a Romaniei, abandonata dezastrului
economic dupa restringerea exploatérilor de carbune. O serie de monologuri verbatim
.inventariau” spectrul larg al categoriilor sociale convietuind in Valea Jiului, cu totii,
gravitind inevitabil in jurul minelor, de la minerii generatiilor comuniste la cei reconvertiti
profesional si de la sotii de mineri accidentati la romi abject de saraci, traind din furt
de carbune si mila primériei. in sens larg, teatru documentar social, Sub pdmint a
reprezentat o forma proprie echipei lui artistice de declinare a principiilor comunitare, in
care artistii isi luau misiunea de a vorbi pentru si in numele comunitatii in spatiul societal




supportthe culturalinitiatives in Rahova-Uranus, a totally unknown districtin the artistic
context. There were two initiatives developed as a result of this appeal — one of them
stimulated the opening of The Ark, a space in the Stock Exchange building, destined to
creative industries, which was completely ignoring the socio-cultural characteristics of
the area, while the other one was related to the program of art community, stretched
along six years, which they intended to name the Offensive of Generosity, founded de
Maria Draghici, Irina Gadiuta and Bogdan Georgescu.)

After a series of more limited actions (among which, a series of speaker's corners,
spaces created for discussions and debates, meant to provide the members of
community with the “training” and opportunity to present and develop their opinion
in a rhetorical way), the first wide-scale accomplishment was represented by Rahova
non-stop, a performance created in 25 hours, created by a team of five stage directors
(Miruna Dinu, Bogdan Georgescu, Vera lon, loana Paun and David Schwartz) and five
playwrights (loana Bldnaru, Andrei lonitd, Radu Raileanu, Paul Dunca and Selma
Dragos) and it derived from some relevant community histories acted in the open, in
five different locations. (A relevant detail: there was only the part directed by David
Schwartz, given the text of Selma Dragos, which analyzed the issue of evacuation by
staging the conflict between the inhabitants of a nationalized house and the former
owner's children abroad, a type of “narrativization” of the retrocession aspect which
was to radically transform afterwards.) Then there was another complex program,
Build Your Community, which comprised some workshops for children from the district,
supported by artists from different zones. Those in which the children were mostly
involved in musical encounters, the result consisted in the formation of a musical
group, Biluna Jam Session, and laBomba, the former discotheque from the district
(owned by an important member of the community which was going to be evacuated in
2011), had become a community centre for creative education and active art.

Here, in 2009, they created The Countryside Tour, a performance posting up the real
case of a cleaning woman who also used to teach English language at the primary
school in the village. Although it was not related to the personal history of the Rahova-
Uranus community members, without directly involving them, given the fact that it was
acted and discussed after the performance (and then itinerantly, in community centers),
the performance was questioning a topic which was relevant from the perspective of
the community (access to education in disadvantaged areas) and the role/necessity of
cultural community centers as spaces for debate.

Soon afterwards, in 2010 and 2011, Bogdan Georgescu further developed what he
named the practice of active art by working on two performances with convicts (
House of People, 2010, and 1 Performance, 3 Short Plays, 2011), both constructed
and acted by them together with professional actors. Whether the first one was using
an almost classical dramaturgical line in order to expose the causes of crimes, which
were often incidental, and mostly social, the latter was exploring, through the eyes of
those targeted, in three differently built tail pieces, the humanity of life in prison and
the prejudice the prisoners cope with, before and after their release.




la care acestia nu aveau acces, atacind direct stereotipurile de reprezentare (prin prisma
Mineriadelor din anii 1990) a acestei categorii profesionale.

Trei femei Zimbitoare stau, asezate pe scaunele, in fata casei, imbracate in haine de cas3,
intr-o maniera care le indica apartenenta de clasa, le vorbeau unor straini despre propria
viatd, in cartierul lor de case vechi, in curs de retrocedare. Ultima ,actiune" teatrald a
Ofensivei Generozitatii, spectacolul Fard sprijin (2012), asa cum l-au vazut spectatorii
de la Teatrul LUNI de la Green Hours intr-o seard de iarna bucuresteana, incepea cu o
discutie (intrerupind melodiile puse la telefonul mobil de Cristina Eremia, distributia fiind
alcatuita din membre ale comunitatii) in jurul vopselelor si zugravitului, continua cu o
discutie despre o posibila excursie la mare, despre copii si problemele lor la scoald, ca
evacuati, pentru a sfirsi cu respingerea fara apel a incercarii de ,ajutor" a reprezentantei
unei firme, firma atrasa de potentialul de gentrificare a zonei. intr-o maniera puternic
dedramatizata (o nota specifica stilului teatral al lui Bogdan Georgescu), Fard sprijin
punea pe tapet fisura fundamentald intre comunitatea pe cale de a-si vedea viata
aruncata in aer si viziunea drapata in caritate a noii clase care venea sa-i ia locul.

Fard sprijin s-a jucat extrem de putin — din motive mult prea complicate, relatia dintre
membrii comunitatii Rahova-Uranus si artistii implicati in perioada initiald in proiectul
comunitar s-a destramat definitiv exact in timpul crearii spectacolului. La harneald de
Mihaela Dragan si Mihai Lukacs, produs in 2014 de La Bomba Studios (acum in gestiunea
exclusiva a unui grup de locuitori din Rahova) e, in esentd, o replica data spectacolului
Fara sprijin de pe pozitiile artei identitare: aceeasi situatie — conditia familiilor evacuate,
in relatie cu reprezentantii autoritatii publice (primarul, secretara lui) si cu afaceristii
imobiliari -, spusa din perspectiva nemediata a celor vizati, prin asumarea unei identitati
etnice prioritare celei de clasa. Faptul ca performerii sint exclusiv femei din comunitate
(La fel ca siin Fdrd sprijin, de altfel, unde, insa, accentul cddea mai accentuat pe conditia
lor de mame) aprofundeaza o alta trasatura identitara, cea de gen, iar punctul de vedere
avansat este fard echivoc unul axat pe expunerea atitudinii de exploatare si rasism
institutional la adresa comunitatii.

Desi prea putin decodabild, in detaliile si motivatiile ei, pentru spectatorii obisnuiti,
La harneald cuprindea si o criticd acuta a interventiei artistilor (care colaborasera la
crearea Fard sprijin) in Rahova-Uranus, din aceeasi perspectiva de identity politics, in
care ideea unei exploatari a comunitatii aparea mai mult decit sugerata. lar daca ceea
ce fi adusese pe tinerii artisti independenti in Rahova a fost, la origine, sentimentul unei
solidaritati de clasa, evolutia dinamicii de grup nu doar in cartier, ci la nivel societal in
general a recodat problema evacuarilor (de care sint afectate cu precadere persoane de
etnie roma si care este narativizata de catre o parte a intelectualilor si artistilor de stinga
din Romania drept o chestiune rasiald) in termenii unei constiinte identitare rome ce a
exclus si clasa, si pe artistii ,straini" comunitatii. Chestiunea dreptului la reprezentarea
comunitatilor fiind transata ca apartinind exclusiv membrilor acestora, aventura, oricum
hibrida si eterogena, a teatrului comunitar s-a transformat intr-una de teatru social sau
politic angajat, cu mize noncomunitare in sens strict.




In 2012 there was the premiere of the Underground: the Jiu Valley after 1989
(coordinators: Mihaela Michailov and David Schwartz), the outcome of a prolonged
documentation in the most well-known mining zone of Romania, abandoned to
undergo the economic disaster after the confinement of the coal exploitations. A series
of verbatim monologues were making the “inventory” of a large spectrum of social
categories living all together in Valea Jiului, inevitably gravitating around the mines,
from the miners of communist generations to those professionally reconverted and
from the wives of injured miners to abjectly poor Roma people, who were stealing
to survive, or due to the support of the town-hall. Broadly, as a social documentary
theatre, Underground represented a personal form of the artistic team suggesting the
declining of community principles, in which the artists were aimed to speak in the
name of community in the societal space, which they were not allowed to, directly
approaching the representation stereotypes of this professional category (through the
miners' revolt in the 1990s).

Three smiling women are sitting on stools, in front of the house, dressed up in home
clothes, in a way indicating their class affiliation talking to some strangers about
their own life, in their district of old houses, which were meant to be given back. The
last theatrical “action” of the Offensive of Generosity, the performance No Support
(2012), as the spectators from the LUNI Theatre from Green Hours saw it in a winter
evening, in Bucharest, began with a debate on the topic of paints and house painting
(interrupting the melodies saved by Cristina Eremia on the mobile phone, the cast
comprising community members). It continued with a discussion regarding a possible
trip to the seaside, children and their problems at school, as evacuated people, and
finishes with the rejection, without any appeal, of the support of a firm representative, a
firm attracted by the gentrification potential of the area. In a powerfully de-dramatized
manner (a specific characteristic of Bogdan Georgescu's theatrical style), No Support
was highlighting the fundamental cleave between the community, which saw its life
thrown in the air, and the vision draped in charity suggested by the new class that was
about to replace it.

No Support was acted for an extremely short time —because of some rather complicated
reasons, the relationship between the members of the Rahova-Uranus community and
the artists formerly involved in the community project permanently disbanded exactly
when the performance was created. Razzing by Mihaela Dragan and Mihai Lukdcs,
produced in 2014 by La Bomba Studios (at the moment exclusively managed by a
group of inhabitants from Rahova) is, essentially, a reply to another performance, No
Support, given the position of the identity art: the same situation - the condition of
evacuated families, in relationship with the representatives of public authority (the
mayor, his secretary) and estate businessmen —, told from the unmediated perspective
of those in question, by assuming an ethnic identity prevailing the class. The fact that
the performers are exclusively women from the community (just like in No Support,
where they emphasized their mother status) underlines another feature of identity,
the one expressing the gender, and the viewpoint promoted is unequivocally based on
exposing the exploitation attitude and institutional racism addressing the community.
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Although slightly decoded, in its details and motivations, for its common spectators,
Razzing also comprised an acute criticism of the artists’ intervention (those who
collaborated in the creation of No Support) in Rahova-Uranus, from the same viewpoint
of identity politics, in which the idea of community approach was more than suggested.
And if what had brought the young independent artists to Rahova was initially the feeling
of class solidarity, the evolution of group dynamics, not only in the district, but also at the
societal level in general, recoded the issue of evacuations (mostly affecting the Roma
people, “narrativized” by some of the left winger intellectuals and artists from Romania as
aracialissue) in terms of Roma identity, which excluded both the class and the artists who
were seen as “strangers” in the community. As the matter regarding the right to represent
the communities was defined as exclusively belonging to their members, the adventure
of the community theatre, which was rather hybrid and heterogeneous, changed into one
suggesting the social or political engaged theatre, highlighting non-community stakes in
a strict sense.




Urop bypuh

MosopuwWwTeyApYWITBY - APYLUTBOYNO30pMLUTY. ONMMMUjCKH
naeanm

JacHo je fa ce OHO LUTO AaHAC 30BEMO NapTULMMNATUBHUM MO30PULLTEM Pa3BUIO U3
caMe npupofe No3opuLLITa Kao TepeTaHe 3a eMNaTwHjy, Kako ce TO 0BMX JaHa yCreLlHo
Hawanuo jepaH konera n3 CapajeBa. Y faHallkbeM MapTULMNATUBHOM MO30PULLTY
Cpbuje nocToju HKU3 gudepeHLMpaHUX NpakcK Koje ce kpehy of efyKaTUBHUX, MPEKO
COLMjaNTHO M NMOMUTUYKIN aHTaXoBaHWX, O UHKITY3UBHMUX cagpxkaja. U nare, He Moxe
Ce roBOPUTM O CUCTEMCKO] KaTeropuju, Hero npe o nojeAMHa4YHnUM nckopaumma.

MapTuumMnatMBHO no3opuwTe nofpa3ymeBa pobap pfeo Hacneha aBaHrapge w
HeoaBaHrapne 20. Beka. Pywerbe YyeTBpTOr 3Maa, Npenaxere pamne U AUPEKTHa
KOMyHMKaLMja — akuuja, MHTepakuuja, nokasane Cy HOBe M3a30Be 3a KJACUYHO U
KJacHoO yclloB/beHO cxBaTake ydewha nybnuke. YMeTHocT nepdopmaHca koja je
npenasuna rpaHuLle jefHOr M3paxajHor Mefuja, WTO je joll BaXHuje — npenasuna
je rpaHuLe jenHe ycTasbeHe dopMe — M3Bohjau-nmocMaTpay, LONPUHENa je Wupekrby
Apyradnje yMeTHUYKe KJIMMe, YeCTO BaH M KOHTpa Tpaauuuje U MHCTUTyuMja. Yak v
y Cpbujun, yHyTap counjanuctuuke Jyrocnasuje, pafjane cy ce KOMyHe, a ca HbuUMa
n obaBe3aH, roToBo puTyanaH obpep NO30pULLHE MHMLM]jaLMje — CBU CMO U CBe je
(Moryhie cxBaTuTLK Kao) ymeTHoOCT.

.Mopoauua buctpux notoka“ y ceny bpesoBnua Ha nnaHuHu PygHuk, npepsofjeHa
boxnpapom MaHaunhem, jegHa je of NpBUX, aKo He U MOCIEAHWUX KOMYHA Y KOjoj je3unK
YMeTHOCTU NpefcTaB/ba YHUMBEP3aNHW je3nK YoBeka ca APYruM 4YoBeKOM, Na u ca
npuponoM. Penakcupajyhe aejcTBo HeroBe 3ajefHuLe ynpaso je OHO Ha WTa uusba
caBpeMeHo ApywTBo, ontepeheHo sbyamMa ca npobnemoMm. MHoOrM of akTyenHWx
yMeTHMKa Koju ce baBe naptuumnatvBHUM nosopuwTteM y Cpbuju, bap jegHoMm vy
XXNBOTY bB1An cy y AMpeKTHOj Be3M ca KOMYHOM Ha PyaHwuky.

MedopmaTtven koju cy y .lopoanum 6GUCTpMX MoToKa pa3BMjeHUM Ha Ha4uMH
cBakofHeBMLe, fakako, Hajbnuxu cy dopMmu puTyana. JegHocTaBHWU, MPUPYYHU
MaTepujanu (npBo, Bogal, jeAHOCTaBHM 0BIMLM, KONEKTUBHOCT MU3AHCLLeHa, y NpBK
nnaH usbauyjy aybuHcke, cywtuHcke emoumje (cpehy, cTpax) cnpam npupoge u
opywTBa. VIHTeH3MBaH puMTaM nokpeTa, 3aHOC, XOPCKO 3aneBare, pasrofivhnBarse
Tena, eleMeHTM Cy roToBO CBake ,.MnpefctaBe’. Y 3aBWCHOCTM of TpeHyTHor 6poja
unaHoBa KOMyHe, oHe BMBajy ycMepeHe, UK pacrplleHe CByLa Mo MMaksy Y LUyMU.
PecTviBan Koju ce U3 0Be Mpakce pasBuO MOYETKOM ABEXUbAANTUX, Ca MHOLITBOM
n3Bof)aya Koju MMNpoBU3Yjy 1 Urpajy ce TeaTpa no Lenn AaH, ynpaso ce 3o8e LLymec.
KapaktepuctnyHo 3a oBaj 067MK opraHn3oBarba je TO WTO Yy .MpeAcTaBaMa  uiu
.MpeacTaBu” y4yecTBYjy CBW, Na WU OHM KOju ce y TeaTpy DaBe TeopujoM, LpamoM,
MY3MKOM, UNK cy Hajuewwhe y nonoxajy knacuyxe (macusHe) nybnuke.

.Bucehun no rpaHama ctabana, nocmatpajyhin npa3HuHy BeTpa, 3aTeUYeHU Yy TULLNHU
M MUpY, He A,03BOJbAaBAaMO [la Hac UCMyHW neTapruja. He yunumo ga rnymumo Beh fa ce




Igor Buri¢

Theatre in Society — Society in Theatre. Olympic Ideals

It stands to reason that what we call today participative theatre developed from the
theatre nature like a gym where one trains for empathy, as a colleague of mine from
Sarajevo joked these days. There is, in the Serbian participative theatre today, a row a
differentiated practices, which vary from the most educational, socially and politically
engaged, to inclusive contents. And more, one cannot talk about a systematic category,
but instead about a step forward.

Participative theatre includes a good part of the avant-garde and neo-avant-garde
inheritance of the 20™ century. The demolition of the fourth wall, passing beyond the
platform and direct communication — action, interaction, presented new challenges
related to the limited understanding as related to the participation of the audience. The
art of performance which exceeds the borders of an expressive environment, which is
more important — goes beyond the borders of static forms — artist-public, contributed
to spreading a different artistic climate, more often beyond and against tradition and
institutions. Even in Serbia, within socialist Yugoslavia, communes were born, and with
the communes, obligations appeared as well. An entirely new ritual of initiation in
theatre that proclaimed: we are all and everything is (can be understood as) art.

The Clear Streams Family from Brezovica village, Rudnik mountains, managed by
Bozidar Mandic, is among the first and maybe also the last communes where artistic
language represents a universal language between two human beings, and even with
nature. The relaxing effect of community is precisely what modern society gets to,
preoccupied by people burdened with problems. Many current actors dealing with
participative theatre in Serbia, at least once in their lives, have had direct relations with
the commune from Rudnik.

Performing arts which usually and daily develop in The Clear Streams Family are
the closest to the shape of the ritual. Simple, handy materials (wood, water), simple
shapes, collective mise-en-scéne, bring in the lime-line deep feelings (happiness, fear)
as compared to nature and society. The intense rhythm of movements, the enthusiasm,
choral singing, body denudation are elements of almost all performances. Depending
on the current number of the commune members, they are redirected or spread all
over, in ranches or in the forest. The festival which developed from such practice at
the beginning of the 2000, with lots of artists improvising and playing at theatre all
day long, is named Sumes. What is characteristic for such type of performances is that
all participate, even those originally dealing with theory, drama, music in theatre or
usually take on the role of classical (passive) public.




ncnosbaBamo”, feo je punosodpuje boxxmaapa Manamha npeacrasmwere 2015, rognHe
ny Mysejy caBpeMeHe ymeTHocTu BojsoanHe y Hosom Capy.

HeBepecetnx roguHa 20. Beka, NpUMpoaHoO je 6uUno Aa ce y HWU3Yy NapTULMNATUBHUX
dopmMm nosopuuTa nojaBm nepdopMaHc Kao eseMeHT MOAUTUYKMX LeMOHCTpauuja
npotue pexuma CnobopaHa Munoweswnha. Taj nepdopmatue farme je pa3BujaH y
nojeAMHAYHNM Tpynama kao cueHcka ¢dopma Kkoja ce ynoTpebom AOKYMeHTapHWUX
mMaTepwvjana, Win bUXOBUM eBoLMpareM, nssenbama y jaBHUM npoctopmmMa, bUTHO
pa3nukoBana of yMeTHW4YKe dwukumje Ha nosopHuuama Cpbuje Tor BpemeHa. ,[ax
TeaTap” 13 beorpaga je Hajno3HaTUjM U HajAYroBeYHMW|M NpPeACcTaBHMK Tor Tuna. Y
VICTpOpI/IjVI he octaTv 3abenexeHn HUX0BM YIUYHM NepdopMaHcK , OBa BaBWJIOHCKa
noMeTHa (1992), a kacHWje 1 MHOrKM Apyru [,,AHT]enM y rpagosuma”, .lpenasehu
nHWjy “), Koju cy yksbyumBanu rnacoee ,HeBUA/BUBUX  — XEHa, Aeue, XpTasa paTta y
KojeM ce pacnana JyrocnaBMJa (1991- 1995] l/I3Mehy 0Be Mo30pULLHE Tpyne 1 Apyrux
yMeTHUKa, BulleMeanjanHe rpyne . Jlen apT”, UMBWUAHUX aKTMBUCTa , KeHe y upHom,
3abenexeHa je CHaxHa capaftba W WHTepakuuja, y3 HenpecTaH ,yandyHu" kapaktep
HMxoBuMx nepdopmaHca. lujaue, Tprosu, rpafcku aytobycu, buna cy Mecta pagme 3a
FbMXOB YMETHUYKMN aHraXKMaH.

MoyeTkoM fBeXUIbAAUTUX, GUHANHOM NPOMEHOM CoLMjanucTuyKorypeferba ApywTea,
nepdopMaTUB KOjU yKIbyUyje MapruHannM3oBaHe rpyne nocrao je NpaBHO peryancaHu
nMnepaTms, na cy ce bpxe-bosbe 3a TUM NOBENN MHOTW YMETHULM CBECHM BaXKHOCTH
yTvLaja yMeTHoCcTM y apyrum cdhepama u aTMocdepama cana koje He WUCMyHaBa
mMupuc napdbema. Hekun cy 6unu BofjeHn M MUPUCOM TPYyNeXM Y MHCTUTYLMjaMa Ynju
yTWLaj He fonupe fasbe of No3opuHor canoHa. CetuMmo ce camo Apnaga Lunuura
y cycefiHoj Mahapckoj, 1 HeroBe eMOHCTpPaTUBHEe OfMCeje y MoApyYje ,,MpUMeHeHor
nosopuwTa’, y WKose U Mase iokanHe 3ajegHuue byaumnewrTe, HeobnyHa MecTa Kao
LUTO CY MOPOAMANLLTA U NAaPKUH3W.

Y Cpbunjn, nonnuTnykmm npoLecom npuapyxmnsara EBponckoj yHuju, cee je BuLle b6uno
rpafjaHckun opujeHTUCaHUX NeppopMaTnBa, MHTErpaTUBHMX U edyKaTMBHUX obpa3ala
y KOjuMa ce mporpamcku nonyrwasana ¢opma. Huje cnyyajHo pa je cagpxaj Koju je
[,0/1a310 U3HYTPa, 13 noTpebe 3a cyoyaBareM ca caMUM coboM, LWITO je yNTMMaTMBHA
LpaMa cBaKor 4yoBeka W ApYLITBa, Yy Mocliefre BpeMe npusiayuno v Behy naxrby
Hero WTo cy To ycneBana oduumnjenHn peneptoapu. [pefctaBe o Hacuiby Hap
XKeHaMa, HalMoHanusMy, ybuctBMMa HOBMHapa, PaTHUM 3104MHMMA, YKIbyyuBane
Cy LOKYMEHTapHO-MCTpaXKMBayku NPUCTYN Koju Ce TOJAMKO MOoKa3ao CynepuopHUM
[a je 4ak 3aBnagao u ynpusoperuma . Xamneta  u ,AuturoHa”. JegHoM wcnpeg
CBOI BpeMeHa, aBaHrapLHoO no3opuLlTe, cafja je L0YeKano CBOj TPeHyTaK W WTo je
Haj3aHMMIbUBMjE - NMOCTaNo je Ae0 UHCTUTYLMOHAHE cLeHe. Y YMETHUUYKOM CMUCAY,
Hajbosbe WTO je NnapTMUMNaTMBHU NpuUcTyn fao nosopuwTty Cpbuje, To je Tako3BaHa
BepbaTUM gpama, HacTana Ha CTBapHMM porahajuMa u nckycTBuMa.

Y npBoj Lekagmn ABeXnSbagnTux, NPUANYHO anapTaH je aHrakMaH Apamcke cnucatesbuue
Munene MapkoBuh pa y bopy, HekagawmeM uHoycTpujckom ueHTpy Cpbuje, capa
HoBoM [leTpouTy, Kpo3 pap ca BuBLIMM 3anocieHuMa, rybuTHWUMMa TpaH3uuuje,
HanpaBu No3opuLLHy npeacTtasy. M3bop je mao Ha Bpextosy ..Onepy 3a Tpu rpowa”,
a npefcTaBa, Mako KpaTKor poka M orpaHuyeHor epekra NpPYMEpPEHOr MO30PULLIHOM
Meaunjy y CpefcTBMMa jaBHOT MHbOPMMCama, MMana je 3anaxeH ofjek n edekar.




“Hanging from the branches of the trees, watching the emptiness of wind, peacefully
surprised, we do not allow ourselves to swallow with lethargy. We do not learn to
play theatre, but to exteriorise ourselves,” is a part of Bozidar Mandic's philosophy,
presented in 2005 at the museum of contemporary art from Vojvodina, Novi Sad.

It was natural, in the 90s, to appear in a series of participative shapes, the performance
elements of political demonstrations against Slobodan Milosevic's regime. That
Performance is still developed in individual companies that use documentary materials
in their performances or prefer to perform in public spaces - this kind of theatre making
is significantly different from the art of fiction on the stages in Serbia of the same
time. Dah Theatre from Belgrade is the most famous and oldest representative of such
type. History shall include also street performances This Babylonian confusion (1992),
and later many others (Angels in the Cities, Crossing the Line), which included the
voices of those “invisible” — women, children, victims of the war which disintegrated
Yugoslavia (1991-1995). Among such theatre companies and the remaining artists,
the multimedia groups LED ART, civil activities Women in Black, there is a strong
cooperation and interaction, with a “street” character for the performances. Squares,
public transportation were the development places of the action for the artistic
involvement.

At the beginning of the 2000s, once with the final social structure change in society,
performances that included marginalised groups became regulated by law, followed
by many artists aware of their influence in other spheres and atmospheres of the halls
not filled by the smell of perfumes. Some were led by the smell of putrefactions from
the institutions which have no influence in order to reach the hall of the theatre. Let's
remember Arpad Schilling, from Hungary, and his demonstrative Odyssey from the
“accepted theatre”, into small local schools and communities from Budapest, unusual
places like maternities or parking lots.

In Serbia, there were, with the political process of adhesion to the European Union, more
and more urban orientated performing arts, an integrative and educative shape which
fulfilled programmatically the shape. It is no coincidence that the content coming from
the inside, from the need to face yourself, which is the final drama of each and every
man and society, has attracted recently more attention than official reporters.

The performances on violence against women, nationalism, murder of journalists, war
murders used so-called documentary research approach that proved to be so superior
that they seemed a better choice than to stage Hamlet or Antigone. Once ahead of its
time, avant-garde theatre now was welcome and what's more interesting — it became
part of the institutional scene. Artistically speaking, the best thing offered by the
participative approach of the theatre in Serbia is the so called textual drama, created
following real occurrences and experiences.

In the first decade of the 21t century, the involvement of the drama writer Milena
Markovic is pretty different: in Bor, the former industrial centre of Serbia, presently




.LeHtap E8"y Beorpapy, 3ajeaHo ca ApaMaTyplukutsom Munedom Mursom Borasauy, u
BuTed TeaTpoM, nocTanum cy Hocunal, CLLeHe OpujeHTUCaHe Ha Mafe v ipyre oceT/buBe
rpyne, kao wto cy Pomun. OBae je HajBnAa/bMBMje KaKo Ce IMHK]a NpUCTyna npoMeHunna un
BMLUE HWje Brna opujeHTMCaHa YMETHUK-APYLUTBO, HEro je ApYLUTBO U3pasnno notpeby
3a YMeTHMYKUM BOACTBOM Yy aKTMBHOCTMMA Koje bu Tpebano ga epykyjy u onnemeHe
wwpe rpyne. Beoma 3anaxeHe npepacrase ,LeHtpa E8” cy .Mywkapuune” (2012) o
fankaHckoMm Mayomsmy/ wosuHusMy, u ,LlpseHa: camoybucteo Hauuje” (2015), o
Hacuiby Hapf >KeHaMa. HbuxoBe npefcTaBe ce M3BOLEe Ha MO30PULLHUM CLeHaMa, anu
Wy LWKonama, KynTypHUM LieHTpuMa.

Y Hosom Capy paau .Mep.ApT”, acoumnjaumja koja capahyje ca . Teopujom koja xopa”
n3 beorpapa v CpncknM HapoAHWM nosopuiTeM. [apTMuMnNaTMBHO No30puLLITE Ce Y
jeHOM CerMeHTy HMXOBOT [eN0Barba CaBpeMeHor ApyLTBa ornefa HajuucTvje -y
CErMEeHTY UHKJTy3uje.

.LleHTap 3a cTBapanawTBo M cnobonHo Bpeme ocoba c oMeTeHowWwRy y MeHTaNHOM
pasBojy”, Kako je rnacuo nyH Hasue cekuuje ,Mep.Apt” koja ogm 1999. roauHe
KOHTMHYMPaHO OCTBapyje YMeTHW4YKe npojekTe, ocHoBao je Cawa AcenTtuh. llo
y30py Ha HajMofepHuja focTurHyha y pafly ca 0BOM NonynawmjoM, HKxoBa NoTnyHa
YK/bYYEHOCT Yy MpoLec Koju nogpa3yMeBa KpeaTuBHe, afiv U opraHu3aLnoHe acnekTe,
fjana je pesyntaT y dopMuparby rpyne Kojoj je aHraxoarbe npodecnmoHanaua vs
cBeTa yMeTHOCTU, nefaroruvje, nedekronorvje, Bule b1o KopekTUB, HEro BOACTBO.
[pyne — KOMyHe, Koja ja4ya emMoLMoHanNHocT, ocefiaj BaXXHOCTH, pa3BMja CaMOCTaNHOCT
n opgrosopHocT. [1Be HajBaXkHuWje npefcTaBe oBe cneunduryHe KoMyHe cy ,[penenu
cHoBwW nmajy Hapy ™ (2009) u .MpasaH rnac” (2013).

YMETHOCT Tako 1y BUAY UHKITY3MBHOT MO30puULLTa Aefyje Kao HeoTyhuBa ApyLUTBEHa
npakca. Ocobe ¢ WHBaNWAMTETOM CTBapakbeM jaBHOI cafpXaja U HeroBuM
npeacTaB/batbeM Merbajy nuue 3ajefHuue. [oe je BuwKa emnaTuje, Mamak je
oUCKpUMUHaumje. [MpobnemMaTUYyHW  HaTypLIUMLUM  CYy YTOJAMKO TMOXESbHUJU  Of
bUKTUBHMX NNKOBA, LUTO UX CE YMETHOCT NIMYHO Thye. OHa Ha HbUX Aenyje ANPEKTHO,
Kao ¥ Ha HKUX0Be Nopojuue, npujatesbe, WTO ONET HUje KNAaCUYHU Kpyr n3Bohauum-
nybnuka, nponssofaun-notpowaun. Caoceharse, ngeHTndukaymja, katapsa, ocrtajy
HeLMPHYTW Kao KaTeropujasHu NoKpeTay MexaHW3aMma Mo3opuLlTa y NpuBadvery u
yBflayehby nocMaTpaya y CBoj MAeasnHu cBeT.

Muno JenboHo, nozopuwHnymMeTHMK M3 ViTannje Koju pafm ca bonecHUM, U30MNLWITEHUM,
XeHIAMKennpaHuM ocobama, y jeJHOM NPeCcTUKHOM MeflyHapoAHOM NpuU3Hatby Ha3BaH
je ,HOBOM no3opuiluHOM peanHowhy”. CHaxHa pesBuTanusauuja bpexta, y cMucny
pa3Boja TEXHUYKMX CpefcTaBa NoABajakba rlyMe U peasHOCTU Ha CLeHW, ULa je Ha
PYKYy OHMMa KOju Cy Ty OCETUN MPaBu XXMBOT U BUTAJIHOCT NO30pMLLTA.

He Tpeba ga yynm oBajnoBpaTak No30puLLTY Kaf je y NuTakby ApYLUTBEHO KOPUCTAH pag.
[Mo3opuwiTe je nocebHo norofaH Mefnj 3a 0BY, YCJIOBHO peYEHO, MHCTPYMEHTanm3aumjy.
Mrpa y>xnuBo, HenocpefaH KOHTaKT, BPJ10 Cy NaacTUYHE U NpakKTUYHe CTBapwu 3a obpany
XerbeHe TeMe. Y BpeMe JguruTanusauuje, BMpTyenusaumje cBakor, na W peanHor
LPYLITBEHOr MCKYCTBA, MO30PULLTE jefIMHO MOoKa3yje OTMOp MPEHOCUBOj MEMOPUjU.
EcTeTckn kpepo je y LpyWITBEHOM CMUCNY FOTOBO YBeK MOPasHW Kpeno, eTUYKM
ctaB. Mehytum, He Tpeba rybutn u3 Bmuaa notpeby nosopuiwiTa 3a ayTeHTUYHOLWNAY,




the new Detroit, she started working with former employees, losers of the transition,
to make a new theatre performance. The choice was Brecht's The Threepenny Opera,
and the performance, although only for short term and with limited in effect due to the
theatrical environment and to the mass-media, had an obvious effect.

Centre E8 from Belgrade, together with drama writer Milena Minja Bogavac and BITEF
Theatre, became the representative of the stage oriented towards the youngsters and
towards other prejudiced groups, like the Roma. Here, it is greatly visible the way the
access line changed and it was no longer oriented towards artist-society, but society
expressed its need of the art going towards activities that should educate and make
certain groups nobler.

The best plays of Centre E8 are Macho Men (2012) on the idea of Balkan macho/
chauvinism and Red: The Suicide of a Nation (2015), on domestic violence. Their
performances are interpreted both on the stage and in schools and cultural centres.

Association Per.Art from Novi Sad cooperates with Teorija koja hoda (Walking Theory)
from Belgrade and the Serbian National Theatre. Participative theatre mirrors most
clearly in a segment of their activity of contemporary society — in the inclusion
segment.

The Creation and Entertainment Centre of Mentally Disabled People as is the full name
of the Per.Art, has been since 1999 creating artistic projects, founded by Sasa Asentic.
According to the model of the most modern performances in working with such
population, their total dedication in the process implying creative and also organising
aspects, resulted in a group which employs professionals of art, pedagogy, defectology,
was more corrective than coordinating. The common groups which consolidate
affectivity, sense of importance, develop independence and responsibility. Two of the
most important performances in this specific commune are Beautiful Dreams Have
Hopes (2009) and Empty Voice (2013).

Art, in such manner, and as inclusion theatre, seems a practice inseparable from
society. Disabled persons, creating the public content and presenting it, change the
image of society. More empathy, less discrimination. Problematic non-professionals
are more desired as fictive characters, as art is their interest. It has a direct influence
on themselves, and on their families as well, their friends, which is again a classical
circle of artists and the public, producers and consumers. Empathy, identification,
catharsis remain intact as the categorical engine of theatre mechanisms in attracting
and entering the spectators in the ideal world.

Pippo Delbono, theatre artist from Italy, who works with ill persons, disabled, in an
international recognition of prestige, was named the “new reality of theatre”. A strong
revitalisation of Brecht's work, that is for the development of technical means, the
superimposition of the show business with reality on the stage, reached the hands of
those who felt here real life and theatre vitality.




3a 0CBajatbeM HOBMX TEpWUTOpMja, 3@ MOTBPAOM. YMETHOCT 3aucta Mera cBeT. AKo
HMLUTA LPYro - YAHK ra nenwunm. A fa neuun, Yak je U Hay4YHo [oKa3aHo y TepaneyTckoj
MeLULMHN.

Moxpa je To TeaTposowku Taby M jol yBeK HeLOBO/bHO WCTpaXkeHa TepuTopwja,
anu napTMLMNaTMBHO NO30pULLTE, Mpe Hero LWTO ce Tako 3Baso, buso je amatepcko
nosopuwTe. CBaKko KO je XeNeo fa raymu, Bosieo To 1 bno cnpemaH Ha ofpuLarba
WAK UX TPMeo, Morao je To Aa pafu, ynpkoc CBOjUM xeHpgukenwuma. Oy ,npegHocT”
NMpenosHano je U caBpeMeHo ApyLITBO, pa3Bujajyhin croxeHuje ofHOCE eKOHOMMW|e,
npasa, ce Yewhe aHraxyjyhv ctBapHe sbyfe ymecTo rnymaua. Osne He Tpeba rnepatm
Ha pasfinMKy, HEro Ha CJMYHOCT 3aCHOBaHy y CaMoj MPUPOAMU TNyMe Kao CLeHCKe
TpaHcpopMaumje. HakoH cunHe npodecnoHanmsanmje 1 MUHEPTHOCTU KOjy je LoHenay
HOBMM [pPYLUTBEHO-MOIMTUYKMM OKOSIHOCTMMA, MI0Ma3HOCTM anapaTa Koju ce bpuHe
0 yyewhy 3anocneHnx n oHMX Koju mnx nnahajy, NnoBpeMeHa feLeHTpanunsaumnja Huje
Ha ofMeT.

[Mo3opuwiTe ca GyHKLMjOM [la aHraxyje NoTeHUMjane BaH CBOjUX MHCTUTYLMja — flaHac
4ecTo A0XMBIJbaBaHUX BykBanHo Kao 3rpafama y LeHTpMMa rpajoBa — HEMUHOBHO
nonupe pasbe Hero wWTo je yobuyajeHo. HberoB moTeHuMjan y aHraxoBaky LIMPUX
cnojeBa IpyLUTBa, WMpery f00por oyxa v eHepruje, Aenyje fa U3MUPYje BULLIE HEro LWITOo
je To cny4aj ca nmpoAyKumnjaMa CMULLIBEHUM Aa penpe3eHTyjy cjaj u boraTcTBo ABOPA,
Hauuje, Hapopa. lNo3opuwTe MoXxe M Mopa fa KOMYHULMPA aKTyesHUM CpeacTBMMaA
KOMYHMKaLMje — TEXHONIOLIKMN 1 MAEe0NOLLIKM yCaBPLUEHUM 0 OHE Mepe jeJHOCTaBHOCTH
[a CBUMa, CBYAA, CBe BpeMe, byay AOCTYMHWM, 1ako pa3yM/bMBK U Hausrned becnnatHu.
YnpaBo cy MHOMM ca MN030pU1LLIHE CLIeHe Koja aHraxyje noTeHUMjane Wnpe 3ajegHule,
He caMo OHMW OBAe CMOMEHYTU, NPeABOAHULN aKTyeNHUX UCMUTUBaHa HOBUX MeAnja
y nornefy napTuuunaTMBHOCTU. Tako MHOTe HOBWje NpeacTaBe y CBOjy ApaMaTyprujy
MMajy YKIbYYeH M NpoLec nHTepHeT-febaTe, WITO NpoAy>KaBa pok Tpajakba No30pULLHOT
YMHa jefHOKpaTHe ynoTpebe.

Bpxe, borbe, edpukacHuje... Ckopo fa je onuMnunjckm npean.




Such return to the theatre needs not to amaze us when it is about useful social work.
Theatre is an especially suitable environment for this instrumentalisation, conditionally
speaking. Direct interpretation, direct contact are very plastic and practical things
for taking over the desired topic. During digitalisation, the virtualisation of each and
every person, even of real social experience, theatre only presents a resistance of
detachable/transferable memory. The aesthetic credo, socially speaking, is almost
always moral, with ethical attitude. However, one must not forget the need of theatre
for authentication, for conquering new territories, for confirmation. Art indeed changes
the world. If nothing else - at least, it makes it more beautiful. And as related to curing,
it is scientifically proved by therapeutic medicine that it has an effect.

It may be a taboo in theatre, and a still insufficiently explored territory, but participative
theatre, before being named as such, was a theatre of amateurs. Whoever wanted
to play theatre, loved it and was prepare to sacrifice or suffer, he or she could do it,
despite disabilities. This “advantage” was recognised as well by contemporary society,
developing complex relations in economy, in law, engaging more and more real persons
instead of actors. It must not be regarded as a difference, but as a similarity, based on
the nature of acting like a stage transformation. After the loss of professionalisation
and inertia brought by the new social-political conditions, the volume of the apparatus
dealing with the participation of those engaged and of those paying them, a periodical
decentralisation is not to be refused.

Theatre with the function of engaging the potential beyond its institutions — very
often perceived today literally as a building in the centre of a city — unavoidably gets
further than usual. Its potential in engaging a larger layer of society, spreading positive
vibrations and energy, seems to conciliate more than usual with the productions
thought to represent splendour and richness of the court, nation, people. Theatre may
and must communicate: it's the current means of communication — technologically
and ideologically improved to the extent that it should, wherever and whenever, be
available, slightly intelligible and free of charge. There are many people on the theatre
stage engaging a potential of the enlarged society, not only those mentioned here, and
which are leaders of current tests of the new environments for participation. Therefore,
many recent performances in their dramaturgy included the internet-debate process,
which extends the shelf-life of the disposable theatrical act.

Quicker, better, more efficient... Almost an Olympic ideal.




Sebestyén Rita

Mielott tul késo lenne
Tarsadalmi érzékenység, szinkronicitas és részvételi kultira Skandinaviaban,
kilonds tekintettel Thierry Geoffroy, Colonel miivészetére

Muvészeti-tarsadalmiinterakcidkra alkalmas terek, kifejezett érzékenység a kornyezet
és a fenntarthatd fejlédés iranydba, a mlvészetben és a pedagdgiaban alkalmazott
kollaborativ strukturdk, tarsadalmi és koztéri beavatkozasok kreativ mdédozatai, és a
jové lehetséges forgatdkonyveinek allandd, faradhatatlan kutatdsa. Els6 ranézésre
ezek a legmarkansabb jellemzdi Skandinavia tarsadalmi és mlvészeti kozegeinek.
Jelen esszében hdrom év kozvetlen tapasztalatdra tamaszkodom: eldbb egy
altalanos képet vazolok a skandindv, kozelebbrél a dan miivészet és kultura résztvevoi
aspektusairdl, majd részletesebben kitérek Thierry Geoffroy, Colonel dan—francia
konceptualis, avantgard mdlvész munkaira, ezuttal a performativitds szemszogébol
vizsgdlva azokat.

A részvételiség fogalma Skandinaviaban

Norvégia, Svédorszag, Dania, Izland, Finnorszdg, a Ferder szigetek és Gronland a
kortars Skandindvia foldrajzi térsége, amelyben nyilvanvaldan kiilonbozé szinteken és
maodokon jelenik meg a kézos kulturdlis és torténelmi emlékezet. Nyelvek, mitoldgidk,
és a jelen geopolitikai jellemzdi 6sszefonddnak ebben a kézegben (példa erre a Ferder
szigetek, amelynek folyamatosan uUjravitatott autondmiaja egy idében jelent sajat
helyhatdsdgi valasztdsokat és dan parlamenti képviseletet). Kulturdlis alapok és
alapitvanyok tdmogatjak az északi térség régidinak egyittmikodését szervezeti és
egyéni szinten: igy intézmények, mivészek, kulturdlis szervezdk kiemelt tdmogatast
kapnak az északi orszagok egylttmiikodésére. Nagy hangsuly esik a gyermek- és fiatal
kdzonség szamara készlld szinhazi eléadasokra, a szinhazi nevelésre és a résztvevoi
mUvészetek legkllonbdzébb mifajaira.

Mélyen rogzilt ezekben a tarsadalmakban a részvétel és felelésségvallalas kulturaja,
és ez latvanyos 0sszefliggésben all példaul a valasztasokkor megmutatkozé magas
részvételi aranyokkal, de az addzas és a szocialis hald, a torvényhozds mikodésével
is, amely sok esetben egyéni dontéshozatalra és cselekvésre alapoz. Mindezeknek
hozadéka és tikorképe a kultura szintjén a tobb tarsulat vagy tarsasdg altal megosztott
terek, helyszinek gyakorlata, vagy a kozésségi mlvelddési hazak, ahol az ugynevezett
amatdr és professzionalis mlvészeket arra inspiraljak, hogy kozosen és kdzosségi
eseményeket hozzanak létre. Elterjedt és népszer(i a Grundtvig kdzosségi tanulast:
egy bizonyos témaban érdeklédd tanuldkor tagjai, akik gyakorta a legklilonbdzébb
korosztalybdl és tarsadalmi rétegbdl valok, meghatdrozott idészakokban talalkoznak,
és prezentdcidkat, kerekasztal-beszélgetéseket tartanak, igy atjarhatdva teszik

1 Nikolaj Frederik Severin Grundtvig (1783-1872) lelkipasztor, szerzd, filozdéfus koncepcidja és kezdeményezése, Ujitdsa az oktatési rendszert
illetéen a dan tarsadalomban, amelyet népféiskolanak neveznek. Az elgondolés legfébb jellemzdi: gyakorlati oktatds, amely a térsadalom
minden rétege szamara nyitott, aktiv részvétel a tarsadalmi és politkai életben. Lasd: Bradley (2008).




Rita Sebestyén

Before It Is Too Late
Social sensitivity, synchronicity and participatory aspects of Scandinavian culture,
with a special outlook on the oeuvre of Thierry Geoffroy, Colonel

Spaces for social-artisticinteractions, sensitivity towards sustainable processes and the
environment, collaborative, participative education and arts, the taste for interruptive
creative structures, and constant, restless pursuitof possible future scenarios. At first
glance, Scandinavia is maybe the most well-known for its non-hierarchical societal
constructions, and the emergence of these configurations in the art world, too. In this
essay, restrictingmyself mostly to personal experiences in the recent three years, |
will offer a general outline of the participatory aspect of the Scandinavian, more
preciselythe Danish culture and arts, and consecrate a larger part to the oeuvre of
the Danish-French artist, Thierry Geoffroy, Colonel, a conceptual, avant-garde artist,
adding a new angle for reading his works: performativity.

The concept of participation in Scandinavia

As a geographical precinct, regions and countriesincontemporary Scandinavia -
entailing Norway, Sweden, Denmark, Iceland, Finland, Faroelslands and Greenland
-, share at different rates a common cultural and historical memory. Languages,
mythology, and the present geopolitical status are intertwined in many cases (e.g. with
an intrinsic and constantly debated relationship between the two realms, Faroelslands
might be regarded as an autonomous region that holds local elections and take part
in the Danish national elections, too). Nordic cooperation among cultural institutions,
operators and artists is highly encouraged by joint funds, and, talking about performing
arts, there is a special emphasis laid on theatre for youth and children, and also on
Theatre in Education and other participative art forms.

Participation and responsibility are deeply embedded in these societies, starting from
remarkably high rates of involvement in political elections, through the tax or legal
system that mostly relies on individual decision making and implementation, to shared
cultural spaces and community culture houses where professional and amateur artists
are enabled to foster, hold or take part in community events. Grundtvig community
learning? is rather popular; periodical meetings of study circles which include those
interested from all layers of society, levels of professionalism, ages, etc. into free
discussions on formerly agreed topics.

In Scandinavia the African-Nordic and Middle Eastern-Nordic collaboration is also
highly appreciated and supported by state-subsidised funds (this trend in Denmark,
from mid-2015, basically with the inauguration of the new government has faded out).

1 Nicolaj Frederik Severin Grundtvig (1783-1872) was a pastor, author, philosopher, who conceived and fostered a reformed education system in
the Danish society, known as folk high school: practical skills, education of all layers of the society, active participation in the formation of society
and politics might be named as most important pillars of his teaching philosophy and practice. See: Bradley (2008).




a legkillonfélébb szakmai felkésziltséggel, hattérrel rendelkezék szamara a
kommunikaciot, az ismeretek terjesztését.

Ugyanakkor eltejedt az afrikai és északi allamok és a kozép-keleti és északi allamok
kozotti egylttmikodés is: ezeket gyakran allami szinten tdmogatjdk (sajnos éppen
ez a szemlélet kivesz6ben van Danidban, a 2015 nyaran megvélaszott Uj kormany
beiktatdsaval). Sok nemzetkozi kézosségi mivészeti projektet kezdemeényeznek és
tdmogatnak hasonlé mddokon Skandindvidban; az anyagi dotacion tul, komoly szakmai
segitséggel és gyakran kulturdlis-politikai intervencidkkal mivészek, kulturdlis és
politikai aktivistak, drdmatandrok valésdgosan vesznek részt a tavoli orszagok életében.
Ilyen példaul az ugandai—svéd Gogol-projekt, amely A revizor szdvegébdl kiindulva,
egy ugandai kis falubdl, a Budonddi Interkulturdlis Kézpont tarsalapitéjatél, Bernard
Mukisatol, és az abban az idészakban a svédorszagi Nyugati Egyetem dramatanaratol,
Ase Eliason Bjurstromtél szarmazik. A 2013-ban indult program a vezet6i gyakorlatra
és a korrupcid elleni fellépésre fokuszal, és azdta a vilag legkllonbdzébb pontjain
terjedt tovabb kozdsségi szinhazi eseménysorozatként, foként Freire pedagdgidjabdl
(Freire, 2005) és Boal férumszinhazi koncepcidjabol (Boal, 2008) meritkezve, és
a szinhaz tdrsadalmi szerepvallaldsat és transzformativ jellegét hangsulyozva. A
projekt rizomatikus, halézatszerU strukturaként terjedt tovabb Norvégidban, Daniaban,
Svédorszagban és Romaniaban az inditasat kdvet6 két évben. Leginkabb figyelemre
mélto a tény, hogy az eredetileg 2004-ben indult miivészeti-nevelési program, amelyet
nagyrészt Mukisa és Eliason Bjurstrom vezetett az apré ugandai faluban, Budonddban, a
kdzOsségi szinhdz eszkozeivel, radikalisan csokkentette az alkoholizmust és jelentésen
névelte a nék sziilési korilmeényeit, valamint a reproduktiv jogok és egészségvédelem
tudatossagat.?

Bar nem témadja ennek az esszének, emlitésre méltd mégis a tény, hogy a mivészetek,
tarsadalmi kérdések és a tudomany, valamint a nevelés kdzotti merész atjarasok,
beavatkozasok gyakran felvetik a kérdést, vajon mennyiben tarthaté az esztétikai-
mUvészeti érték prioritdsa ezekben a nevelési célzattal létrejovd szinhazi/performativ
eseményekben, kiilonosképpen, ha azok legfébb célja a tarsadalmi felelésségvallalas,
bevonas, inkluzid, tudatossag.® A kozOsségi szinhdz hovatartozasa leginkabb a réla
vald diskurzustol és a megkozelités szempontjaitdl fliigg. Azok az események, amelyek
foldrajzi, kulturdlis, torténelmi, vagy akéar politikai szempontbél meghatarozott
kozosségek életét érintik, és azt bevonjak, korlltekintd esztétikai meggondolast
kivannak, muvészeti és kritikai elemzést, reflexiét, mintsem hogy csupan a nevelési
és tarsadalmi értékeiket vegylk szamba, és eszerint tekintslik érdemlegességiiket.
Kulonosképpen Finnorszagban és Svédorszagban egyetemi szemindriumok és a
fentebb emlitett tanulokorok egyik kedvelt témaja a szinhazi eszkdzokkel kikisérletezett
és eljatszott lehetséges jovok forgatokdnyve. Az ilyen jellegl kezdeményezések
rugalmas, tobbé-kevésbé dtmeneti kozdsségekre éplilnek, hogy a tarsadalmi-kulturalis
lehetséges jovéképeket kutassak, és ezzel éppen a szinhaz itt és most alapvetését
némileg zardjelbe is tegyék.

2 Részletesen a Budonddi Interkulturalis Kozpontrdl: https://budondo.wordpress.com/ (Letdltés datuma: 2016. marcius 26.)
3 E harom tertilet 6sszefondddsarol részletesen ir Anthony Jackson (2007) és Helen Nicholson (2011).




Several international community arts projects are fostered or supported — often both
financially and through professional presence as a certain kind of cultural-political
intervention — by Scandinavian artists, cultural operators, drama teachers. A Ugandan-
Swedish project that extended later on much further on the map, but as a conception,
too, is Gogol's The Government Inspector, originated from Bernard Mukisa, co-founder
of Budondo Intercultural Centre in Uganda together with Ase Eliason Bjurstrom, drama
teacher from University West, Sweden, in 2013. With a focus on the topics of leadership
and corruption, a series of mostly community theatre events emerged; tools and
methods of Freire's pedagogy (Freire, 2005) and Boal's Forum Theatre (Boal, 2008),
those being the prominent means for social transformation in the small community of
the village Budondo, Uganda. As a rhizomatic structure, the project spread in a couple
of Scandinavian countries — Norway, Denmark, Sweden and Romania in the following
two years. Most noticeably, the artistic-pedagogic work of Mukisa and Eliason-
Bjurstrom, starting from 2004, within the very small community of a village, forum
theatre has rehabilitated profoundly some societal and healthcare issues, e.g. attained
steep decrease in alcoholism and increase in awareness of women's reproductive
healthcare?.

Even though not the subject of this essay, it is important to note that these bold
transfers and transgressions between arts and society, arts and education, arts and
science often raise the question of aesthetic quality of the educational and community-
based theatrical/performative/artistic events, especially if the targeted result is a
socially valuable accomplishment,® like empowerment, involvement, inclusion, raising
awareness, etc. To which area community theatre belongs is merely a question of
discourse creation. The events that imbue the geographically, culturally, historically,
and even politically defined communities call for more profound aesthetic exploration
of their artistic value rather than restricting them into mere societal and educational
canons or conferring them a positive, educational effect without any artistically rooted
critical reflection or analysis. Not surprisingly, in Finland and Sweden, university
seminars and study circles offer dramatic-theatrical approaches for trying out possible
future scenarios, this way creating somewhat flexible, smaller and more-or-less
temporary communities to experiment societal-cultural-environmental futures, in this
latter instance questioning even one of the axioms of the theatre: the hic et nunc (here
and now) proposition.

Moreover, eventhe concept of participationis shaped and nuanced by the socially habitual
behaviour, as much as certain acts and customs might not be regarded participatory
enactments from inside the society, though an external beholder would categorically
regard them as such. An eloquent example is the Passage festival, taking place in
regions around Helsingar, Denmark and Helsingborg, Sweden, each year during the
first week of August, with a series of open air performing arts, urban intervention, and
sensorial walk events, in which the local population takes important part; volunteering
in organising and PR, and also in many interactive performances showing a free and

2 Detailed information on projects at the Budondo Intercultural Centre: https: //budondo.wordpress.com/ (Accessed: 26 March 2016).
3 On the interferences of these three areas, see the books of Anthony Jackson (2007) and Helen Nicholson (2011).




Mi tobb, még a részvétel jellege is képlékenyen és arnyaltan alakul a tarsadalmi
szokasoktol fliggben, hiszen bizonyos megnyilvanuldsokat, cselekvéseket nem
feltétlentl tekintenek a részvételi kultura elemének egy meghatarozott tarsadalmon
belll, mig a kiilsé, mas kulturabdl ratekintd lehet, hogy hatédrozottan participativnak
mindsitené azokat. Egy nyilvanvald példdja ennek a helsingéri Passage fesztival, amely
a daniai Helsinggr és a svédorszagi Helsingborg varosai k6z0s szervezésében zajlik (a
két varost negyedoranyi komput valasztja csupan el az @resund-szoroson keresztul).
A fesztivalt évente, augusztus els6 hetében rendezik meg, és utcaszinhazi eléadasok,
performanszok, koztéri beavatkozdsok, érzéki élménysétak alkotjdk a programijat,
amelynek minden részletében a helyi lakossdg komoly szdzaléka vesz részt, akar
onkéntes szervezdként, és PR-kampanyokban segédkeznek, de oly mddon is, hogy az
eléaddsok interaktiv, részvételi jellegében is aktivan, oldottan, magatél értetédéen
szerepelnek. Egy masik példa erre a 2005 juniusaban a Copenhagen Stage Fesztivalon,
a British Actors Touring Company altal bemutatott Blind Hamlet, amelyet egyetlen,
felvételrél bejatszott hang, a szerz6 hangja irdnyit, és a darab szerint jelen lévd
Ugyeld (természetesen szinész alakitdsaban). Az eléaddst a hang utasitdsai szerint
a testi valdjaban is jelen lévé ,lgyeld” segit lebonyolitani gy, hogy a hagyoményos
kukucskaloszinpad sotét nézéterérol sorra felhiv nézoket a szinpadra, akik készségesen
otthagyjdk kényelmes Ul6helyeiket és passziv alldspontjukat, hogy valdsaggal
eljatsszak a darab szerepléit, kortlbeldl egy 6ran keresztiil, végeredményben a teljes
eléadds idejét lefedve.

Mindkét esetben a részvétel szinte természetszer(i mikodése az adott kézegnek, holott
sok, tartézkoddbb kozeghen megtartott fesztival, eléadas, esemény esetén a fentebb
emlitett aktiv részvétel elképzelhetetlen lenne. Hasonloképpen, a nézd és résztvevd
pozicidjanak 0sszemosasa, professziondlis és mikedveld mivészeti beavatkozasok,
tarsadalmi vagy mlvészeti principiumok alapjan megalkotott keretek, a performativ
és a hétkoznapi kozotti atlitési pontok, egybevont kozegek, amelyeket Thierry Geoffroy,
Colonel hiv életre. A mivész jatékos, mégis mélyen elgondolkodtatd, filozofikus
munkaival foglalkozom a kovetkezdkben, elsdsorban performativ és résztvevdi
szempontbol olvasva azokat.

Geoffroy ART FORMAT munkai, nomad, résztvevoi, performativ szemszogbol
tekintve

Magaatény,hogydiszciplindk taldlkoznak, interferalnak,amdvészetidgak egyre kevéshé
elkllonithetdé mdfaji és miinemi sajatossagai, a fentebb emlitett atkotések a mivészet,
kdzOsség, részvétel, nevelés, tudomany teriletei kozott, megengedd a mivészekkel,
résztvevokkel és elméletalkotdkkal szemben. Ugy tinik, a kanonizécié aldl felmentést
nyertlink. Masfeldl, jelen irdsban amellett érvelek, hogy az egyes jelenségek leirdsa,
a rajuk vald reflexid (vagyis a dokumentdcid, leiras és elmélet) minden egyes esetben
megkivanja a haszndlt fogalmak és megnevezések pontossagat.

A mukritika, és maga Geoffroy is vizudlis mUvészetként hatdrozza meg munkait;
konceptuadlis, avantgard beavatkozdsoknak és megszakitdsoknak tekinti 6ket, amelyek




degagé proactivity in getting involved into events. Or, last summer (June 2015), the
British Actors Touring Company’s Blind Hamlet, with a single recorded voice and a
(so-called) technical director produced a vivid and highly interactive performance
in Copenhagen with the exclusive participation of the audience, who, one by one,
were invited into the limelight of the small, yet clearly defined stage in a traditional
Guckkastenblihne, from the safe darkness of their armchairs, to act out a series of
scenes for more than an hour - actually, throughout the whole performance time.

In both cases, participation seemed to be regarded as habitual enactments in their
contexts, whilemanyfestivals, performances and events would be deprived fromany kind
or level of the above mentioned participation in a more aloof environment. Blurry areas
of spectatorship and participation, professional and non-professional interventions,
socially or artistically conceived frameworks and the notion of performative, quotidian,
their interference are invited into playful, still profoundly philosophical and challenging
artworks of Thierry Geoffroy, Colonel will be tackled with in the continuation, eminently
from participatory and performative points of views.

Geoffroy’s ART FORMAT seen as a nomadic, participative, performative concept

Indistinct areas of disciplinary and transdisciplinary approaches, the vast array of
interfering artistic genres and (the above mentioned) bridging among arts, community,
participation, education and science allow us to liberate ourselves as artists,
participants and theorists from restrictive canons. Nevertheless, | am arguing here
for a circumspect description of each phenomenon and the reflection (documentation,
description, and theory) on them, when choosing a set of concepts and notions to
tackle with.

Geoffroy himself and the art critic scene tackle with his works eminently from the
angle of the visual arts, considering them as conceptual, avant-gardist interventions,
interruptions, that engage in a dialogue with other art works, artists, the news, the
streets, even the signposts to provoke reaction and induce participation. From the
emergence of different art fields, within an often chaotically wide range of now mostly
interwoven genres, these artworks and events can be described - similarly to other
hybrid-genre instances — and interpreted by applying several, appropriately chosen
threads of theories. Besides the already existing descriptions and interpretations, this
time | pledge for adding aperformative aspect to the discourse.

Especially regarding some works, art formats and events by Thierry Geoffroy Colonel,
the performative angle can be easily adopted, even though the artist and his critical
reception regard and discuss them more as conceptual or visual ones. Without denying
or leaving out of consideration these most common markers of his art, seeing them
from performative viewpoint adds a new perspective to Geoffroy's oeuvre, bridges
the gap between socially sensitive art forms and formats, and parallels the politically
critical resonance of artistic manifestations, connecting the dots between fields of
arts, historical-political constellations and their participatory aspects.




dialégusba hivnak egyéb miveket, miivészeket, a hireket, kdztereket, de még az utcai
jelzétablakat is, hogy vélaszra provokaljanak és részvételre 6sztonozzenek. Kulonféle
miUvészeti terlletekrél inspirdlodnak, gyakran a mdlfajok kaotikus keveredésébdl
szarmaznak ezek a leginkabb hibrid mifajuként megnevezhetd események, amelyeket
tobb szalon, tobb elméleti szempontbdl Gsszefont leirdssal és elméletalkotassal
érdemes megkozeliteni. A mar meglévo interpretaciok mellett e helyen tehat a
performativ olvasatot kivanom beemelni a diskurzusba.

Thierry Geoffroy, Colonel bizonyos munkaira, mivészeti eseményeire kiilonésképpen
kénnyen alkalmazhaté a performativ nézépont, még akkor is, ha ez idaig a konceptualis
és vizualis mivészetek feldl interpretaltak 6ket. A performativ néz6pont, az eddigi
olvasatok érvényességét figyelembe véve, azokat nem megtagadva, Uj perspektivat
nyithat Geoffroy munkdssaga felé, és Osszekoti azt a tarsadalmi érzékenységgel,
parhuzamba 4llitja a politikai rezonancidval és kritikaval, a torténelmi-politikai
egyUttallasokkal és a résztvevoi jelleggel.

Thierry Geoffroy a féldgolyd legktilonb6zébb pontjain szervezi meg eseményeit , kritikus
futds”, ,vitatkozd hév", ,mlvészek delegacidja” és ,mi a slirgésség ma?" cimeken. A
résztvevoket aktivitdsra inspiralja; beszélgetéseket, vitdkat kezdeményez; jelenléttel,
mozgassal, cselekvéssel, s6t legutdbbi eseménysordban nagyon rovid id6 alatt
elvégzett mozgasgyakorlatokkal egy bizonyos, meghatarozott mit-hogyan-hol-mikor
keretet allit fel,amely gyakorlatilag 6sszecseng a szinhaziimprovizacio alapvetésével. A
szinhazhoz képest tulajdonképpen csak a 'ki cselekszik' kitétel hianyzik, hiszen nem kéri
arra a résztvevoket, hogy egy, a sajatjuktol kiilonbdz6 persona nevében cselekedjenek,
mint a hagyomanyos szinhaz esetében. Mégis, a fentebbi keret megléte, a helyszin
és az idé meghatdrozottsaga, a tébbhé-kevéshé esetleges, dtmeneti kozdsség megléte
valamiképpen a résztvevok bizonyosfajta viselkedését, karakterisztikdjat mikodteti.

Ezeketakereteketam(ivészaz ART FORMAT atfogd nevével hatadrozzameg, és szandéka
szerint globalis kritikai platformok létrehozasat célozza a jelen tarsadalmaiban:

ART FORMAT: egy elére meghatarozott formuldra vagy keretre épil. A keret egy
bizonyos szdmu nem moddosithaté elemet tartalmaz, amely a résztvevék széamara
megalkot egy bizonyos szabalyrendszert, és azokat a tényezdket is, amelyek minden
alkalommal mddosithatdk. A valtozd tényezdkon kivil, az ART FORMAT esetén, a
benne Lévé reléciok, a tér és az idd is valtoznak. Igy példaul egy mizeumban aktivalt
ART FORMAT némileg eltér egy galéridban aktivalt eseménytél. Egyéb valtozd tényezd
lehet a politikai kontextus; egy totalitarius rendszerben aktivalt ART FORMAT masként
fog mdkodni, mint egy demokratikus tarsadalomban létrejové esemény. Mlvészeti
intézmények, amelyek olyan ART FORMAT-ot akarnak mukddtetni, mint példaul az
Emergency Room (Siirgésségi szoba), bele kell egyeznitk a teljes keret betartasaba,
beleértve ebbe a cimet, a szellemiséget és a mddszereket, amelyeket Thierry Geoffroy
leir.*

4 Ford. Sebestyén Rita. http://www.emergencyrooms.org/formats.html (Letoltés datuma: 2016. marcius 28.)




At several spots on the map, Thierry Geoffroy organises ‘critical run’, ‘debate rave’
‘art delegation’ and ‘what is an emergency today?' events, inviting partakers to join
in actively, with their presence, movements, actions and interactions, talks, debates,
and more recently alsoby doing some exercise, during a very limited, short time, in the
settled ART FORMAT, which usually has a how-what-where-when frame, very similar
to a theatrical improvisation. The only difference is the ‘who’, as participants are not
asked to adopt another persona as in the case of theatre, however, the presence of the
frame and the location and time, together with the more or less ad-hoc, temporary
company of the others, will ask for a certain kind of persona from the participant.

According to the artist, ART FORMATSs are to expand global critical platforms in current
societies:

An ART FORMAT is constituted on the basis of a formula or prescribed format. The
format contains a number of invariable elements that create the framework for the
participants and factors that change every time the ART FORMAT is activated. Besides
the variables within the structure of the ART FORMAT, the relation between the
ART FORMAT, space and time also changes. For example, an ART FORMAT put up
in a museum would slightly differ from an ART FORMAT activated in a gallery. Other
outward factors that could change the ART FORMAT could be the political climate;
an ART FORMAT mounted in a totalitarian state would differ from the mounting of
the same ART FORMAT in a democratic state. Art institutions wanting to use an ART
FORMAT like Emergency Room must agree to use the original formula including the
title, spirit and the methods that Thierry Geoffroy has prescribed.

In the following | describe shortly a couple of art formats | participated in, restricting
myself mostly to those that have more or less performative aspects.

SWAPPING CAMP: Small, almost suffocating two-person tents, with tag-lines,
buzzwords, ‘calls’ written on their sides are engaging participants for short discussions
on some given topics. At the Arts and Globalisation® conference in Copenhagen (26-28
May 2015), Geoffroy and curator Tijana Miskovi¢ invited the conference participants
- artists, theorists, policy makers - into the woods of these tents, encouraging us to
choose the topic and the tent most appropriate to our concerns, and providing foreach
couple in each tent ten minutes time of discussion. Fast swaps, passionate dialogues,
restricted, very intimate spaces of the tents provide intense sense of presence and
experience, not only on the intellectual level of the debate, but also on the performative,
representational level, mostly due to the inevitable bodily experience.

ART DELEGATION: In Copenhagen, a handful of foreign artists, living for shorter or
longer period in Denmark, very similar to flash-mob events, are called by Geoffroy and
Miskovi¢ to certain locations, mostly in order to debate on the recent social-political
climate perceived. This time (the specific event | am referring to was held on the 2™

4 Retrieved from the artist's page: http://www.emergencyrooms.org/formats.html (Accessed: 28 March 2016).
5 See more about the conference here: http://www.artsandglobalization.com/ (Accessed: 28 March 2016).




A kovetkezokben leirok néhany keretet, amelyekben személyesen részt vettem, azokra
szoritkozva, amelyeknek tébbé vagy kevésbé meghatarozo performativ jellege van.

SWAPPING CAMP (CSERESATRAK): Aprd, kétszemélyes, csaknem fojtogatd légterti
satrak, amelyek oldaldra hivd szavakat, kifejezéseket festettek, arra invitdlja a
résztvevoket, hogy a jelzett témakban rovid beszélgetésekben vegyenek részt. Az Arts
and Globalisation® (MUvészet és globalizacid) konferencidan Koppenhagaban (2015.
majus 26-28.), Geoffroy és a kurator, Tijana Miskovi¢ arra invitdlta a résztvevoket-
mUvészeket, elméleti szakembereket, jogalkotdkat, hogy a satrak erdejébdl valasszak
ki a szamukra leginkdbb érdekesnek tling feliratokat, majd kettesével, a satrakban,
tiz perc leforgdsa alatt eszmét cseréljenek roluk. A satrak éaltal létrehozott, zart,
intim terek, a gyors cserék, szenvedélyes dialdgusok erételjes jelenlétet és élményt
eredményeztek, nem pusztan a vitak intellektudlis szintjén, hanem a reprezentécié és
a performativitas ereje altal is, féként az elkeriilhetetlen testi kozelség révén.

ART DELEGATION (MUVESZEK DELEGACIOJA): Koppenhagéban, kiilfsldrél szarmazd
és Danidban rovidebb-hosszabb ideje tartdzkodd muivészek kis csoportja flash-mob
eseményekhez nagyon hasonld mddon meghivast kapnak Geoffroytdl és MiSkoviétdl,
tobbnyire arra, hogy a jelenlegi tarsadalmi-politikai kozeget megvitassak. Arra
kérik a résztvevéket, hogy politikai kiildottekhez hasonld 6ltdzetben jelenjenek meg
(a taldlkozdt, amelyen részt vettem, 2015. junius 2-ara hivtdk 6ssze), igy részben
maganszemélyként, de részben egy kolcsonzétt persondt is életre hivva vesziink részt
az eseményen. A helyszin ezuttal a hid, amely a Christiania varosnegyed felé vezet.
Omlik az es6, és a politikai partok poszterei minden lehetséges és elképzelhetetlen
fellletet betakarnak Dania févarosanak utcdin, a kozelgé parlamenti valasztasok
el6tti idépontban. A révid, gyors dialdgusok és a miivész fényképezogépének gyorsan
villand vakuja valdban a slirg6sségi helyzetet teremtik meg; ugyanakkor a rank
es6 ,kolcsonzott” reflektorfény és szereplink arra is ravilagit, hogy ebben a privat/
publikus szerepben valo jatékban kozos felel6sség a valasztas. (Koncepcidjaban ehhez
hasonlé a 'criticalrun’/,kritikus futas” keret, amelyben Geoffroy arra hiv mivészeket,
hogy nagyvarosok kdzterein futva, mintegy koztéri beavatkozasként, ezuttal testlk
valtozékony, attling jelenlétével vegyenek részt az eseményen, és ez altal is némileg
kolcsonzott persondt miikddtessenek.)

WHAT IS AN EMERGENCY TODAY? (Ml A SURGOSSEG MA?): Egy héten keresztiil,
minden nap, Geoffroy és MiSkovi¢ kilonds turdt szervez a koppenhagai varoshaza
oratornyaba. Ezuttal is nagyon révid idokeretet szabnak a résztvevéknek. Naponta
hatos csoportokban érkeziink; kovetjik kettdjik utasitasait, akik most tornagyakorlatok
kdzben kérnek arra, hogy beszéljik meg a jelen tarsadalmak megitélésiink szerint
legslirgésebb gondjait, majd mindezeket leirjuk a hatalmas Pilates-labdakra, amelyeken
az imént még torndztunk. A koncepcid hasonld az 6gérog akadémia fogalmahoz,
hiszen a test és a gondolat egyiitt mozog ebben a gyakorlatban, amely a leirds
értelmében a ,tudatossdgizmot” tartja formaban — utalva ezzel egyfajta készenlétre és
intenzitasra, amivel reagalnunk kell a korilottlink torténé eseményekre, és azok rank

5 http://www.artsandglobalization.com/ (Letdltés ddtuma: 2016. méarcius 28.)




June, 2015) we are asked to dress up similarlyto political delegates, thus inevitably
playing with a half-private, half-borrowed persona. The locationis on the bridge leading
towards Christiania, it is pouring with rain, and the posters of political parties cover all
the possible and impossible surface on the streets of the Danish capital, just a couple
of weeks before the general elections. The short talks and fast glimpsing flashes of the
artist's camera bring forth the sensation of emergency, the spotlight that this time is
‘rented out’ by our roles, nevertheless, inseminating the idea of collective responsibility
at the same time, while playing with the private/public levels and personas. (Similar
in conception is the ‘critical run’ art format of Geoffroy's, where artists run through
certain districts of cities,as an urban intervention, conceived for and shaped by the
ephemeral, bodily presence of those participating, and also offering this slightly altered
persona to them.)

WHAT IS AN EMERGENCY TODAY?: For a week, each day Geoffroy and Miskovi¢
organise a ‘tour’ up in the clock tower of the city hall in Copenhagen. Having again
a very short time at our disposition, in groups of four to six, each day we follow the
instructions of the two conceivers that lead from physical exercise to coming up with
the most urgent ideas on the present state of our societies and writing them down
on the huge Pilates-balls we just exercised on. Very similar to the conception of the
Academia of the Ancient Greeks, both body and mind have to move, strengthening the
‘awareness muscle’, as the conceivers say, referring to the alertness and the intensity
of the reaction we need to give — according to their conception — to the impact of the
surroundings on us. Bouncing on Pilates-balls and lifting weights while exchanging
thoughts on the most intriguing topics chosen by ourselves are, very interestingly,
not the most straining from the point of view of the awareness itself, but that of
reflecting on my own actions. My thoughts constantly wonder around the strict frame
of the body-mind exercises and my own part in it, my personalawareness of what is
happening at the moment, my ability to control and reflect upon what | am asked to do,
and the boundaries of my autonomy. Whether part of the intention or not, awareness
and reflection aremuch more deeply embedded into this event (I took part in it on the
7t December, 2015) than originally expected.

Perceived from the angle of these events, permanently and more or less deliberately
challenging the status quo of the observer and/or participant, the private and the
social-political or ‘acting’ persona, even a simple gathering in a private apartment
of the artist’s friend can be regarded as a reflective and self-reflective monad of the
whole oeuvre. An exhibition in a private home, the upper-middle class flavour of the
reception with the quiet, decent live jazz concert in the hall, and the vivid contrast of all
these with the highly critical attitude of the artworks (re-written, noted, commented
papers and pictures), and ultimately the foiegras outlook of the elegantly canned horse
excrement (collected, according to Geoffroy, on the streets of Copenhagen, by artists)
placed on the table with white gloves, leave no doubt about the very open invitation of
reading into this event far more than just a nice casual gathering with snacks and some
chit-chat.




vald hatasdra. A Pilates-labdakon egyensulyozunk, sulyzékat emelgetiink, és kozben a
benniinket leginkdbb foglalkoztatd témakrdl beszélgetiink, amikor radébbenek, hogy
kevéssé figyelem a gondolataimat, és sokkal inkabb reflektalok arra, hogy mit kell
most éppen tennem. Folyamatosan azon tinédom, hogy ez a szigoru test-gondolat
keret és gyakorlatsor hogyan megy végbe, mi a részem benne, mennyire vagyok
tudatosan jelen ebben a pillanatban, hogyan tudom végrehajtani, amit kérnek télem, és
tudom-e kontrollalni azt, ami velem torténik, tudok-e reflektalni ra. Vajon hol vannak
az autondmiam hatdrai? Akar része volt ez eredetileg az elgondoldsnak, akar nem, a
tudatossdg és a reflexiod sokkal erételjesebben beleagyazddik ebbe az eseménybe, mint
ahogy azt el6z6leg gondoltam volna (ezuttal a 2015. december 7-én zajlé eseményen
vettem részt).

A fentebbi események folyamatosan, és tobbé-kevésbé szandékosan kérddjelezik
meg, allitjak kihivas elé a ratekint6/résztvevd status qudjat, privat és tarsadalmi-
politikai vagy ,aktiv' persondjat, és innen tekintve még a Geoffroy baratjanak
maganlakdsan 0sszehivott taldlkozd is ugy tekinthetd, mint egy reflexiv és dnreflexiv
mondsza a mlvész munkdssaganak. Egy kiallitds egy maganlakasban, egy fels6
kdzéposztalybeli atmoszféraban, halk, él6 jazzkoncerttel. A kellemes fogadas élénken
ellentétezi a kidllitott munkak erésen kritikus élét (tobbnyire Ujrairt, kommentalt
Ujsagkivagasok, képek). Végul szé szerint asztalra ker(l, fehér kesztylben elhelyezve
a libamajkonzervhez hasonldéan dizdjnolt, elegdnsan csomagolt létragya (amelyet
Geoffroy elmondasa szerint Koppenhaga utcdin mivészek gy(jtottek 6ssze), nem
hagyva kétséget afeldl, hogy ez a nyitottan elgondolt fogadds sokkal tobb jelentést
hordoz, mint egy laza dsszejovetel, némi harapnivaldval és tarsasagi csevegéssel.

Ahogy a fentebbi példdk esetén is lathatd, a muivészi alkotdsok posztmodern,
dekonstruktivista irénidjan tul — példaul a mivészileg ,reciklalt”, azaz Ujrairt, Uj keretbe
helyezett Ujsagok, magazinok, csomagoldpapirok, Utjelz6 tablak —, Geoffroy participativ,
gyakran koztéri beavatkozasok formajaban gondolja el munkait, amelyek, nagyon rovid
id6keretek kozé szoritva interakcidba és performativ részvételre hivnak. Kifejezetten
urbanus, mi tébb, kozmopolita és nemzetkozi beavatkozdsok ezek, amelyek utcékon,
muzeumokban, koztereken jatszodnak, vékony, gyakran 0sszemosodd hataran a
kdzOsségi és részvételi eseményeknek. Habar e kettd kozott nincs kiilondsebben régziilt
fogalmi kilonbségtétel, itt mégis megkisérelem némileg elvalasztani 6ket. Kozosségi
milvészeten értem azokat a performativ eseményeket, amelyek egy, mar kordbban
(akar foldrajzilag, kulturalisan, szakmailag, vagy barmely mas mddon) meghatarozott
kozosséget céloznak: annak percepcidjat, valami modon felszabaditdsat célozzak. A
részvételi események soran a hangsuly inkabb egy elére meghatarozott keret meglétét
jelenti szamomra, amely teret-idét nyujt egy sor cselekvésnek, amely meghiv barmely
résztvevét arra, hogy atmeneti kozosségként mikodjon benne, dm ez a kdzosség nem
volt kordbban mas mdédon meghatarozva. Scharinger (2013) a masodikat kritikaval illeti
az el6z6 javdra, ami kétségkivil jelentds lehet abban az esetben, hogy ha a relevans
tarsadalmi valtozast tartjuk elsésorban szem elétt, mint az esemény folyomanyat.
Azonban az utdbbi, ha pontosan megalkotott szabalyok mentén hivja dialdogusba a
résztvevoket, olyan részvételi-relacidesztétikai kozos mivészeti aktus lehet, amelyben




As seen from the examples above, apart from the postmodern, deconstructivist irony
of the artworks per se - i.e. the artistically ‘recycled’; rewritten, reconceived papers,
magazines, wrapping papers, sign-posts —, Geoffroy conceives his art formats as
participatory events and urbaninterventions, organised on more or less public locations,
calling for performative participation and interaction, within a very short timeframe.
Very specifically urban, moreover, cosmopolitan and transnational; streets, museums,
public places of big cities being selected as locations, Geoffroy's interventions define
the thin, often blurred line between community and participatory events Although there
is no clear conceptual delimitation between community and participatory art forms,
still, | would suggest here this distinction. Community art forms might be considered
those in which a performative event is constructed on the participants’ formerly
delineated community (be it geographically, culturally, professionally or in any other
way stipulated), their perception, effort of empowerment and liberation, while in the
case of participatory art forms the emphasis is laid more on the formerly set, defined
frame that gives shape to a series of actions and invites some participants, who form
a temporary community during the event, but otherwise this community has not been
formerly delineated. Scharinger (2013) criticises the latter one in favour of the former,
which is undoubtedly significant if we are looking for a relevant social transformation
in a given community as an effect. But the second, if clearly defined for the invited
participants, can be arelational-participative collective artistic act, based on a common
knowledge and agreement that the participants follow the artist’s conception, and that
the scope is not necessarily an immediate liberating, transformative experience for the
participants and their temporary community; here they are part of an artistic act(ion)
in which participants are agents of the transformation.

This kind of participation can be regarded as a next step in a process that started
with the probably most renowned artistic experimentation of Geoffroy; Emergency
Room,® an exhibition space that invites new artists and artworks each and every day, by
setting up the space and ultrafast time condition, and generating endless encounters
of artists with the most contemporary events, public, media and each other’s work.
Swapping Camp, Art Delegation and What is an Emergency Today? are extensions
of the Emergency Room; they are open to anyone who wishes to participate, interact.
The format, the frame is set by aesthetic considerations, even the social sensitivity
is shaped by the hand of a creating artist. Those who accept the invitation, take part
in an eminently artistic event, intervention, interruption, with a socially-politically and
sophisticatedly sharpened, but still somewhat open viewpoint, and the temporary
community formed by the partakers this way will mostlikely not lead to a settled
community engagement, empowerment, or upheaval; more prospect is in the long-
term, scattered, creative-reflective and iterative effect of this process. The action
or event in itself has an immediate aesthetic value, while the socially or politically
sensitive side has a more distinct, contemplative-reflective effect. And this latter
effect — however short time span is given — has to be shortened, according to Geoffroy,
reduced to zero, or, preferably, projected forward, into the future.

6 See description of the art format here: http://www.emergencyrooms.org/ (Accessed: 2 April 2016).




arésztvevék megegyezés szerint a mivész koncepcidjat kdvetik, és amelynek kozvetlen
célja nem feltétlendl valamilyen felszabaditd, atalakitd tapasztalds a résztvevok
atmeneti kozdssége részére, hanem inkabb részeseivé valnak egy mivészeti akcidnak,
amelyben 6k maguk is a valtozas/létrejovés agensei.

Ilyen, utdbbi jellegl részvételi eseménysor Geoffroy talan legismertebb miivészeti
kezdeményezése, a Sirg6sségi szoba (Emergency Room);® tulajdonképpen egy
kiallitétér, amely minden egyes nap Uj és Uj mUvészt és munkaikat hivja meg, egy
elhatarolt térbe és rendkivil rovid idére, és ez altal végtelen szamu taldlkozast
generdl a mUvészek szdmara a kortars eseményekkel, a kozonséggel, a médiaval
és egymas munkajaval egyarant. A Swapping Camp (Cseresatrak), Art Delegation
(Muvészek delegacioja) és What is an Emergency Today? (Mi a siirgésség ma?)
események tulajdonképpen a fentebb leirt keretnek a kiterjesztései; mindahany nyitott
a részt venni, egytttmikodni szandékozdk szdmara. Ez esetekben a keretet miivészi-
esztétikai meggondolasok hozzék létre, még a tarsadalmi érzékenység is a miivész
altal létrehozott koncepcion keresztiil kap hangot. Azok, akik elfogadjak a meghivast
egy ilyen jellegdl, elsédlegesen mdlvészinek tekintheté eseményre, beavatkozasra,
megszakitasra, amely tdrsadalmi-politikai szinten érzékeny, valamelyest mégis
nyitottan tartott megkdzelitést vallalnak. Az ily mddon létrejott atmeneti kdzosség
nagy valdszinliséggel nem fog elsddlegesen kozdsségformald gesztussa valni, amely
bevon, felhatalmaz, vagy kdzvetlen modon ellenalldsra buzdit; sokkal inkdbb hosszabb
tavon, elszdértan és kreativ-reflektiv médon és iterativan hatd folyamat. Az akcidnak
vagy eseménynek magdban vald esztétikai értéke van, mig a tarsadalmi-politikai
hozadéka sokkal kifinomultabb, kontemplativabb-reflektivebb. Es ennek a hatasnak —
barmilyen kis idétartamrél is legyen szé — Geoffroy szerint még tovabb kell csokkennie,
lehetdleg nulldra, vagy, ami még inkabb kivanatos, a jové felé irdnyulnia.

Geoffroy munkaja az idében, térképen, és a meghatarozatlansag
(indeterminacy) mint egyfajta miifaj

Egy eseménysorozaton keresztlil a mlivész Geoffroy és munkatdrsa, a kurator Tijana
Miskovi¢c a Koppenhdgai Ultrakortars Biennalét (Copenhagen Ultracontemporary
Biennale) vetitik a jovo idébe, amelyet 2017-ben tartanak meg. Tulajdonképpen a
biennale mar javaban zajlik, hiszen a fentebb leirt akcidkat is prébaknak, bemelegitének
és azonnali bevonasnak tekintik, amelyek a jovébeni esemény felé mutatnak. Ily médon
minden egyes esemény fliggében van, elérevetitve a jovébe, és nem egy jelenlegi
helyzet, aktus vagy allapot megragadasa.

Nem véletlen tehat, hogy a biennalékon tul Geoffroyt kiemelten foglalkoztatja a
muzeumok,” mdvészeti aukcidk/vasarok szerepe, hiszen ezek olyan helyszinek és
idéintervallumok reprezentansai, amelyekben a miivészeti alkotdsok dhatatlanul a
mUvész koncepcidja, alkotdi munkaja és azok vélogatdsa utan keriilnek a befogadd
elé. Mindezek a lépések késleltetik annak lehetdségét, hogy az alkotd és mdve azonnal

6 Leiras itt: http://www.emergencyrooms.org/ (Letoltés datuma: 20186. aprilis 2.)
7 Lasd Marinetti kidltvanya: 'Museums, cemeteries!’ (Marinetti, 1909)




Geoffroy’s work in time, on the map, and indeterminacy as a specific genre

Through a series of events, the artist Geoffroy, and his colleague, curator Tijana Miskovi¢
are projecting in the future the Copenhagen Ultracontemporary Biennale, which will
take place in 2017. Actually, the biennale is already on, as all actions described above
are regarded as rehearsals and actual engagements pointing towards the biennale.
This way all events are pending, casting themselves forward, rather than summarising
any recent state, act or situation.

Not accidentally, Geoffroy is very much intrigued by the role of the museums’, art fairs
apart from biennales, all of these being spots and timespans that engage themselves
in displaying art works, inevitably, with a certain delay after the artist has conceived,
effectuated and given away their artwork. All these batches being steps that delay the
immediate reaction of the artist and their artwork to the society, the effect is inexorably
late and this way there is no chance to have an influence on the world, on the society.
Geoffroy, in his Manifesto dated from 1989 argues for therunning art formats that rally
with time in order to take immediate and efficient part in shaping our societies. Writing
a manifesto in itself can be regarded an artistic act, and be paralleled with a political
action in its intention of urging a collective rupture, according to Obrist (2010).

Recently, Geoffroy and Miskovi¢, travelling around the world, circulating and always
rethinking their art formats and the conception of the Ultracontemporary Biennale, are
enacting a nomadic performative series of events, casting a rhizomatic network around
the public places visited and disseminated-inseminated with their conception, and re-
territorialising and decolonising — this time, they do not tackle with the past, as in the
case of the ancient cultures and retrospective museums, but the future.®

Geoffroy actually disrupts the geographical and timely conditions of art, and also its
genre delimitations, being in many ways related to the radical, disruptive and utopian
Fluxus movement from the 60s (Ruhe, 1979). More closely, as this article is published
on the occasion of a theatre festival in Eastern Europe, Geoffroy's oeuvre can be
compared with the participatory guerrilla events held mostly by visual artists in 60s
and 70s Romania, Hungary and Serbia, as a silent contest against the totalitarian
regime, where dramatic texts for example were severely examined, often cut and even
more often banned by the political censorship.(Without a thorough outlook on all these
tendencies, a prominent performative figure in Hungary being Péter Halasz in the 70s,
who, even from his and his friends’ and colleagues’ forced emigration, made an event -
paradoxically, this time deprived from any spectators or invited participants.)

As Geoffroy's conceptual art formats are emerging from the 90s, equilibrating more
noticeably between visual-conceptual and performative genres, a series of theatrical
events and phenomena question the status quo of the conception, theory and genre
of theatre and drama (Lehmann, 2006). This way, concurrent with the performative

7 See Marinetti's Manifesto: '"Museums, cemetries!’ (Marinetti, 1909)
8 For rhizomatic structures and re-territorialisation see: Deleuze and Guattari (2005), for decolonisation of time and narrative see: Bhabha
(1995).




reagdlhasson a tdrsadalomra, a hatas is éhatatlanul kései, és ily médon nincs lehetdség
arra, hogy hatassal legyen a vildgra, a tarsadalomra. Geoffroy 1989-es Manifesztdjaban
a folyamatosan futé formatumok mellett érvel, amelyek az idével versenyezve azonnali
és hatékony mddon formaljak tarsadalmunkat. Obrist szerint eleve manifesztét irni
mUvészeti aktusnak tekinthetd, és parhuzamba allithaté a politikai aktusokkal is, abban
az értelemben, hogy egy kdzosségi megszakitasra buzdit (Obrist, 2010).

Geoffroy és Miskovi¢, a vildg korll utazva, folyamatosan korozteti és Ujragondolja
mUvészeti programjat és a Koppenhagai Ultrakortars Bienndle koncepcidjat. Nomad
jellegli performativesemények sorat hozzak létre, mikdzben rizomatikus halot teritenek
a kozterekre, ezzel disszeminaljak-inszeminaljak koncepciodjukat, és reterritorializaljak
és dekolonizdljdk — ezuttal nem a multtal foglalatoskodnak, mint az dkori kulturdk
esetén a retrospektiv mizeum, hanem - a jov6t.®

Geoffroy tulajdonképpen megszakitia a milvészet foldrajzi és torténelmi
meghatarozottsagat, és egyben miinemi behataroltsdgat is, és ezzel tdbb szalon
kotédik a radikalis, diszruptiv és utdpisztikus Fluxus mozgalomhoz a hatvanas évekbdl
(Ruhe, 1979). Kozelebbrél, mivel ez az irds egy kelet-eurdpai fesztival alkalmaval
jelenik meg, rokonithatd azokhoz a részvételi gerillaeseményekhez, amelyeket a
hatvanas-hetvenes években Romanidban, Magyarorszagon és Szerbidban vizualis
mUvészek tartottak, mintegy néma ellendllasként a totalitarius rendszer ellen, amikor
is a dramai szovegeket szigoruan cenzuraztak, gyakran megvagtak vagy teljességében
letiltottak a politikai ellen6rzés szellemében. (Anélkil, hogy részleteiben kitérnék
ezekre a mivészeti tendencidkra, megjegyzem itt, hogy egy prominens figuraja ennek
az idészaknak Magyarorszagon Haldsz Péter volt a hetvenes években, aki még a sajat
és baratai kényszeremigracidjabol is eseményt krealt — paradox mddon ez alkalommal
ugy, hogy nem lehetett ennek sem nézéje sem résztvevéje rajtuk kivil senki.)

Ahogyan Geoffroy konceptudlis muivészeti elgondoldsai a kilencvenes évektol
megjelentek, lathatdan egyensulyozva a vizudlis-konceptudlis és a performativ
mfajok kozé6tt, egy sor olyan szinhdzi esemény is létrejétt ebben az id6szakban, ami
megkérdbjelezi az addig tételezett koncepcidt, elméletet és mifaji delimitaciot a drama
és a szinhaz esetén (Lehmann, 2006). Eképpen, egy idében Geoffroy munkdssaganak
performativ olvasatdval, olyan szinhazi tarsulatok, mint a DV8 vagy a Forced
Entertainment, szintén a kilencvenes évektél kezdédden hirnevet szereztek maguknak
diszruptiv, részvételi és heckler (hecceld, piszkald) eszkozeikkel, a toredékesen
felépitett narrativakkal, intervencioikkal (Campell, 2014). Ezeket az el6adasokat pedig
éppenséggel a konceptudlis miivészet felfogasa feldl is olvashatjuk, és egybevetve a
fentiekkel, a vizudlis-konceptudlis és a performativ narrativék egy idében irnak le egy
sor Uj jelenséget a mivészet vilagaban.

8 A rizdmatikus strukturakrol és a reterritorializaciorol lasd: Deleuze és Guattari (2005), az id6 és a narrativa dekolonizalasardl lasd: Bhabha
(1995).




reading of Geoffroy’'s work, the theatre companies DV8 or Forced Entertainment, also
evolving their artistic language and tools from the 90s, following scattered narratives,
participatory and heckler methods especially as an act of disruption, intervention
(Campell, 2014), and gaining notoriety in the theatrical world, can be perceived
and reflected upon from the angle of conceptual art; thus visual-conceptual and
performative narratives concomitantly describe a series of new phenomena in the
artistic world.

Geoffroy’'s work, discussed from the interwoven viewpoint of participatory, performative,
relational arts® (Bourriaud, 2002) - being, at the same time aware of and vigilant about
the aesthetic value as well*® (Bishop, 2004 and 2012) — will enrich discourses both on
the visual/conceptual art forms and the theatrical/performative genre. Participation
and the work of art in nascent with the time, presence and action indisputably outline
a performative feature of the events and artworks of Geoffroy, being at the same time,
noticeably, also part of the realm of the conceptual art, as well as of the dialogical,
relational art concepts, and ultimately, allowing all these readings at the same time,
while also turning back to the origins of Fluxus. Geoffroy puts forward an intellectually,
lately even bodily and definitely socially-politically challenging invitation for co-creation,
as a genre close to indeterminacy (James Pritchett, 1993), that pushes against the
commodity of the spectator and engages the participants into a challenging, unsettling
alertness and awareness.

Translated by Rita Julia Sebestyén
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Varga Zsofia
Kérdés és kozosség talalkozasa a svédasztalon

Interju Takacs Gaborral

A Kava Kulturalis Miihely Magyarorszag egyik legnagyobb és legrégebben, lassan
hisz éve miikddo szinhazi és dramapedagdgiai miihelye. Elsédleges célcsoportjuk
az altalanos iskolas és gimnazista korosztaly; Budapesten és vidéken dolgoznak,
sok esetben hatranyos helyzet( fiatalokkal. Készitettek hagyomanyos szinhazi
nevelésifoglalkozasokat,tanccal,babbal 6tv6zo6tt eléadasokat, mizeumpedagdgiai
foglalkozasokat, tarsadalmi beavatkozasként felfoghaté szinhazi/dramas
projekteket. Munkaik soran olyan emberi, erkélcsi, tarsadalmi problémakra,
torténelmi eseményekre reflektalnak, amelyek — jo értelemben véve — provokaljak
k6z6nségiiket. A miihely vezetdjével, Takacs Gaborral beszélgettiink.

Mi az a személyes tapasztalat, élmény, ami a részvételi szinhdz iranydba vitt, ami
miatt elkezdett foglalkoztatni ez a forma?

En olyan szempontbdl kildgok a Kéva alapitéi kézil, hogy nem volt kérilsttem erds
gyerekszinjatszds kdzeg, amibol egyenes Ut vezetett volna az amatér vagy fliggetlen
szinhazi szféraba. Sem kozépiskolaban, sem utdna nem volt k6zdm a szinhazhoz. Még
akkor sem ezek a fogalmak voltak a fejemben, amikor a Kerekasztalhoz keriiltem, vagy
amikor kicsit késébb elkezdtiink a Kavaval dolgozni. Oriiltem neki, hogy szinhazzal
foglalkozhatok, hogy egy itthon egyedtilallo formaval, a TIE-val (Theatre in Education
- szinhazi nevelés) dolgozunk. Ez volt a kilencvenes évek eleje. A részvételi szinhaz
fogalmacsakmenetkdzbenvaltfontossa. 1997-benaKévaval levaltunk aKerekasztalrdl,
ekkor el kellett kezden(nk kitalalni magunkat: merrefelé megylink, mik a céljaink. Azt
hiszem, hogy a legerdsebb hatds szdamomra még mindig a tarsadalmi problémak iranti
érdeklédés, nyitottsag. Inkdbb az keveredett 6ssze a szinhazi érdeklédéssel.

Kiilonbséget érzel, és ha igen, hogyan definialndd, mi a kiilbnbség a k6z6sségi és
részvételi szinhdz k6z6tt?

En a részvételi szinhazat tekintem nagyobb doboznak, amiben sokféle format Latok.
A szinhazi nevelési formak mindegyikét, ezen belll a TIE-t is, s6t tulajdonképpen a
tanitasi dramat is bele tudom tenni mint szinhazi eszkdzokkel dolgozd miifajt. (A TIE-t
egyébként itthon kb. tiz éve gyUjt6fogalomként hasznaljdk, sokan a dramapedagdgia
- modszeregylttes — egyik modszerének tartjak, ez viszont nem igazan illeszkedik a
nemzetkozi trendekbe; kilfoldon a szinhazi nevelés nagyjabél megegyezik a TIE-val, és
én is szivesebben hasznalom ebben a szlikitett értelemben.) A részvételi szinhaz egyik
formdja lehet a kozdsségi szinhdz, de még azon beldl is latok két kiilonboz6 tipust, az
alapjan is, amiket mi csindltunk eddig és az alapjan is, amit ebben a témadban olvastam,
lattam. Van egy olyan irdny, ahol a kozdsségi vonal a legerésebb. Nagyon hiilye kifejezés




Zsdfia Varga

The Encounter of Questions and Community on the
Smorgasbord

Interview with Gabor Takacs

The Kava Cultural Group is one of the biggest and oldest theatrical and drama
pedagogy studios in Hungary soon going to be 20 years old. Their primary
target group consists of the elementary and high school age-group; they work in
Budapest and in the country side, in many cases with disadvantaged young people.
They prepared traditional theatrical educational activities, associated with dance,
performances alloyed with puppets, activities of museum education, theatre and
drama projects that were understood as public interventions. In their work they
reflect on human, spiritual, social problems and historical events that — in a good
way — are provoking our community. We talked with the studio’s director, Takacs
Gabor.

What was the personal experience that has oriented you towards participatory
theatre, what made you interested in this form?

Inthat sense, | am an exception between the group of Kava founders, because there was
no strong children’'s theatre around me, which could have directly driven me towards
the amateur or independent theatre scene. | was not connected to theatre, neither
during secondary school, nor afterwards. | did not even think of these concepts when |
got to the Round Table Association, or when a little later we started working with Kava.
| was glad | could get in touch with theatre, that we were working at home, with an
independent form that was TIE (Theatre in Education). This happened at the beginning
of the 90s. The concept of participatory theatre became important only during the
process. In 1997 Kéva separated from Round Table, and that was the moment when we
had to start finding ourselves: where should we go, which should our goals be. | think
that, in my case, the most powerful influence is still my interest in social problems, my
openness.

Do you feel any difference and, if you do, how would you define the difference
between community and participatory theatre?

| consider participatory theatre to be the best, | can see many possibilities in it. | could
refer to each theatre education form, including the one of the TIE, and the educational
drama as well, as a genre working with theatrical devices. (Otherwise, for about ten
years, at home, they have approached TIE as a collective term, many consider it a
method along the collection of methods in drama pedagogy, yet it does not really
adjust to international trends; abroad, theatrical education is roughly the same as TIE,
and | also prefer to use it in this limited meaning.) Community theatre can be one




a kézdsségfejleszts szinhdz, de ebben a mifajban valdban az a legfontosabb, hogy
a szinhazi akcidban részt vevo kozosség identitdsa valamilyen mdédon megerdsodjon.
Ide sorolom a klasszikus Uj nézé programunk aroktéi fejezetét. Es lathatd egy masik
kdzOsségi szinhdazi tipus — talan tarsadalmi szinhaznak lehetne nevezni — amiben a
kritikai vonal, a tdrsadalmi szerepekre valo rakérdezés, a nagyobb éptékd tarsadalmi
problémakkal vald foglalkozas kap szerepet. Az Uj nézé szomolyai fejezete sokkal
inkabb ebbe a kategoridba tartozik.

A részvételi szinhdz klilféldén is erésen ésszekapcsolddik a TIE-val?

Azt ldtom, hogy TIE-t a klasszikus formajaban viszonylag kevesen haszndlnak. Elég
taldn az ,6shazat”, Anglidt venni példanak, ahol ugyan megérte a mifaj az 6tvenéves
szlletésnapjat, de gyakorlatilag értékelhetd érdemi munka ezen a terlileten nem
folyik. Es azt is latom, hogy a partnereinknél, példaul Norvégianal - most Norvégiat
ismerem egy kicsit kozelebbrél, mert egy palydzat kapcsan foglalkoztunk vele — sem
olyan népszerd a TIE, mint nalunk.

A klasszikus mddszer, ami nagyon fut, az a fiatalokkal végzett szinhazi munka, nagyjabél
az, amit itthon gyerek- vagy didkszinjatszasnak hivunk. Es nagyon futnak a kzésségi
szinhazi projektek. Ez valdszinlileg minden orszdgban mast jelent, de a kdzosségi
szinhaz egy létez6 vonal, Németorszagban példdul rettenetesen erdsnek tdnik.
Tervezziik is, hogy nemsokdara tanulmanyutra megytink Drezddba vagy Mannheimbe,
hogy egy kicsit kdzelebbrél megismerjik az ottani mddszereket.

A 2015 mdrciusaban inditott Szélmalmok projekthez hasonlé volt a hét éven
keresztiil futé manfai program, ahol roma fiatalokkal készitettetek el6addsokat,
vagy az Uj nézé, ahol két faluban hoztatok létre helyi kézésségekkel a jelen
lévé problémdkra reflektalo eléaddsokat, de ilyen dGsszetett programot nem
csindltatok még. Mesélsz a Szélmalmokrdl? Honnan indult, mik voltak a fontosabb
dllomdasai?

El6sz0r muszaj a tdmogatdt, a Norvég Civil Alapot megemlitenem, mert nélkilik tébb
szempontbdl sem johetett volna létre ez a program. Ok nem kulturdlis projekteket
kerestek, hanem valami olyasmit, ahol a civilség, a tarsadalmi felelésség talalkozik
muvészeti eszkdzokkel.

igy épitettink fel egy harom telepllésen - Mindszenten, Székkutason és
Hodmezévasarhelyen — zajlo programot. A harombdl két telepiilést valamilyen szinten
ismertiink, Mindszenten pl. majdnem minden évben jelen vagyunk eléaddsokkal. Mind
a harom telepllésen lett egy partneriskola, és mindharom iskoldban egy altaldnos
iskolas felsd tagozatos gyerekekbél allo csoportunk, akikkel havi két alkalommal
talalkoztunk. Egyszerre voltak ezek gyerekszinjatszos alkalmak, dramapedagdgiai
foglalkozasok és szinhazi workshopok. A részt vevo gyerekek korulbeldl fele tanyasi,
tanyan él vagy élt a kdzelmultig.




form of participatory theatre but, in this context, | also see two different types, based
on what we have achieved so far, and also on what | have read and seen regarding
this topic. There is one direction where community theatre is the most powerful. The
expression theatre for community development sounds very silly, yet in this genre the
most important thing is to reinforce the identity of the community participating in the
theatrical action. | shall mention here our programme entitled New Spectator. Also,
there is another type of community theatre where the critical aspect, the questioning
of the social roles and of social problems at a large scale are the most relevant. One of
New Spectator's chapters probably belongs to this category.

Is participatory theatre strongly connected to TIE abroad?

In my view there are very few who approach TIE in its classical form. Perhaps it is enough
to consider the land of origin, the United Kingdom; here the genre celebrates its fiftieth
anniversary, yet practically there is no valuable work done in this context. And | can see
that, with our partners, for example, from Norway - | know Norway a little bit more as
we dealt with it thanks to a project — that TIE is not that popular as it is in Hungary.

The classical method, which appears to be a very good one, is theatre work done with
young people, what we might define as children’s or students’ theatre. Also, projects
regarding community theatres are very successful. This is different in each country,
yet community theatre is an already existing form, for instance, in Germany, where it
seems terribly powerful. We are already thinking of going on a study tour to Dresden or
to Mannheim, in order to get closer to those kinds of methods.

The project initiated in March 2015, Windmills was similar to the seven-year-old
Manfa program, where they did performances with young Roma people, or New
Spectator, where you created performances concentrated on the current issues of
the local community, in two differentvillages, yet Windmills seems the most complex
between all these. Can you tell us more about the project? Where did it start? Which
were the most important stations?

First, | have to mention the Norwegian Civil Base as without their support this programme
wouldn't have been initiated or developed. They were not looking for cultural projects,
instead for something where the status of civils and social responsibility was dealt with
by the means of art.

We have structured the programme in three locations — Mindszent, Székkutas and
Hodmezo6vasarhely. We got to somehow know two of the three locations, for instance,
we went to Mindszent on a yearly basis with our previous performances. We had a
partner school in each of these locations, and in the three schools we had a group of
high schoolers, with whom we had met up twice each month. These children's plays,
drama pedagogy activities and theatre workshops were organised simultaneously. The
participant children were almost exclusively from the area, or have lived there until
recently.




Sok szemponthdl terhelt ez a kdrnyezet. Sok a rossz koriilmények kozott él, nehéz
sorsu csaldd, sok a csonka csalad, sok a tonkrement csaldd, és valahogy a bezartsag
érzés is jelen van. Sokszor nem is az jelenti a problémat, hogyan valdsitsam meg
azt, amit kitalaltam, hanem idénként azt is nehéz elképzelni, hogyan jussak el oddig,
hogy kitalaljam, mi legyen. Ez a projekt abban szeretné &ket segiteni, hogy kicsit
szélesedjen a magukrdl és a jovojikrol alkotott képik, nagyobb teret kaphasson akar a
kapcsolatrendszeriik, akdr a sajat lehetéségeik atgondolésa.

A projekt vége a budapesti bemutaté a MU Szinhdzban.

Igen, parnap mulvakezdédik egy Ugynevezett projekthét mindharomteleptilésen,amikor
a gyerekek csak ezzel foglalkoznak, és ezt koveti majd a pesti bemutatd A részvétel
hete cim(i rendezvényen a MU Szinhazban. A Szélmalmok mellett bemutatkozik majd
a szinhdz egy nagyon hasonlé projektje. Ennek a keretében szépkortakkal készlltek
kozosségi eléadasok Budapesten, Indrcson, Celldémolkdn és Tiszaltcon. gy hét
eléadast fogunk a négy nap alatt megmutatni. Féleg az a cél, hogy az id6sek és a
fiatalok lassak egymast, talalkozzanak egymassal.

Mik a projekt tavlati céljai, lesz valamiféle utokévetés?

Tul nagyot nem lehet vallalni, a gyerekek kozul tébben nyolcadikosok, taldn mar nem
lesznek ottjovore, és az anyagilehetdségek semtesznek lehet6vé sok mindent Budapest
és Hédmezévasarhely kozott. Szeretnénk, hogy ne szakadjon meg a kapcsolat a harom
teleplléssel, a harom iskoldval, ugyhogy mindenképpen keresni fogjuk — reméljik,
kdzosen — a palyazati lehet6ségeket. Ha egy-egy TIE-eléaddst tudunk vinni az adott
telepllésre, az is egyfajta tovébbélése a kapcsolatnak.

Jellemzé ratok az atlathato miikédés, alapelv a dokumentdcio, a folyamatos
reflexié arra, amit csinaltok. Hasonld oka, céljavan a projekthez kapcsolodo honlap
létrejottének, amin blogbejegyzéseken, é6ravdzlatokon, fotokon, videékon keresztiil
kévetheté a program alakuldsa?

Szeretnénk latleletet adni arrdl, hogyan épul fel egy ilyen program, megmutatni, mi
hogyan dolgozunk. Ha valakinek ez segithet egy hasonld munkdaban, akkor haszndlhatja
forrasként. Lassan tizéves multra tekint vissza a Kéva kapcsolata az anBlokk Kultura-
és Tarsadalomtudomanyi Egyesulettel, illetve a Parforum Részvételi Kutatdi Mihellyel,
tobb kiadvany szlletett mar a kutatdsokbdl.

A Kkoradbbi egylttmikodésekhez képest, amelyekben az anBlokk munkatéarsai
kutatoként kovettek tobb projektet, most az volt a vallalasunk, hogy maguk a szinész-
dramatanarok legyenek a kutatdk. A kutatdsvezet6, Oblath Marton kils6 mentori
szerepkérben is volt. O azokbdl a naplékbdl, blogbejegyzésekbol is késziti kutatasi
jelentését, amiket a szinész-dramatanarok vezettek. Egy drdmatanar munkajaban nem
art, ha tud valamilyen szint( kutatdi munkat végezni. Nagyon fontosnak latom azt a
képességet, hogy meg tudjuk fogalmazni, hol allunk éppen.




This context is difficult for more reasons. There are many families living in trying
circumstances, sharing a distressful life, there are many broken families, ruined
families, and somehow, the feeling of isolation is also there. Many times, the problem
does not consist in the realisation of our ideas, but instead in finding out how to get
there, what needs to be done. This kind of project would help them in getting a better
image about themselves and their future, in making them acquire a wider range of
relationships or stimulating them in the reconsideration of their possibilities.

The project’s outcome will be a premiere in Budapest at MU Theatre.

Yes, in a few days we are going to start a so-called project in the three locations,
when children will be dealing only with this, and that will be followed by a premiere
in Budapest, in the context of an event entitled A Week of Participation at MU Theatre.
Besides Windmills, we will be seeing similar theatre projects. Within these frames,
we prepared community performances with the older people in Budapest, Indrcs,
Celldomélk and Tiszaltic. We will present seven performances in four days. What is
important is to make the young and old people see each other, be together.

What are some perspectives for this project, is there any follow-up?

We cannot expect too much, many children are eight graders, they may not be there
next year, and the financial resources are not sufficient to develop too many things
between Budapest and Hédmezdvasarhely. We would not like this connection between
the three locations, the three schools to break, so we will definitely focus on grant
opportunities — we hope to do it together. If we could present some TIE performances
in the three locations, that would also be a continuation of the project.

Transparent cooperation, thorough documentation, continuous reflection are some
of your principles. Is your website related to this, where one can follow your work
through blog entries, detailed plans, photos, videos?

We would like to offer a report about how such a programme is developed, to present
the way we work. If this can help someone in a similar work, they could use it as a
resource. Soon we will celebrate a ten-year-old friendship between Kava and anBlokk
Association on Culture and Social Science, or Parforum Részvételi Kutatoi Mihely, they
have already published various works that reflect our joint researches.

Compared to an earlier cooperation, in which the anBlokk team worked in more projects
as researchers, now the actor-drama teachers themselves have assumed to become
researchers. The research conductor, Marton Oblath, also undertook external mentor
roles. He prepares his research report from those journals, blog entries, which were
run by the actor and drama teachers. It is advisable for a drama teacher to also develop
some kind of research work. | find this aptitude really important, in order to better
formulate our standpoint.




Egy kordbbi interjuban arrél beszélsz, hogy szerinted igazdn j6 szinész-
dramatandrra csak egy bizonyos id6, gyakorlat, tehdt csak egy bizonyos kor utan
vdlhat valaki. Milyen képességek hatdroznak meg egy j6 szinész-dramatandrt?

Tobb dolog jut eszembe egyszerre. Gyombolai Gabor kollégam példaul pont ebbdl irja
a doktorijat. O nagyon szépen folépitett egy rendszert a hét, altala legfontosabbnak
nevezett teriilettel, amikhez szerinte értenie kell a szinész-dramatanarnak. En személy
szerint azzal foglalkoztam tobbet, hogy a Kévanal dolgozd szinész-dramatanarnak mit
kell tudnia. Nagyon sokoldalu ez a dolog, sokféle készség vagy képesség kell hozza.
Idénként hajlamos vagyok azt gondolni, hogy ez a felfogas nagyon kézel all a modern
értelemben vett szinész definiciéjahoz. Az, amit mi szinész-dramatanarként csinalunk
- lehet, hogy kisebb ardnyban vagy kevesebb professzidval, de — tulajdonképpen
elvarhaté lenne egy mai szinésztél.

Kezdjik a legfontosabbal: képes-e kapcsolatot teremteni a nézével, egyaltalan,
kivancsi-earra,hogy mitorténik vele.ldeje lenne martullépniazon afelfogdson, miszerint
a szinész egy kellemes burokban elvan a szinpadon, és igazabdl nem foglalkozik azzal,
hogy mi van kiviil. En szivesebben gondolnék Ugy a szinészre, mint aki maga nyitja
ki, rugdossa szét a negyedik falat, és teszi fel a kérdéseket a nézének. Ehhez persze
nagyon konkrét képességek kellenek. Kell valami olyanfajta kommunikacids képesség,
ami biztositja, hogy a szinész nem rémul meg, amikor fel kell tennie egy kérdést. Kell
egy valddi kivancsisdg, kell valami olyan jatékossag, improvizacios készség, amivel
képes kezelni a néz6térrol érkezo valaszokat és tud rajuk érdemben reflektalni. Tovabb
tudja gondolni és képes akar jatékban, akdr verbalisan parbeszéddé alakitani 6ket.

Es azt se gondolom csak a szinész-dramatanar kategérigjanak, hogy legyen nyitott a
korulotte Lévo vilagra, az 6t korbevevé tarsadalmi problémakra. E mogoétt nyilvan egy
olyan szinhazkép van, ami a szinhazat nem szdérakoztaté centrumként latja, hanem -
és most nagy szavakat haszndlok — egy olyan fajta férumként, ahol lehetésége van az
embereknek szdmukra fontos témakrél kézosen gondolkodni.

Persze kérdés, hogy — Schilling Arpad szavaival élve — ez a roncsolt esztétika mennyire
lehet vonzd ma egy szinésznek. Egyaltaldn, mennyire tartja miivészetnek, ha egy
teljesen civil embert bekapcsol a folyamatba és partnerként gondolkodik benne,
jelent-e ez barmilyen kihivast, szlikségletet, élvezetet?

Osszeegyeztetheté ez a felfogds példdul a lélektani realizmus hagyomdénydval,
egy hosszu heteken dt tarté, aprélékos karakterépitéssel? Vagy ez a képesség nem
mdédszer-, hanem inkdbb szinészfliggé?

Igen, kénnyen lehet, hogy ez mas tipusu szinészi megoldasokat és szinészi munkat
kivan, kicsit eltartottabb, lecsupaszitottabb forma, ami ha a nagy kategodridkat kell
nézni, akkor Brechthez mondjuk sokkal kdzelebb all, mint Sztanyiszlavszkijhoz. Valami
olyan épitkezés, ami rdlatast enged a szinésznek arra, 6 hogyan van jelen ebben az
egészben. De szerintem ez tanulhatd és alkalmazhatd, attdl, hogy valaki tudja az
egyiket, még tudhatja a masikat is.




In one of your previous interviews you say that, in your view, one can become an
actor-drama teacher only after a certain amount of time and practice. What kind of
skills are important for a good actor-drama teacher?

| could mention more details. For instance, my colleague, Gabor Gyombolai, writes
his PhD exactly on this topic. He very beautifully has structured a scheme based on
the seven most important areas that must be comprehended by the actor-drama
teacher. | have personally only worked on making the actor-drama teachers at Kava
what they need to be. This aspect is very complex, we need to know a great deal of
skills or aptitudes. At times | tend to think that this conception resembles very closely
the modern definition of actors. What we generally do as an actor-drama teacher -
perhaps in smaller scales or less professionally — strictly speaking, is what one should
expect from today's actors as well.

Let us start with the most important part: are they capable of establishing a connection
with the viewer, are they curious enough to see what is going on with them? It is
time to forget this perception of the actor that can only find their place on stage when
wrapped in a pleasant hemlock, and does not really care about anything that happens
around them. I'd rather like to see the actor as a person opening and crashing the
fourth wall, asking the viewers a series of questions. You certainly need a lot of skills
to be able to do this. You need certain communication skills which help the actor not to
be frightened when they have to ask a question. You need real curiosity, a certain type
of playfulness, improvisational skills, in order to respond to the replies received from
the public, and truly reflect on these. The actor has to think it further, they have to be
capable both to playfully or verbally transform it all.

| don't think that being open to the world around us, to the surrounding social problems
is only important for the actor-drama teachers. Beyond all this lies a theatre that does
not want to be a centre for entertainment but — and | am using big words here - as
a forum where people have the possibility to mutually meditate on the things they
consider important.

Of course, the question is if - paraphrasing Arpad Schilling — an actor can find this so-
called fractured aesthetics captivating. If they sees it as an artistic act, when a fully
civilian person is included in the process and start thinking of them as a partner, is that
a challenge, a need or pure pleasure?

Is this view compatible, for instance, with the tradition of psychological realism,
with the meticulous character building that lasts for weeks? Or is this skill not a
method, but rather a special trait of an the actor?

Yes, this probably requires other types of artistic solutions, other types of artistic work,
more austere, more pure forms which, if we were to consider these categories, would
probably be much closer to Brecht than to Stanislavsky. A structure which provides the
actor with an insight regarding their presence in it. Yet in my opinion this is learnable
and adaptable, if one knows something, they might know something else too.




Egy nagyon nagy ivi karakterépitéshél valdban nehéz kilépni és érdemi kapcsolatot
ajanlani. Csak egy szempont: ha lenyligoz6, amit a szinész csinal, kdnnyen lehet, hogy
elveszi a batorsagat annak, aki civilként van jelen, és azt érzi, 6 nem lehet partnere egy
ilyen tipusu alkotasnak. Més technikat kell alkalmazni ahhoz, hogy beléptethessik a
nézét ebbe a térbe. El kell hinnie, hogy 6 is képes az alkotdsra, 6 is képes arra, hogy
partner legyen a jatékban.

Mi az, amit egy ilyen interaktiv helyzetben el lehet rontani?

Nagyon sok mindent. Példaul azt allitom, hogy kivancsi vagyok, de valéjaban nem igy
van. Az, hogy a kérdés, a kérdezd csak letudni szeretne valamit, rendszerint nem is az
elsd kérdéseknél mutatkozik meg, hanem azok tovabbvitelénél. Odaig sokan eljutnak,
hogy feltegyenek egy kérdést a nézdnek, a probléma inkdbb ott szokott kezdédni,
amikor a nézé hajlandé valaszolni. Hogy azt milyen szinten hallom meg, meghallom-e,
hogy mi van a valasz mdgétt, vannak-e javaslatok, tudok-e azokra mozdulni, tudok-e
hozzdjuk érdemben kapcsolddni, vagy pedig megtartom az eredeti poziciémat, csak
kipipalom magamban: de hat én tettem fel kérdést!

Visszakanyarodva az el6z6 témahoz: azt is el lehet rontani, ha Ugy vagyok jelen, hogy
nem tudom felépiteni a kapcsolatot, mert a jdtékom nem segiti, hanem elijeszti, vagy
akar csodalatra készteti a néz6t. Azt gondolom, hogy ennek a tanuldsa vagy gyakorlasa
valdszinlileg években mérhetd. Ha valakiben megvan az érdeklddés, a kivancsisdg és
megszerezte az alapvetd tudast, még akkor is évekre van sziikség, amig valaki ugy tud
odaallni a néz6k kdzé, hogy nem ,eszik” meg, vagy nem ijed meg 6 sajat magatol.

Szerinted miben mds az a tudds, élmény, amit résztvevéként él at valaki, mint amit
nézéként?

Idedlis helyzetben olyan zsigeri tapasztalathoz juthat valaki egy interaktiv helyzetben,
ami messze nem csak intellektudlis. Egy része az intellektualitds, egy masik szintje
valahol a nézé lelkében keletkezik, és jo esetben nyilvdn lesz egy fizikai szint is,
azaz a nézé csindl is valamit. Valami ilyesmit gondolok a teljes szinhazrél: ha ez
a harom 0sszeér. De, hogy egy nagyon tdvoli példat mondjak, ha megnézek egy jol
sikerilt Mohdcsi-el6addast, akkor nagyon hasonld élményt élek at nézéként. Bar nem
vagyok ott a szinpadon, mégis szinte fizikailag hat ram, amit latok, de érzelmileg és
intellektudlisan is megdolgoztat. Valami ilyesmi, ez a fajta totdlis megdolgozds a célja
a mi mddszeriinknek.

Vannak olyan kisérleteitek is, ahol az interaktivitds nem, vagy nem kizardlag a
verbalitdsra, hanem mondjuk a mozgdsra éplil.

Igen, lassanharmadik éve indultunk el ezen akisérletiterepen. ANemzeti Tancszinhaztol
jott a megkeresés, hogy gondolkodjunk olyan forma kidolgozasaban, ami a kortars
tdncot és a szinhazi nevelést, illetve a fizikalitdst és az intellektudlis résztvevéi
munkat dsszekapcsolja. Az els6 eléadés, a Horda2 kdzépiskoldsoknak szolt, Kun Attila
koreografus és a Kozép-Eurépa Tancszinhaz csatlakozott a munkahoz. Es idén ésszel




It is very hard to step out of an ambitious character building and instead suggest
substantive connections. One example: if what the actor does is stunning, they might
easily scare of those who are present there as a civilian, and who will then feel that
they cannot be a partner in such a creation. There are other techniques to be used in
order to include the spectator into this space. They must believe that they are able to
create, that they are capable of being a partner in the play.

What are some things to look out for in such interactive contexts?

There are many details. For instance, | state | am curious but | am not in reality. The fact
that the questioner would just want to get over with things, isn't usually revealed with
the first question, but with how it all continues. Asking one question of the spectator is
easy, but the problem can be sensed only when the spectator is really willing to reply.
There are many variants: which is the level approached by the spectator, do | hear the
guestion, what is beyond the answer, are there any suggestions, can | connect to them,
or do | preserve my initial position, do | tick myself off? But | was the one who has asked
the question in the first place!

Getting back to the previous topic: you can also ruin everything if you are present but
unable to build the relationship, because my acting does not help but rather frightens
the spectator, or maybe it leaves him in awe. | think that the process of learning and
practice can be measured in years. Even if someone expresses an interest or some
curiosity, and they have acquired the basic knowledge, they will still need years until
they are be able to stand in front of the spectators, and knowing that they will not be
eaten alive, that they will not get scared of themselves.

What do you think the difference is between the knowledge and experience shared
by a participant and a viewer?

Inanideal case, in aninteractive context the experience is visceral, hence far from being
just intellectual. On one level it is intellectual, but also, it is generated somewhere in
the soul of the viewer, and ideally there will also be a physical level, meaning that
the spectator will also also be doing something. This is how | think about theatre: if
these three things can connect. Let me add a remote example: if | watch a well done
performance by Janos Mohécsi, | can have a very similar experience as an onlooker.
Although I am not there, on the stage, what | see still influences me physically yet | can
be overwhelmed spiritually and intellectually as well. Something like that, the aim of
our method is a kind of total work-out.

Some of your experiments are using interactivity not strictly in a verbal sense,
but also relying on motion.

Yes, we have experimented with this for almost three years now. The National Dance
Theatre asked us to think out a form, that connects contemporary dance and theatrical
education, physicality and the intellectual work. The first performance, Horde2, was
aimed at high school students, and we have collaborated with choreographer Attila Kun




készlltlnk el az Igaz térténet alapjan cimUi eléadassal, ami hatodik-hetedik-nyolcadik
osztalyosoknak szol.

Itt pont az a szerepe a gyerekeknek, hogy fizikailag részt vegyenek a dologban, hogy
a testélményen keresztill tapasztalhassanak, sét érthessenek meg valamit abbdl az
egyébként intellektudlis problémabdl, amit a jaték a kozéppontjaba helyez. A Horda2
esetében a hordasdg fogalmat probaljuk korbejarni, az Igaz térténet alapjdn cimi
eléadasban pedig egy éppen széthulld csaldd problémajaval foglalkozunk. Ebben
a munkaban ¢ssze kellett fésilni a verbalis szGveget, az interaktiv elemeket és a
mozgdst. Az interaktivitas jelentds része abbdl all, hogy a gyerekeket megmozgatjuk, és
fokozatos épitkezéssel jutnak el odaig, hogy az eléadas végén a sajat koreografidjukat
tancoljak.

Van olyan csoport, akikkel nem miikédik az interaktivitas?

Olyan osztaly nincs, akikkel egyaltaldn nem mikodik, olyan van csak, akit kevéshé hiv
be a jaték. Kollégamnak, Gyombolai Gabornak volt egy jo hasonlata erre. Valahogy Ugy
fogalmazott, hogy a TIE-el6adasok olyanok, mint a svédasztal. Rengeteg dolog ki van
téve az asztalra, és az mar osztdlyfliggd, hogy ki mit vesz le réla, ki mennyire tud élni
a szabad gondolkodds lehetdségével. Van olyan osztaly, aki mindenbe belekdstol, de
persze olyan is van, aki csak egy csésze kavét iszik. Egy kis muzlivel mondjuk.

En egyébként az a tipus vagyok, aki eldszor a mi csapatunkban keresi a problémat,
nem pedig a részt vevd osztalyban; mi az, amit nem csindltunk meg, amit6l jobban
mikodhetne adolog? Emiattis valt gyakorlattd a Kédvanal, hogy az elkészilt el6addsokat
altalaban tébbszor atdolgozzuk, sokaig alakulnak a foglalkozasok. Akar azért, mert egy
fontos kérdés kilsé korilmények vagy események hatdsara megvaltozik, akar azért,
mert a mi fokuszunk kertll &t mashova, minket kezd egy Uj szempont érdekelni. De
olyan is volt, hogy egy erételjes vélemény gondolkodtatott el minket: lehet, hogy nem
a legfontosabb dologrél beszéliink. Es akkor azt keressiik. Be van épitve a rendszerbe,
hogy sose tekintlink végleges anyagként valamire. Esez nagyon ébren tartja a figyelmet
és az alkotdkedvet.




and the Central Europe Dance Theatre. This autumn we prepared another performance,
Based on a True Story, aimed at sixth, seventh and eigth graders.

The children’s role consists not only in their physical participation in the activities, but
also in their physical experiment in order to comprehend something from an otherwise
intellectual problem, that stands at the core of the performance. In Horde2 we try
to focus on the idea of carrying, while in Based on a True Story we concentrate on
the idea of a broken family. In this work we had to render verbal texts and interactive
elements with movement. Interactivity mostly means us trying to make the children
move, helping them, so by the end they have composed and are dancing their own
choreography.

Are there such groups where interactivity does not work?

There is no group that would fully ignore it, but there are groups where kids are not
that interested in playing with us. My colleague, Gdbor Gyombolai, shared a metaphor
about this. He stated something like this —the TIE performances are like smorgasbords.
There are many things on the table, and it depends on the class, what they want to take
from it, how they want to take advantage of the possibility of thinking freely. There are
classes that are ready to have a taste at everything, but, of course, there are those who
only want to drink a cup of coffee. With some muesli, let's say.

Otherwise, | am the type of person that always looks for the problem in our team,
not in the participatory class; what did we not do that could have made things work
better? This is also the reason why at Kava we to take the completed performance, we
revise it over and over again, it takes a long time to develop our programmes. Either
because one of its core questions get transformed due to some external circumstances
or events, or because we shift our focus to something else, we become interested in
a new perspective. There were also occasions, when we started to reflect on a strong
opinion: are we maybe not speaking about the most important things? So we start
searching again. It became part of the system to never think of something as finishes.
This is what keeps our attention and creativity awake.




Bodor Panna

Valtoztatni is meg kell tanulnunk
Interju Hajés Zsuzsaval

A Kerekasztal Szinhazi Nevelési Kézpont egy 1992 6ta miikodé fiiggetlen el6adé-
miivészeti szervezet. Kaposi Laszlo hivta életre, a Magyarorszagon elséként TIE
(Theatre In Education) komplex szinhazi nevelési el6adasokat jatszé tarsulatot.
Ma mar demokratikusan miik6dnek, hét allandé tarsulati taggal. Csak a kdvetkez6
évben 47 kiils6s munkatarssal dolgoznak egyiitt. Hajés Zsuzsa, a Kerekasztal
Szinhazi Nevelési K6zpont szinész-dramatanara tiz éve tagja a tarsulatnak. Vele
beszélgettem a Kerekasztalrol, a szinhazi nevelésrél, k6zosségi szinhazrol,
kritikardl, Edward Bondrol és az oktatasi rendszerrél a mai Magyarorszagon.

2006-ban keriiltél a Kerekasztalhoz. Ekkor kezdtetek el demokratikusan miikédni.
Mindez milyen uj iranyt jelentett a kezdetekhez képest?

A rendszervaltads utani években nagyon eufdrikus dolog volt az iskolasoknak, hogy
egy olyan mufajjal taldlkozhattak a Kerekasztal révén, amiben 6ket partnernek,
gondolkodd tarsnak tekintik. Akkoriban ez volt a TIE egyik legnagyobb haszna. Azt
mutatta meg az oktatdsi rendszernek, hogy a gyerek egy gondolkodd lény, akivel nagy
emberi kérdésekrol, erkdlesi problémakrdl lehet tarsalogni, gondolkozni és jatszani
mindezek kapcsan. 2006-ig sok id6 telt el, és ugyan az oktatasi rendszerlink semmit
sem valtozott, vagy nagyon keveset, de ekkorra mar sokkal tobb olyan férum volt,
ahol a fiatalok taldlkozhattak demokratikus attitlddkkel, el6adasokkal. Ekkoriban
Bethlenfalvy Adam, Nyéri Arnold, Liptak Ildikd és én voltunk a Kerekasztalban.
Bethlenfalvy Adam éppen akkor érkezett haza Angliabdl, ahol a Big Brum Theatre
In Education tarsulatnal dolgozott két évig, és ahol én is sokszor jartam megnézni
a programjaikat. Valami olyasmi szellemiséget hozott Adam a Big Brumbdl, ami a
tarsadalmi kérdésekre iranyitotta a tekintetlinket. Arrdl kezdtlink gondolkodni, hogy
hogyan lehet a fiatalokkal, akdr a legkisebbekkel is tarsadalmi kérdések kapcsan a
kozosségi életbél kiindulva dolgozni. 2006-ban igy szlletett meg a Fogsdgban cim(i
eléadasunk, ami els6-mdsodikosoknak szolt, és A csdszdr uUj ruhdjdbdl készilt.
Akkoriban, 2006-ban teljesen elképzelhetének tlint Magyarorszagon, hogyha valaki azt
mondanad, a csaszar meztelen, akkor sokkal elébb keriilne bértdnbe, minthogy az egész
orszag nevetne rajta. A hat-nyolc éves résztvevokkel a hatalommal vald viszonyukrél
és a hatalomrdl jatszottunk. Meglepé mddon nagyon tudtak reagdlni a térténetre. Ez
volt az elsé olyan TIE-eléadas Magyarorszagon, amiben a gyerekek az elejétél a végéig
szerepben voltak. Mi azéta is erre torekszink. Ez az eléaddsunk bizonyitotta azt az
elgondolasunkat, hogy nem csak, hogy lehet, de hasznos és fontos is a tarsadalmi
kérdéseket elétérbe helyezniink.




Panna Bodor

One Has to Learn to Change
Interview with Zsuzsa Hajos

The Round Table Theatre in Education Association has been an independent
performing arts organisation since 1992. Laszlé Kaposi was the one who brought it
to life, in Hungary it foremost functioned as TIE (Theatre in Education), performing
complex theatrical educational performances. Today they function democratically,
with seven permanent theatrical company members. Next year they will be
working with 47 external colleagues. Hajés Zsuzsa is the actor-drama teacher of
the Round Table Theatre in Education Association who has been the member of
the company for ten years. | have talked to her about the Round Table, theatrical
education, community theatre, contemporary criticism, about Edward Bond, and the
educational system in Hungary today.

You started working at Round Table in 2006. That was the moment when you switched
to working democratically. What kind of new direction did this express compared to
your beginnings?

After the regime change students found it highly euphoric to see such a genre through
the intervention of the Round Table, where they are considered partners, reasonable
partners. During that period of time, that was the greatest benefit of the TIE. It showed
the educational system that the child is a reasonable being, with whom one could discuss
human questions, spiritual problems, think and act starting from these ideas. A lot of time
has passed until 2006, and our educational system did not change, or only just a little, yet
by this time there were much more forums where young people could meet the democratic
attitude and performance. At that time Adam Bethlenfalvy, Arnold Nyari, ILdiké Liptak, and
myself were the ones belonging to the Round Table. Addm Bethlenfalvy had just arrived
from England, where he had worked at the Big Brum Theatre in Education theatrical
company for two years, and where | also went to see their programmes. That was the
kind of spirituality that Adam brought from Big Brum, which oriented our perspectives
towards social issues. We started to reflect on the way we could start working with young
people, even with the youngest ones, starting from social aspects derived from public
life. Thus in 2006 we produced a performance, In Captivity, which was aimed for first
and second graders, and it was inspired by the The Emperor's New Clothes. At that time,
in 2006, in Hungary, it seemed completely odd if someone would say that the emperor
is naked, it is much more likely that someone could get into jail for that instead of the
whole country laughing at him. We performed with the six to eight-year-old participants
about the relationship with authorities, about the idea of power. It was surprising to
notice that they could react to the story. This was the first TIE performance in Hungary
in which the children were acting from the very beginning to the end. Since then we have
stayed focused on such issues. This performance proved our view, that it is not only
possible but also useful and essential to emphasise the importance of social aspects.




A mindenkit érinté tarsadalmi kérdésen tul, még mi segiti el6 a valédi részvételt a
részt vevé gyerekek, vagy adott esetben felnéttek szamdra?

Karpati Péterrel kozos munkankban (Kéksziget) eléggé kikristalyosodott, hogy
hogyan tud egy eléadds mindenkit kénnyedén bevonni. A mindenkit érinté probléma
felvetése mellett elengedhetetlen, hogy a torténetiink egy nagyon konkrét térténet
legyen, azonban drdmai maradjon. Ne egy altaldnos, illusztrativ kisredl, hanem egy
nagyon pontos, hatdsos, magas mdlvészi szinvonall szinhazi el6adas jojjon létre.
Ez azért fontos, mert kulonben nincsen semmilyen érzelmi és/vagy intellektuélis
motivacidja a résztvevének, hogy kapcsolddjon a témahoz. Ha ez nincsen, akkor
nem lenne tobb, mint egy tandra. Amivel 6nmagaban semmi baj nincsen, de ha ez
az el6adds esztétikai élményt nydjt, vagyis ha bevonz érzelmileg, akkor a motivacid
az egekben lesz, és ettdl tud a valddi részvétel megtorténni. Kildnben csak az lenne,
hogy elmondhatjak a véleményiket, ami jo, de neklink nem pusztan ez az ambicionk.
Szerintlink ma Magyarorszagon az a legnagyobb probléma — és tudom, hogy nem csak
Magyarorszdgon —, hogy semmilyen tapasztalatunk nincs arrdl, hogy az aktivitasunk,
gondolataink valahogyan befolydsolni tudjak a vilagot korilottiink. Ebb6l addddan
iszonyatosan magas a tarsadalmi inaktivitds. Ezért lehet barmit megcsinalni barkivel.

Miért jo eszk6z minderre a szinhdz?

A szinhdaz a cselekvés miivészete, és rdaddsul olyan mivészet, amelynek az eszkozei
a rendelkezésedre allnak a nap 24 6rajaban. Es nem vagy béna beléle. Kozépiskolas
koromban sokkot kaptam, ha rajzolnom kellett, mert tudtam, hogy béna vagyok. Viszont
ha megkérdezett télem valaki valamit, viccesen, szerepbdl, akkor arra tudtam szerepbdl
valaszolni. Soha nem kotelezzlk arra a gyereket, hogy alljon ki és szinészkedjen. Arra
kérjik, hogy cselekedjen, hogy valaszoljon egy kérdésre egy masik nézéponthdl, és
ez szinhdz. A tarsadalmi aktivitdsra nevelés azt is jelenti, hogy cselekvé mddon részt
venni. Azt szeretnénk, ha 6 tenne. Ha megugrand az eléadds soran azt a lépést, hogy
Ulok, és elmondok valamit. Csinalhat valamit, amivel hatdssal lesz az egész torténetre.
Ennek nagyon j6 példaja a Kéksziget cim(i el6adasunk. Van egy 13 éves Julcsi, aki nem
beszél. Egy csalddot latunk, amiben elhallgat, és mar 10 éves kora éta nem beszél.
Es ezt a lanyt meghivjak Haifara egy nemzetkozi alkot6taborba, hogy mesélje el azt
a torténetet, amit irt. Amikor megérkezik, a részt vevé osztaly mar a Haifan taborozd
magyar didkok szerepében talalkozik vele. Innentél kezdve az eléadds nincsen megirva.
Meg van irva maga a tabor, de az, hogy pontosan mi torténik a tdborban, az teljesen
a gyerekeken mulik, ahogy az is, hogy mi torténik Julcsival. Hogy megszoélal-e. Az,
hogy Julcsi ebbél a kozosen felépitett taborbdl hogy megy haza, az is csak a gyerekek
aktivitdsan, a gyerekek cselekvésein, hozzadllasukon mdulik. Az eléadas végén pedig
azt kérjluk a gyerekektél, hogy mutassak meg, szerintlik mi tértént otthon Julcsival,
miutan hazaért.




Beyond the social aspects influencing each of us, what else supports the real
participation of children or, in certain cases, of grown-ups?

Working with Péter Karpatiin a production (Blueisland) it became rather clear how could
a performance captivate everyone at ease. Besides approaching a problem influencing
everyone, it was necessary for us to keep our story very concrete, but also dramatic.
Instead of a generic and illustrative realism, we offered a very precise, effective, highly
artistic performance. This is very important as otherwise the participants would feel no
spiritual and/or intellectual motivation to connect to the topic. If this feeling is missing,
then what we do is nothing more than a class. Of course, there is no problem with that
in itself, but if the performance provides an aesthetic experience, if it can captivate you
spiritually, then you can feel in the seventh sky, then it can stimulate real participation.
Otherwise we would just state our opinions and that'’s all, which can be good, but is
not our ambition. From our viewpoint, nowadays this is the most serious problem in
Hungary, and | suspect, not only in Hungary, that we have no experience regarding the
fact that our activity and thoughts can somehow influence the world around us. Given
these facts, social inactivity is terribly high. That is why anyone can do anything to
anyone.

Why is theatre a good instrument for all this?

Theatre is the art of doing, moreover, it is such an art that's instruments can be applied
whenever you wish. And you cannot prove silly. When | was in high-school, | felt awful
when | had to draw as | knew | was not good at it. However, if someone took on a roll and
asked me something, in a funny way, | could reply to that in the same manner. We never
force the child to stand out and act. We ask him to do something, answer a question
from another point of view, this is what this kind of theatre suggests. The education of
social activity means to take part in an active way. We would like them to do that. If
during the performance, they could say something instead of just sitting. They could
do something in order to influence the whole story. Blueisland is a very good example
for this. There is a 13-year-old young girl, Julcsi, who does not speak. We see a family,
where she is silent, and she has not spoken for 10 years. And the girl is invited to Haifa,
to aninternational art camp, to tell the story she had written. When she gets there, the
participating class, acted by Hungarian students, meets her at the camp in Haifa. From
that moment on, the performance is not written. The camp itself is set but what exactly
happens at the camp site depends completely on the children, same with what happens
to Julesi. If she is going to speak or not. The way Julcsi is going to go home from this
mutually structured campis alsorelated to the children's activity and attitude. At the end
of the play we ask the children to show us what happens to Julcsi after she gets home.

And what happens to Julcsi?
There is a wide range of variants, yet they always keep connected to the logic

of the story, she will certainly not turn into an UFO. They feel about Julcsi's
destiny as if it were theirs. It may happen that she is not going to tell a word, but




Es mi térténik Julcsival?

Nagyon-nagyon valtozd, de mindig benne maradnak a torténet logikajaban, nem
torténik olyan, hogy hirtelen uféva valtozik. A sajatjuknak érzik Julcsi sorsat.
El6fordul, hogy egyaltalan nem szolal meg, de az is, hogy hazamegy és pszicholdgiai
el6éadast tart a csaladjanak arrdl, hogy miért is hallgatott 6 el. Minden meg szokott
torténni.

Edward Bond kortdrs angol dramairé munkdi és szinhdzelmélete is fontos
szdmotokra. Mit adott hozzd a munkdtokhoz Bond?

2007-ben Bethlenfalvy Addam hozott egy olyan dramat, amit Geoff Gillham irt, a
Csontketrecet. Mind a mai napig jatsszuk, és ez a darab kifejezetten TIE-ra irddott.
Ekkor szembesiiltlink azzal, hogy vannak kifejezetten TIE-ra irddott darabok. Geoff
Gillham mellett Edward Bond is ir a Big Brum Theatre In Education tarsulatnak
ilyeneket. Adam segitségével megismerkedtiink Bond szinhazelméletével is, le is
forditotta ilyen irdnyu szévegeit. Ami példaul nagyon hasznos a szinhazi nevelésben
Bond szinhazelméletébdl, az a targyak szerepe. Bond és Gillham is nagyon sokat biz
a targyakra. Ha én odaadok valakinek egy tdrgyat, hogy na, mi ennek a sztorija, mit
csinaltak vele utoljara, akkor sokkal egyszer(ibb atlépni a szereplési gatlast, mert
tudom, hogy most irhatok példaul ezzel a tollal, és nem kell eljdtszanom valami
cimszerepet, amiben én vagyok az anya, aki a bucsulevelét irja a gyerekének, mert
épp Ongyilkos lesz. A toll torténetére koncentralhatok. Hogy hogy serceg. Hogy
hogyan ir.

Es fontos még az, amit mi konstruktiv hidnyérzetnek neveziink, Bond pedig gapnek. Ez
azon elméleti alapvetésen nyugszik, hogy valdjaban maga a drdma nem a szinpadon,
hanem a nézdk fejében zajlik. Akkor értlink el valdjdban hatdst, hogyha a néz6
fejében egy olyan (r, olyan konstruktiv hianyérzet jon létre, aminek a kitéltésében
a néz6 érzelmileg és intellektudlisan motivalt, és ezt meg is teszi. Az érzelmi és
intellektudlis kapcsolddas pillanatdban bevonddik, motivalttd valik, és a fejében
megsziletik a dréma.

Ahol most vagytok, mind gondolkoddsban, mind formanyelvben, egy dllomdsa a
TIE-nak, vagy egy befejezett folyamat?

Ez a kezdete.
Példdul Bondon tul kell-e majd lépni?
Szerintem ugyanugy, ahogy a targyakra rakodnak térténetek, ugyanugy a munkankra

is rarakddnak rétegek. Es persze van, ami lehullik, és van, amit nem bir el a hatunk.
De nem hiszek abban, hogy valamit meg kellene haladnunk.




it can also happen that she goes home and holds a psychological lecture to her
family, suggesting the reason why she did not want to speak. Anything can happen.

The work and theatre theory of Edward Bond, a contemporary English playwright,
are important to you. What has he added to your creation?

In 2007 Adam Bethlenfalvy brought a play written by Geoff Gillham, the Bone-cage.
We are still performing it, this play had been written especially for TIE. That was the
moment when we realised that there are plays written to match with the style of the
TIE. Besides Geoff Gillham there is also Edward Bond who writes such plays for the Big
Brum Theatre in Education company. Due to Adam we also got to know Bond's theatre
theory and he had translated his texts. What is really useful in the theatrical education
from Bond's theatre theory is the role of objects. Bond and Gillham rely very much on
objects. If | give someone an object, suggesting its story, what was the last thing that
has happened to it, then it is much easier to outstep this inhibition towards acting, as
| know | can, for instance, write with this pen now, and | don't have to act some kind of
title role, in which | am the mother who is writing a suicide letter to her child before
killing herself. | can focus on the pen’s story. The way it crepitates. The way it writes.

What is also important is the element we define as constructive lack of senses, while
Bond names it gap. It is a theoretical basis that the drama itself is performed not on
the stage but in the minds of spectators. We reach the real effect if the spectator can
feel an empty space in their mind, and completing that is motivated both spiritually
and intellectually by the spectator. He is motivated intellectually and he does it. He is
overwhelmed by the connection between the spiritual and the intellectual, he becomes
motivated, and his mind gets stimulated by the drama.

Is the context you approach both in your way of thinking and form of expression a
stage of TIE or a completed process?

It is the beginning.
Can you, for instance, step further than Bond?

From my perspective, just like the stories overlapping the objects, our work is also
structured by layers. And, of course, there are layers which do not resist, they fall
off, and there are very hard layers. Yet | do not think there's something we should
transcend.

What about further trends, what else would you like to develop?

We keep exploring the creation, the ways of re-creation. We would like to
see that the stories we offer to young people in a theatrical form are going
to be recreated by them. Or that they can add something to it. This is one
method to make something we create really complete. There are many more




Mik a tovabbi iranyok, miben akartok még fejlédni?

Az alkotds, Ujraalkotds Utjait folyamatosan keressiik. Azt szeretjik, ha azokat
a torténeteket, amiket mi szinhdzi formaban kindlunk a fiataloknak, azokat 6k
alkothatjak ujra. Illetve, ha bele- és hozzaalkothatnak. igy valhat teljes egésszé az,
amit csindlunk. Mindennek nagyon sok olyan mddja van, amit még nem prdébaltunk
ki. Tehat a kisérletezés irdnya az, hogy minél inkabb kozos alkotas valdsuljon meg
eléaddsaink soran.

Esa magyar oktatdsi rendszer...

Kockas ing. (A magyar oktatdsi rendszer ellen kipattant, annak megreformalasaért
klizdd, széles tarsadalmi szolidaritast tiikrozo tlintetéssorozat jelképe lett a kockas
ing — szerk. megj.)

Szerinted mi a legnagyobb baj vele?

A fiatalokat szoktam errél kérdezni, 6k jobban tudjak, mint én. Valami olyasmit érzek,
és ez mar inkdbb leszlrése annak, amit mondanak, hogy hilyének kezelik 6ket.
Szerintem ma, a 21. szdzadban szereti tudni egy gyerek, hogy mit miért kell csinaljon.
Es szerintem nem is baj, ha tudja, hogy mit miért csinal. Ha egy olyan éran, amit
gyllol, csak annyit elmondana neki szeptemberben a tanarné, hogy ezt most miért
tanuljuk - szerintem mar megnyerné 6t. Es ez a rendszerbél kévetkezik. A rendszer
tekintélyelv(i. Nincsen problémam azzal, hogy legyen hierarchia, amikor a felel6sség
is masképpen oszlik meg, de az, hogy nem lehet-e felelésséget adni a gyerekeknek,
mar egy masik kérdés. Mi a szinhazi neveléssel felelésséget adunk a résztvevoknek.

Hogyan és mibél miikédték?

A tavalyi évben 33 vagy 34 milliobdl gazdalkodtunk. Ennek kicsit tobb mint az
egyharmada volt a forgalmazasi bevétellink, a tobbi pedig kilonbdz6 alapokbdl,
palyadzatokbol jott. Demokratikusan mikodlnk, nincs vezetdje a tdrsulatunknak,
aminek nyilvan vannak elényei és nehézségei, de sokkal tobb az elénye, mint a
nehézsége. Feladatkdrok vannak, és minden feladatkérnek van egy feleldse, de
minden dontést kdzosen hozunk meg heten.

Milyen lesz a kévetkezé évadotok, milyen egylittmiik6dések futnak?

Lesz 221 el6adasunk, 7 bemutatdnk és 9 kilsds projektet fogunk mentoralni. Ezenkiviil
tartunk képzéseket. Lesz koprodukcionk a Gyori Vaskakas Babszinhazzal, amit azért
emelek ki, mert hihetetlenl jé volt naluk az idén képzést tartani. Szinhazi nevelésre
termett, profi szinészekbdl allé tarsulat. A Szinhaz- és Filmmuvészeti Egyetemmel
kialakult egy szorosabb kapcsolatunk. Az els6 lépcsé talan az 6szténdijprogramunk
volt, amit az OTP Lakastakarék tdmogatasanak koszonhetéen tudtunk elinditani. 42
darab palyazd volt, rengeteg. Egy szinhazi dramaturg szakos hallgatd, Bodor Panna




ways which we have not tested. Therefore, our experimental orientation
relies on our wish to create performances that are more and more collective.

What about the Hungarian educational system?

Plaid shirt. (The plaid shirt became the symbol of demonstrations aiming to reform
the Hungarian educational system, an initiative that reflected a wide social solidarity
—editor’s note.)

What do you think is the biggest problem with it?

| always ask young people about this, they know it better than me. They feel,
and this is rather the filter of what they say, as if they are taken as fools. From my
viewpoint, nowadays, in the 21st century, a child would like to know the reason
of doing things. And | don't think that is a problem, if they know why they have to
do something. If in September, during a class, which they hate, the teacher would
explain to them why they need that subject, | think they would see that subject much
more differently. This is part of the system. The system is authoritarian. It is ok to
have some hierarchy, when responsibilities are distributed in a more differentiated
way, but if the child is not given a certain responsibility, that is a problem. We
provide our participants with the opportunity to acquire theatrical education.

How and what kind of financial resources can you mention?

Last year we managed our activity with 33 or 34 million HUF. Slightly more
than one third came from our distribution revenues, the rest of it consisted of
different funds and applications. We work in a democratic way, our company
has no leader, which certainly has its advantages and disadvantages yet we can
speak about more advantages than obstacles. There are duties and each duty is
approached by a responsible member, however, all decisions are taken by all of us.

What about your next season, what kind of collaborations do you have in mind?

We will have 221 performances, 7 premieres, and we shall be the mentors of
9 external projects. Besides these we also organise trainings. We will have co-
productions with the Vaskakas Puppet Theatre from Gyér, which | emphasise
because it was incredibly good to hold some trainings at their place this year. It is
a company based on theatrical education, it consists of professional actors. We also
have a stronger relationship with the University of Theatre and Film Arts Budapest.
Perhaps our first step was related to our scholarship programme which we were able
set off thanks to the OTP Home Savings project. There were 42 applicants, that's a
lot. A theatrical dramaturg student, Panna Bodor and a puppet theatre directing
student, Rébert Markd, were the ones who finally won it. We have reached a very
friendly and professional relationship with you two. Moreover, we also work with
the drama-instructor students, we meet them every week. Given the pregnancy of




és egy babrendez6 szakos hallgatd, Marké Rébert nyerte végil el ezeket. Nagyon
szoros barati és szakmai kapcsolatunk alakult ki veletek. Ezenkivil a drémainstruktor
szakos hallgatokkal is dolgozunk, minden héten talalkozunk veliik. Bagaméry-
Nagy Orsolya kollégandnk terhességével pedig a babszinészosztalybdl hivtunk be
szinészhallgatdkat (Markd-Valentyik Annat és Pajer Almat), hogy tovabbvigyék a
futd szerepeit. Az a kozos meglatasunk az egyetemistakkal, hogy annak, akinek esze
agdban sincsen szinhdzi neveléssel foglalkozni, annak is hasznara valik, ha egyszer
egy ilyen folyamatban részt vesz.

Egy TIE-probafolyamatban miben mds az a munka, amit vartok az adott kiviilrol
érkezd szinész, rendezé vagy dramaturg részérél?

A konstruktivista pedagogiaban hiszek. Kettén all a vasar. Van egy nyitott tér és
meghivunk valakit egy kerekasztalhoz, és aztdn arra a kerekasztalra mindenki
kipakolja, amije van. A kilonbség az, hogy a gyerek szemszogébdl figyelédik a
dolog. Nyilvan van a legttbb szinhaznal is a nézének szemszdoge, de példaul amit ma
Magyarorszagon a legtdbb készinhdzban latni lehet, az mégiscsak a rendezének az
agyabol jon elé. Itt annyi a kilonbség, hogy azt a nyitottsdgot kell képviselni, hogy
nem én, hanem mi, akik Magyarorszagon éliink. Mi mirél fogunk gondolkozni, mi az,
ami rank hat és motival minket.

Hogyan tudjatok mérni a hatékonysdagotokat? Mi tud hasznos visszajelzés lenni
szamotokra?

Voltak hatdsmérések és volt a Dice, ami a Kkilénbdzé dramapedagdgiai
tevékenységeknek a kulcskompetenciakra gyakorolt hatdsat mérte. Szignifikdnsan
pozitiv eredmény jott ki, példaul a social skillsnél, a kommunikacids képességeknél.
Kilonben az 6sszes tobbi hatdsmérésnélis. Volt egyszer anormakdveté magatartasra
gyakorolt hatds mérése, és volt ademokratikus attitlidre gyakorolt hatdsnak amérése,
és bar ezek kisebb mintakbdl taplalkoztak, ezek is latvanyos hatast mutattak ki. Es
ezen felll voltak szocioldgiai mérések, de ezek csak kvalitativ mérések voltak.

De ezek a kezdeményezések rendre falakba ltkéznek, mert valahogy az emberséget
kellene tudnimérni. De kisérletek azért torténnek ra. Amik szdmunkrainkabb hasznos
visszajelzések, azok a pedagodgusok visszajelzései, és azok az alkotasok, amiket
kapunk az osztalyoktdl a kozosen megtapasztalt élménylinkkel kapcsolatban.

A rolatok megjelené szakmai, kritikai irdsokat mennyire tartod hasznosnak?
Mennyire j6 a szaksajtétok?

Ez egy nagyon jo kérdés. Nekiink most mennyiségileg mindenképp egy értelmes
mennyiség. De pont az egyik kritikus bardtommal van egy folyamatos péarbeszéd
kozottink arrol, hogy hogyan lehetne, illetve hogy egyaltalan kell-e szinhazi nevelési
kritériumrendszer. Hogy barmit kell-e tudnia a szinhazi nevelésrél pluszban annak,
aki mondjuk kritikat ir egy TIE-r6l. A TIE komplex szinhdzi nevelési eléadds, ami azt




our colleague, Orsolya Bagaméry-Nagy, we asked puppeteer-students (Anna Marko-
Valentyik and Alma Pdjer), to step in for her role. Our mutual viewpoint regarding
these students is that even those who do not even think of dealing with theatrical
education might find it useful, if once they are going to take part in such a process.

Referring to the TIE rehearsals, in what way is the work you expect from an actor,
stage director or dramaturg different?

| believe in a constructivist pedagogy. It takes two to make a bargain! There is an open
space and we invite someone to the round table, and then everybody puts out what
they have on the table. The difference consists in the fact that the story is seen from
the child’s viewpoint. Obviously, most of the theatres take into account the viewer's
perspective but, after all, what we can see today in most of the theatres from Hungary
arises from the director’'s mind. The only difference is that we have to perform this idea
of openness, we represent not ourselves but everyone living in Hungary. What are we
going to think of, what is that something that influences and motivates us?

How can you measure your impact? What is considered a useful and positive
feedback?

There were efficiency tests and there was the Dice, which used to measure the practised
effectofthekeycompetencesapproachedindifferentactivities withintheframesofdrama
pedagogy. We got a significantly positive result, for instance, in the case of social skills
or the communication skills. We got the same outcome in the case of other evaluations,
too. There was the effective evaluation practised in the context of law-abiding attitude
and the evaluation practised in the context of democratic attitude. Although they were
related to smaller samples, they also displayed some spectacular effects. Besides all
these there were the sociological evaluations, yet they were only qualitative measures.

Yet these initiatives are still facing a number of obstacles because, somehow, one
should be able to measure humanity. That is why we have this kind of experience.
What we have got as useful feedback is the feedback of pedagogues and the
creations we get from the classes in connection with our collective experience.

Regarding the published professional and critical writings, do you consider them
useful? Is your professional press a good one?

This is a very good question. Quantitatively, at the moment it represents a meaningful
amount. But | have a continuous dialogue with my critic friend trying to see how should
the system of criteria in theatrical education be, if we really need one at all. Is there
anything extra that those who, let's say, are writing criticism about the TIE need to know
about theatrical education? TIE programmes are complex performances of theatrical
education, which means that the two and a half or three hours long experience in
integrity represents the theatrical experience. We try to take the dramaturgy of the
whole experience into account, when we plan this. | also realised that, since the whole




jelenti, hogy maga az esemény mind a hdrom vagy két és fél 6rajaval egyben egy szinhazi
eseménynek szamit. Az egész eseménynek a dramaturgiajat probaljuk figyelembe venni,
amikor tervezziik. Es én arra is jutottam, hogy mivel az egészet egy szinhazi eseménynek
gondoljuk, nem biztos, hogy vannak olyan szempontok, amik kilonboéznének a jé
szinhdzi kritikairdstol a szinhazi nevelési kritikaban. Mert azt gondolom, hogy a szinhazi
kritikairdssal is vannak problémak.

De az azért egy alapveté kiilénbség, hogy egy hagyomanyos értelemben vett szinhdzi
eléaddsndl ugyanabbdl a poziciobdl nézi végig az eléaddst egy kritikus, mint a tébbi
nézo, mig itt nem tud a gyerek helyzetébol — kiviilrol lat ra.

Ez egy nagyon nehéz kérdés. Egyrészt kifejezetten sok olyan eldéaddssal rendelkeziink,
amit felnéttekkel is csinalunk Ugy, hogy 6k a résztvevok. Most csindltuk az Uj ovis
foglalkozasunkat az Orids 6lelését felnSttekkel. A tarsadalmi kérdések kortdl fliggetlendil
mindenkit érintenek, a korosztaly kérdése valdjdban csak az eszkdzokon latszik. Ezért is
gondoljuk, hogy miért ne gondolkodhatna a mesénken keresztil a kornyezettudatossagrol,
a globalizaciérdl vagy a fogyasztéi tarsadalomrol az, aki az Orids 6lelésén vesz részt.
Mindegy, hogy 0t vagy hetvenot éves, hiszen maguk a kérdések nem korosztdaly-
specifikusak.

Altaléban egy kritikus tgy tudja csak megnézni az eléaddsaitokat, hogy egy osztdlyt
lat, akik kézvetlenlil kapjdk az élményt.

Hat igen, kell egy érzékenység erre, az szaz szazalék, de amikor szinhazat néz a kritikus,
akkor se a szomszédjanak a fejével nézi.

De a szomszédja egykorti vele.

Igen, de kozben, ha benne vagy, se tudod megtippelni, hogy az osztalytarsad miért akad
ki egy ponton. Meg tudod tippelni, de biztos nem lehetsz benne. Szerintem magadval a
kritikairassal kellene valamit kezdeni. En mindig Ugy olvasok kritikat, hogy ték jo, xy-nal
ez tortént. Innentél kezdve én hipermegenged6 vagyok a kritikusokkal kapcsolatban. De
olyan kritika is van, ami valdjdban nem szol arrél, hogy mi tortént az illetével a nézétéren,
ez szokott is zavarni. Minderrél nincsen konszenzus a szinhazi kritikairasban, tehat miért
pont a szinhazi nevelési kritikaban legyen?

A TIE kapcsan a Kerekasztal mellett a Kava Kulturdlis Miihely megkeriilhetetlen,
noha mar tébb fiatal csapat is gondolkozik, prébalkozik ebben a miifajban. Mi az, amit
ti masképp csindltok a Kavdhoz képest? Ez azért is érdekes kérdés, mert a Kdva ugye
a Kerekasztalbdl valt ki sok évvel ezel6tt...

Nyilvan csomd mindenben masképp gondolkozunk.




act can be defined as a theatrical experience, it is not certain that there are such viewpoints
which would be different in theatrical educational criticism from the other types of
theatrical criticism. And | also think theatrical criticism has got some problems as well.

But that can be considered a basic difference because from a traditional
viewpoint, the theatrical performance can be followed from the same position by
the critic, compared to the other spectators, while in this case, they cannot do it
from the perspective of the child — they looks at it from an outsider perspective.

This is a very difficult question. On one hand, we have a great deal of performances for
grownups, thus they are participants as well. We have just done apre-schooler activity with
the connected with the title Great Hug. Social questions, regardless of age, influence all
of us, the issue of age influences only the devices used. That's why we think, why wouldn't
someone who takes part in the Great Hug think of environmental awareness by means of
stories, globalisation, or the society of consumption? It does not really matter if someone
is five or seventy-five years old, as the questions are not specifically connected to age.

Generally speaking, when a critic watches your performances, they see a class that is
provided with the experience directly.

Yes, you need a certain degree of sensitivity in all this, it is definitely true, but when the
critic is watching a play, he is not doing it with the mind of his neighbour.

But the neighbour is of his age.

Yes, but in the meantime, if you are in, you can't even guess why your class-mate becomes
annoyed while watching the performance. You can guessit but you can't be there. In my view,
we should do something about written criticism. | always read it thinking, this happened
to XY, ok. So I am highly permissive with my critics. However, there is also another type of
criticism which doesn't really refer to what had happened to someone in the audience, |
have a problem with that. If there is no consensus about everything in theatrical criticism,
then why should we have a consensus in the criticism of TIE theatre?

When speaking about TIE, Round Table and Kava Cultural Group are unavoidable,
although there are now a handful of young groups who are thinking about and
experimenting with this genre. What do you do differently compared to Kava? This is
also interesting question since Kava once was part of Round Table...

Obviously, we think differently in various aspects of our work..

This is not really evident as you deal with the same things, but not together. Do you
have something else in mind regarding the TIE form?

The last time | was sitting next to Takacs Gabor (the director of Kava Cultural Group -
editor’'s note) we were at an applied theatre conference, where they tried to find out what
applied theatre means. We looked at each other at one point and said, perhaps at the




Ez azért annyira nem nyilvanvald, hiszen ugyanazt csindljatok, és mégsem egyiitt.
Magardl a TIE formarél gondoltok-e mdst?

Multkor egymas mellett Gltlink Takacs Gaborral (a Kdva Kulturalis Mihely vezetéjével —
szerk. megj.) egy alkalmazott szinhazi konferencidn, ahol azt prébaltak megfejteni, hogy
mi az alkalmazott szinhdz. Egy ponton egymasra néztlink, és azt mondtuk, talan egyszerre,
hogy nahat, a TIE akkor nem alkalmazott szinhaz. Az alapvetésekben egyetértiink.

Mit jelent az, hogy nem alkalmazott szinhdz?

Ez inkabb érzelmi kérdés. Az alkalmazott szinhaz Ugy hangzik szamomra, mintha az
evéshez villdnak tekintené a szinhazat. Ezt nem tudom elfogadni. Nem véletlenil kezdtlink
el dolgozni hihetetlenil izgalmas alkotdkkal, rendezékel, irdkkal, példaul Grigor Attilaval,
Karpati Péterrel, Karpati Istvannal. Nem véletlen, hogy nagyon erdsen nyitottunk a szinhaz
felé. Azt érezzik, hogy mivészi inspiraciora pont annyira szlikséglink van, mint amennyire
a résztvevoktdl érkezé impulzusokra vagy pedagdgiai tudatossagra.

Hogy latod, a magyar szinhdzi kultirdban mennyire vagyunk nyitottak a kézésségi
szinhdzra?

A kozodsségi szinhaz kozosségi alkotast jelent szdmomra. Azt, hogy egy olyan mivészeti
eseménynek vagyok a része, amihez hozzatehetem magamat, nem eszkdzként, hanem
alkoto szinten. Azt, hogy nem alkalmazott nézé vagyok, hanem tényleg nyomot hagyok
az el6adasban.

Akadr egy verbadlis interakcio is minésiilhet alkotdi részvételnek?

Ez nagyon fligg attdl, hogy milyen a verbdlis interakcid. Tehat a ,hol a farkas, a bokorban?”
—az nem. De példaul Boross Martinnak a F6liilrél az ibolyadt eléaddsaban nagyon konkrét
mUvészi nyomot hagyott az, aki valaszolt egy-egy kérdésre. Es rdadasul az eléadés
megengedte, hogy magamhoz képest vegyek részt benne.

A szinhadzi nevelés segithet elérni a tarsadalmi aktivitdst?

Mi a tarsadalmi aktivitdsra ugy gondolunk, mint cselekvésre. Nem hdézongd, vagy
agymosott emberek sokasdgara szeretnénk bizni a jovét, hanem azokra, akik tudatosan
gondolkozva alakitjak ki a véleményiiket, és nyitottak arra, hogy ezt ne mereven kezeljék.
Nem lehet elég a cél, hogy ¢sszerakjuk a véleményeinket. Ez neklink kevés, tobb kell.
Hiszen valtoztatni is meg kell tanulnunk.




same time, well, who knew, then TIE is maybe not applied theatre after all. We agree
regarding the basic elements.

What do you mean, how is TIE not applied theatre?

This is a rather emotional question. | see applied theatre as if theatre served only as a
fork to your lunch. That | cannot accept. It was not a coincidence that we began working
with unbelievably exciting artists, producers, writers, for instance with Attila Grigor, Péter
Karpati, Istvan Karpati. It is not a coincidence that we have strongly advanced towards
theatre. We felt we needed as much artistic inspiration as we needed the participants’
impulses or pedagogical awareness.

How do you see it, is the Hungarian theatre culture open to the concept of community
theatre?

Community theatre to me represents a creation by a community. | am part of an artistic
event that | have joined not as an instrument but as a creator. | am not an applied viewer,
instead | truly leave traces in the performance.

Can a simple verbal interaction constitute creative participation?

It highly depends on what type of verbal interaction we are talking about. Thus, something
like "where is the wolf, is it in the bush??" — that cannot be taken into account. But, for
instance, in Martin Boross's performance, Before You Die, those who had answered one
question or another, left a very concrete artistic trace in the performance. Also, the
performance allowed me to take part in it as myself.

Can the theatrical education get hold of social activities?

We think social activities can be defined as some kind of action. We would not like to put too
much further faith into blustering or brainwashed people, but into those who consciously
develop their viewpoint, who prove open-minded in order not to deal with it rigidly. The
purpose is not enough for us to put our opinions together. We find it exiguous, we need
more than that. As we also need to learn how to transform all this.




Gabor Sara

»Szinhazi teriiletrol jovok, nem a dramapedagdgiabol”

Interju Pass Andreaval

Friss kozéleti témakat visz szinpadra. Hiszen politikarél nem csak lehet, de kell is
beszélni a fiatalokkal. Pass Andrea dramapedagdgus, ird, rendezé tarsalapitdja a
Szputnyikbdl 2014-ben alakult Ment6csdnaknak, amely kiemelked6é szinvonalu
szinhazi nevelési programokat hoz létre. El6adasairdl, a pedagogia és a szinhaz
viszonyardl és a civil szinészekkel k6z6s munka tapasztalatairol beszélgettiink.

Visszanézve, mik voltak azok a pontok és emberek, akik meghatdrozoak a
palyafutésodban?

Viszonylag kés6én kezdtem el6addsokat csindlni. Taldn azért is alakult igy, mert
Veszprémbe jartam szinhaztorténet szakra, ami egy erds, de kizarélag elméleti képzést
nyujtott. Otddéven elnyertem egy dszténdijat, amivel kijutottam egy londoni egyetemre, ott
probaltam ki el6szor a rendezést. Addig nagyon élveztem az elmélettel foglalkozni, mert
kreativ munkanak éltem meg, de az elsé rendezéi feladat utdn szertefoszlott a varazsa.
Majd Gyérben kezdtem dolgozni fiatalokkal, nem volt ennek semmilyen intézményes
kerete, csak a sajat kedviinkre csindltunk eléadasokat. Nem volt dramaturgom, igy a
kényszer hozta Ugy, hogy kiprébdljam magam ebben a szerepben is, amit egyébként
nagyon élveztem. Akkoriban még csak novelldkat, regényeket adaptaltam. Ezutén
jelentkeztem rendezé szakra, de harmadrostan kiestem. Visszamentem Londonba,
jelentkeztem egy egyetemre, szintén rendez6 szakra, ott az utolsé forduldn estem ki,
de visszatekintve nem banom, mert végll a legjobb helyre kerlltem, Pintér Béladhoz.
Rengeteget tanultam t6le a rendezésrél, darabirasrdl, hogy hogyan érdemes szinhazat
csindlni, az & hatdsa nélkil egészen mashogy alakult volna a palyam, ebben biztos vagyok.
Akkoriban jartam a CEU-ra is forgatokonyvirast tanulni. Ott elég jo kis csapat jott 6ssze,
akikkel a kurzus végén ugy dontottlink, hogy folytatjuk a kdzos munkat. Felkerestik
Karpati Pétert, hogy foglalkozna-e vellink. Ez az irdiskola éveken keresztlil mikddott és
egy barati tdrsasdggd alakult. Pétertdl és Tasnadi Istvantol — aki szintén tartott nekiink
kurzusokat —tanultam meg a drdmairds praktikus részét. Kézben a Szputnyikba kerdiltem,
Bodd Viktor asszisztense lettem, a drémapedagdgiat is ekkor kezdtem el tanulni Kaposi
Laszlotol, amivel egy Uj vilag tarult ki eléttem. Mindig is izgatott ez a tertlet. Kordbban is
szerettem fiatalokkal dolgozni, és a kamaszkorom egy olyan gazdag és szamomra maig
konnyen felidézhetd id6szak, amibél még mindig tudok témat meriteni. 2012-ben irtam
és rendeztem meg az elsé tantermi eléadasomat, a K6, papir, ollét, és aztdn minden
évben jott valami Uj. Két évvel ezel6tt pedig Bodo Viktortdl megkaptam azt a lehetéséget,
hogy iréként és rendezéként dolgozhassak a Szputnyikbdl megmaradt Mentdcsénak
Egységben. Ha azt kérdezed, hogy kik voltak meghatdrozdak a palydmon, akkor a
szlileimet, nagysziileimet és a fuvolatanarnémet is meg kell emlitenem. Gyerekként
télik tanultam a legtobbet, és nemcsak mondjuk a mivészetekrél, hanem arrdl, hogy
hogyan kell kitartéan dolgozni.




Sara Gabor

"l come from theatre, not from theatre pedagogy”

Interview with Pass Andrea

She brings new topics of public interest onto the stage. It is not only possible but
rather a must to speak about politics with young people. Andrea Pass is a drama
teacher, writer and the associate director for the Rescue Ship Unit (Ment6csdnak
Egység) of the former Sputnik Shipping Company, founded in 2014, that creates high
quality educational theatre programmes. We have asked her about her performances,
pedagogy, theatrical connections and the her work experience with civil actors.

Taking a look at your past, which were the moments and the people that have
influenced your career the most?

| have started creating performances relatively late. Perhaps the reason for this was
that | had attended the Theatre History courses in Veszprém, which provided me with
a strong yet an exclusively theoretical training. In my fifth year, | was awarded with a
scholarship that | used to get to a faculty in London. There | tried staging for the first
time. Up to that point | enjoyed dealing with theoretical issues, as | really liked creative
works, but after my first stage directing experience, that enthusiasm vanished. Then, in
Gy6r, | started to work with young people, it did not have any institutional framework, we
developed our performances only for our own sake. | did not have a dramaturg, so | took
on this role, and | enjoyed it a lot. Then | started adapting short stories or novels for the
stage. Then | applied for the Directing Department of the University of Theatre and Film
Arts in Budapest but | only got to the third stage of the selection process. | returned to
London, where | applied for Directing at a university, | failed the last round but, looking
back now, | have no regrets, as | finally reached the best place, Pintér Béla's company.
| have learned a lot from him, the details regarding staging, playwriting, how is it worth
doing theatre, my career would have been totally different without his influence, | am
certain of it. During that period of time, | attended the Central European University (CEU)
to learn screenwriting. We had a really good team there and, at the end of the course,
we decided to continue working together. We visited Péter Karpati to ask whether he
would work with us. This writing school functioned very well for years and had turned
into a friendly companionship. | have learned the practical aspects regarding playwriting
from Péter and Istvan Tasnddi — who were also teaching us. In the meantime, | went to
Sputnik and became Viktor Bodd's assistant, | started learning drama pedagogy from
Laszld Kaposi, and a completely new world revealed itself to me. | was always excited
by it. | have always liked to work with young people and my own adolescence was very
complex, that | can remember so easily, that can help me with so many themes. In 2012
| wrote and directed my first classroom performance, Stone, Paper, Scissors, and from
then on, | produced something new every year. Two years ago | got the chance, thanks to
Viktor Bodd, to work as a writer and stage director at the Rescue Ship Unit, a department




Jelenleg iréként, rendezoként és dramapedagdgusként is dolgozol. Melyik szerep all
hozzad a legkézelebb?

Most a rendezés. Valdszinlleg azért, mert az idei munkdimban nem kellett az irassal
foglalkozni, hiszen a Napraforgd cim(i darabom mar két évvel ezelétt elkészlilt, a Pokolra
kell annak menni pedig improvizacidkbdl allt 6ssze, ahol dramaturgként dolgoztam a
szovegen. Ezért mindkét probafolyamatban inkabb a rendezésre tudtam koncentralni. Az
irott anyagon nagyon sok mulik, ha az jol sikertl, akkor nagy baj nem lehet. De amig nem
indul be az irds, és még persze utdnais, amig el nem jutsz a torténet végére, sokkal tobbet
kell vele szenvedni, mint a rendezéssel. Persze élvezem is a darabirast, de amig nem
kapom el a fonalat, elég nyomaszté tud lenni. A dramapedagdgiat is nagyon szeretem,
de az irdst és a rendezést sokkal jobban élvezem. Mar csak azért is, mert elég skizofrén
helyzet dramafoglalkozast tartani a sajat darabomrol. Ezért is kértem fel a nalam sokkal
nagyobb szakmai tapasztalattal rendelkezd Takécs Gabort (szinész-dramatanar, a KAVA
vezetdje - G. S.), hogy tartsa meg az Ujvildg cimU eldadasunk utan a foglalkozasokat.

Mikézben sajat széveget rendezni is nehéz.

Szerintem nem. Méghozzd azért nem, mert mikdzben irod a jelenetet, mar latod magad
el6tt a szinpadon, hogy hogy is fog az kinézni. Iras kdzben sok minden megjelenik, példaul,
hogy milyen eszkdzrendszerrel fogom megrendezni a darabot, hogy hogyan kotom &t a
jeleneteket, vagy hogy ki hogyan szélal meg egy adott szitudcidban.

Akkor miért nehéz ezt kinyitni a didkok felé és meghallgatni a véleményiiket? Hogy
néz ki egy foglalkozas az Ujvilag utan?

Volt mar példa, hogy én vezettem a foglalkozast, amikor Gabor nem ért ra. Nyitni
egyaltalan nem nehéz a didkok felé, a véleménylket is konnyld meghallgatni. Inkdbb
egy példat mondanék arra, hogy nekem mit nehéz kezelni a foglalkozasokon. Az Ujvildg
utdn meg szoktuk kérdezni, hogy Aront vagy Robit latjak-e veszélyesebbnek a didkok. (Az
Ujvildgban a fészerepld kamasz lany két szélséjobboldali nézeteket vallé fit ideoldgiai
befolyasa ald kertil — Aron egyetemre jar, karizmatikus, vezetd karakter, Robi egyszertibb,
inkabb végrehajté figura — G. S.) Nagyon sokszor Robi a vélasz a kérdésre, Aron fel sem
merdl, pedig nélklle Robi sem Gtott volna. Viszont ahhoz, hogy ezt firtassam, nem vagyok
elég j6 pozicidban mint szerzé. Ez olyan érzés nekem, mintha a szovegemet akarnam
magyarazni.

Sok eléaddsodban kézés a kézéleti tematika. A Ko, papir, olld a felséoktatdsi
térvényre, az Ujvilag a jobbik vilasztdsi gyézelmére, a Mas nem tortént a Sipos-iigyre
reagdl. Az irds-rendezés segiti elé a gyors és direkt reakciot a kézéleti botranyokra?
Vagy azt gondolod, hogy a politikussdg az ifjusagi, k6zésségi szinhaznak feladata?

Erdekes, hogy igy alakult, mert nem egy tudatos keresésnek az eredménye nalam
a kozéleti tematika. Persze az is kiderllt szamomra, hogy szerencsés ilyen témakhoz
nyulni, mert arra biztos, hogy figyel a szakma. Ez a Mds nem térténtnél valt vildgossa. Az




which had been preserved from the former Sputnik. If you are interested in those who
have been essential in my career, | have to mention my parents, grandparents and my
flute teacher. As a child, | learned the most from them, and not only regarding arts but
also about how to work consistently.

At present, you are working as a writer, stage director and drama teacher. Which is
the role you feel the best in?

Stage directing. Probably because in my current work | don't have to deal with writing
as | had already finished my play, Sunflower, two years ago, while He Should Go to Hell
is based on improvisations, at the latter | worked as a dramaturg. During these two
rehearsal periods | was able to focus more on the stage directing. Much depends on the
written text, if that is successful, we will not be in trouble. But until you start writing,
and also afterwards, until you reach the end of the story, you suffer much more with
that than with directing. | certainly enjoy playwriting yet it can be very annoying until you
start getting in the flow. | really enjoy drama pedagogy too, but | prefer the area of writing
and staging. Mainly because it is rather schizophrenic to do drama activities following
a performance of your own. This is why | asked Gabor Takacs (an actor, drama teacher
and the director of Kava Cultural Association — G.S.), who is much more experienced
professionally, to manage the activities following our Neworld performance.

In the meantime, staging your own text is also difficult.

| do not think so. Because when you write the scene you already see it on the stage in the
way it is going to look like. During the process of writing | can already sense many details,
for instance, which toolkit can be used in order to stage the play, to connect the scenes to
each other, to make the actors speak in a certain way, in a certain situation.

Then why is it difficult to reveal it to the students and listen to their opinions? How
does a drama activity look like after Neworld?

| can remember one instance when | was leading the activity when Gabor did not have
time to do it. It is not difficult to work with students, it is also easy to listen to their
opinions. | would rather tell an example to suggest what | find difficult to handle in such
an activity. After the Neworld, we ask the participants, which of the two characters, Aron
or Robi, the students consider more dangerous. (In Neworld the main actress, a teenage
girl, is influenced by the ideology of two rightist young men — Aron is attending a faculty,
he is a charismatic and a leading figure, Robi is more modest, he rather executes than
orders - G. S.) Very often, Robi is the reply to the question, Aron is almost never chosen,
yet without him Robi could never succeed. However, | do not see myself in the position to
dwell on this as a director. It is as if | wished to explain my own text.




egy dolog, hogy profi sajtdsa volt az eléadasnak, de hogy ez a téma mindenkit érdekelt,
nagyon meglepett. Nem volt még ebben tapasztalatom. Es igen, biztosan meggyorsitja a
reakciot, hogy egybél irhatok egy darabot az engem éppen érdekld témardl. A K6, papir,
oll6 el6tt dolgoztam egy didkcsoporttal, ahol egy tanuld kivételével mindenki kilfoldon
akart élni. Akkoriban még nem volt ennyire kdztudott, hogy elvagyddnak a fiatalok. Engem
ez annyira sokkolt, hogy mindenképp szerettem volna ezzel valamit kezdeni, mondjuk
egy dramadra keretén belll. Végll a kozelgé tantermi szemle motivalt arra, hogy egy
osztalyterem-szinhazi eléadast hozzak létre a témaban. En is munkanélkili voltam és
bizonytalan; harmincévesen hogyan tovabb? Kezdé dramapedagdgusként sem tudtam
elhelyezkedni, az, hogy iré vagy rendezd legyek, még igazabdl fel sem merdlt. Teljes
homaly eléttem, mogottem meg az a sok-sok tanulas. Szdéval tudtam azonosulni azzal a
dilemmaval, ami a tovabbtanulas elétt allé didkokat nyomasztja.

AztanaPanoDramafelkért, hogy irjak aziskolai erészakrdl. Ugyanekkor robbant kia Sipos-
botrany a 444.hu-n (rendszervaltas el6tt gyerekeket abuzald kozépiskolai tandr tgye - G.
S.). Ennek kapcsan azt gondoltam, hogy Uristen... nekem van egy kis unokahtgom... és
ez nem torténhet meg egyik gyerekkel sem... és valami védettséget kéne nekik adni. A
felkérés és a hir taldlkozott, igy jott létre a Mds nem tértént. Ebben ugyanugy érintettnek
éreztem magam. Engem nem zaklattak szexudlisan, de mondhatni, kdzel jartak hozza.
Altalanos iskolaban példaul két tesitanarom is atlépte a hatért a kérdéseivel, az autds
oktatom pedig megprébalt lesmarolni a kocsiban. Nem volt nehéz ezekkel a dolgokkal
azonosulni.

Az Ujvildg pedig a legutdbbi valasztasok utan sziiletett, azutan, hogy a Jobbik nagy
tdmogatottsaggal kerilt a parlamentbe. A Szputnyikban sokan azt gondoltuk, nem
akarunk egy ilyen orszagban élni, ugyanakkor szinhdzi alkotdkként, vagy éppen
drémapedagdgusként van felel6sségiink is. Mit tudunk mi annak érdekében tenni, hogy
ezen valtoztassunk? Nem volt kérdés, hogy ezzel foglalkozni kell. lgy sziletett meg az
Ujvildg.

Még a Ko, papir, ollordl nyilatkoztad, hogy kiilvarosi iskoldkban tartottdl
foglalkozdsokat és igy gydijtéttél anyagot. Ennek kapcsdan meriilt fel bennem, hogy mi
volt a munkamdédszered? Szinészek improvizdciéira alapoztdl vagy elére megirtad?

Amikor a jeleneteket elkezdtem irni, még csak Stork Natasa és Czukor Baldzs volt a
képben. Amikor mar Herczeg Tomiis bekerilt a csapatba, akkor végil megirtam a darabot.
Nem ismertem 6ket annyira, hogy a személyiségikre alapozzam a figurakat. Inkabb a
foglalkozason részt vevo gyerekektdl gyljtott torténetekbdl és a sajat élményeimbdl
gyurtam Ossze a karaktereket és a sorsokat. A szinészek pedig személyessé tudtak tenni
afigurakat. Mondjuk, nem volt nehéz dolguk nekik sem, 6k is elég nagy bizonytalansagban
voltak... Emiatt olyan, mintha imprézndnak, kézben ez valéjdban egy megirt széveg.




There are topics concerning issues of public interest in your performances. Stone,
Paper, Scissors reacts to a law regarding higher education, Neworld to the election
victory, Nothing Else Happened to the Sipos case. Does this writing-staging method
help you react so quickly and directly to scandals regarding our public community?
Or do you think that the political aspect is the main purpose of youth community
theatre?

Itis interesting that it happened this way, as in my case reworking topics regarding public
issues is not due to a conscious exploration. Of course, it is obvious that it is good to
approach such themes as it is certain that your fellow professionals will pay attention to
it. This aspect has been proved in Nothing Else Happened. It's true that the performance
was acclaimed by the professional press yet | was still surprised to see that so many
people were interested in the topic. | have never experienced anything like that before.
And yes, it certainly accelerates my reaction to immediately write a play about a topic
| am interested in. Before Stone, Paper, Scissors, | worked with a group of students
where everybody wanted to live abroad, except one student. During that period, young
people’'s wanderlust wasn't an acknowledged fact. | was so shocked by the fact that |
really wanted to do something about it, let's say within the frames of a drama class. | was
finally motivated by the upcoming classroom inspection to set up a classroom-theatre
performance about the topic. | was also unemployed and uncertain; what's next for me
at the age of thirty? | could not find my place as a drama teacher either, not to speak
about being a writer or a stage director. Everything was a total blur, frustrating, as | had
studied for so long. So, | identified myself with the dilemma of the students entering
higher education.

Then | was asked by PanoDréama to write about school violence. That was the time
when we started to read about the Sipos-scandal on 444.hu (an issue referring to the
secondary school teacher abusing children, before the regime change - G. S.). Regarding
this, | thought, my goodness... | have a little niece... and this is something no child should
ever experience... and we should provide them with protection. The request and the news
have met, this was the way Nothing Else Happened was created. | also feel affected in
this context. | have not been sexually harassed, but | was close to being assaulted. For
instance, in elementary school, two PE teachers crossed the limits with their questions,
and my driving trainer tried to kiss me in his car. It wasn't hard to identify myself with
these aspects.

Neworld appeared after the recent elections, after the far-right party Jobbik got into
the parliament. There were many of us at Sputnik who thought we did not want to live
in such a country, yet as a theatre maker or drama teacher we also have responsibilities
to fulfil. What can we do to stimulate change? It was not a question that we had to deal
with it. That's how the Neworld was created.




A szinhazi nevelésben sok miifaj és forma létezik, te melyiket preferalod?

Azt, amikor van egy zart eléadas és utdna tartunk egy feldolgozo foglalkozést. En ezt
a mdfajt mdvelem, ehhez értek és ezt szeretem, mert szinhazi tertletr6l indultam,
nem a dramapedagdgidbdl. A szinhaz ereje az elsé ddzis, amit megkapnak a diakok,
és aztan majd kdzosen kibontjuk azokat a kérdéseket, amiket az eldadas felvetett.
Részt vettem egyszer TIE-program létrehozasaban is. Kaposi Laszl6 kért fel, hogy egy
nevel6otthonban élé gyerekeknek szold eléadasban vegyek részt mint alkalmazott
szerz6. Ez volt a Varjak. Tudtuk, hogy mivel akarunk foglalkozni az interakcidkban és
ahhoz képest sziilettek a jelenetek. Szoval csindltam ilyet is, nagyon jé és tanulsdgos
volt, de most még sajat darabokat szeretnék irni, amig vannak témaim, ¢tleteim.

Emlitetted, hogy Bodo Viktor felajanlotta, csindld, amit szeretnél. Innen hogy
vezetett az ut oda, hogy Fabian Gaborral megalapitsdtok a Mentéecsonakot?

A Szputnyik utolsé évében inditottuk el Gaborral a Mentdcsdnakot. Gabornak volt
mar egy nagyon sikeres projektje, a Szociopoly, nyert is rd pénzt tébb palyazaton,
én meg késébb az Ujvildgra. Ezek a Szputnyik profiljdba nem illettek bele, ezért lett
a tarsulatnak egy kishajéja, a Mentécsdnak, amiben kifejezetten szinhazi nevelési
dolgokkal foglalkozunk. A Szputnyik megsz(int, de Viktorék biztak abban, hogy egy ilyen
kisebb céget fent tudnak tartani, és taléan érdemes is, hiszen az indulas elég biztatdéan
sikerlilt. A masodik éviinkben is hatékonyan dolgoztunk, ezért idén Ujra beadtuk a
mUkddési palyazatot.

Kiilénboznek az elképzeléseitek a szinhdzi nevelésrol Fabian Gaborral?

Igen, 6 inkdbb az interaktiv formdban, jelenleg a ,szinhdzi tarsasjatékban” L4t
lehet6séget, engem pedig a klasszikus szinhazi mdfaj érdekel jobban. De ez nem jelent
problémat, sét. Kétféle dolog van ebben a csénakban, mindenki azt csindlja, amihez
ért, és amit szeret.

Szerinted ettél fiiggetleniil van egy sajat brandje és neve a szinhdzi nevelési
szakmaban a Mentécsénaknak?

Ez nagyon bonyolult. Erziink egy elvarast kiviilrél, hogy definidljuk a Mentdcsénak
munkajat, mikdzben én, aki szinhaztorténészként végeztem, egyaltaldn nem
ragaszkodom ehhez. Szinhazi neveléssel foglalkozunk és igyekszlink erés programokat
létrehozni. A KAVA is reflektdl tarsadalmi problémékra, a Mentécsénak is, igy ez nem
lehet egy sajat brand. Mondjuk, én nem szeretnék egész életemben csak tarsadalmi
problémaékkal foglalkozni, lehet, hogy majd ez is valtozik a Mentécsdnakban, de jelenleg
ezekkel a kérdésekkel foglalkozunk.




Stone, Paper, Scissors states that you also hold activities in suburban schools and
this is how you collected your material. What was your working method? Did you rely
on the improvisation of the actors or did you write the scenes in advance?

When | started writing the scenes, | only had Natasa Stork and Baldzs Czukor in my mind.
When Tamas Herczeg came into the team, | finally wrote the play. | did not know them so
well to connect the characters to their personality. | formed the characters and the fates
from the stories related to the children attending the activities and my own memories.
Then the actors could personalise the characters. It was not easy for them either, they
found themselves in a very unsure situation... it looks as if they were improvising, still all
the text is set.

There are many genres and forms in theatrical education, which one do you prefer?

| prefer to do an exclusive performance and then organise an activity afterwards to work
up what we have just seen. | prefer and love this kind of genre as | come theatre, not from
drama pedagogy. Theatre's power is the first dose for the students, then we work around
the questions that the performance had raised. Once | also took part in the creation of
a TIE programme. | was asked by Lészlé Kaposi to participate in a performance for the
children living in a foster home, as a hired author. This was the Crows. We knew what
we wanted to do during the interactions and we relied on this knowledge while doing the
scenes. So, | also dealt with that sort of theatre, it was good and instructive, but now |
would like to write my own plays, as long as | have topics, ideas.

You mentioned that Viktor Bodé suggested you to do what you like. What were the
steps that led to setting up the Rescue Ship Unit together with Gabor Fabian?

Together with Gabor, we started the Rescue Ship during the last year of the Sputnik.
Gabor had already had a very successful project, Sociopoly, he got the financial support
through a handful of competitions, then | the same happened in the case of Neworld.
These performances did not match with the profile of Sputnik, so we decided that this
should be the company’s little boat, the so-called Rescue Ship, where we deal specifically
with issues through the means of theatrical education. Sputnik stopped its activity but
Viktor and his partners believed that they could afford to sustain such a little company,
as the outset was successful enough. We worked efficiently during our second year as
well, that's why this year we have applied for subsidies again.

Are your thoughts regarding theatrical education different than those shared by
Gabor Fabian?

Yes, he is more interested in the interactive form, he sees opportunities in the form of the
"theatrical board game”, while | am interested in a more classical genre of theatre. This
is not a problem, on the contrary. There are two aspects regarding this boat, everybody
does what they are good at, what they prefer and love.




Szerinted hogy fér egymds mellett a nevelés didaxisa, a tanitani vagyds és egy
szinhazi eléadds esztétikai hatdsmechanizmusa?

En nagyon nem akarok ,tanitani vagyd” lenni. Nem tudom, hogy te hogy élted meg a
produkcidimat.

Nem lattam éket annak.

En kérdezni szeretnék. Es szerintem 99%-ban olyan kérdéseket teszek fel az
eléaddsaimban, amire én sem tudom a valaszt. Vagy ha tudom, azért kérdezek ra,
mert az egy olyan kérdés, amire nem konny( valaszolni, érdemes Ujra atgondolni a
fiatalokkal is. Es nem véletleniil hivunk felnétteket is az eléadasokra. Azt gondolom, ha
siker(l hitelesen beszélni egy témardl, akkor az minden korosztdly szamara érvényes
kérdéseket tesz fel. Nagyon bizom benne, hogy az eléadasaim nem didaktikusak vagy
tanitd jellegliek. Természetesen pedagdgiai célzatossag van benniik, mar eleve a
témavalasztasban is, de ez még nem jelenti azt, hogy didaktikus az anyag. A lényeg,
hogy miel6tt nekilatsz egy munkanak, elészér magadnak tegyél fel kérdéseket. En
azért csindlok eléadasokat, mert szdmomra is problémat jelentenek azok a témak,
amiket a darabjaimban felvetek.

Szerinted egyetlen el6addsnak lehet pedagdgiai hatdsa a didkokra? Milyen
visszajelzések érkeztek? Az Ujvilag utani foglalkozdasokon mit érzékeltél?

Pedagdgusok mesélték, hogy az eléadas utan, mondjuk hazafelé a villamoson végig
beszédtéma az elbadas, még masnap is szoba kerul. Olyan is volt, hogy az év végi
értékelésnél felmerdlt, mi volt a legjobb program, és az Ujvildgra szavaztak a didkok.

Ez a legnagyobb dicséret.

Igen, de latjuk is a didkokon, hogy tokre figyelnek. Beszippantja 6ket a sztori, és azutan
tényleg beszélgetnek vellink. Sajat gyerekkori tapasztalataim miatt is hiszek ebben
a formaban, hogy egy ilyen egyszeri alkalom is lehet meghatarozé élmény. Nekem
is megvannak azok a hatdsok, mondatok, gesztusok, pici dolgok, amik nagyon fontos
strigulak az életvonalamon — hogy az ujvildgos retorikahoz nyuljak. Amennyiben hat az
eléadds, akkor azt az élményt el is viszik magukkal a nézék és nem felejtik el.

A Mas nem tortént és a Pokolra kell annak menni cimii eléaddsaidban jatszottak
didkok. Ennek kapcsan merlilt fel, hogy ldtod a civilek esztétikai hatdsdat a
szinpadon? A te déntésed volt, vagy inkabb a kériilmények hoztdak igy?

Szerintem a Mds nem térténtben dridsi hiba lett volna szinészekkel eljatszatni a
kamaszokat. Lehet, hogy veszitek azzal, hogy nem profik, de annal tobbet nyerek azzal,
hogy valéban kamaszok &llnak a tornasorban a tesitanart jatszé Orddg Tamas elétt.
Ebben a torténetben arrdél van szo, hogy a tinédzserek bimbdzo nemiségét, kibontakozd
érzéseiket, szerelmeiket tapossa le ez a Flérian tanar ur. Ha kamaszok adjak eld, sokkal




Regardless of this, does the Rescue Ship Unit have a personal brand and name in the
theatrical education?

This is very complicated. We feel an expectation from the outside to define the work of the
Rescue Ship, while |, although | had graduated as a theatre historian, am not interested
in that. We deal with theatrical education and we try to produce powerful programmes.
Kéva also reflect on social problems, similarly to Rescue Ship, so we cannot really speak
about a personal brand. Let's say, | would not like to approach only social issues all my
life, this might also change in the case of Rescue Ship, but currently we deal with this
kind of questions.

How do you think can educational didactics, the aspiration to teach and theatrical
performance come together in the aesthetic mode of action?

| do not really aspire to be a teacher. | do not know how you experienced my
productions.

I did not see them like that.

What | would like to do is ask. And, in my opinion, in 99% of my performances | ask
guestions which | don't know the answer to. Or if | do, | ask that question because it
is a question that you cannot reply so easily to, so it's worth considering with young
people as well. And that is why we also invite grownups to our performances. | think if we
can genuinely talk about a topic, then one can ask any age group any questions. | really
hope that my performances are not didactic or instructive. Of course, they contain some
pedagogic intents, we can see it in the choice of subjects, but it does not mean that it is
a didactic material. What is important is that, before you begin a certain work, you first
need to ask yourself some questions. | set up performances because | also consider that
the topics in my plays are real issues.

Do you think that one single performance can influence the students
pedagogically? What kind of feedback did you get in this matter? What did you
perceive at the activities succeeding Neworld?

Pedagogues tell me that after the performance, going home on the tram, the performance
is still discussed, the next day in school it is still mentioned. There were also cases when,
at the end of the year, the students voted for the best programme in their schools, and
they chose Neworld.

This is the best compliment one could get.

Yes, we can see it on the faces of students, they are very attentive. They are captivated
by the story and then they are truly talking with us. Given my childhood experiences, |
trust this form, | trust that such a simple opportunity can also serve for a determinative
experience. | also have those gestures, influence, little things that are very important




erésebb a drdma. Egyébként nem is volt mds lehetéségem, mert a PanoDrama ugy
kért fel, hogy a sajat didkcsoportjara és az allandd szinészeikre irjak egy darabot. A
Pokolra kell annak menni esetében sem volt kérdés, hogy didkok jatszanak. A téma
a tehetség, az el6adas célkozénsége pedig a kozépiskolas didkok. Azt gondoltam,
nagyobb motivacids erével birhat, ha amatér kortarsaik allnak ki eléjlk. ,Ha 6k el merik
jatszani és mondani, akkor én is fel merem vallalni 6namagamt, a képességeimet, be
merem vallani magamnak, hogy ebben vagy abban jé vagyok”, és nem feltétlentl csak
szinhazi terepen.

Honnan jétt a téma és forma?

Az el6adas témajat Czeizel Endre, tavaly elhunyt orvos-genetikus kutatdsai inspiraltak.
O haromszaz évre visszamendleg végignézte a magyar géniuszsorsokat. Tehat nemcsak
arrél van szd, hogy a jelenlegi kormanyunk vagy az aktudlpolitikai helyzet gancsolja el
a tehetségeket, hanem arrdl, hogy ez egy régi magyar hagyomany, nem kizarélag mai
jelenség.

Mennyire tudtad kiilénvdlasztani egy ilyen folyamatban a rendezéi és a pedagdgusi
szerepet?

A részt vevé didkok mar elmultak tizennyolc évesek. En nem a tanaruk vagyok, hanem a
csoportvezetojik —igy is vagyok kiirva a szinlapra. Ez azért mas, mint a rendezéi pozicid,
de nehéz kilonvalasztani a kettét. Néha magamra is kellett szélnom, hogy 6k didkok
és nem szinészek. Ahogy a bemutatd kozeledett, megvaltoztam, olyan elvardsokat
tdmasztottam vellk szemben, mintha szinészek lennének. Nehéz. Oktdberben indult
a csoport, eleinte erésebb volt bennem a dramapedagodgus, de amint a produkcid lett
a tét, ez megvaltozott.

Magyarorszdgon nem jellemzéek a néi dramairdk, se rendezék. Te hogy éled meg
ezt a helyzetet?

Képzeld, amig fel nem hivtak ra a figyelmemet, eszembe se jutott. Tompa Andrea
szinhazkritikusnak volt egy cikke: Férfiak csindljdk, nék nézik (Magyar Narancs,
2015/38. - G. S.), amiben felsorolt néhany néi rendezét, kdztik engem is. Ma, amikor
a Wedres Sandor Orszagos Gyermekszinjatszé Talalkozon a zslriben ird-rendezoéként
konferaltak fel, eszembe jutott, hogy ez milyen fura lehet azoknak, akik nem ismerik a
munk&imat. iré-rendezé, né... persze. Lassan fogom fel. De igy belegondolva, tényleg
meno.

— — 100 — —



details that define my lifeline — in order to create the rhetoric of this new world. As long
as the performance impresses, viewers will go home enriched and will not forget it.

Nothing Else Happened and He Should Go to Hell were performed by students. How
do you see civil actors influencing the aesthetics of theatre? Was it your decision or
was it rather the circumstance?

From my viewpoint, in Nothing Else Happened it would have been a huge mistake to use
actors in the role of adolescents. Perhaps | am not that successful, given the fact they
are not professionals, but | feel better when | see real adolescents standing in line at the
PE class in front of Tamas Orddg, who is the only professional in the performance. This
story is about how blooming sexuality, unfolded feelings and love of teenagers’ is treated
by professor Fldérian. If this performance is performed by adolescents, the drama of it is
much more powerful. Otherwise, | had no other possibility, as the PanoDrama asked me
to write a play for their own student group and their permanent actors. In the case of He
should go to hell, | was also certain that | wanted to use students. The topic was talent,
and the target public of the performance was high-school students. | thought it would
express a higher degree of motivation if their peers would stand in front of them. "If they
are strong enough to act and speak about it, then | am also ready to admit it to myself,
then | am also ready to be myself, to show that | am good at this or that”, and | mean this
not necessarily just within theatre.

Where did the topic and form come from?

The topic of the performance was influenced by the genetic research of Endre Czeizel,
who died last year. He had analysed the lives of Hungarian geniuses for three hundred
years. Thus it is not only about the fact that our present authorities or the actual political
context inculpate our talents, but also about an issue suggesting that this is an old
Hungarian tradition, it is not limited to a current phenomenon.

How did you know how to separate the staging role from the didactic one in this
process?

The participating students are already older than 18. | am not their teacher but their
group leader — | appear like that on the cast and crews list. This is different than the
position of the organiser yet it is hard to separate the two from each other. | sometimes
had to warn myself that they are students, not actors. As the premiere approached, |
changed, | started having high expectations, as if they were actors. It is difficult. The
group came together in October, at first my drama teacher self was stronger, but as soon
as the production became more important, all this had changed.
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Female playwrights and directors are quite uncommon in Hungary. How do you cope
with this situation?

Justimagine, | did not realise this until they drew my attention to it. Andrea Tompa, a theatre
critic, wrote an article: Men are making it, women are watching it (Férfiak csindljdk, nék
nézik: Magyar Narancs, 2015/38. - G. S.), in which he mentioned several female directors, |
was one of them. When at the Weores Sandor Student Theatre Festival they presented me
as a writer and director, and a jury member, | realised how it could be rather strange to see
me in these positions to those who do not know my work. Writer and director, and a woman...
of course. | am slowly digesting it. But when you think about it that way, it is really cool.
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Varga Aniko
Reméltiik, van a hatunkon ejtoernyo

Interju Boros Kingaval

Boros Kinga dramaturg, szinhazi szakird, a Marosvasarhelyi Miivészeti Egyetem
Szinhaztudomany Szakanak oktatdja. Csikszeredai szinészekkel egyiitt hozta
létre a Terminus cim( kozdsségi szinhazi eseményt, amely a sziilés-sziiletés
témajat jarja koril. Az erdélyi magyar szinhazi kézegben ez az el6adas témaja,
de formanyelve és szinhazi kozelitése miatt is Ujszerl. Ugyanakkor a k6z6sségi
szinhazi alkotasrol valé tapasztalatok nem csak sikeriik, de nehézségeik okan is
izgalmasak. Az eléadas létrehozasanak folyamatardl, kozosségi alkotasrol, és
arrdl a szinhazi kontextusradl beszélgettiink, ami egy ilyen jellegli kezdeményezést
kérbevesz, meghataroz.

Az erdélyi magyar szinhdzban alig par, de a romdnban is kevés k6zdsségi szinhazi
produkcid sziiletik, te ilyen projektbe vdgtdl bele. Bizonyos értelemben szliz terlilet
ez: a felfedezés kalandjairdl szeretném, ha mesélnél.

Nem mondanam, hogy teljesen szlz teriilet, vagy hogy mi lennénk az elsék, akik
ilyesmit csindltunk. Inkdbb nincsen benne még a szinhdzi kdztudatban, annyira nem
gondolkodnak ebben a szinhazi formaban az alkotdk — lehet, hogy igy kell érteni talan
a szlz teruletet.

Miért a szlilés-szliletés és az ehhez kapcsolodé helyzetek foglalkoztattak?

Ez személyes indittatashoél szlletett, Dalnoky Csilla szinésznével maganemberként
talalkoztunk a szilés témajaban, és Csilla ndgatasara vagtunk neki.

Hogy kezdtetek dolgozni a témaval, hogy alakult ki a széveg, hogy indultatok
egyaltalan neki a munkdnak?

El6szor szliléssel foglalkozd darabokat kerestlink, kiderdlt, hogy nincsenek. Sok
drdmaban megjelenik a szllés, de egyik sem ugy mutatja be a jelenséget, hogy a néi
tapasztalatnak hangot tudna adni. Csilla kapacitalt, hogy irjak én egy szoveget, de én
a dramai mifaj hagyomdanyos szabdlyait nem beszélem — olvasni tudom, de irni nem.
Es akkor teljesen spontan médon megirtam, vagy inkabb, ez a passziv forma a pontos,
megirddott néhany jelenet. Kézben elkezdtiik keresni, hogy kikkel dolgoznank. Itt fontos
volt a 20/20 tapasztalata: mennyire termékeny, izgalmas, hogy a részt vevo szinészek
alakitjak a szoveget. Ezt nem Ugy kell elképzelni, hogy a szinész elvégzi a dramaird
dolgat, hanem hogy ebben a tipusu szinhazcsinalasban feloldddnak, egybefolynak
a szerepkorok. A Terminus kapcsdn azt szoktam mondani, hogy inkdbb én irtam és
inkabb 6k jatsszak. De egy kicsit 6k is irtak, meg kicsit én is jatszom. Azt, hogy a szinész
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Aniko Varga
We Thought We Had a Parachute on Our Back

Interview with Boros Kinga

Kinga Boros is a dramaturg and theatre critic, teaching theatre studies at the
University of Art, Targu Mures. She set up a community theatre play, Terminus,
together with actors from Miercurea-Ciuc, that emphasised on the topic of child-
birth and nascence. In the context of the Hungarian theatre culture in Romania, this
topic seems original not only because of the chosen topic but also given its form
of expression and theatrical approach. At the same time, the experience related
to the development of the community theatre becomes exciting not only because
of its success but also because of its hardships. We talked about the process of
creating this performance, about community creations and the theatrical context
which stimulates and determines such an initiative.

There are only few community theatrical productions in the Transylvanian Hungarian
and Romanian context, and you decided to produce such a project. In some respect,
this is a new area: | would like you to speak about the adventure of this discovery.

I would not say it is an entirely new area, or that we are the first to do something like this.
| would rather say that, in the theatrical context, it has not become common knowledge,
creators are not ready to consider all this in a theatrical form — perhaps we should
understand this new area from this point of view.

Why did you become interested in the topic of child-birth and nascence and in all the
other aspects related to it?

It all derives from a personal motivation, | have met Csilla Dalnoki, the actress, as a
friend, and we started debating the topic of birth, because Csilla insisted on it.

How did you start working on the topic, how did you develop the text, how did you set
off your work?

First of all, we began searching for plays approaching the issue of birth then we realised
there were none. The topic of birth is presented in many dramas, but there is none
expressing it as the experience of a woman. Csilla tried to persuade me to write a text
but | do not know the traditional rules of the genre — | can read them but | cannot use
them in my writing. Then, | wrote a few scenes entirely spontaneously, more precisely,
these scenes have written themselves. Meanwhile, we started searching for people to
work with. Gianina Carbunariu's 20/20 experience was very important for us: to see how
productive and exciting it could be for the participating actors to shape the text. This
does not mean that the actor is going to complete the playwright's work; in this type
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meghatdrozza a készUilo el6adds szovegét is, Ugy értem, hogy az egyéniségébdl
meg szinészi habitusabol addddan teszi ezt. Volt olyan jelenettervem, amit hamar
elvetettem, ki se probaltuk igazan, mert lattam, hogy azokkal, akikkel menet kdzben
szévetkeztiink, pont azt nem lehet. Es ezekkel a szinészekkel meg valami egész mas
dolog alakult ki.

Mennyi ideig tartott a prébafolyamat?

liesztéen keveset tudtunk prébdlni. Volt egy bemutatdsi hataridénk, amit a Hargita
Megyei Kulturalis Kozponton keresztiil a megyei tandcstdl kapott tdmogatas szabott
meg. Emellett a szinészeknek, lévén a Csiki Jatékszin alkalmazottai, repertodr-
szinhazi kotelezettségeik voltak, az 6 kotott munkdjukhoz kellett igazodnunk. A
harmadik tényez6t a valasztott tér hozta: a Pet6fi Kavéhazban csak éjszaka lehetett
volna dolgozni. Ezt nem mértem fel jol az elején. Szdmomra a tér egy nagyon fontos
meghatdrozdja lehetett volna ennek az eseménynek, de mivel nem tudtunk benne
dolgozni, szinte irredlis volt a szinészekkel szembeni elvdrdsom, hogy a jelenetvaltasok
mar-mar koreografikusan tisztak, lepontozottak legyenek.

A lehetéséget, hogy ezt szinhdzi intézményen bellilre vigyed, eleve elvetetted?
Igen.

Szervezési és esztétikai okok miatt ldttad ugy, hogy a Terminus nem illik abba a
kontextusba?

Esztétikailag elvileg még bele is férhetne. Az erdélyi kisvarosi szinhazak repertodrja
mifajilag sokszin(, hiszen széles kdzonségréteget kell szolgalnia. De fontos volt
neklink az 6ndllosag. Azt sem tudtam volna garantdlni a minket esetleg befogadd
intézménynek, hogy konkrétan ezt és ezt fogom csindlni, és ennek varhatdan ez lesz
az eredménye: mi kicsit kiugrottunk az ablakon és reméltik, van ejtéerny6 a hatunkon.
Ez nem fér bele egy kisvarosi szinhazi mlkddésbe. De az is hozzatartozik, hogy ezek
a szinhazak konzervativak, konzervativ a varos és a kdzonség is, ami korilveszi 6ket.
Szdéval a téma itt mar 6nmagdban is kockazatos lehet. Voltak olyan terveim, hogy lesz
az el6éadasban egy sziiléagy, és valaki majd fel is fog arra fekldni, hat most képzeld el,
hogy ezt beengeded egy kisvaros kozonségébe, amelyik szép, izléses dolgokhoz van
szokva.

Nem vitted be a szinhdzba, de valamilyen értelemben ugyanez a varos veszi kérbe
ezt azelbaddst is.

Nem vagyok meggy6z6dve, hogy ugyanaz a kozonség jott el a mi eléadasunkra.
Egyébként mddszeresen nem eléadasnak hivtuk, hanem szinhazi eseményként
hirdettlik, hogy ezzel is jelezzliik a néz6knek, nem egy klasszikus értelemben vett
szinhdzi helyzetben lesz részik.

— — 106 — —



of theatre-making roles dissolve and merge together. When talking about Terminus, |
always say that | sort of wrote and they sort of performed it. Yet they also wrote some,
and | also performed some. When | say that the actor is the one who defines the text
of the performance in progress, | mean that they achieve through their personality and
theatrical nature. | planned some scenes, and soon | gave up on them, we did not even
test them, as | saw that we could not accomplish them with those who | cooperated with.
So, with these actors, we carried out something completely different.

How long did the rehearsals last for?

It was a terribly short time. There was a production deadline determined by the County
Council's assistance through the agency of the Harghita County Cultural Centre. Besides,
the actors, as they are the employees of Csiki Theatre, also shared responsibilities in
their repertory theatres, we had to adapt to their schedules. The third determining factor
was the location: we could only work in Café Petéfi during night-time. | did not fully
understand what that means when we started. From my point of view, the place could
have been an essential attribute of these events but, as we could not work in there, my
expectations regarding the actors proved almost unrealistic, for the change of scenes to
be choreographically clear and precise.

Did you dismiss the possibility to present it in a theatrical institution from the very
beginning?

Yes.

Did you consider that the Terminus did not match with the context because of
organisational and aesthetical reasons?

Aesthetically, it could have worked. The theatrical repertoire of a small Transylvanian
town is rather complex as it is meant to satisfy a wide range of audience. However,
independence was very important to us. | could not have assured the affiliated institution
about what | would be doing and what the results might look like: it was as if we jumped
out of the window hoping that there was a parachute on our backs. Yet this could not have
been part of the activity in such a theatre. Moreover, these theatres are conservative, and
the town and community surrounding them are also conservative. So, in this context the
topic itself can be rather risky. | planned to have a maternity bed in the performance, and
have someone to lie on it, now, just imagine that in the community of a small town, where
people are used to seeing beautiful and palatable things.

You didn't take it into the theatre but, from a certain point of view, the town, the context
is the same.

| am not convinced that the same audience comes to our performance. Otherwise,
systematically, we did not name it performance, we promoted it as an event, in order
to let the audience know that they were not going to take part in a classical theatrical
situation.
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Nyilvan ismered a vdrost, kiket szélitott meg az eléaddsotok?
Els6sorban a téma szdlitotta meg azokat, akik eljottek, ahogy ez varhatd is volt.
T6bbségében néket?

Igen.Nem meglepd, a statisztikdk amugy is azt mutatjak, hogy a szinhazi nézok tobbsége
nG. Masrészt szinhdzba tobbnyire tarssal jarnak az emberek. igy kénnyen bejottek
férfiak is az eléadasra. Volt viszont olyan szinészkolléga, férfi, akit tobbszor hivtunk,
nem jott, aztan egyszer véletlenll belépett a kdvéhazba, pont, amikor kezdédott az
esemény, mégsem tudtuk ott tartani, annyira nem akarta megnézni. Ezek beszédes
dolgok.

Miért?

Sok embert taszit a szlilés témdja. Vagy dntudatlanul elzarkdzik: ez engem nem érint,
mondjak. Pedig nézdként altaldban nem aszerint valasztunk eléadast, hogy érdekel-e
a témaja. Nem érdekel a foci, de attol még megnézem a Sdska, siilt krumplit, nem
érdekel a 13. szazadi dan kiralyi csalad élete, mégis megnézziik a Hamletet. Nem a
téma szerint valasztunk altaldban, de a Terminus esetében ez mégis sokakat tartott
tavol.

A téma abbdl a szempontbdl is fontos, hogy a szlilésnek nem igazdn van szinhdzi
reprezentdcidja, erre erésebben reagalhatnak az emberek.

Igen, és érdekes volt megfigyelni, hogy voltak, akik azt mondték: én nem elutasitom
a témat, csak nem érdekel. Aztan, ha jobban belekérdezel, kideril, hogy de, baromira
elutasitja. Arrél van szo, hogy ezzel a témaval szemben van egy Ossztarsadalmi
elhallgatds, ami maga a tabu definicidja.

Kitetted a nyilvdnossdg terébe a sziilés-sziiletés jelenségét, amirél még mindig az
a vélekedés jarja, hogy a nékre tartozik, az 6 dolguk, lathatatlan és maradjon is az,
hogy mi térténik a sziil6szobdban. llyen szempontbdl érdekes a férfiak reakcidja.

Bizonyos értelemben nem volt kilonbség nok és férfiak reakcidja kozt. Nézék voltak,
akik kllonbozéen reagaltak. Voltak, akik mentek az eseménnyel, sirtak, nevettek,
lattad, hogy nyiltak meg ezek a szelepek bennlk, és voltak, akik meg nem, de ott se
szamitott, hogy né vagy férfi az illeté. Néhany férfi azt mondta, nem gondolta, hogy
ez ennyire kemény lesz - értslink alatta barmit, az el6adas tapasztalatat, vagy hogy a
szlilés-szliletés-vilagra jovés ennyi mindent jelent. Volt igazi himsovén reakcio is, olyan
férfi, aki félig komolyan, félig viccesen azt mondta, az a j6 szlilés, ahol az orvos eggyel
tobbet 6lt, hogy majd az apukanak is jo legyen. Az utolso jelenetben egy vajudé not
latunk beérkezni a szllészetre, ahol felveszik az adatait, elékészitik 6t. Itt elvagjuk a
jelenetet és arrainvitaljuk anézéket, hogy kis csoportokban fejezziik be ugy a térténetet,
hogy az egy pozitiv sziiléstérténet legyen. Amikor ez jol mikodik, akkor tok klassz,
meg Birth Café-stilusban zajlik a beszélgetés, nagy a harmadnia, és maximum abban
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You certainly know the town, who were the ones your performance called upon?
Firstly, those who came were interested in the topic, just as we expected.
Women, most of all?

Yes. It is not a surprise; by the way, the statistics show that the great majority of the
public consists of women. On the other hand, people generally go to the theatre together
with a partner. This way men could easily come to see the performance as well. In turn,
we had a male actor colleague who we have often invited, but he never came, then once
he accidentally entered the coffee house exactly when the event was just about to start,
and even them we could not make him stay, that's how much he didn't want to see the
performance. These are telling aspects.

Why?

Many people feel reluctant about the topic of birth. Or they might isolate themselves
unconsciously: this doesn't concern me, they say. Although, as viewers, we don't choose
the performances according to our interest in the topic. | am not interested in football,
but | am going to see Sdska, stilt krumpli, | am not interested in the life of the Dutch royal
family in the 13th century, but | will still see Hamlet. Generally speaking, we do not make
our choice according to the topic, but in the case of Terminus it still kept many people
away.

There is one more perspective which makes the topic important —the child-birth does
not really get much representation in theatre, people might react more powerfully to
it.

Yes, it was interesting to see that there were people who said: | do not reject the topic but
| am not interested in it. Then, if you keep asking, it turns out that they highly reject it. It
is about the fact that, when referring to such a topic, the whole society appears silent,
which is basically the definition of taboo.

You have presented the public the phenomenon of child-birth and nascence, which
is still perceived as a fact strictly related to women, that it is their job to do, and what
they experience in the maternity ward is going to stay unsighted and meant to be like
that. The men’s reaction is interesting from this viewpoint.

From a certain viewpoint, there were no differences between the reactions of men and
women. They were spectators who reacted differently. There were some who could go
with the flow of the event, they cried, laughed, you could see how they opened up, and
there were others who did not, but in that context it did not really matter if they were men
or women. Some men said they would not have thought it was going to be that tough -
we may understand whatever we want from it, the experience of the performance or
the fact that the child-birth or nascence can mean so many things. There were also
some proper male chauvinist reactions, men who declared, half-jokingly, that a good
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kell konszenzust teremteni a résztvevék kozt, hogy bent legyen az apuka vagy sem.
De amikor valaki ugy érzi, helye van kimondania egy ilyen ,egy oltéssel tobb” jellegl
megjegyzést, akkor az is egyértelm(, hogy ezzel szemben nem lesz nagy ellenallas a
csoportban. Ez konkrétan olyan eset volt, ahol a vicces apukak mondtak a poénokat, és
ott Ultek a feleségek, akiket nem tudtam annyira inspiraléan megszélitani, hogy barmit
is mondjanak. Ezek rohadt nagy kudarcok.

Kb6zbsségi eseményként kihivds, hogy bemozditsd a kézénséget, de emellett a
részvételi szinhdz az alkotéktdl is masfajta jelenlétet igényel. Hogy késziiltetek
erre a jaték és a munkafolyamat soran?

A legnagyobb nehézség, hogy a szinészek nem erre vannak kondicionadlva sem az
egyetemen, sem a szinhazakban, ahol dolgoznak. Az egyetemen azt tanuljdk, és a
repertodrszinhazakban is az a feladatuk, hogy beledlljanak a rendezéi elképzeléshbe.
Amivel nem azt mondom, hogy semmiféle kreativ lehetéséglk nincs, de erés keretek
kozt van mozgasterlk. Ehhez képest mi devised mddszerrel dolgoztunk. Kezdetben
csak a téma és a tér volt leszogezve, és a vagy, hogy polifonikusan fogalmazzunk.
Hamar kider(lt szamomra, hogy tgy mdkodik a téma, mint egy prizma, amin keresztil
egy csom¢ tarsadalmi kérdésrél lehet beszélni. A szllés mint néi tapasztalat volt a
kiinduldpont, aztan bejott a képbe a férfi-n6 viszony, a mai tédrsadalom csaladfogalma,
a cigany nék szllészeti helyzete a sziilészeti elldtasban stb. Kevés dolog volt adott, és
azon belll mindent magunknak kellett volna megcsindlni. Ezt a helyzetet igyekeztem
inspirdléva tenni, de azt hiszem, nem értek elég jol hozza, mert nem vagyok teljesen
elégedett az eredménnyel. Nem vagyok dramaird, nem tudtam a kezlikbe adni egy olyan
szbveget, amit otthon elgondolhattak volna a szerepl6 elétérténete felél. Nem vagyok
rendez6 sem, aki a klasszikus értelemben tudja, mi a szinészvezetés, és van egy vizidja,
amihez alkalmazza a jatékot. En ezt mind nem tudtam, és ¢k ezt mind elvartak volna.
En inkabb oda-vissza hatd viszonyt szerettem volna, ami csak kis részben jott létre.

Mennyiben latod ezt a szinhdzi helyzetet dltalanosnak?

Egyértelmien az. Valdszinlileg a szinészek tobbsége nem tud mit kezdeni egy ilyen
helyzettel, nem azért, mert tehetségtelen, hanem mert nem ezt tanulta, soha nem
csinalta. Az se biztos, hogy velem kéne elkezdenie, mivel nekem is csak parilyen jelleg(
tapasztalatom van ezen a téren. A Tandemmel készitett Egy kataldn csalddnak is ezek
voltak a tapasztalatai, ami szintén hasonlé mddszerrel késziilt (ebben dramaturgként
voltam jelen), és azt kell mondanom, hogy ugyanezt a 20/20-ban is er6sen megéltik.
Pedig Gianina Carbunariu vérprofi, rendezni, irni, szinészt vezetni kifogastalanul tud,
de ott is megtapasztaltuk, hogy azok a szinészek, akik egy hagyomanyos készinhazhdl
jonnek, egészen masként reagalnak erre az alkotoi helyzetre. Ott volt 6t bukaresti
szinész, akik mar sokat dolgoztak Gianindval, és flottul beszélték ezt a szinhazi nyelvet,
és Ot vasarhelyi magyar szinész, akik gyakorlatilag életlikben elészor talalkoztak azzal,
hogy nincsen szoveg az elsé préban, de még egy hdnap mulva sem, és volt jelenet,
ami bemutatd el6tt két nappal lett meg. Ett6l totdlis panik volt, mert nem érezték
a megszokott biztonsagot, hogy a rendezo lerendelkezik, és van egy vaz, amire 6k
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child-birth is when the doctor puts just one more stitch in, so the father can have some
enjoyment as well. In the last scene we see a woman in labour arriving to the maternity
centre, they register her and take the preliminary steps. This is the moment when we
interrupt the scene and invite the public to end the story in small groups and turnitinto a
positive experience. When it develops successfully, it is wonderful, the discussion unfolds
in the style of the Birth Café, the harmony is great; the only consensus the participants
have to establish is whether the father is going to be there or not. Whenever someone
feels that it is right to start talking about how to stitch the women up, it is clear that the
group will not oppose to it. This particular instance happened with the funny fathers
telling jokes, while their wives were also being present; | could not inspire the women to
say something as well. For me, these are huge failures.

As a community event, it is a challenge for you to involve the audience, but besides
this participatory theatre also demands another type of presence from the side of
creators. How did you train during the performance and the working process?

The hardest thing is the fact that the actors are not conditioned for any of this: neither
during their faculty time, nor in the theatres where they work. They learn that their
responsibility consists in accepting the ideas of the director. | don't mean that they have
no creative opportunities, but their leeway is determined within powerful frames. We, on
the other hand, have worked with devised methods. Initially, only the topic and the space
were settled, and the desire to formulate it polyphonically. We soon found out that the
topic worked as a prism, through which we could discuss a wide range of social issues.
The starting point was child-birth as a female experience, then we could talk about the
relationship between men and women, the state of families in our society, the situation
of the Roma women'’s child-birth in obstetrics etc. Few things were provided and in that
context we had to deal with everything on our own. | was eager to make this situation
inspiring but | think | have not been very good at it, as | am not really satisfied with the
outcome. | am not a playwright, | could not pass them a text. | am neither a director who
knows, from the classical viewpoint, what managing the actors means, while sharing
their vision, which they connect to the play. | did not know all this, and they expected it
from me. | would have preferred a sort of back and forth affair, which was only partially
achieved.

Do you see this as a universal situation in our theatre?

Definitely. Probably most of the actors do not know what to do about it, and not because
they are not capable of it, but because they did not learn it, they had never done it. Maybe
it is also not the best to start learning it with me as | have only a limited amount of
experience in the matter. We faces similar problems to Tandem'’s A Catalan Family, a
performance that was produced with similar methods (there | took part as a playwright),
and we experienced the same issues in the making of 20/20 as well. Gianina Carbunariu
is a pro, she can direct, write, manage actors exceptionably, but even so, we could see
that the actors who came from traditional theatres react in a totally different way to this
creative situation. There were five actors from Bucharest, who had already worked a lot
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elkezdenek pakolni. Hanem szekvencidk készlltek el, amik lebegtek a leveg6ben.
Nem lattak — persze mi sem —, hogy mindennek mi lesz a kifutdsa. A bizonytalansag
mindenkit kimozdit a komfortzdnajabdl, és driasi felelésséget ro a szinészre is.

Az eléadds egyik jelenetébe mindig a helyi k6z6nségbdl hivsz be embereket,
hogy meséljék el a sajat sziiletéstérténetiiket. Nemcsak a szinészek térténeteit
halljuk, gondolja azt a nézé akdr fiktivnek, akar személyesnek, hanem személyes
vallomdsok is elhangoznak. Ennek milyen hatdsa van?

A meghivott civilek a helyi kozésség kozismert és elismert figurai, akik térténetesen nok,
anyak. Rdm nagy hatdst tett, hogy ezek az emberek, akikkel kordbban nem ismertik
egymast, milyen kozvetlenll, magatdl értetédéen meséltek nekem a legszemélyesebb
élményeikrél. Azt gondolom, hogy ha 6k, a kdzgazdaszok, mesterfodraszok, tanarok
merték vallalni a nyilvanossdg el6tt is, az megerdsitést adhat mindenkinek.

Ez volt a célod a Terminussal?

Azt akartam, hogy beszélni kezdjiink valamirdl, amirél kordbban nem lehetett. Mert,
ahogy mondtad, ez a nék Ugye, legaldbbis ezt gondolja a tarsadalom: elintézik a
szllészeten, tul kell esni rajta, nem beszélink réla otthon sem. Kevés az eset, ahol
a nd a tapasztalatait a sajat férjével vagy a sajat csaladjaval, anyjaval érdemben meg
tudna osztani. De annak is nagyon orilttink, hogy tébben mondtak, szeretnének mas
témaban is latni hasonld szinhazi nyelven megfogalmazott eléadasokat.
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with Gianina, who spoke the same theatrical language, and five Hungarian actors from
Targu Mures, for whom this was a first, that there were no texts at the first rehearsal,
no text a month later, and there was a scene which was completed two days before the
premiere. This created a total chaos as they did not feel safe, that the stage director is
directing, that there is a framework for the acting that they will be doing. Instead, there
were only sequences, and it was all up in the air. They could not see — neither did we -,
what the overall outcome would be. Uncertainty displaces everybody from their comfort
zone, forcing the actor to assume a huge responsibility.

In one of the scenes of Terminus, you always invite local people from the audience
and ask them to tell you their personal birth stories. We not only hear the stories of the
actors, whether those are fictional or true, but also personal confessions. What kind
of influence does it have?

The civilians we invite to tell their stories are acknowledged and notorious representatives
of the local community who are also women and mothers. | was highly affected that
these people, whom | had never met before, could so easily share their most personal
memories with me. | think that if they, the economists, hair stylists, teachers, could
assume it all in front of a public, that could empower everyone else as well.

Was this your purpose with Terminus?

My aim was to start speaking about something which we previously could not talk about.
Because, as you said, this is the job of the women, at least from society's perspective:
they deal with it at the maternity ward, you just get on with it, we do not even speak about
it at home. There are only a handful of cases when women can share their experiences
with their husbands or family. But we were very happy to hear that there were more
and more people who said that they would like to see more performances like this and
produced in a similar theatrical language.
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Kovacs Bea

Kitapostuk kicsit az utat

Interju Kelemen Kingaval

Az Ecsetgyar kortars mivészeti tér, mely nemzetk6zi szinten jegyzett fliggetlen
kulturalis kozpontként miikédik Kolozsvaron. Ennek létrejottét egy kolozsvari
miivészekbdl, kuratorokbol és kulturalis menedzserekb6l allé csoport
kezdeményezte 2009-ben, azzal a céllal, hogy a miivészet révén tarsadalmi
hatast fejtsenek ki. A kulturalis kézpont egy volt ecsetgyarban mikodik: 2000
négyzetméteren kézel 30 mlhely, galéria és képzémiivészet, kortars tanc és
szinhaz terliletén tevékenyked6 kulturdlis szervezet talalhaté. Kelemen Kinga
kulturalis menedzsert, aki a GroundFloor Group Egyesiilet alapito és az Ecsetgyar
igazgatotanacsanak tagja, arrdl kérdeztiik, hogy mi ennek a szervezetnek a
szerepe és torténete, milyen szellemi, szervezeti, anyagi hattérrel rendelkezik.

Milyen céljai voltak a 2009-ben létrejétt Ecsetgydarnak? Valtoztak-e ezek az elmdilt
hét évben?

A 2004-ben alakult GroundFloor Group szamara 2009-ben megérett az id6 arra,
hogy sajat tere legyen. Ekkor tul voltunk mar két eléadason, a sunSET és a Samples
eléaddsokon (ez utébbi az Altart Alapitvannyal koprodukcidéban készilt), és tele
voltunk otletekkel, amelyeknek létrehozasdhoz és megmutatdsahoz elsésorban
helyszinre volt szilkség. Ugyanakkor tisztaban voltunk azzal, hogy nem tudunk egyedl
megtoélteni tartalommal egy szinhazi teret, igy az Ecsetgyar megalakulasaval a tébb
labon allo, tobb szervezet szamara otthont nyujtd fliggetlen szinhazi tér, az ecsetgyari
Studid mdkddését talaltuk ki. Ez egy kdzos projekt, valtozo szereplékkel, de ennek a
konfiguracidnak mi a hét év soran allandé tagjai maradtunk. Ugyanakkor mar az elején
izgalmasnak tlint a képzémUvészek kdzelsége, érdekelt minket a galéridk vilaga, és
oriltink a lehet6ségnek, hogy a kozos helyszin okdn mi is, 6k is Uj, a masik szamara
eddig ismeretlen kézonségréteget tudunk megszolitani. Legaladbbis ez volt a terv.

Mit foglal magdba, mit jelent ma az Ecsetgyar?

Az idei év a szamvetés, és a hozzd kapcsolddd atalakulas éve. Nem titok, hogy
az Ecsetgydrat elég nagy konfliktus razta meg, és helyezte Uj alapokra az utdbbi
hénapokban. Errél a botranyra éhes helyi sajtd is beszamolt, de korllbelil ezen a
szinten meg is rekedt a nagykozénség szamara elérhetd informacio. Szdmunkra, a
gyaron beliliek szdmara a helyzet sokkal komplexebb, és nehéz réla elfogulatlanul
beszélni. Osszefoglalni pontosan emiatt nem szeretném. Tény, hogy két taborra szakad
a gyarban muikodd szervezetek és alkotdok amugy nem homogén témege, és hogy
radikalisan masként gondolkodunk ezekben a ,taborokban” a mlikddést, palyazatokat,
kdzonséggel valo kapcsolattartdst sth. illetéen. Az is tény, hogy hdarom maganszemély
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Bea Kovacs
“We have beaten the path”

Interview with Kinga Kelemen

The Paintbrush Factory is a contemporary art location operating as an independent
cultural centre on an international level in Cluj Napoca. Its coming into existence
was initiated by a group of artists, curators and cultural managers from Cluj, in
2009 aiming at exerting a social influence through the intervention of art. The
cultural centre develops its activity in a former paintbrush factory: within 2000
square meters one can find around 30 studios, galleries and cultural organisations
dealing with visual arts, contemporary dances and theatre. We have interviewed
Kinga Kelemen, the cultural manager, who is the founder of the GroundFloor
Group Association and a member of the board of directors at the Paintbrush
Factory, about the objectives and history of this organisation, and the spiritual,
organisational and material background it is provided with.

What kind of motivation was there in 2009, when the Paintbrush Factory was
founded? Has it changed lately?

2009 was finally the year when the association founded in 2004, GroundFloor Group,
had been provided with its own location. That was the time when we had already had
two performances, the sunSET and Samples (the latter accomplished in partnership
with the Altart Foundation), and we shared a wide range of ideas, therefore we needed
a location in order to set up and present all these. At the same time, it was obvious that
we could not define the theatrical area on our own thus, when the Paintbrush Factory
was founded, it also became the independent theatrical home of more sustained
organisations, the Paintbrush Factory Studio. This is a mutual project, with variable
performers, yet we have remained the permanent members of this configuration for
seven years. In the beginning, we also found the visual arts’ imminence really exciting,
we were interested in the world of galleries, and we enjoyed the opportunity that, while
sharing a mutual new location, we could address a sort of audience which hadn't been
known so far. At least that was what we had planned.

What does it comprise, what does the Paintbrush Factory mean nowadays?

This year is the year of reckoning and related transformations. It is not a secret that the
Paintbrush Factory was shaken by serious conflicts substructuring/dividing it during
the latest months. This scandal was also reported by local media, yet this was the level
where the information got blocked. We, those who were working in the factory, found
the situation more complex, and it is rather difficult to speak about it objectively. This
is the reason why | would not like to resume it. It was clear that the non-homogeneous
group of organisations and producers working in the factory splitinto two campgrounds,
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bejegyezte és kisajatitotta az Ecsetgyar nevét és logojat azért, hogy a tovabbi
hasznalatat altala kitalalt és szamara megfelelé feltételekhez késse. Az Ecsetgyar
Szovetséget ért jogsérelmet birdsagi uton prébaljuk orvosolni, tébb per is zajlik, igy hat
errél tébbet nem all médomban nyilatkozni. Ezek persze szervezési kérdések. Hogy a
kdzonség szamara kinalt tartalom szempontjabdl mit jelent az Uj helyzet, azt még nem
tudjuk, tul kevés idé telt el a szakadas 6ta.

Milyen finanszirozds mentén tud fliggetlen lenni ez a szévetség?

Induldskor az Ecsetgyar programjait maguk a tagok biztositottdk, és mindenki sajat
maga finanszirozta azokat, lévén exkluziv felel6se azok tartalmanak. A szdvetség
azonban id6vel kinétte magat, és tagjaival partnerségben egyre tobb helyi, nemzeti,
illetve nemzetkozi palyazati forrast hivott le, ezek a forrasok allnak a kézds programok
mogott. A kolozsvari Polgdrmesteri Hivatal 2013 o6ta tobb palydzattal egyltt az
Ecsetgydr projektjét kiemelt projektként kezeli, érdemeink elismeréseként, nem
utolsdsorban annak kdszonhetéen, hogy a gyar tagjai az Eurdpa Kulturalis Févarosa
cim megpalydzasanak folyamatdban igen aktiv szerepet vallaltak és vallalnak.
Rendszeresen vannak nyertes AFCN-palydzataink, illetve a megalakulas ota két EEA-
projektet is sikertilt megnyernlink, az egyiket rogton 2009-ben, a masikat pedig 2014-
ben. Ezeket a forrdsokat egészitette ki tobb, az Ecsetgydrhoz kozel allé képzémlvész,
akik munkakat ajanlottak fel a parizsi székhely(i TAJAN aukcidshaz altal szervezett
karitativ drverésre, amelynek bevétele szintén az Ecsetgyarhoz futott be. Ebbol két
kiadas volt eddig. A tagok a sajat projektek megvaldsitdsdhoz a tovabbiakban is sajat
forrasokat hivnak le.

Mit jelent a szellemi fliggetlenség az erdélyi/romaniai palettan?

Ez egy jo kérdés. Szamomra a fliggetlenség egyfajta szellemiség, de hogy ez egyben
szellemi fliggetlenséget is jelent-e, nem tudom.

Melyek azok a jellemzék, hivé szavak, amelyek a részt vevé miivészekre/
csoportosuldsokra érvényesek?

Ha errél mondjuk tavaly ilyenkor gondolkodom, akkor azt mondtam volna: kortérs
mUvészet, élé mivészet, tarsadalmi szerepvallalds, kozosség, fliggetlenség, lendilet,
kihivas, Ujdonsag. Az épp folyamatban levé konfliktus hivta fel a figyelmemet arra,
hogy bar a hivo szavak ugyanazok, vagy hasonldéak, nem ugyanazt értjik mogotte, és
nem ugyanazok a cselekedetek toltik meg tartalommal, s6t néhol homlokegyenest
ellenkezé dolgok torténnek olykor éppenséggel a ,kozGsség” nevében. Es mivel
mindezek megkérddjelezddtek, a valaszom az, hogy nem tudom, jelen pillanatban
vannak-e ilyenek az Ecsetgydr egészére nézve.
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that we considered the pursuit, the competitions, the connection with the audience etc.
in a radically different way within the frames of these "camps”. It was also obvious
that there were three private persons who inscribed and expropriated the Paintbrush
Factory's name and logo in order to connect to its further personal usage, according
to their appropriate criteria. We try to remedy the legal offence the Paintbrush Factory
had undergone, there are more trials in process, thus | cannot reveal more about it.
Of course, these are organisational issues. We cannot tell what a new context would
mean to a certain audience in what content is concerned, we have experienced only a
short time since our division.

What kind of financial resources can make this association independent?

At the very beginning, the Paintbrush Factory's programs were outlined by its members,
and everyone financed those by themselves while being exclusively responsible for
it. The association has gradually developed and implemented more and more local,
national and international projects in cooperation with other members, these are the
sources staying beyond/behind the mutual programs. Starting with 2013, the Town-
Hall from Cluj has supported the projects of the Paintbrush Factory and, last but not
least, our merits have got acknowledged due to the fact that the factory's members
have assumed active roles in the competition to reach the title of European Capital
of Culture. We have more successful National Cultural Fund Administration (AFCN)
projects, and two EEA projects, one in 2009, the other one in 2014. These sources were
completed by more visual artists who felt close to the Paintbrush Factory and had
works sold in charity auction organised by TAJAN in Paris, the income supported the
Paintbrush Factory. There have been two expenditures from it so far. The members are
still approaching their own sources in order to carry out their own projects.

What does the spiritual independence mean within the frames of the Transylvanian/
Romanian palette?

This is a good question. From my viewpoint, independence represents a certain kind of
spirituality however | could not tell if it also expresses an intellectual independence in
one piece.

Which are the prevalent characteristics and terms in the case of participating artists
and teams?

If I had to refer to this period last year, | would say: contemporary arts, live art, social
engagement, community, independence, impetus, vocation, novelty. Yet, the present
conflict has made me pay attention to the fact that, although the outgoing words are
similar, or almost similar, the message and the action can be different, or the audience
may experience some more unpleasant things, for its own sake. And because all this
is questionable, my answer is that | do not know if at the moment we can speak about
specific features related to the Paintbrush Factory.
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Milyen szinten és szempontbdl érezheté a kolozsvari kulturdlis életben az Ecsetgydr
létrejotte és jelenléte? Vdltozott-e a kolozsvari k6zénség az utébbi években?

Az a lendilet, amellyel 2009-ben ,berobbantunk” a kulturdlis és kdzéletbe, szerintem
sok mindenkinek er6t adott és példat mutathatott a tovabbiakban. Nagyon sokan
kerestek meg, arra voltak kivancsiak, hogyan csindltuk, mibél, honnan sth. Es mivel
az egyik leglatvanyosabb és legtobb energiadt és embert megmozgatd grassrooted
kezdeményezés volt akkoriban, sokat irtak rélunk, sokat beszéltek, nemcsak
orszagszerte, hanem nemzetkozi szinten is. Nemcsak a szaklapok, képzémiivészettel,
szinhézzal foglalkozd rétegpublikacidk, hanem pl. a Huffinton Post vagy a The Guardian
is. Ennek is koszénhet6 példaul az, hogy a varoshazan elkezdtek figyelni arra, amit
mondunk. Illetve a sok munkénak, amellyel a gyar tébb tagja segitette (ingyen és
bérmentve) a varoshazat pl. a kulturdlis stratégidjanak elkészitésében, illetve a mar
emlitett kulturélis févaros cim elnyerésére irdnyuld tevékenységek koordinalaséaban.

Egyszer egy Uzletember nyilatkozatdra reagalva Szakacs Istvan igazgatdtandcsi
tag (azéta az Ecsetgydr Szovetség elntke) azt mondta, hogy alig vérja, hogy a
kovetkezd kulturdlis programokat kinald gyar megnyissa kapuit Kolozsvaron. Erre
irdnyuld kezdeményezések voltak, pl. a volt Flacdra gydrban, ahol péar évig eléggé
méltatlan kdrilmények kozott béreltek képzémiivészek muihelyeket, de azéta ezt
a kezdeményezést bekebelezte az ingatlanpiaci igény, és a lebontott gyarépullet
strukturdjat felhasznalva lakdpark épil a helyszinen.

De jelentek meg Uj helyek, eléadd-miivészetek terén példaul a ZUG vagy a Reactor, és
nekik szerintem segitettlink azzal, hogy megmutattuk, meg lehet csinalni, és kitapostuk
egy kicsit az utat.

Visszatérve a kézonségre, azt gondolom, hogy a kolozsvari k6zonség folyamatosan
valtozik. Ez az egyetemi varos jellegébdl adddé természetes fluktuacié miatt van. Es
a minden ésszel érkezd ifju egyetemista réteg mar otthonrdl tudja, hallotta, hogy itt
valami izgalmas zajlik, kivancsi, és eljon. Ez jo.

Az Ecsetgyadr egyik legfontosabb vonala a szinhdzi vonal. Milyen tipusu szinhdzi
alkotok fordulnak meg itt? Beszélhetiink-e tipikusan ,ecsetgydros” szinhdzi
nyelvekrol?

Az Ecsetgyar Studidjaban az eléadd-mivészeti programot jelenleg négy szervezet
biztositja, a GroundFloor Group, a ColectivA, a projektjein keresztll az Ecsetgyar
Szovetség, valamint a Studid egyik dllando bérléje, a Babes—Bolyai Tudomanyegyetem
Szinhaz és Televizid Karanak mesteri képzése.

A GroundFloor Group a sajat el6adasai mellett magyarorszagi, foként tdnceléadasokat
L4t vendégll egy olyan program keretében, amely a sajat nyelvezet mellett leginkabb
a kortars tanc mdfaji keretein beltl lévo diverzitast prébalja felmutatni. Nalunk, azaz
Romanidban nincsenek képzett testek, a tdncos teste 18 éves koraig balettintézeti
keretek kozott alakul, majd megszlnik a hivatalos, intézményes keretek kozotti
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Which is the level and from which viewpoint can one sense the development and
presence of the Paintbrush Factory in the cultural life from Cluj? Has the audience
from Cluj changed lately?

In my opinion, that impetus with which we ,burst into” the cultural and social life in
2009 provided many of us with a lot of strength expressing the further examples. There
were many people who came to me, they were eager to hear details regarding the
way we did it, the resources we used etc. And because it represented one of the most
spectacular and energetic grassrooted initiative during that period of time, they wrote
a lot about us, they spoke a lot about us, not only nationally but also internationally. Not
only the specialised magazines related to visual arts or theatres, but also, for example,
the Huffinton Post or The Guardian. It also occurred like this due to the town-hall's
support, they started paying attention to what we were saying, and to the great amount
of volunteer work carried out by more members of the factory in the elaboration of
cultural strategies related to the town-hall, and in the coordination of activities to win
the European Cultural Capital title.

Once, reacting to a businessman’s statement, Istvan Szakacs, a member of the board
of directors (since then, the president of the Paintbrush Factory Association) said that
he could hardly wait for a next factory providing cultural programs to open its gates
in Cluj. There were some initiatives in this respect, for instance, in the Flacara factory,
where artists had been renting their studios in rather unworthy circumstances for a
few years, but since then this initiative was incorporated by the real estate market
providing a residential place by using the demolished factory’s structure.

However, there are also some new locations in the context of performing arts, for
instance, the ZUG or the Reactor, and we should support them by showing them what
they can do as we have already followed that way.

Returning to the idea of audience, | think that the audience from Cluj is continuously
changing given the natural fluctuation of the university town. Every autumn, when
leaving home, each young student already knows and has already heard that something
exciting is happening here, he is curious and comes. And this is good.

One of the most important lanes traced by the Paintbrush Factory is the theatrical
lane. What kind of theatrical creators happen to be here? Can we speak about
typical “paintbrush factory-like” theatrical languages?

At the moment, the performing arts programs are achieved in the Paintbrush Factory's
Studio by four great organisations, the GroundFloor Group, the ColectivA, one of
the permanent tenants of the Paintbrush Factory's Studio through the agency of its
projects, the master of science training department of the Faculty of Theatre and
Television Babes-Bolyai, Cluj.

Besides its own performances, the GroundFloor Group hosts especially Hungarian
dance performances in the context of a program which tries, besides its own language,
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tovdbbképzés lehet6sége. Mindig felidilés szédmunkra olyan magyarorszagi
vendégeldaddkat fogadni, akiknek szakmai képzettsége és kortars tanctuddsa
lenyligéz6. Ha a sajat eléadasainkrdl kell valamit mondanom, akkor annyi, hogy
interdiszciplinarisak, szinhazi tanc és egyéb multimédia-elemeket hasznalé eléadasok,
nehéz ket besorolni valamilyen mifajba, nem létezé szdvegek alapjan készllnek,
hanem az alkotdi és eldaddi tapasztalatbdl kiindulva.

A ColectivA a Temps D'lImages Fesztival kolozsvari kiaddsanak szervezéje, ahol Miki
Braniste a fesztival igazgatoja és valogatdja, és minden évben mas téma koré szervezi
a meghivott eldadasokat. O sem a hagyomanyos értelemben vett klasszikus szinhazi
vagy tanceléadasok irant érdeklodik.

Az egyetem mesteri programja el6adasainak milyenségébe természetesen nincs
beleszélasunk, az elsésorban az itt dolgozé pedagdgusok feleléssége és az 6
célkitlizéseikhez kapcsolodik.

Az Ecsetgyéar Szovetség dllando szinhazi programja a Linia de Productie nevet viseli,
magyarul Gyarszalagnak fordithatnank, de ez taldn nem hangzik annyira j6l. Ennek
keretében mashol készlilt eléadasokat hivunk meg, ide szoktunk mi, illetve a ColectivA
képviseldi is eléaddsokat ajanlani. Itt arra figyellink, hogy a mieinkhez hasonlé jellegl
eléaddsokat mutassunk meg a kolozsvari kdzonségnek, vagyis az eléadasok témaja
legyen mai, a rendez6i megkdzelités, illetve alkotdsmad kortérs, kollaborativ, hogy
fiatalokhoz szdljon stb. Hogy ez elég-e az ,ecsetgyaras” nyelvezet kialakuldsahoz, nem
tudom, de remélem, annyit elértlink, hogy aki hozzank belép, eléveszi a kivancsi és
nyitott énjét.
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to express the degrees of diversity within the frames of contemporary dance. In our case,
in Romania, there are no trained bodies, until the age of 18 the dancer’s body develops
according to the requirements of the ballet institutions, then the institutional and official
training possibility gradually ceases. It is always a recreation for us to welcome such
Hungarian guest performances in which the professional training and contemporary
dance skills are stunning. If | have to tell something about our own performances, | can
say they are interdisciplinary, they combine elements connected to theatrical dance
and other multimedia aspects, it is hard to integrate them into a certain genre, they rely
on some non-existing texts, starting from creative and performative experience.

ColectivA is the organiser of the Temps D’'lmages Festival from Cluj, where Miki
Braniste is the festival's director and selector/curator, and every year he organises
the guest performances around a certain topic. He isn't interested in the traditional
classical theatrical or dance performances either.

We cannot interfere in the MA program of the university, this is firstly the responsibility
of the professors who carry out their work here and it is connected to their mission and
objectives.

The permanent Paintbrush Factory's theatrical program is named Linia de Productie,
The Production Line, but it might not sound that well. Given this context, we invite
performances which were set up somewhere else, and together with the representatives
of the CollectivA we used to suggest for the place these performances. We aim to
present similar performances to the audience from Cluj, we are eager to express
current topics, while the directorial approach and style should be collaborative and
contemporary and it should focus on young people. | do not know if this is enough in the
formation of the “brush factory-like" language, but | do hope that the one who is going
to enter our world will also put out his curious and open-minded ego.
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Kovacs Bea
»A pansa usor diferite probleme”

Interviu cu Claudiu Lorand Maxim si Leta Popescu

Focus Atelier reprezinta de doi ani o platforma importanta in Cluj, constand intr-o
serie de evenimente cu scop educational, social si cultural, timp de o luna, in luna
martie a fiecarui an. Temele abordate prin ateliere, discutii si reprezentatii (arta si
societate, educatie) reprezinta probleme atat pe plan global, cat si pe plan local,
clujean, respectiv national. Scopul Focus Atelier este facilitarea procesului de
educatie. Toate evenimentele din cadrul Focus Atelier sunt gratuite, organizatorii
asigurand astfel accesul oricarui participant, indiferent de situatia lui sociala sau
financiara. Organizatorii Claudiu Lorand Maxim si Leta Popescu, amandoi regizori
absolventi ai Facultatii de Teatru si Televiziune din Cluj-Napoca, vorbesc despre
intentiile lor cu platforma Focus Atelier, despre educatia si incluziunea sociala prin
arta si despre cum teatrul poate (si ar trebui) sa aiba un rol puternic comunitar.

Care a fost ideea in spatele Focus Atelier 2015, si acesta cum s-a dezvoltat in
2016?

Claudiu Lorand Maxim: Focus Atelier a pornit din dorinta de a crea o platforma de
ateliere si dezbateri atunci cand, la absolvirea facultati,i cu totii ne-am dat seama ca
lipsesc laboratoarele si spatiile de discutii. Ne-am dorit de la inceput sa cream un
cadru in care artisti profesionisti, amatori sau oameni care sunt interesati de o anumita
tema sa se poata strange la un loc si sa se contamineze fiecare cu ideile celuilalt. Asa
am ajuns la Focus Atelier si asa s-a si dezvoltat in primele doua editii. Alegem teme
relevante pentru societatea contemporana si, prin practica si dialog le aprofundam cu
persoane din diferite domenii. in fiecare ani, intre 1 si 31 martie, la Cluj.

Pana la a face Focus Atelier, pot spune ca atelierele la care participasem (cel putin o
parte din ele) mi-au prins mult mai bine decéat parcursul pe care l-am avut in sistemul
de invatamant prezent. Diferenta o face, poate, importanta pe care o dam curiozitatii.
in prezent, in programele de educatie, obiectul cunoasterii e gata ales pentru tine,
ambalat si gata de a-ti fi livrat. Studentii sunt niste cutii ce trebuie umplute cu informatii
pe care trebuie sa fie capabili sa le reproduca. Pe de cealaltd parte, in atelierele
reusite, obiectul cunoasterii este in mod constant declinat de optiunile participantilor.
Participantii cauta raspunsuri la subiectele care ii preseaza atunci. Totodatd, pe langa
partea teoretica, atelierele pun accent pe partea practica. Dar aici se incearca lucruri
si se experimenteaza. Practic, e cunoastere, nu imitatia.
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Bea Kovacs

“Slightly Bandaging Different Problems”

Interview with Claudiu Lorand Maxim and Leta Popescu

For two years, Focus Atelier has represented an important platform in Cluj,
consisting of a series of educational, social and cultural events, for a whole month,
each year, in March. The topics tackled in studios, discussions and performances
(art and society, education) are problematical both globally and locally, in Cluj and
Romania. The goal of the Focus Atelier is to stimulate the educational process. All
the events within the frames of Focus Atelier are free of charge, thus the organisers
provide each participant with safe conditions, regardless of his social or financial
condition. The two organisers, Claudiu Lorand Maxim and Leta Popescu, both stage
directors, who graduated from the Theatre and Television Faculty Cluj-Napoca,
speak about their intentions regarding the Focus Atelier platform concerning
education and the social inclusion through art and about the way theatre can (and
should) have a powerful community role.

Which was the idea beyond Focus Atelier 2015, and how did it develop in 2016?

Claudiu Lorand Maxim: Focus Atelier began its activity aiming at creating a platform
of workshops and debates when, after we graduated, we all realised we missed
laboratories and spaces of discussions. From the very beginning we wanted to create a
context in which the professional or amateur artists, or the people who were interested
in a certain topic, could meet and share mutual ideas. That was the way we set up the
Focus Atelier and that's how it all developed during the first two editions. We choose
topics which are relevant to our contemporary society and, by means of practice and
dialogue, we focus on them with people from different domains. Focus Atelier takes
place every year, between March 1st and March 31st, in Cluj.

Until the foundation of the Focus Atelier, | can tell that the workshops in which |
participated (at least some of them) enriched me more than the process | experienced
in the actual system of education. The difference can be emphasised by the attention
we pay to the idea of curiosity. Currently, in the educational programs, the subject
of knowledge is already chosen for you, packed and ready to be delivered. Students
are some boxes filled with information who have to be able to reproduce it. On the
other hand, in successful workshops, the subject of knowledge is constantly declined
by the participants’ options. The participants are searching for replies to the topics
they are concerned with. Therewith, besides the theoretical aspect, the workshops
also emphasise the practical aspect. But here they try and experiment new things.
Practically, they produce knowledge, they do not imitate.
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Care a fost specificul fiecdrei editii?

Claudiu Lorand Maxim: in 2015, la prima editie, am abordat tema ,dinamica art3-
societate”. Am avut patru ateliere dedicate filmului documentar si jurnalismului
cetatenesc, interventiei artistice in spatiu public, teatrului politic, respectiv teatrului
forum. Fiecare atelier a fost insotit de o dezbatere. Am pornit de la subiecte despre
care doream noi sa aflam mai multe. Majoritatea celor care suntem in Reciproca
suntem artisti pentru care conteaza dimensiunea politica a artei. Am vrut sa vedem ce
fac altii in aceasta zona. Networking-ul este o parte importanta a Focus Atelier si chiar
functioneaza. Sunt participanti care au dezvoltat mai departe proiecte impreuna si chiar
unii care in 2015 au venit la atelier, iar in 2016 s-au alaturat echipei de organizare.

Pentru 2016 am ales ca tema educatia. Am gazduit 5 ateliere orientate in jurul
pedagogiei artistice, a artei comunitare, a analizei produselor artistice si a felului in
care arta este un instrument activ pentru educatie si dinamica sociala. Au avut loc 5
dezbateri cu privire la modul in care modelele pedagogice au o responsabilitate fata
de realitatea sociald, despre felul in care ele pot perpetua un dezechilibru social sau
il pot rezolva. Au avut loc 5 proiectii de film documentar despre revolte si reforme
in sfera educatiei si am deplasat 6 spectacole de teatru relevante acestei teme pe
traseul Cluj, Sibiu, Bucuresti. Totodata, anul acesta am creat o sectiune noud, SCHIMB.
Credem ca putem invata unii de la altii, pe tot parcursul vietii noastre, iar educatia este
o practica liber3, interumana. in aceast sectiune, am avut un open call pentru oameni
care doresc sa fie traineri, sa sustina propriul lor atelier pe o tema aleasa de ei si i-am
ajutat sa le organizeze si sa le sustina.

Cum va alegeti traineri?

Claudiu Lorand Maxim: Atunci cand invit un trainer sa tina un atelier in Focus, i
propun sa vind cu o tema pe care o cerceteaza si de care este framantat acum, in
prezent. Totodata, participantii vin din diferite domenii si un subiect este abordat din
multiple perspective. E bine ca trainerii sa plece invatand ceva din aceasta experienta.
Input-ul vine din toate partile.

Cu ce plan de finantare functioneazd Focus Atelier? Ce optiuni are ca initiativa in
sfera independenta?

Claudiu Lorand Maxim: Focus Atelier ainceputin anul 2015 ca si un proiect grassroots.
In 2015, Focus Atelier s-a desfasurat in principal gratie campaniei de crowdfunding si
facilitatilor pe care le-au oferit o parte din spatiile independente de arta de pe scena
locala.

Editia din 2016 a reunit cam toate spatiile independente de teatru din Cluj-Napoca
alaturi de diverse grupuri si colective auto-organizate. Am extins totodata colaborarea
alaturi de spatii de arta din Sibiu si Bucuresti. Am reusit sa finantdm a doua editie
atat din crowdfunding, cat si datorita fondurilor primite de la AFNC si ICR, precum si
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What is specific for each edition?

Claudiu Lorand Maxim: In 2015, in the first edition, | approached the "art-society
dynamics”. | had four workshops focusing on the documentary film and civil journalism,
on the artistic intervention in the public space, on the political and forum theatre. Each
workshop was completed by a debate. We started from topics we wanted to find out
more about. Most of those who are in Reciproca are artists who take the political
dimension of art into account. We wanted to see what others in this area were doing.
Networking is an important part of Focus Atelier and it even functions. There are
participants who further developed mutual projects and even some who, in 2015, came
to the workshop, and in 2016 joined our organising team.

We have chosen the topic of education for 2016. We hosted 5 workshops focusing
on artistic pedagogy, community art, the analysis of artistic products and the way in
which art is an active instrument in education and social dynamics. We organised 5
debates regarding the way in which the pedagogic models are responsible for social
reality, or in which they can perpetuate a social lack of balance or solve it. There
were 5 documentary film projections regarding the reforms and revolts in the area
of education and we toured 6 theatrical performances which reflected this topic to
Cluj, Sibiu, Bucharest. This year we have also created a new section, EXCHANGE. We
think we can learn from each other all our lives, and education represents a free and
interhuman practice. In this section we launched an open call to those who are eager to
become trainers, to conduct their own workshop on a topic they choose, and we helped
them to organise and support all these.

How do you choose your trainers?

Claudiu Lorand Maxim: When | invite a trainer to conduct a workshop in the Focus, |
suggest him to come with a topic he focuses on and which he is currently concerned
with. The participants also belong to different fields and a subject is approached from
multiple points of view. It's good for the trainers to leave having learnt something from
this experience. The input derives from all sides.

What about the financing plan the Focus Atelier functions with? What kind of options
does it have as an initiative in the independent area?

Claudiu Lorand Maxim: Focus Atelier started in 2015 as a grassroots project. In 2015,
Focus Atelier developed due to the crowdfunding campaign and the facilities provided
by some of the independent art spaces in the local context.

The edition from 2016 reunited almost all independent theatrical locations from
Cluj-Napoca and different groups and self-organised teams. We also extended our
collaboration with art spaces from Sibiu and Bucharest. We could finance the second
edition both from crowdfunding, and due to the funds received from AFNC and ICR,
and through the further collaboration with the partners of the first edition. At the same
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prin continuarea colaborarii cu partenerii primei editii. Totodata, facilitatile primite din
partea spatiilor independente si din partea unor universitati din tara si din strainatate
au fost esentiale realizarii celei de a doua editii. Sprijinul logistic, in natura, este la fel
de important ca si sprijinul financiar. Si faptul cd oamenii se arata dispusi sa il ofere
spune ceva despre relevanta Focus Atelier pe plan local. E imbucurator ca pune multa
lume umarul ca proiectul sa se intample.

Ce fel de programe cuprinde Focus Atelier si ce fel de public au acestea?

Claudiu Lorand Maxim: Mizam pe un public mixt. Nu conteaza background-ul
profesional, conteaza interesul fata de tema abordata intr-un eveniment sau altul. Spre
exemplu cele 5 ateliere de la sectiunea ATELIER se axeaza pe teatru. Poti sa participi la
oricare dintre acestea fie ca esti practician de teatru, te intereseaza dintr-o perspectiva
antropologic3, sociologica, etc.; sau esti foarte curios de ceea ce se intampla. Calitatea
unui grup mixt consta in multitudinea de perspective puse pe masa. Spectacolele
invitate sunt construite folosind metodologii similare cu cele aprofundate in ateliere.
Spectacolele si documentarele sunt deschise oricui in limita locurilor disponibile.
Atat spectacolele cét si filmele sunt urmate de discutii. Dezbaterile sunt publice. Prin
sectiunea SCHIMB am scos in evidenta spatiile alternative din Cluj in care poti invata
si lucra la comun si am facut cunostinta cu oameni dispusi sa-i invete pe altii ceea ce
ei stiu.

Participarea la toate evenimentele Focus este gratuitd. Astfel, situatia financiara nu
este un impediment. Pentru ateliere, inscrierile au loc inainte, iar selectia se face pe
baza unei scrisori de motivatie si a timpului disponibil pentru a participa. Propunem
un proces de educare voluntara, bazat pe curiozitate si pe placerea de a cunoaste o
anumita tema.

Cum aratd scena culturald cu scop comunitar in Cluj si ce rol are Focus Atelier in
ea?

Leta Popescu: Pentru mine, scena culturala de acest tip este in dezvoltare si ma
bucur ca e asa. Sunt cateva asociatii care se ocupa de comunitati, iar subiectul cel
mai aprins la Cluj este problema romilor trimisi din oras spre... Pata Rat, acolo unde
familii intregi cu copii, bunici, nepoti, matusi locuiesc in conditii greu de imaginat. O
parte dintre artistii locali lucreaza cu si pentru comunitatea romilor din Pata Rat. Pot
spune despre proiectul Romedin din care am facut si eu si Lorand parte, un proiect in
care am sustinut ateliere de teatru cu adolescentii romi si care a avut ca rezultat doua
spectacole. Desigur, ele nu functioneaza ca spectacole pentru publicul larg, care sa
aiba reprezentatii programate, ci sunt mai degraba facute pentru comunitate si mai ales
pentru adolescentii implicati. La Reactor se fac iarasi ateliere in proiectul PataCluj si de
curand a avut loc premiera unui spectacol, ,Refugii” care are ca tema locuirea in astfel
de zone. in acelasi timp exista Create.Act.Enjoy care au programe pentru bolnavii din
spitale, stiu ca sunt oameni care merg in aziluri pentru batrani etc. Nu-i stiu pe toti, dar
stiu ca se intampla multe lucruri cultural-comunitare, desigur nu destule. Ce rol a avut
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time, the facilities received from independent spaces or some universities from the
country and abroad were essential in organising the second edition. The logistical
support, in nature, is as important as the financial support. And the fact that people
prove ready to offer something about the significance of Focus Atelier locally. It is good
to see so many people trying to make this project happen.

What kind of programs does Focus Atelier comprise and what kind of public is
there?

Claudiu Lorand Maxim: We count on a mixed public. It is not the professional
background which matters but the interest in the topic approached within the frames
of the event. For instance, the 5 workshops in the ATELIER (workshop) section focuses
on theatre. You can take part in any of these no matter if you are a theatre practitioner
or you are interested in an anthropological or sociological perspective; or you are just
very eager to see what happens. The quality of a mixed group consists in the multitude
of viewpoints in question. The performances, which are invited, are constructed by
using similar methods to the ones approached in workshops. The performances
and documentaries are open to anyone within the limit of places available. Both the
performances and films are completed with discussions. The debates are public.
By means of the EXCHANGE section we emphasised the alternative spaces from
Cluj where you can learn and work in common and | met people willing to also teach
others.

The participation in all these Focus events is free of charge. Thus the financial situation
is not an impediment. In case of workshops, the registration is done beforehand, and
the selection is done on the basis of a motivation letter and the time needed in the
participation. We suggest a process of voluntary education based on curiosity and
pleasure to know a certain topic.

What does the cultural scene provided with community goals look like in Cluj and
which is the role of Focus Atelier in this context?

Leta Popescu: From my perspective, such cultural scene is developing and | am glad
it is like that. There are several associations dealing with communities and the most
intriguing topic in Cluj is suggested by the issue of Roma people being sent from urban
contexts towards... Pata Rat, where you can see large families with their children,
grandparents, grandchildren living in circumstances which one could hardly imagine.
Some of the local artists work with and for the community of Roma people from Pata
Rat. Referring to the Romedin project, in which | also participated together with Lorand,
| can say that it was a project through which we held some theatre workshops with
the Roma adolescents, a project whose outcome was expressed by means of two
performances. Of course, they do not function as performances for the broad public
meant to have scheduled representations, they are rather made for the community and
especially for the adolescents involved. At Reactor there are workshops related to the
PataCluj project and not long ago there was the premiere of a performance, Shelters
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si are Focus Atelier? in primul rand c& sub aceasta umbreld se intalnesc toate aceste
asociatii si proiecte si incercam sa conectam intre noi, tocmai pentru a nu lucra fiecare
in gol. lar anul acesta am avut un atelier numit , Teatrul comunitatilor participative”,
sustinut de Radu Apostol si Mihaela Michailov in care participantii au invatat lucruri
esentiale despre cum se abordeaza un proiect in cadrul unei comunitati.

Care a fost conceptul in alegerea spectacolelor de teatru in cadrul Focus Atelier?

Claudiu Lorand Maxim: Spectacolele au fost deplasate gratie retelei ,TROC-retea
de teatru educativ” pe care am lansat-o anul acesta in Focus Atelier si care a avut
finantare AFCN. Reteaua e menitd sa acopere lipsa repertoriala de spectacole care
au in centru problematici ale copilariei si ale adolescentei contemporane. Am
deplasat la Sibiu si Bucuresti doua spectacole dedicate adolescentilor, ai caror
creatori au pornit de la ateliere cu liceeni din Cluj.

De asemenea, am adus la Cluj spectacole ale echipei Centrului de Teatru
Educational Replika. Spectacolele exploreaza fragmente de istorii personale si
felul in care am experimentat pe pielea noastra sistemul educational. Alte doua
spectacole au fost construite cu copii si adulti deopotriva, sunt jucate de copii si
adulti si se adreseaza deopotriva copiilor si adultilor. Este vorba despre ,Fata de
drepturi”, produs de Replika, spectacol ce porneste de la Conventia Drepturilor
Copilului si spectacolul ,Cand voi fi mare”, produs gratie proiectului Romedin
(proiect de incluziune si dreptate sociald) si realizat in urma atelierelor de teatru
comunitar la care au participat, timp de un an de zile, copii ai familiilor rome evacuate
din Cluj-Napoca, care locuiesc acum in Pata Rat, o zona in imediata apropiere a gropii
de gunoi a municipiului.

IdeeadeaaveaspectacoleinFocus Atelier vine sd completeze ceea ce potisa aprofundezi
in ateliere, sau deschide subiecte pe baza carora organizam apoi dezbateri. Cei de la
Replika au tinut un atelier pe metodologiile si stilul pe care le aplica ei facand teatru
comunitar si teatru cu copii. Ne-am gandit ca este important sa putem avea si cateva
exemple de spectacole pe care le creeaza. Astfel, un participant poate sa aprofundeze
metodele in atelier, dar si sa vada, concret, unde duc toate acestea. Spectacolul ,Cand
voi fi mare” a incheiat activitatea de un an de zile a proiectului Romedin, iar spectacolul
a fost direct conectat cu dezbaterea ,Pedagogie si egalitate sociald”, in care echipa
Romedin a vorbit despre rostul retelei de scoli inclusive pe care a reusit sa o creeze si
despre rostul atelierelor de arta vizuala si teatru comunitar pe care le organizeaza de
peste un an de zile cu membrii comunitatii de la Pata Rat.

Pe scurt, reprezentatiile de spectacol au sens in relatie cu celelalte evenimente din
Focus. Impreuna ar trebui sa creeze mai multe prize de prindere in abordarea temelor.
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concentrated on the inhabiting such areas. At the same time, there is the Create.Act.
Enjoy creating programs for the patients from hospitals, they know there are people
who go to asylums for old people etc. We do not know each of them but we know
that there are many cultural-community facts, evidently not enough of them. What
has been the role of Focus Atelier? Firstly, you can meet all these associations and
projects under this umbrella and we try to establish a mutual connection, just to work
together not alone, each of us. And this year we have had a workshop named Theatre of
participatory communities, conducted by Radu Apostol and Mihaela Michailov where
the participants learned essential details regarding the approach of a project within
the frames of a community.

Which were the criteria in selecting the theatrical performances in the context of
Focus Atelier?

Claudiu Lorand Maxim: The performances travelled due to the “TROC-retea de teatru
educativ” network (an educational theatrical network) launched this year in Focus Atelier,
financed by AFCN. The network is meant to cover the lack of performance repertoire
focused on contemporary childhood and adolescence. We took two performances
addressed to adolescents to Sibiu and Bucharest, whose creators started their projects
with high-school workshops from Clu;.

We also brough to Cluj the performances of the Centre of Educational Theatre Replika
(Centrul de Teatru Educational Replika). The performances explore fragments of personal
histories and the way we have experienced the educational system on our own. There
were two other performances which were carried out both with children and adults, they
are acted by children and adults and address not only children but also adults. It is about
About Rights, produced by Replika, a performance which starts from the Convention on
the Rights of the Child and the second performance, When | Grow Up produced by means
of the Romedin project (a project of inclusion and social justice) accomplished after the
community theatre workshops involving, for a whole year, the children of Roma families
evacuated from Cluj-Napoca, who are living in Pata Rat, an area close to the garbage pit
of the town.

The idea to have performances in Focus Atelier comes to complete something which you
can develop in workshops or opens some subjects stimulating further debates. Those
from Replika held a workshop on the methodology and style they apply while making
a community theatre or theatre with children. We thought it would be important for us
to have several examples of performances created by them. Thus, a participant can
approach the methods in the workshop, but he can also see where all these lead, in a
practical way. When | grow up had completed the one-year-old activity of the Romedin
project and the performance was directly connected to a debate, Pedagogy and social
equality, in which the Romedin team spoke about the purpose of a network of inclusive
schools, which they could create, and about the meaning of visual art and community
theatre workshops organised for more than a year with the community members from
Pata Rat.
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Ce inseamnad teatrul comunitar/participativ in ziua de azi? Cum s-a schimbat si ce
perspective are in viitorul apropiat?

LetaPopescu: Pentrumine, teatrulcomunitarinseamnasate folosestideinstrumentele
teatrale (ateliere, exercitii, scriere, actorie etc.) pentru a dezvolta anumite puncte
dintr-o comunitate sau pentru a pansa usor diferite probleme. Fie ca vorbim de lucrul
cu romi, cu evacuati, cu batrani, cu adolescenti, cu muncitori sau someri, cu artisti, cu
amatori, cu tatici sau cu mamici, scopul cred ca trebuie sa fie in beneficiul comunitatii
si a participantilor directi si nu in cel al profitului. De aceea produsele nu sunt unele de
export, de vanzare. Produsul unui spectacol comunitar sta mai degraba in proces. Dar,
evident, depinde daca vorbim de spectacol pentru o comunitate sau spectacol despre
o comunitate. Dupa cum am mai spus el, se afla in dezvoltare si cu cat ne dam seama
ca acest gen de teatru are valoare si da randament, cu atat va ardta mai bine in viitor.

Ce rol si importanta are/ar avea teatrul comunitar in Cluj? Se poate vorbi deja
despre efectele Focus Atelier?

Leta Popescu: Sigur ca se poate vorbi despre efectele Focus Atelier. Doar ca ele sunt
de mai multe feluri si nu le putem cuantifica. in schimb, pot sa spun c& unul dintre
efecte consta, de exemplu, in faptul ca participantii doresc sa se implice in organizare
ca sa tina proiectul in viata. Sau in feedback-ul lor care e foarte generos de la , Atelierul
X mi-a schimbat viata” pana la ,Trebuie neaparat sa faceti Focus Atelier tot anul”. Mi
se pare imposibil ca intalnirile de acest gen sa nu te schimbe sau sa nu iti aduca ceva
in plus, asa incat efectele Focus Atelier sunt in fiecare participant si se vor vedea atat
la editia din 2017 cat si in anii urmatori. Speram sa generam un bulgare de zapada
in implicarea sociala. Clujul e un teren destul de fertil la capitolul acesta, asa incat
nu lucram in gol. lar efectele le vor simti copii nostri cand vor avea parte de ateliere
gratuite de la 0 la 90 de ani. Sa fie cu noroc!
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Shortly, the performances are provided with a meaning when connected to the other
events from Focus. Together, they should create more pick-up plugs when approaching
the topics.

What does the community/participatory theatre mean nowadays? How did it change
and what kind of perspectives does it express regarding the close future?

Leta Popescu: From my viewpoint, the community theatre means using the theatrical
devices (workshops, exercises, writing, acting etc) in order to develop certain aspects
in a community or to slightly bandage different problems. No matter if we talk about
some work with Roma people, with evacuated or old people, with adolescents, workers
or unemployed people, with artists and amateurs, fathers or mothers, | believe our goals
must be established for the sake of community and direct participants, not for the one
of profits. Therefore the products are not meant for the export, for sale. The product
of a community performance rather consists in a process. But it obviously depends on
the situation, if we refer to a performance for a community or a performance about a
community. As | have already mentioned, it is in process and as soon as we realize that
this kind of theatre is endowed with value and provides a certain degree of output, the
better it is going to look in the future.

What is the role and how important is the community theatre from Cluj? Can we
already speak about the Focus Atelier effects?

Leta Popescu: We can definitely speak about the Focus Atelier effects. But there are
more types of effects and we cannot count them. However | can say that one of the
effects consists, for instance, in the fact that the participants are eager to involve in
the organisation in order to keep the project alive. It consists in their very generous
feedback from “This workshop has changed my life” to “You must organize Focus
Atelier all year”. | do think that such encounters can change you, they can improve you
somehow, thus the Focus Atelier effects are going to be seen in each participant and
they are going to be seen both in the 2017 edition and next years as well. We hope we
shall stimulate a real engine in the social involvement. Cluj is rather productive in this
respect, so we are not working in vain. And its effects will be felt by our children when
they are going to take part in free workshops from O to the age of 90. May it be lucky!
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Jovana Karaulic — Neda Radulovic
Pozoriste sa ljudima

Intervju sa Aleksandrom Jeli¢

Aleksandra Jeli¢ je osnovala Centar za pozorisna istrazivanja — Aps Art' 2004
godine. Od tada, pravila je pozoriSste na najnedostupnijim mestima, otvorila je
vrata zatvora, bolnica, ali i domova, prihvatilista i Skola. Odlucna da pokaze da je
umetnost osnovno ljudsko pravo, a ne privilegija odabranih, Aleksandra je stvarala
predstave zajedno sa decom ometenom u razvoju, Zzrtvama porodi¢nog nasilja,
Romima, obolelima od raka, psihijatrijskim bolesnicima, zatvorenicima i drugim
marginalizovanim grupama, ali i mladima i gradanima koji Zele na ovaj nacin da se
iskazu. Sa Aleksandrom smo razgovarali o njenom bogatom iskustvu, umetnosti
participacije i borbi za pozoriste izvan kutije.

U centar savremenih kulturalnih razmatranja se smesta pojam participacije,
koji stvara uslove za mogucénost aktivnog ukljuéenja zajednice u produkciju i
stvaralastvo koje ostvaruje dalekosezZne pozitivne efekte na drustvo. Koja je moguca
uloga pozorista u tom procesu? Na koji na¢in umetni¢ke prakse mogu doprineti
medusobnoj interkaciji gradana, civilnog drustva i javnih prakti¢nih politika?

U vreme kada je pozorisni ¢in bio ritual postojalo je jedinstvo izvodaca i zajednice, svi
su bili izvodaci — ucesnici, bio je to kolektivni izvodacki ¢in. PozoriSte se vremenom
podelilo, odvojilo, distanciralo, elitizovalo, i fizicki i organski a onda nekim avangardnim
pokretima, pravcimai pojedincima u odredenim pokusajima, segmentima, naletima opet
vracéalo publicii zajednici manje ili viSe uspesno, u potrazi za vezom, strasc¢u, odgovorom,
(inter)akcijom. Dzulijan Bek tvorac Living teatra 1966. kaze: , Teatar za vanredna stanja
je teatar osecanja. Za bezosecajno drustvo, osec¢anja. Za slomljene ljude, sjedinjenje.
Ostvarenje. Ljudi kao jedno, jedno. Teatar ne za ljude, nego sa ljudima.”

Pozoriste stavlja ¢oveka u centar zbivanja! U naSoj verziji pozoriSte prestaje da bude
privilegija glumaca i dramskih umetnika ve¢ pravo i moguénost svakoga. Bavljenje
dramom i pozoristem moze da menja ¢oveka ali i druStvenu zajednicu kojoj pripada jer
pozoriSte ima snagu kao retko koja umetnost. Danasnje pozoriste ba$ i ne koristi ovu
mogucénost, nekako je hladno, okostalo, mrtvo, nezainteresovano. Ono je diglo ruke i od
gledaoca. Pogledajte samo koji procenat i koja stuktura ljudi uopSte posecuje pozoriste.
Ono skoro da nema nikakvu vezu sa zivotom koji vri svuda unaokolo.

1 www.apsart.org

office@apsart.org

https://www.facebook.com/groups/apsart/

https://www.facebook.com/apsartpozoriste

https://www.youtube.com/user/TheApsArt

2 Zivot teatra: odnos umjetnika prema borbi naroda, DAF, Zagreb, 2012/The Life of the Theatre: The Relationship of the Artist to the Struglle of
the People, City Light Books, San Francisko, 1972.
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Jovana Karaulic — Neda Radulovic
Theatre With People

Interview with Aleksandra Jelici

Aleksandra Jelici established the Centre for the Study of the Theatre — Aps Art! in
2004. Ever since, she has been making theatre in the most inaccessible places,
opening the door to penitentiaries, hospitals but even homes, orphanages and
schools. Determined to prove that art is a human right and not the privilege of the
chosen, Aleksandra created theatre plays with children with disabilities, victims
of domestic violence, the Romani, persons suffering from cancer or psychic
diseases, prisoners or other marginalised groups, but also with youngsters and
townsmen who desire to express as such. We spoke with Aleksandra about her rich
experience, the art of participation and the fight for the Out of the box theatre.

There is the issue in the centre of current cultural considerations the participation,
which creates conditions for the opportunity of active involvement of the community
inthe production and creation which reaches the scope of positive effects on society.
Which is the possible role of theatre in this process? In what way may artistic
practice contribute to the interactions amongst citizens, the civil society and public
order?

There was, while theatrical act was viewed as a ritual, the unity of interpreter and
community, everyone was an interpreter — participant, this was the collective act of
interpreters. Meanwhile, theatre divided, detached, distanced, became elite, physically
and organically, and then, by movements, avant-garde characters and directions in
trials, segments, determined impulses, went back to the public and to society, more
or less successfully, in looking for a relationship, passion, answer, (inter)action. Julian
Beck, the creator of the Living teatro concept in 1966 said: “Theatre for emergency is
the sentimental theatre. For the insensitive society, feelings. For the defeated, union.
Fulfilment. People like a unit, unit. Theatre not for the people, but with people.”

Theatre puts men in the centre of action! In our version, theatre stops being the
privilege of actors and dramatic artists, but the right and possibility of each and any
one of us. Preoccupation with theatre and drama may change people but also the social
community they belong to as theatre has the power art rarely has. Nowadays theatre
does not use very often this possibility, it is cold, rigid, dead, disinterested. It waives
the spectators as well. Just look at the percentage and structure of people going to
theatre. Almost not related to the life that bubbles around it.

1 www.apsart.org

office@apsart.org

https://www.facebook.com/groups/apsart/

https://www.facebook.com/apsartpozoriste

https://www.youtube.com/user/TheApsArt

2 The Life of the Theatre: The Relationship of the Artist to the Struggle of the People, City Light Books, San Francisco, 1972.
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Sa druge strane ukljucivanje obi¢nih gradana u stvaralacke pozoriSne procese otvara
nove, uzbudljive mogucnosti kako u socijalnom tako i u estetskom pogledu. Pozorisni
procesi koje ApsArt praktikuje omogucava da pozoriSte dode na najudaljenija mesta,
do ljudi koji nikad nisu ni isli u pozoriSte a kamoli se usudili da ga sami stvaraju. Kad
kazem udaljena ne mislim samo na fizicku distancu, mislim na mesta koja su po svojoj
nevidljiva za ostatak drustva. U njima borave nepoZeljni, neprihvatljivi, odbaceni,
osakaceni, nemoralni. Kada ovakve ljude poducite da koriste pozorisni jezik oni
mogu ispricati neéuvene price. Jo$ ako ih sami izvode, sada osnazeni za nove vestine
scenskog jezika - uzbudenje je dvostruko. Ovakvo pozoriSte neretko stupa i u interakciju
sa publikom, u naporu da istinski prodre u gledaoCevo srce, iznedri iskrenu reakciju,
uvuce ga u akciju i tako produzi efekat pozoriSnog ¢ina.

Zato je ovakvo pozoriste vazno, neophodno? Da bismo razumeli vezu moramo dati
kontekst u kome zivimo. Danasniji ¢ovek je zaronjen u more besmislenog manipulativnog
medijskog sadrzaja koje ga intelektualno i duhovno anestezira, otuduje, pakuje
u odredene ideoloSke matrice, i konacno ga kao idealnog potroSaca, zbunjenog i
oSamucenog, izbacuje na obalu potrosackog raja za idiote. Za svako drustvo idealna
pozicija je da ovakva brodolomna jedinka, po mogucnosti platezno sposobna, Sto
duze ostane na ovim obalama te mirno i pokorno kupuje: sreéu, zdravlje, smisao,
besmrtnost, sve, a umesto njega/nje drzava ¢e donositi odluke, zakone, ratove, mirove.
Rijaliti programi kao i drustvene mreZe u danasnjem drustvu spektakla, provociraju i
stimuliSu najniZze nagone i pojave kao i jednu egzaltiranu subjektivnost. Covek naseg
doba nalazi se u procepu dva jednako loSa izbora: da bude konzument tudih trivija ili ide
putem samopromocije tj. sebeosmisljavanja kroz medijske kanale.

Bavljanje pozoristem je prakti¢no pobuna protiv oba ova izbora. Pozoriste stavlja
pojedinca u kontekst licnog preispitivanja i u kriti¢ki odnos prema drustvenim pojavama
te tako postaje poligon za vezbanje slobode! Dramski proces ¢oveka pokrece iznutra i
stavlja ga u akciju sada i ovde pa omogucava iskustveno uc¢enje kao i pogled na sebe tj
dogadaje - sa strane, a sama predstava pak stvara organsku vezu sa publikom kreirajudi
tako jednu novu stvarnost i moguénost istinskog dijaloga sa zajednicom.

Ovde govorimo najpre o dramskim procesima i pozoristu ali participativnost je pozeljna
i mogucéa i u drugim umetnickim disciplinama. ApsArt je radio i projekte koji su neke
drustvene grupe ukljucivale u likovne ili spisateljske stvaralacke procese sa drugim
sa umetnicima. Na$ evropski projekat “Parol! Umetnost izvan zidova, izvan granica”,
je omogucio bivsim osudenicima da se bave kreativnim pisanjem. Zajedno sa likovnim
umetnicima kreirali su “Zatvor za pocetnike - llustrovani re¢nik zatvorskog slenga“. U
isto vreme smo sa decom iz Zavoda za vaspitanje dece i omladine i PrihvatiliSta Beograd
bavili likovnim i vizuelnim formama (fotografija, maske, ilustracija, strip) i zajedno sa
njima kreirali animirano - dokumentarni film “Nepozeljni/Unwanted”. Mi u ApsArt-u
verujemo i zagovaramo da umetnost i bavljanje umetnoSéu nisu privilegija ve¢ pravo i
mogucnost za svakog ¢oveka.
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On the other hand, the involvement of simple citizens in the theatrical creating process
creates new possibilities, from a social and aesthetic standpoint. The theatrical
processes that ApsArt practices, allow for the theatre to reach faraway places, to those
people who have never been in a theatre, nevermind about creating it themselves. When
| say faraway | do not mean it as physical distance, instead | think about places that seem
invisible for the rest of the society. This is where the unwanted, unaccepted, rejected,
defaced, immoral live. When such people are trained to use theatrical language, they
can tell extraordinary stories. If they interpret such stories themselves, trained with new
stage language skills — the enthusiasm is mutual. Such theatre many time starts with
interacting with the public, with an effort to really get through the heart of the spectator,
to challenge sincere feedback, to get them into the action and therefore, to extend the
effect of the theatrical act.

Why is such theatre important, necessary? In order to understand this relationship,
we need to talk about the context. The people of today are sunk in a large medium of
content, that is without meaning and manipulative, that intellectually and spiritually
anaesthetises, alienates, puts the consumer in a certain ideological matrix and finally
takes them into confusion and dizziness, in a land of consumerist heaven for idiots. For
the society, the ideal position is that this wrecked individual, and with the possibility
to perform payments, to stay as much as possible on such lands and in peace, to buy:
happiness, health, sense, immortality, everything, while the country decides on great
matters such as laws, wars and peace. Reality shows, as well as social networks of
nowadays society of the spectacle, challenge and stimulate instincts and abject
occurrences as well as exulted subjectivity. The people of today are at the junction of
two very bad choices: to be the consumer of other people's triviality or to go to the road
of self-promotion that is of self development through the medial channels.

Working in theatre practically means to revolt against both of those choices. Theatre
puts the individual in the background of personal review and in critical relation with
the social phenomena, therefore reaching a polygon that carries along freedom! The
dramatic process puts men into movement from the inside, activates him here and
now and allows for a learning process by experience that is self-reflective, meaning
that all the occurrences and also the performance itself together make for an organic
connection with the public, creating therefore a new reality and the opportunity for true
dialogue with society.

We speak here primarily about dramatic and theatrical processes but participation is
desired and opportune in other artistic fields as well. ApsArt has implemented other
projects that have been included by some social groups in the processes of visual art
creations or writings — with other artists. Our European project “Upon my word! Art
outside the walls, outside the borders", has was given the opportunity to involve former
convicts in creative writing. Together with visual artists they have created “The prison
for beginners —illustrated dictionary of the prison language”. At the same time, together
with the children from the Institute for Children and Youth Education and the Belgrade
Foster Care Houses we have dealt with various visual genres (photography, masks,
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Ono dobro $to sudoneliinternetidrustvene mreze jeste slobodan pristup informacijama
i stvaranje jednog ogromnog slobodnog prostora za stvaralastvo. U tom smislu svako
ko ima nesto da kaze, ko ume, ko zna, moze svoj rad da objavi, da ga/je vidi i Cuje mnogo
ljudi na svetu. Medutim, mnogi ljudi jo$ uvek nemaju ove mogucnosti, ne znaju nacine,
nemaju pristup. Zatvoreni su u svojim nemogucnostima ili u institucijama. Tu dolaze
umetnici. Umetnicki proces treba da bude traganje. Ako je traganje, onda su ¢ovek i
njegovo iskustvo nezaobilazni na tom istrazivatkom putu umetnika. U povezivanju je
kljué, kao Sto rec¢e Dzulijan Bek: “...za slomljene ljude, sjedinjenje”. Umetnik ima nadin
- obi¢an éovek svoju istinu, iskustvo. Zajedno kreiraju proces, nov odnos, umetnicki
proizvod, uce jedan od drugog, isceljuju se.

Prema teoreti¢aru Karpontjeu, "ukoliko publika ne definise svoje ué¢esée i nema
uticaja na tok izvodenja, tu ne moZemo govoriti o participaciji” i razlikuje tri nivoa
ukljuéivanja: pristup, interakciju i participaciju. Poslednji princip — participacija,
zahteva veéi stepen ustanovljenih demokratskih vrednosti u drustvu. Na koje
probleme ste nailazili u lokalnom kontekstu?

Participacija je pojam koji na semanti¢kom nivou ni blizu ne daje punu sliku znacenja
svih pokrenutih procesa koji se otvaraju prilikom njenog uspostavljanja. Narocito kada
govorimo o pozoristu. ApsArt je ulazio u mnoge institucije zatvorenog, poluotvorenog,
otvorenog tipa. Kada god udete u instituciju bilo kakave organizacione sheme neminovno
nailazite na otpor. Vi ste strano telo u organizmu koje ima uspostavljenu hijerarhiju,
pravila, odnose modi. Bilo da je re¢ o vrticu ili zatvoru, svaka institucija/sistem teZi
odrzavanju statusa quo, dok pozoriSni proces u svojoj biti takvo stanje neumitno
narusava.

U slucaju pozorisnog procesa formira se nekakva mala zajednica, grupa i ona se
ujedinjuje oko zajednickih osec¢anja, ideja, a takvo, okupljanje moze biti krajnje opasno
po svaki poredak. PozoriSte preispituje stvarnost te je samim tim moguce da cée
preispitivatii sistem i uloge u okviru njega - ¢ime zapravo sam temelj svakog ustrojstva
podleze sumniji i kritici. Slobodno, kriticko misljenje ne odgovara ni jednom poretku,
instituciji, organizaciji. Jo$ ako se to misljenje iznosi javno, glasno i na sva zvona kroz
formu pozorisne predstave onda sistem postaje duboko uzneiren. Predstava moze
svojom sadrzinom uznemiriti ostale ¢lanove zajednice/institucije, dovesti ih u stanje
preispitivanja konteksta ¢&iji su deo ili jo$ gore, izac¢i u Siru javnost ukoliko se izvodi
izvan okvira institucije. A da li to ono Sto bilo koja institucija zeli? Vecina, naravno, ne.
Mnogobrojni primeri iz nase dvanaestogodi$nje prakse svedoce ovu pojavu.

Za sve godine rada nailazimo na skoro uvek isti set oCekivanja zaposlenih u nekoj
instituciji. Oni oc¢ekuju i zalaZu se da predstava njihove korisnike angaZzuje, zabavi, umiri,
pokaze javnosti da se tu nesto ipak radi, prikaze zaposlene kao dobroginitelje i sl. Zato
vas na pocetku doc¢ekaju uglavnom otvoreno i prihvatajuce, ali tokom vremena, kako
spoznaju Sta se radi na radionicama (ukoliko povremeno prate i ispituju) se distanciraju
ili otvoreno opstruiraju process rada ili izvodenje predstave. Na primeru iskustva rada
u zatvorima mozemo reci da bi idealna predstava po ukusu zatvorske uprave bila
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illustrations, comic books) and together created an animated documentary film with
the title Unwanted. We, in the ApsArt believe and say that art and the concern with art
are not a privilege but the right and an opportunity of each man.

A good thing that came along with the internet and social networks is the free access
to information and a huge open space for creation. To this end anyone with something
to say, anyone with knowledge can have their work published for many people around
the world to see and hear it. However, many people still lack such opportunities,
have no know-how or no access. They are locked out in institutions or into their own
inopportunity. This is where the artists come in. The artistic process must be the search.
If there is search for it, people and their experiences will inevitably be there, on the path
of artists' research works. The key is in connexion, as Julian Beck said: “... for defeated
people, union.” The artist has means - the everyday person their truth, their experience.
Together they create a process, a new relation, an artistic product, they learn from each
other, they heal each other.

According to the theoretician Carponteaux “in case the public does not define
his participation and has no influence during the performance, then we have no
participation” and he differentiates between three levels of involvement: access,
interaction and participation. The last principle — participation, requires a higher
level of democratic values defined in the society. What sort of problems have you
encountered in the local context?

Participation is a notion which, at the semantic level, does not offer, even by far, a full
image of the significance of the initiated process that opens while it levels off. Especially
whenitcomestotheatre. ApsArt has entered several institutions with closed, semi-open,
and open systems. Every time you enter an institution with any kind of organisational
chart, you will be facing, without exception, resistance. You are a foreign body in an
organism that has already established a hierarchy, rules, reporting relationships. Be it a
kindergarten or a prison, any institution/system tends to keep its status quo, while the
theatrical act itself disturbs such a situation.

In the case of the theatrical process, a small community is formed, a group is united
also around common feelings, ideas, and such a union can be extremely dangerous for
each of the participants. Theatre reconsiders the reality and thus, it is possible that the
system itself and the roles people play within it shall be reconsidered too —which, in fact,
casts a doubt and opens up for criticism the grounds of organisation itself. Free critical
thinking does not suit anyone, not the individual, not the institution, and especially not
the organisation. Especially if that thinking is openly expressed, out loud, and to all
doors under the form of the theatrical play, then the system becomes highly disturbing.
The performance can disturb the other members of the community/institutions, to bring
into question the context they are part of, or worse, to reach a larger public if it is played
outside the institution. Does any institution want this? In fact, most of it does not. Most
of the examples we have encountered in twelve years, proves this phenomenon.
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priredba za Novu godinu koju Cine recitacije, imitacije, pevanje, duhoviti skecevi... da
se svi zabave, da je svima lepo i da posle toga zaposleni mogu da odu svojim kuc¢ama
uvereni da su neSto dobro uradili, a osudenici ostanu tu gde su i da utiske sa prigodne
priredbe vare zajedno sa onim $to su dobili od svojih u novogodiSnjim paketima, svi
zajedno tako maskirajuci svu problematiku i nemoguénosti u koje su duboko zaronjeni.
Naravno da u takvoj predstavi ne sme biti ni reci o problemima sa jedne ili druge strane
reSetaka, a ako samo i pokuSate time da se pozabavite — biéete otvoreno sankcionisani i
opstruirani. Takva predstava/priredba je na kraju samo jo$ jedno sredstvo koje podrzava
jalovost | okoStalost sistema.

Da se vratimo na pitanje pojma participacije s poCetka. Kad se ovakvi dramski
participativni procesi pokrenu ¢ak i oni koji ne u€estvuju direktno na radionicama u
dramskom procesu rada bivaju neminovno uvuceni u celu pricu, oni participiraju svojim
neslaganjem i opstrukcijom ili bilo mkojim drugim stavom i aktom, a toga vest pozorisni
prakticar takode mora biti svestan te ceo set pojava moZe nekako inkorporitati u finalni
proizvod.

NaSa predstava Banja robija iz 2014. nastala kroz radionice sa osudenicima od
njihovih prica, a koju su izvodili glumac i bivsi osudenici, bila je predstava koja je glas
osudenicke populacije iznela na svetlost dana - u zelji, ne da ih amnestira, ve¢ da ukaze
na patologiju kaznenog sistema koji ne ¢ini niSta da se ti ljudi pokrenu i promene kao
i da pokrene javnu debatu i konkretne promene u domenu zakona koji reguliSu prava
i obaveze osudenika. Naravno, posle nekoliko izvodenja bila je zabranjena od strane
Uprave za izvrSenje kriviénih sankcija, pod izgovorm da mi podrZavamo negativne
stavove osudenika i da predstava moZe izazvati pobunu u zatvoru. Nazalost, sistem
nije bio spreman da od strane osudenika bude i sam stavljan u korektivni kontekst, jer
predstava je radila upravo to - preispitivala funkcionisanje sluzbi u zatvoru. Predstava
je pokusala nemoguée — da zameni uloge modéi! Mi smo nastavili da je igramo po
pozoristima, kulturnim centrima. U ovom sluéaju pozoriSna predstava je bila sa jedne
strane katalizator druStvene stvarnosti, pokazavsi pravo lice sistema, a sa druge
sredstvo informisanja za gradane, Siredi istinu o zatvoru koji ti isti gradani finasiraju
kroz poreze.

Jedan konkretan primer iz zatvorailustruje ovu tezu da je praticipacija svecbuhvatnaida
kad pokrenete ovakve dramske procese nema neutralnih. Pripremajuéi predstavu Banja
robija za izvodenje u KPZ za zene u Pozarevcu, bili smo prinudeni i uslovljeni od strane
Uprave za izvrsenje kriviénih sankcija kao i same uprave zatvora da promenimo mnogo
stvari u predstavi. Mi smo (bez njihovog znanja) doneli odluku da originalnu predstavu
ne igramo vec¢ da za tu priliku pripremimo neki neutralni igrokaz od tri scene u kome
nema problema i sve je u redu. Prilikom izvodenja u samom KPZ desio se meta teatar.
Naime sve osudenice, zaposleni, komandirice su nakon naseg prikazanog igrokaza kak
je poceo interaktivni deo sa pubiliko odigrale svoju, prethodno pripremljenu, predstavu
kao reakciju na predstavu koje nije bilo. Svi u¢esnici dogadaja su napali predstavu iako
ono $to su videli nije zahtevalo napad. Njihovi iskazi su bili u suprotnosti sa prikazanim
sadrzajem, ali to nije bilo vazno, jer su one imale pripremljene tekstove i uloge, i one su
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During all these years of work, we have found similarities among all the employees within
an institution. They have expectations and they commit into making the performance to
involve and entertain the public, proving that it is actual work, presenting the employees
as benefactors a.s.o. This is the reason why, in the beginning, they welcome you and
they seem open but, in time, when they start figuring out what the workshops are
about (if they regularly follow and check it) they start distancing themselves or openly
interfering with the working process or the performance itself. From our work experience
in the prisons, we can say that the ideal performance for the penitentiary management
would be the typical show produced for New Year's Eve, that usually consists of recitals,
parodies, singing, sketches ... for all to have fun, for all to feel good, and afterwards, the
employees can go home convinced they did something good and the convicted remain
where they are, digesting their impressions together with what they got in the packages
from home, and, all together, masking the entire problematic and the impossibilities they
face. Of course such a show cannot tackle any issues from outside or inside the prison
bars, and, if you dare joking about it — you will be directly sanctioned and obstructed.
Such a show/festivity is, after all, just another modality that supports the aridity and
rigidity of the system.

Let's go back to the question of participation. When such dramatic processes are
launched, even those who are not directly involved in the dramatic process will happily
get involved in the whole story, they participate despite the disagreement and the
obstruction they encounter, or any other attitude or action, and this should be taken
into account by any theatre maker, and thus, the entire range of phenomena can be
incorporated in the final product.

Our performance with the title Banja robija (Baths of the Prison) in 2014 born through
our workshops with convicted persons and based on their stories, but played by actors
and former convicts, has been the performance brought to light by the voice of the
convicted population - in the hope that we don't forget the pathology of the criminal
system that does nothing for these people to mobilise or to change, but instead we point
it out, as well as start a public debate and entail actual changes of the law regulating the
rights and obligations of the convicted. Of course, after several performances it has been
forbidden by the Direction for enforcing the criminal sanctions, under the pretext that
we support the negative attitudes of the convicted and that the performance can cause
rioting within the prisons. Unfortunately, the system was not ready to face correction
coming from the convicted people, because that was exactly what the performance
did - it re-examined the operating role of the services within prisons. The performance
attempted to achieve the impossible — to replace the reporting relations! We have
continued to judge it [the system] through theatres and cultural establishments. In this
case, the play has been, on one hand, the catalyst of social reality, showing the true face
of the system, and, on the other hand, the means of informing the citizens, disseminating
the truth about penitentiaries that these citizens finance through their taxes.

An actual case from prison illustrates this hypothesis, that the participation is complex
and that, when such dramatic processes are tackled and staged, the participation
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to odigrale po naredenju i u reziji nadredenih. Dakle jedan nepostojeci pozorisni ¢in, tj
njegov odjek generisali su pozori$ni ¢in u novoj realnosti. Participacija je bila potpuna
za sve prisutne.

Ako bismo pokusali da definiSemo ovakvo participativno pozoriste mogli bismo reci da
je to Pozoriste pobune. To je pozoriste koje pretenduje da bude poligon za praktikovanje
slobode kako li¢ne tako i drustvene. Pobuna u liéchom smislu je pobuna protiv starog
¢oveka, Zudnja za boljim ja, dok pobuna u drustvenom smislu oznacava potrebu da se
kriticki posmatra drusStveni kontekst, i ne samo posmatra vec¢ kroz delanje i menja.
Ukljugivanjem odredenih drustvenih grupa i pojedinaca u dramske procese dajemo
mogucnost ljudima, grupama, problemima, idejama da postanu vidljivi i da se ¢uju.
Pozoriste pobune jeste glas, svih onih kojima je on oduzet, koji Zele da se menjaju i da
menjaju. Ovakvo pozoriste mora da nastaje u jednom otvorenom procesu rada gde
ishod nije poznat, dogovoren, nametnut, o¢ekivan! Ovaj proces i predstava kao njegov
rezultat moguci su samo ako se nosioci procesa (grupa/reditelj/dramski praktic¢ar/
terapeut) izbore za slobodu OD repertoarske politike, ideoloSkih matrica, donatorske
agende, politikog pritiska, stilskih trendova, ocekivanja ustanove/zaposlenih, te svu
stvaralacku energiju usmere u slobodu ZA spontanost, istinu, iskrenost, podrsku.
PozoriSte pobune nastaje kada postoji neodlozna potreba da se ispri¢a prica, da se
pruzi ruka zajednici, da se naglasi postojanje, zadobije paznja, pokaze ono drugacije i
to proslavi.

Nemacka teoreti¢arka Erika Fiser Lihte istice kontigentnost (nepredvidivost) kao
vaznu karakteristiku svake izvedbe. Kod participativnog pozorista bez sumnje,
ova osobina najvise dolazi do izrazaja. Kako Vi, kao falcilitatori, anticipirate
nepredvidivost? Da li mozZete da izdvojite neka iskustva nepredvidivosti u toku
izvedbe ili njene pripreme, koja su posebno promenila/obelezila vas pristup radu?

To je divha misao. Nepredvidivost je majka improvizacije. Ako prigrlite rizik i neizvesnost
ne postoji gubitak, oslobodeni od straha tada mozete da skocite visoko i uradite mnogo,
da date najbolje od sebe. U participativnom pozoriSnom procesu postoje najmanje tri
velike nepredvidivosti. Jedna je nepredvidivost samog procesa, druga predstave, atreca
je nepredvidivost samog izvodenja predstave, u odnosu sa publikom. Radeci sa mnogim
grupama naucila sam jednu stvar a to je da facilitator mora biti neko ko je otvoren za
sve opcije, ko ne namecde svoju volju, ko ne dolazi sa spremljenim tekstovima, idejama,
reSenjima, ko nema pretpostavke o tome Sta grupi treba i Sta je dobro za njih, ¢ak ni
gde treba da stignu. Facilitator/ka participativnog dramskog procesa je istrazivac, koji
zajedno sa grupom otkriva. On/ona samo ima sredstva, tehnike, zna forme, pristupe, i
razumevajuci grupu nudi i zajedno sa grupom odlucéuje. Kao i svaki istraziva¢ on/ona ne
zna kakav ¢e biti konacan ishod. Samo ovako otvoren proces moze da menja ucesnike
i da transformiSe realnost.

U pocetku sopstvene prakse trudila sam se sve da pretpostavim, isplaniram, sprovedem,
jer me tako oblikovao Skolski system. Kako je narastalo iskustvo tako se smanjivalo
planiranje i rastao prag tolerancije na nepredvidivost i neizvesnost. Kada govorim nekim
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cannot be neutral. While preparing for the show Banja robija to be staged in the women'’s
penitentiary in Pozarevac, we have been forced and conditioned by its Direction for
enforcing the criminal sanctions, as well as by the management of the penitentiary
to change a large part of the performance. We (without their knowledge) have made
the decision to not play the original performance, instead to prepare a three-act
performance tackling no problems, with all good. During the performance, in the above-
mentioned penitentiary, a sort of meta-theatre happened. That is to say, all convicts,
employees, ordered based on our performance, when the interactive part started, the
public-involving part, have started performing the performance that they previously have
prepared for, as a reaction to the performance we could not stage. All the participants
to the event have attacked the performance, even if what they have seen did not require
an attack. Their lines have been the opposite of the context presented to them, but that
was not important, because they had texts and roles to play, and they have played by
the order and stage direction of their rulers. Therefore, a nonexistent theatrical act that
is the echo of it, has generated a theatrical act in a new reality. The participation was
complete for all those that were present.

If we would to define this type of participatory theatre, we could say it is the theatre
of uprising. It is the theatre claiming to be a shooting ground for practicing personal
freedom, as well as social freedom. The uprising, in the personal sense, is the
insurrection against the old self, the desire for a better self, while the uprising, in the
social sense, illustrates the need of critical analysis of a social context, and it is not only
visible during the performance but is also changing. By including specific social groups
and individuals in the dramatic process, we offer the people, the groups, the problems
and the ideas, the opportunity to become visible and to be heard. The theatre of uprising
is the voice of all the people that have been silenced, the voice of those who want to
change and change things. This type of theatre must openly perform, as the outcome is
unknown, not previously set, dedicated or expected! This process and the performance
that results from it are only possible if those responsible (the group; the director of the
play; the actor; the therapist) win the fight for freedom AGAINST the political repertoire,
the ideological matrix, the agenda of the donor, the political tension, the stylistic trends,
the expectations of institution and employees', as well as all the creative energy aimed
towards spontaneity, truth, honesty and support. The theatre of uprising occurs when
there is an immediate need for the story to be told, for the community to be helped,
for the existence of something to be underlined, for the attention to be drawn, for the
different part to be shown and this is what should be celebrated.

The German theoretician Erika Fischer-Lichte illustrated the unpredictability
as a significant feature of each performance. No doubt, in the case of interactive
theatre this feature sticks out the most. How do you, facilitators, anticipate the
unpredictable? Canyou select certain experiences related to unpredictability during
the performance or the preparation of the same that have completely changed or
marked your approach?
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novim polaznicima nasih obuka koje organizujemo u ApsArt & Paul Murrey edukativnom
centru o tome, oni na pocetku svojih praksi teSko razumeiju, blokirani od straha. Mi smo
drustvo opsednuto kontrolom, procenom, ocenom, rezultatom. U tom i takvom sistemu
odrastamo, Skolujemo se, zapoSljavamo, radimo, zivimo. Jer istina, tako je lakSe.
Otvorenost procesa zahteva vreme, posveéenost, prihvatanje, u¢enje kroz gresku.
Osim otvorenosti procesa kojoj sam se ucila vremenom, jedna od najtezih stvari je bila
biti dZoker® u forum teatru“. Prvih godina prakse teatra potlacenih sam uobicavala da
same ucesnike procesa poducim i najhrabrije uputim u vestine rukovodenja publikom i
osposobim za ulogu dzokera. Mnogi od njih su taj zadatak uspesSno obavljali. Jedan od
najvecihizazova je bio kada sam sebe morala da spremim da budem dzoker po prviputito
pred velikom osudeni¢kom publikom (150 - 250 ljudi). To zaista nije bila obi¢na publika,
imajuci prethodno SestogodiSnje iskustvo rada sa osudenicima znala sam sa kakvim se
sve profilima liénosti, neformalnim strukturama, i mogucim provokacijama mogu da
se susretnem tokom moderiranja dijaloga i intervencija. Na izvodenju predstave Banja
robija u KPZ Sremska Mitrovica bilo je oko 250 osudenika. Nakon odigrane predstave
dijalog i predlozi za intervencije na sceni su iSle odli¢no, osudenici su prepoznali teme,
situacije i jezik kao svoje i uprkos posloviénoj rezervisanosti reagovali burno, pozitivno.
Medutim, iznenadenje stize od nacelnika sluzbe obezbedenja. U jednom trenutku dok je
debata trajala, a ja Setala sa mikrofonom izmedu osudenika, nacelnik mi prisao i Sapnuo
na uvo da imam jos 5 minuta da zavrsim ovaj cirkus. Tih nekoliko sekundi kroz glavu su
mi proSle sve moguce opcije: mogu da se pravim luda, moram da prekinem, da svima
objavim ovo prekidanje, da se pobunim, i sl. Od svih oéekivanih nepredvidivosti ova je
ipak bila neocekivana. Odluka je bila da javno saopStim naredenje sluzbe obezbedenja
i ubrzam sumiranje rezultata.

Seéam se i jednog pozitivhog primera. Tada je u ulozi dZzokera bio osudenik. Forum
predstava éiji si ti Petre,? je okupila po prvi put u jednoj sali izmeSane osudenike,
zaposlene, domace i strane goste BITEF festivala. Mi smo vezbali razne intervencije
i moguca scenarija, ali kako to biva neocekivano se uvek dogodi. Najinteresantnija
intervencija je bila kada je u ulogu vaspitaca u jednoj sceni sa osudenikom usla upravo
vaspitacCica (Sto inace nije praksa u forum teatru, obiéno se menja samo glavni junak)
a ubrzo u ulogu osudenika uSao tadasnji zamenik upravnika Specijalne zatvorske
bolnice u kojoj se sve deSava. To je bila najneobi¢nija scena kojoj sam prisustvovala.
U toj sceni zamenik upravnika u ulozi osudenika zapoceo je dijalog sa vaspita¢icom u
ulozi vaspitacice. Zamenik je kroz improvizaciju posvedocio svu nemogucénost situacije
u kojoj se kao osudenik nalazio. Bilo je to jedno od najlepsih i najznac¢ajnih priznanja i
prihvatanja koja sam videla. Osudenici nisu verovali Sta vide pred svojim oc¢ima.

Zamenik je nakon scene rekao: ,pa ovo je strasno ja niSta ne mogu da promenim, ona
(vaspitacica) mi uopste ne pomaze".

3 DZoker je termin koji je ustanovi brazilski reditelj Augusto Boal tvorac Teatra potlacenih i Forum teatra. DZoker je domacin pozorisnog dogadaja
i neko ko moderira diskusiju i aktivno u¢esce publike u intervenisanju na sceni. Najpre glumci izvedu ceo komad, a onda dzoker poziva publiku da
ude na mesto protagoniste u one scene koje smatra da bi mogao/la drugacije da resi.

4 Forum teatar je invencija brazilskog reditelja Augusta Boala. Forum teatar podrazumeva pozoripnu predstavu koju kreira neka drustveno
potlacena grupa. Moguce je da je izvode glumci po njihovim pricama ili ¢ak i sami pripadnici grupe. Najpre se izvede ceo komad, a onda dZoker
poziva publiku zameni protagonistu u onoj sceni za koju smatra da bi mogao/la drugacije da reaguje i time promeni konacni tragic¢ni ishod pred-
stave.
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This is a nice thought. The unpredictability is the mother of improvisation. If you take
the chance and the uncertainty, you will have nothing to lose; free from any fear, you
can jump higher and do more and give your best. In the participatory process there are
at least three major unpredictability aspects. The unpredictability of the process itself,
the unpredictability of the performance and the unpredictability of the performance
in relation to the public. By working with several groups | have learned one thing;
that is, the facilitator must be an open-for-all-options person, a person that does not
impose their desires, that does not come with prepared lines, with ideas, solutions, and
no hypotheses about what the group needs and what the best for them is, not even
what the outcome should be. The facilitator of the participatory dramatic process is
the explorer, who discovers together with the group. They have only the means, the
techniques, the know-how, the access, and, by understanding the group they, together
with the group, decide. As any explorer they do not know what the outcome would be.
Only a process so open can change the participants and can transform reality.

At the beginning of my own practice, | was striving to totally guess, plan, put into
practice, because that was how the education system had shaped me. The more
experience | gained, the less planning | had and the more tolerant to unpredictability
and uncertainty | became. When | speak to my students, at the classes we organise
at the educational centre ApsArt & Paul Murrey, in the beginning of their practice
they have difficulties in understanding, and they are blocked by their fear. We are the
society obsessed by control, appraisal, marks, and results. This is the system we grow
in, we educate ourselves in, we hire in, we work and we live in. Because, indeed, it is
easier this way. The flexibility of the process requires time, dedication, acceptance,
learning from mistakes. Besides the flexibility of the process | was continuously getting
accustomed to, one of the most difficult things was to be the Joker® in the forum
theatre*. During the first years of experience with the theatre of the less fortunate
ones, | taught participants the process itself and to instruct the bravest of them the
aptitudes of leadership in terms of public and to make them able to play the joker
role. Most of them were successful in their tasks. One of the challenges | faced was
to get ready to be the joker for the first time in front of a large public made of convicts
(150-250 people). This was, indeed, no usual public, but, considering my six years of
previous experience of work with convicts, | knew what kind of personalities, informal
structures and possible challenges | might face during mediating the dialogues and
the intervention. During the performane Banja robija (Baths of the Prison) in the
penitentiary in Sremska Mitrovica, there were around 250 convicts present. When the
performance ended, the dialogues and the interventions on the stage were going really
well, the convicts have acknowledged the topics, the situations and the language as
being theirs and, despite the reserved attitude, they have positively, heartily reacted.
However, the surprise came from the head of department on duty. At a certain point,

3 Joker is the term suggested by the Brazilian director Augusto Boal, the creator of the Forum Theatre. Joker is the host of the theatrical event
and someone that mediates the discussion and the active participation of the public in the intervention on stage. The first time the actors play
the entire show, and, afterwards, the joker asks the public to take the role of the main character in the scenes where the problem could be
solved differently.

4 The forum theatre is the invention of the Brazilian director Augusto Boal. The forum theatre implies the show created by a society under pres-
sure. The actors can interpret their part based on their own stories and even the members of the group can interpret. The first time the actors
play the entire show, and, afterwards, the joker asks the public to take the role of the main character in the scenes where the problem could be
solved differently
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Dakle sve pretpostavke koje moze$ da napravi$ u vezi sa mogucim ishodima u slucaju
interaktivne predstave padaju u vodu jer stvarnost te demantuje u svakoj sekundi, moras
samo biti dovoljno slobodan da skoci$ u nepoznato. Ovakve i mnoge druge situacije nisu
samo oblikovale moj profesionalni pristup ve¢ i licne segmente mog zivota i u tom
smislu ja sam takode uéesnica, sopstvenih teatarskih procesa koja se menja.

Najveéi broj organizacija koje praktikuju participativno i community pozoriste,
finansiraju se iz evropskih fondova za razvoj civilnog drustva. Kako se ovi uslovi
finansiranja odrazavaju na Vas izbor teme, grupe sa kojom saradujete i opstih
okolnosti u kojima delujete? Kako birate teme i probleme koje éete osvetliti i kako
ih realizujete?

Sa donatorima nikad nije lako. Oni kreiraju svoje projektne agende po nekim ideolosko -
socijalno - politickim teku¢im Semama u zavisnosti od toga ko su i $ta im je zapravo cil;.
Jer ispod svih projektnih propozicija i lepih rec¢i o unapredenju i osvescivanju u velikoj
meri se nalaze konkretni ciljevi koji su obi¢no usmereni na menjanje nekih drustvenih
tokova i drzavnih uredenja. U tom smislu moja kalkulacija sa njima je uvek bila samo
matematicki proradun slobode. Najvaznije od svega je da biram teme i grupe prema
svojim sklonostima/strastima i ¢esto se upustam u nesto sasvim nepoznato i kad je
u pitanju grupa i pozorisna forma. Nikada nisam radila sa grupama zato $to u nekom
trenutku veliki broj donatora daje pare upravo za tu populaciju. Kad znam Sta hodu
pokuSavam da nadem ko daje sredstva za nesto sli¢no. Muka nastaje kad mora$ da
pises projektne aplikacije i da te beskonacne traktate praznih floskula formalno vezes
za donatoreve ciljeve. Vazno je da na terenu ima$ slobodu. | obi¢no je imas$, jer vecinu
donatora uopSte i ne zanimaju pravi rezultati i skoro nikada ne dodu na predstave. O
evropskim fondovima necu ni da govorim. Sustina je da dok dodete do procesa rada sa
grupom, do susreta, radosti, uzbudenja, otkrivanja i kreacije, ostavite duSu kod boga
birokratije. | to ne vazi samo za pisanje aplikaciju vec¢ i za neprestano izvestavanje, suludo
vodenje finansija i sl. | tu nevladine organizacije u jednom trenutku padaju u zamku jer
bavedi se tolikom koli¢inom birokratksog posla postaju sve otudenije od sustine svoje
misije i ljudi sa kojima rade, i sve viSe po€inju da li¢e na drzavne institucije koje su
nefunkcionalne | nezainteresovane. Postaju vazne brojke, rezultati, pa opet brojke. U
takvom nametnutom donatorskom sistemu vrednosti, ponovo prestaje da bude vazan
¢ovek! Jer kako donatoru predstaviti ideju nepredvidivosti i slobodnog procesa, kako
izmeriti koliko se ¢ovek promenio, kako ga pratiti izvan konteksta rada, kako i zasto
podici broj u¢esnika kad je optimalno 12. Vidim ogroman besmisao u tome da se ovakvi
otvoreni dramski procesi sistematizuju, evaluiraju i onda paketno implementiraju u
neke nove kontekste. Takva me misao plasi.

Udosadasnjem radu Vase organizacije, primetan je nemalibroj projekata i platformi
koje omoguéavaju samo-reprezentaciju i osvetljavanje problema, veoma razliéitih i
u nasem drustvu Eesto nevidljivih i marginalizovanih grupa. Njihova reprezentacija
u dominantnom diskursu ne postoji, a zakoni ih takodje ¢esto ne prepoznaju (ili
su nedovoljno efikasni u sprovodjenju). Koja su vasa iskustva u borbi za njihovu
reprezentaciju i veéu vidljivost? Koja su ograni¢enja u samo-reprezentaciji
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during the debates, | was walking with the microphone among the convicts, he came
close to me and whispered in my ear that | have 5 minutes to end this circus. During
those seconds | thought of all possible options: to play the fool, to stop, to openly
announce this interruption, to protest. Among all the unpredictability scenarios, this
one was the least expected. The decision was to publicly announce the order of the
security service and to expedite the summary of the results.

| also recall a positive example. At that time the joker role was played by a convict. The
performance entitled Whose Child Are you, Petar? brought together for the first time
in the same room a mix of convicts, employees, external and internal guests, members
of BITEF Festival. We were rehearsing different possible interventions and scenarios,
but, as usual, the most unpredictable happened. The most interesting intervention was
when th educator herself entered into the scene with the convict to take on the role of
(which usually does not happen in the forum theatre; usually only the main character
changes) and soon, the role of the convict was taken on by the deputy manager of
the penitentiary special hospital where the play was staged. It was the most unusual
scene | have ever taken part in. In that scene the deputy manager, playing the role of
the convict has started the discussion with the educator playing the educator role. The
deputy manager, improvising, has stated the impossibility of his situation as convict.
This was one of the most beautiful and meaningful acknowledgements | have seen.
The convicts would not believe their eyes. The deputy manager said, after the scene: “it
is a terrible thing, | cannot change a thing, she [the educator] does not help me at all.”

Thus, all the hypotheses you can think of in relation to possible outcomes in the case
of an interactive show, will fail, because reality will deny you every second, you just
have to be free enough to jump into the unknown. These and many other situations
have not only tailored my professional approach but also personal segments in my life
and, to this end, | am too a participant, in my personal theatrical process, continuously
changing.

The largest number of organisations practicing community and interactive theatre
benefit from financing from EU funds aimed for the development of civil society.
How do these fundraising conditions influence the development of chosen topics,
the group you choose and the general conditions in which you perform? How do you
select the topics and the issues you want to bring out and how do you achieve it?

With donors it is never easy. They create their project agendas based on certain
ideological-social-political schemes depending on who they are and on the actual
purpose. Because behind every sentence in the projects and behind the nice words
about promotion and awareness there are mostly actual purposes, usually targeting
the change of the social tendencies and social planning. To this end my calculation with
them has always been merely a mathematical calculation of freedom. Whatis important
is to choose the topics and the groups depending on my passions and predilections and
| often jump into the unknown when it comes to a group and the theatrical form. | have
never worked with groups because, at a certain point, a large number of donors offer
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marginalizovanih grupa? Da li ovim problemima pristupate sa odredjenim, jasnim
ciljevima (kojim) i koliko su ti ciljevi u proslosti bili ostvareni?

Stava sam da ljudi sami znaju Sta im treba i Sta je najbolje za njih ako se stvori dobra,
podrzavajuéa atmosfera u kojoj prorade li¢ni potencijali i snaga grupe. Mi se neprekidno
nalazimo u formatima u kojima postoji neko ko ima mo¢ i zna Sta vam treba i neko
ko nema moc ko trpi, slusa. Skola, zdravstvena ustanova, socijalna sluzba, posao...
Pozorisni participativni proces rada treba da omogudi istinski dijalog i ukine pozicije
moci. U procesu rada trudim se da prenesem vestine,a da grupa sama donosi klju¢ne
odluke. Verujem da jedino davanjem takve slobode omoguc¢avamo ljudima da nadrastu
svoju trenutnu dimenziju i stanje. Jer ako se postavite kao neko ko je dobroginitelj,
humanitarac, reSavalac problema - zapravo vezujete ruke ljudima tj. ne dozvoljavate im
da sami dodu do reSenja. To je kao kad neke organizacije i fondovi siromasnim zemljama
doniraju novac za projekte koje su oni tamo u svojim udobnim i sredenim zemljama
osmislili, to je po meni novi vid kolonizacije. Isto je | sa drustveno marginalizovanim
grupama. Ako Zelite da budete od koristi nekoj grupi dajte im nacine i sredstva i pustite ih
da porastu. Treba pre svega da prestanemo da ih kategoriSemo i jezicki determinisemo
kao drugacije. Sve viSe je projekata (u Srbiji ne jos$ u toj meri) koji omogucavaju samim
grupama da se samozastupaju i da kroz projekte kreiraju programe koji su njima
potrebni i da sami pozivaju umetnike sa kojima Zele da rade. Po meni to je prava mera
stvari. To je odnos ljubavi, izabrali smo jedni druge.

Rizikujuéi reduktivnost — Vas sveukupan rad, moZzemo okarakterisati kao proces
osnazivanja, podrske idavanjaalatkiza samostalno delovanje drustveno ugroZzenim
grupama. Kako Vi vidite ovaj proces osnaZivanja i kako se on reflektuje na Vas
liéni i profesionalni razvoj? Koji su najvedi izazovi i koja je satisfakcija u radu sa
diskriminisanim grupama i osvetljavanju razlicitih potisnutih drustvenih problema
i fenomena?

Kao $to sam veé napomenula, pozoriste menja ljude, menja kontekste. Ja se neminovno
menjam svakim procesom sa novom grupom, zato Sto u¢im nes$to novo o njima, o sebi,
o procesu. Najvedéi izazovi...

Najveca satisfakcija mi je u susretu razliGitosti, otkrivanju drugacijeg, pa ponovnom
sagledavanju sebe. Takode velika satisfakcija mi je rad sa decom, jer verujem da ovo
Sto radimo predstavlja antipod Skoli, obrazovnom sistemu, kao | tekuéem sistemu
vrednosti a da u detinjstvu postavljamo temelje. Meni je ovakvo pozoriSte omogudilo
raskolovavanje, a raskolovavanje mi je bilo neophodno da bih dosla u kontakt sa sobom
i sa slobodom. Ja verujem da se istinsko obrazovanje i u¢enje deSavaju izvan Skole
| u neformalnim programima. Zbog toga veliki deo trenutnih aktivnosti u ApsArt-u
predstavlja razvoj ApsArt & Paul Murray otvorene pozoriSne edukativne platforme |
obuke koje realizujemo.

Verujem u snagu ovakvog nacina rada, kada pozoriste postaje neodlozna potreba da se
ispri¢a prica, da se pruzi ruka zajednici, da kazes$ da postoji$, zadobije$ paznju, pokazes
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money exactly for such relevant population. When | know what | want, | try to find the
donor offering the means for something similar. The problems occur when you have
to write the project applications and these endless meaningless volumes have to be
formally connected to the purposes of the donors. It is important to have freedom on
your own ground. And, usually, you have, because most of the donors are not interested
in the actual outcome and they almost never come to the performances. As for the
European funds, it is even worse. What is essential is to get to the working process
itself, to the work with the group, to the meeting, the joy, the enthusiasm, the discovery
and creation itself, leave your soul to the God of bureaucracy. And this is not only when it
comes to writing the application, but also when it comes to constant reporting, keeping
book records, etc. This is where NGOs fall into trap, because, as they deal with such a
large quantity of bureaucratic work, they drift away from the essence of their mission
and from the people they work with, and start more and more resembling the state
institutions, dysfunctional and uninterested. The figures, the outcomes and the figures
again are the important ones. In such systems of values imposed by donors, the person
is again unimportant! How can you present the donor the unpredictability and the free
process, how can you calculate the amount of changes the people have gone through,
how can you follow-up these people outside the context of their work, how and why
should you increase the number of participants when the optimum is 12? | think it is
highly absurd that these open dramatic processes are systematised, evaluated and
implemented in other new contexts. These kind of thoughts scare me.

In the activity of your organisation so far, a large number of projects and platforms
allow for the presentation and emphasis of problems of different groups that are,
most of the times, invisible or outcast in our society. The representation of such
groups is non-existent in a dominant speech and the laws also pretty often fail to
recognise them (or such laws are not efficient enough in terms of application). What
is your experience in the fight for representing it and for raising the awareness?
What are the limitations in the self-representation of outcast groups? Do you
approach this type of issues for different purposes (and which are those purposes)
and how much did you achieve in the past?

| am of the opinion that people alone know better what they need and what is best for
them, if proper premises for supporting them in activating the personal potential and
the force of the group are created. We find ourselves permanently in formats where, on
one hand, there is a powerful entity who knows what we need, while on the other hand,
someone with no power, enduring and listening. The school, the health institutions,
the social services, the work places... The participatory work process of the theatre
must ensure the actual dialogue and must forbid the reporting relationships. In the
work process | try to transmit my aptitudes, but the group alone must take the key-
decisions. | think that only be giving this kind of freedom we offer people the possibility
to surpass their current dimension and state. Because, if you step into the shoes of the
benefactor, humanitarian or problem solver — in fact you tie people’'s hands, you do not
allow them to find the solution by themselves. It is like when some organisations and
funds of less developed countries donate the money for projects designed by the ones
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da si drugacdiji i proslavi$ to, da upire$ prstom u nepravdu, vristi$ za slobodom...ljudi
sa kojima ja radim Zzive pozoriste. Za njih pozoriste nije plata, ni obaveza, ni konvencija,
ni protokol, ni bod, ni nagrada, za njih je pozoriste potreba, promena, pitanje smisla, a
neretko pitanje Zivota i smrti. Ja to zivim zajedno sa njima.

— — 148 — —



beyond, sitting in their cosy chairs in the developed countries, which, in my opinion, is a
new form of colonisation. The same it is with the outcast groups’ society. If you want to
be useful to a group, offer the group the means and methods and let it grow. First, we
have to stop to classify and determine. There are more and more projects (not so many
in Serbia yet) offering groups the possibility of self-defence and, through projects, to
create programs they need and only they can choose the artists they want to work
with. In my opinion, this is truly the proper course of action. It is a love relation, because
we choose one another.

Risking reducibility — can we characterise your work as a process of strengthening,
supporting and offering of tools for self-organisation in socially threatened groups.
How do you see this strengthening process and how does it reflect in your personal
and professional development? What are the biggest challenges and what is the
satisfaction when working with discriminated groups for emphasising different
social problems?

As | have already stated, theatre changes people, it changes the contexts. | necessarily
change with every process with the new group, as | learn something new about them,
about myself, about the process. The biggest challenges...

The greatest satisfaction to me is encountering differences, discovering the new,
and then, the introspection. Moreover, my great satisfaction is working with children,
because | think what we do is an antipode of the school, of the educational system, as
well as the system of values and childhood is the place where we set our foundation.
This type of theatre has offered me the re-education, and the re-education is what |
needed to get in contact with myself and with freedom. | am of the opinion that true
education and learning are achieved outside school and in the informal programmes.
This is why, most of the ApsArt activities represent the ApsArt & Paul Murray
development of educational open platforms and classes we teach. | trust the power of
this type of work, when theatre becomes an immediate need for the story to be told, for
the community to get a helping hand, for the existence of something to be underlined,
for the attention to be drawn, for showing them you are different and celebrating it,
for pointing out the injustice... The people | work with, they live the theatre. For them
theatre is not a payroll, nor an obligation, nor a convention, nor a protocol, nor extra
points, nor bonuses, for them theatre is a need, the change, the sense, and quite often
a matter of life and death. | live this together with them.
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Jovana Karauli¢ — Neda Radulovi¢
Pozoriste: prostor za socijalni dijalog

Intervju sa Vojislavom Vojkan Arsi¢

Vojislav Vojkan Arsi¢ je osnivac centra E8, organizacije koji okuplja mlade sa ciljem
edukacije putem pozorista. Sa velikim timom saradnika, Vojkan ve¢ osam godina
nastoji da redefiniSe patrijarhalni model muskosti i patriotizma, promovisuéi kul-
turne obrasce koji favorizuju raznolikost i podrzavaju rodnu ravnopravnost. Voj-
kana smo pitali Sta za njega znaci participacija i saznali viSe o vaznosti edukacije
u umetnosti.

U centar savremenih kulturalnih razmatranja se smesta pojam participacije,
koji stvara uslove za mogucénost aktivhog ukljuc¢enja zajednice u produkciju i
stvaralastvo koje ostvaruje dalekoseZne pozitivne efekte na drustvo. Koja je moguéa
uloga pozorista u tom procesu? Na koji na¢in umetni¢ke prakse mogu doprineti
medusobnoj interkaciji gradana, civilnog drustva i javnih prakti¢nih politika?

Pozoriste je mesto okupljanjai to je osnovni razlog zasto ljudi u njega dolaze. Kao takvo,
pozoriste je sjajno mesto za drustveni dijalog i mobilizaciju gradana oko odredene teme
ili problema. Nase predstave su kao “epicentar zemljotresa” jer su uvek deo nekog
Sireg programaii jer pored samih predstava postoji niz aktivnosti koji zagovara promene
u drustvu u vezi same teme predsave. Sve nase predstave nastaju kroz participativni
proces u kome na ucestvuju glumci koji samim tim procesom postaju ko-autori pred-
stave. Predstava “Muskarcine” nastala je kroz 6-omesecni proces koji ima dva cilja:
edukaciju i ko-autorstvo. Sve izgovoreno u predstavi nastalo je dokumentarnim proce-
som u kom su glumci davali svoja misljenja, stavove i znanja o muskosti, a od kojih je
kasnije napravljena predstava. Eduakcija je vazan deo jer nasi glumci ne govore pred-
hodno napisane replike ve¢ ih razumeju u potpunosti i Zive i van scene. Samim tim, oni
su ambasadori tema kojima se u predstavama bavimo. Predstava ima oblik pozoriSnog
dokumentarca o muskosti ovde i danas, razvijen u okviru projekta “Budi musko” Cen-
tra E8. Novinski ¢asopis NIN, jedan od najcenjenijin domadih nedeljnika, proglasio je
,MUSKARCINE" za jednu od 3 najbolje predstave godine. U predstavi su koriééeni
statisti¢ki podaci dobijeni u istrazivanju ,Mladi¢i i maskulinitet" sprovedenom u okviru
projekta ,Budi musko", iskustva trenera u ovom projektu i materijali nastali kroz proces
radionica zasnovanih na tehnikama upotrebe drame u edukaciji i metodoloskim igrama
osmisljenim da podstaknu kolektivno autorstvo.

U centru nasih predstava su izvodadi, igra i poruka, a cilj nam je da takve predstave
prikazemo Sto vecem broju gledalaca/teljki, pri ¢emu se trudimo da im obezbedimo pro-
fesionalnu logistiku i infrastrukturu za “zdrav i dug” Zivot, mnogo igranja i mainstream
proprac¢enost u medijima. Bavimo se socijalno relevantnim temama, verujuéi u ljudska
prava, slobode, ravnopravnost, multikulturalnost i pozitivne promene u drustvu. Izbe-

gavamo fikciju i linearni narativ, verujuéi da je pozoriste prostor za otvaranje dijaloga i
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Jovana Karauli¢ — Neda Radulovié
Theatre With People

Interview with Vojislav Vojkan Arsi¢

Vojislav Vojkan Arsi¢ is the founder of E8 Centre, an organisation which gathers
youngsters in order to educate them through the agency of theatre. With a high
number of collaborators, Vojkan has already been searching for eight years to
redefine the patriarchal model of masculinity and of patriotism, promoting the cul-
tural models which favour diversity and support gender equality. | asked Vojkan
what participation meant to him and | also found out some things about artistic
education.

Current cultural views say that participation means creating the opportunity for a
community to get actively involved in a producing and creating a performance, that
will then have positive effects on society. Which is the role of theatre in this process?
How may artistic practices contribute to the interaction among citizens, civil society
and practical public order?

Theatre is a meeting place and this is the main reason why people go there. Therefore,
theatre is an excellent place for social dialogue and it mobilises citizens on a set is-
sue or topic. Our performances are like an "earthquake epicentre” as they are always
part of an ample programme and because there is, besides the performance itself, a
series of activities pleading for the changes within society as related to the topic itself
of the performance. All our performances are created through a participative process
where actors, by the process itself, become co-authors of the performance. The per-
formance Macho Men was created through a process which lasted for six months, and
that had two purposes: education and participation in the capacity of co-author. All the
text in the performance was created through a documentation process where actors
expressed their opinions, beliefs, and knowledge on the macho men, and then they
composed the performance. Education is an important part as our actors do not utter
text that had been created beforehand but sentences that they perfectly understand
and that they themselves experienced outside the stage. Therefore, they are ambas-
sadors we deal with in our performances. The performance has the form of theatrical
documentary on manhood here and today, developed within the Be a Man project of the
E8 centre. NIN magazine, one of the most appreciated weekly magazines in the coun-
try, declared the performance Macho Men one of the best three performances of the
year. The performance uses statistical data obtained in the Youngsters and Masculin-
ity research performed within the Be a Man project, the experiences of the trainers in
the project and the materials obtained through the workshop based on the techniques
of Drama in Education and the methodological games thought in order to encourage
collective creativity.

— — 151 — —



da se njegova politiénost ne bazira na tematizaciji, ve¢ na modusima reprezentacije.

Milena Bogavac i ja pravimo profesionalne pozorisne produkcije, nastale metodama pri-
menjenog pozorista, pa je osnovna definicija naseg rada povlacenje jednakosti izmedu
procesa i produkta.

PROCES = PRODUKT
ESTETIKA = ETIKA
LICNO = POLITICKO
POZORISTE = AKTIVIZAM

Prema teoreti¢aru Karpontjeu, "ukoliko publika ne definise svoje u¢escée i nema
uticaja na tok izvodenja, tu ne moZemo govoriti o participaciji” i razlikuje tri nivoa
ukljuéivanja: pristup, inerakciju i participaciju. Poslednji princip- participacija,
zahteva veéi stepen ustanovljenih demokratskih vrednosti u drustvu. Na koje prob-
leme ste nailazili u lokalnom kontekstu?

U nadim predstavama publika nema aktivhu ulogu po Karpontjevoj definiciji, ali
teme i nacin na koji komuniciramo teme publiku apsolutno stavljaju u aktivnu ulogu
razmiéljanja i neretko preuzimanja odredene akcije. Cesto do nas dolaze informacije
o tome koliko su predstave koje radimo imale uticaj na gledaoce i koliko su motivisani
i inspirisani predstavama napravili promene u svojim zivotima. Predstava “Nemacka”
je mozda najbliza stavljanju publike u aktivnu ulogu. Predstava Nemacka namenjena
je onima koji razmisljaju o odlasku ,u azil" ali i onima koji ne razumeju zbog ¢ega se
veliki broj porodica odlu¢uje na taj korak, te strahuju da bi zbog velikog broja ,laznih
azilanata" Republika Srbija mogla da bude skinuta sa bele Sengenske liste. Zbog svoje
edukativne prirode, ali i ¢injenice da diskriminacija Roma u drustvu, pocinje u prosvet-
nom sistemu, predstava se igra u prostoru Skole. Njenu publiku ¢ine ucenici i u¢enice
razlic¢itih uzrasta, zainteresovani da steknu teorijska i prakti¢na znanja o integraciji, dis-
kriminaciji i migracijama romske populacije. Predstava je “side specific”, publika se deli
u tri grupe i u prvom delu svaka grupa gleda razli¢itu predstavu, a kasnije se spajaju i
zajedno prate zavrSetak. Tokom predstave, ¢esto publika odgovara na pitanja ili neke
od izazova koje glumci postavljaju. Predstava je realizovana u okviru projekta Anti-
diskriminacione kampanja usmerenog ka mladim Romima, Romkinjama i ne-romskoj
populaciji na Jugu Srhije.

Nemacka teoretic¢arka Erika Fiser Lihte isti¢e kontigentnost (nepredvidivost) kao
vaznu karakteristiku svake izvedbe. Kod participativhog pozorista bez sumnje, ova
osobina najvise dolazi do izraZaja. Kako Vi, kao falcilitatori, anticipirate nepredvidi-
vost? Da li moZete da izdvojite neka iskustva nepredvidivosti u toku izvedbe ili njene
pripreme, koja su posebno promenila/obelezila vas pristup radu?

Nepredvidivost u nasSim predstavama je na neki nacin rezirana. Nema te vrste nepre-
dvidivosti koja moze dovesti do improvizacije i promene izgleda predstave. Ono Sto je
meni vazno u reziranju predstava jeste postavljanje pravila i okvira u kojima glumci

— — 152 — —



Our performances include: the interpreters, the games and the message, and the pur-
pose is for a performance of such kind to be presented to a large number of spectators,
where we are trying to offer a professional logistics and infrastructure for a “long and
healthy" life, many games and the mainstream topics discussed in the mass media.
We deal with socially relevant issues, such as human rights, freedom, equality, multi-
culturalism and positive changes in the society. We are aware of the role of fiction and
linear narration, because we believe that theatre is a space for beginning dialogues
and that its policy is not based on the establishment of topics, but on the modes of
representation.

Milena Bogavac and myself make professional theatrical productions, created using
methods of applied theatre, therefore, the basic definition of our work is the sign of
equality between process and product.

PROCESS = PRODUCT
AESTHETICS = ETHICS
PERSONAL = POLITICAL
THEATRE = ACTIVISM

According to the theoretician Carponteaux, “in case the public does not define its
participation and has no influence during the performance, then, we cannot talk
about participation” and he differentiates three levels of involvement: access, in-
teraction and participation. The last principle — participation, needs a higher step of
democratic values defined within the company. What sort of issues have you met in
the local context?

The public has no active role in our performances in the sense that Carponteaux's
definition mentions it, but the topics and the method we communicate these topics
with to the public put the spectator absolutely in the active role of thinking and make
them take over often certain actions. Very often, we get information on the fact that our
performances influenced the spectators and that they became motivated and inspired
to make certain changes in their lives. The performance Germany may be the best
example of the reinstatement of the public in an active role. This performance was
dedicated to those who considered leaving to seek “asylum” but also for those who do
not understand why a high number of families decide to do that, and they are afraid
that due to the great number of “fake applicants for asylum”, the Republic of Serbia
may be erased from the Schengen list. Due to its educative nature, but also due to the
fact that discrimination of the Roma people in the society starts on at the levels of edu-
cation, we played the performance in schools. The public consists of pupils of different
generations, interested to obtain theoretical and practical knowledge on integration,
discrimination and migration of the Roma. The performance is “site specific”, the public
is divided in three groups, and in the first part, each and every group sees a different
performance, then afterwards gets together and together watches the end of the per-
formance. During the performance, the public often answers to questions or responds
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igraju. Mene ne zanima reziranje detalja, mene zanima pozoriste u kom postoje jasna
pravila igra u kojima glumci igraju. Primer je predstava “Zudnja” u kojoj je glumcima
dozvoljena da odredene glasovne radnje rade svaku put u skladu sa svojom trenutnim
osecanjima i povezanosti sa tekstom, pa sa tim u vezi, ta predstava moze svaki put
izledati drugacine, ali ne neprepoznatljivo.

Najveéi broj organizacija koje praktikuju participativho i community pozoriste, fin-
ansiraju se iz evropskih fondova za razvoj civilnog drustva. Kako se ovi uslovi finan-
siranja odrazavaju na Vas izbor teme, grupe sa kojom saradujete i opstih okolnosti
u kojima delujete? Kako birate teme i probleme koje cete osvetliti i kako ih realizu-
jete?

Centar E8 je omladinska organizacija koja postoji ve¢ 12 godina i koja realizuje niz pro-
jekata koji se bave problemima mladih. Teme u nasim predstavama su povezane sa
temama koje Centar E8 obraduje kroz projekte koji nisu pozorisni, a osnovni razlog za
to je edukacija i poznavanje teme. Ako se 6 godina bavite pitanjem muskosti, znanje
koje imate na tu temu presudno je u radu na predstavi. Produkcija nasih predstava fin-
ansira se iz projekata koje realizujemo, a dalje izvodenje predstava iskjucivo od prodaje
karata.

U dosadasnjem radu Vase organizacije, primetan je nemali broj projekata i plat-
formi koje omoguéavaju samo-reprezentaciju i osvetljavanje problema, veoma
razliéitih i u nasem drustvu Eesto nevidljivih i marginalizovanih grupa. Njihova
reprezentacija u dominantnom diskursu ne postoji, a zakoni ih takodje ¢esto ne pre-
poznaju (ili su nedovoljno efikasni u sprovodjenju). Koja su vasa iskustva u borbi za
njihovu reprezentaciju i vedu vidljivost? Koja su ograni¢enja u samo-reprezentaciji
marginalizovanih grupa? Da li ovim problemima pristupate sa odredjenim, jasnim
ciljevima (kojim) i koliko su ti ciljevi u proslosti bili ostvareni?

Od svih predstava koje smo do sada radili, jedino predsava “Nemacka” moze da najblize
da odgovori na ovo pitanje jer u njoj glume mladi romi iz Vranja koji kroz predstavu
postajiu vidljivi u lokalnoj zajednici. Osnovni problem sa kojim se ova predstava susrela
je ekonske i drustvene prirode — predstala je sa igranjem jer je veéina glumaca otisla
u azil, u Nemacku ili neke druge zemlje EU. Sa druge strane nasa produkcija iz 2015.
godine, predstava “Crvena: samoubistvo nacije” obraduje drustvene probleme koji nisu
povezani sa marginalizovanim grupama, ali jesu sa pitanjem odnosa drustva prema
abortusu. Apsurdno je da u Srbiji svakog sedmog u mesecu pripadnici ekstremistickih,
desnicarskih organizacija prave javne skupove na kojima prikupljaju potpise za zabranu
abortusa, a da bas$ niko nikada ne skuplja potpies protiv nasilja nad Zzenama na primer.
Svaka treéa Zena u Srhiji Zrtva je fizitkog, psiholoskog ili seksualnog nasilja. Rad na
ovoj predstavi podrazumevao je intenzivan, viSemesecni, istrazivacki proces, zasnovan
na radionicama i samoobrazovanju u oblastima rodne teorije, rodnih politika, ljudskih
prava, zenskih prava i savremenog, dokumentarnog pozorisnog izraza. Polazedi od is-
toimenog komada, napisanog 2002. godine, izvodaci u ovoj predstavi nisu bili samo
glumci, ve¢ i koautori Cija su licna misljenja, stavovi, iskustva, biografije i anegdote
postali integralni deo izvedbenog teksta predstave. Tako da nasa misija nije da uti¢emo

— — 154 — —



to the challenges the actors proposes. The performance is part of the Antidiscrimina-
tion project, a campaign for Roma youngsters, and to the non-Roma population in the
South of Serbia.

The German theoretician Erika Fischer-Lichte marks out unpredictability as an im-
portant feature of each and every interpretation. In the case of interactive theatre,
without any doubt, this feature sticks out the most. How do you, the facilitators, an-
ticipate the unpredictable? Can you mention certain experiences about unpredict-
ability during the interpretation or the preparation period, which totally changed or
marked your approach in your work?

Unpredictability in our performances is somehow directed. It is not the type of unpre-
dictability which may lead to improvisation and will change the performance. What is
important for me at the moment is that performances are directed, that there are set
rules and frames for the actors that play. | am not interested in directing details; | am
interested in the theatre with clear rules where actors play. An example is the perform-
ance Ardour where actors are allowed to do some vocal actions every time, depending
on their current feelings and in compliance with the text, and depending on that, the
performance may look different every time, but will always stay recognisable.

The greatest number of organisations practicing community and interactive theatre
are financed by European funds for the development of civil society. How do these
financing conditions influence the development of the chosen subject, group and
the general conditions you deploy? How do you choose your topics and the issues
you are about to mark out and how do you produce them?

The E8 centre is a youth organisation which exists for 12 years now, and have maked a
series of projects dealing with the issues of youngsters. The topic of our performances
are related with the topics E8 Centre processes in its non-theatrical projects, and the
main aim is the education and the sharing of knowledge regarding these topics. If you
have been dealing for 6 years with the topic of manhood, the knowledge you have on
the concerned topic is crucial when working on the performance. The production of our
performances is financed from the projects we perform, and the realisation of future
performances depend exclusively from our ticket revenue.

It has been visible by now, in the work of your organisation, that a high number of
projects and platforms present a varified set of groups, that in our society are in-
visible and marginalised. They are not represented in the dominant discourse, and
very often the laws are not followed (are not applied effective enough). Which are
your experiences in this fight for their representation and for their higher visibility ?
Which are the limitations in the self-representation of marginalised groups? Do you
approach these problems having clear purposes (and if yes, what are they) and how
feasible were they so far?

From all the performances we had by now, only the performance Germany may an-
swer to this question, as Roma youngsters from Vranje play in it and they become
more visible in the local community through this production. The basic problem the
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na vidljivost pojedinaénih grupa koliko da uti¢emo na pokretanje dijaloga oko drustvenih
problema u celini.

Rizikujudi reduktivnost — Vas sveukupan rad, moZemo okarakterisati kao proces
osnazivanja, podrske idavanjaalatkiza samostalno delovanje drustveno ugroZenim
grupama. Kako Vi vidite ovaj proces osnazivanja i kako se on reflektuje na Vas lic¢ni
i profesionalni razvoj? Koji su najvedi izazovi i koja je satisfakcija u radu sa dis-
kriminisanim grupama i osvetljavanju razliéitih potisnutih drustvenih problema i
fenomena?

Svoje pozoriste dozivljavamo kao omladinski rad, svoj omladinski rad kao neprestano
potsticanje kreativnosti, samoobrazovanja i samopouzdanja kod mladih. Mlade sarad-
nike/ce tretiramo kao profesionalce/ke i koji u nasim predstavama rade pod umetnickim
i pedagoskim vodstvom afirmisanih umetnika/ca i radnika/ca u kulturi. Radeéi sa nama,
mladi saradnici/ce prolaze kroz viSemesec&ni edukativni, istrazivacki i umetnicki proces.
Smatramo da smo uspeli samo onda kada svi ¢lanovi/ce tima imaju prisan odnos medu
sobom, kada su jedni drugima podrska i kada osecaju pripadnost i znacaj pripadanosti
timu.
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performance faced is economical and social - it stopped being played as most of the
actors left to Germany or to other EU countries. On the other hand, our production from
2015, the performance Red: The Suicide of a Nation processes social issues un-related
to marginalised groups, but related to the issue of abortion and the relationship of so-
ciety to it. It is absurd that in Serbia, every seven months, the members of right-wing
extremist organisations make public reunions where they gather signatures for prohib-
iting abortion, but no one has ever gathered signatures against domestic violence, for
example. Every third woman in Serbia is the victim of physical, psychological or sexual
violence. The work to this performance implied intensive process, several months of
research, was based on workshops and self-education in the field of consanguinity
policies, human rights, women's rights and the expressions of contemporary documen-
tary theatre. Based on the play with the same name, written in 2002, the interpreters
of this performance were not only actors but also co-authors as their personal opin-
ions, attitudes, experiences, biographies and anecdotes became integral parts of the
performance text. Our mission is not to influence the vision of groups but to influence
the movement of dialogues related to social issues.

Risking reducibility — your work may be characterised as a strengthening and sup-
porting process, offering tools to socially threatened groups. How do you see this
strengthening process and how does it reflect your personal and professional de-
velopment? Which are the greatest challenges and which is the work satisfaction
with discriminated groups and in marking out various social issues?

We perceive our theatre as a work with the young, the work with the young as un-
interrupted encouragement of creativity, self-education and trust in the youngsters.
We train our young collaborators as professionals working in our performances with
artistic and pedagogical management of the young. Working with us, the young col-
laborators go through a long, explorative and artistic educational process. We consider
we succeeded only when all the members of our team have an intimate relationship
among them, when they encouragement each others and when they feel that they
belong and that they are relevant within the team.
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A KGZGSSEGI/RESZVETELI SZINHAZI ES MU\{ESZETI
EGYESULETEK/PROJEKTEK ROVID LISTAJA



A SHORT LIST OF COMMUNITY/PARTICIPATORY
THEATRE AND ART ASSOCIATIONS/PROJECTS



With this short list our intention was to map the network of those associations, centers,
groups in Hungary, Romania and Serbia, which are related in a closer way to community
and/or participatory theatre and art. Much of them are mentioned in the essays and
interviews of the present volume. Altough this is not a complete list, we hope, that it can
be an informative help for those interested in the topic.

Art and Theatre Associations/Centers/Groups in HUNGARY

+ Artemisszié Foundation (Budapest) www.artemisszio.blog.hu

+ Artus Creative Center (Budapest) www.artus.hu

+ Aurora Community Center (Budapest) www.auroraonline.hu

+ Back Door (Budapest) www.hatsokapu.hu

+ Bakelit Multi Art Center (Budapest) www.bakelitstudio.hu

« Baltazar Theatre (Budapest) www.baltazarszinhaz.hu

« Caravan Art Foundation (Budapest) www.karavanma.hu

« Empty Space Theatre (Budapest) www.urester.hu

+ Independent Theatre (Budapest) www.fuggetlenszinhaz.blogspot.hu
« Juranyi Art Incubator House (Budapest) www.juranyihaz.hu

+ Kéva Cultural Group (Budapest) www.kavaszinhaz.hu

+ Koma Base (Budapest) www.komabazis.org

+ Krétakdr Foundation (Budapest) www.kretakor.eu

+ Living Picture Theatre (Budapest) www.livingpicture.org

+ Malom Group (Pécs) www.knyiharbence.wix.com/malomcsoport
+ Manna Cultural Association (Budapest) www.mannaegyesulet.hu
* MU Theatre (Budapest) www.mu.hu

- New Spectator Project, Kava/Krétakor/AnBlokk(Aroktd, Szomolya) www.ujnezo.hu
+ Open Circle Association (Budapest) www.nyitottkor.hu

+ Panodrama (Budapest) www.panodramaplays.blogspot.hu

+ Patyolat Centre (Budapest) www.facebook.com/patyolat85

+ Rescue Ship Unit (Budapest) www.mentocsonak.com

— — 160 — —



+ Round Table Theatre in Education Association (Budapest) www.kerekasztalszinhaz.hu
+ Sin Culture Center (Budapest) www.sinarts.org

- Stereo Akt (Budapest) www.stereoakt.hu

+ Szkéné Theatre (Budapest) www.szkene.hu

» TAP Theatre (Budapest) www.facebook.com/tapszinhaz

+ The Missing Classmate Project, Kdva/AnBlokk www.hianyzopadtars.hu

+ Trafé House of Contemporary Arts (Budapest) www.trafo.hu

+ Tranzit HU (Budapest) www.tranzit.hu

+ Utca-szak Theatre (Budapest) www.utcaszak.hu

+ Windmill Project, Kava (Mindszent, Székkutas, Hédmezdévasarhely) www.szelmalmok.hu

Art and Theatre Associations/Centers/Informal groups in ROMANIA

« ACT Theatre (Bucharest) www.teatrulact.ro

* Bezna Theatre (Bucharest) www.facebook.com/bezna.bezna

+ ColectivA (Cluj-napoca) www.colectiva.ro

+ Focus Atelier Project (Cluj-Napoca) www.focusatelier.ro

+ Gazeta de Arta Politica www.artapolitica.ro

« LaBomba Center (Bucharest) www.labombastudios.ro

+ Laundry Theatre (Chisinau) www.spalatorie.md

+ Maskar Community Theatre (Turnu-Magurele) www.maskar.ro

« Offensive of Generosity Project (Bucharest) www.ofensivagenerozitatii.blogspot.hu
« Paintbrush Factory (Cluj-Napoca) www.fabricadepensule.ro

* Protokoll Project (Cluj-Napoca) www.protokoll.ro

+ Reactor (Cluj-Napoca) www.reactor-cluj.com

+ Republica Center for Educational Theatre (Bucharest) www.companiareplika.tumblr.com
+ Sintagma Centre (Bucharest) www.centrulsintagma.ro

+ Tanga Project (Bucharest) www.tangaproject.blogspot.hu

+ Terminus Project (Miercurea Ciuc) www.facebook.com/terminusszinhaz
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+ The 4th Age Community Arts Centre/Project (Bucharest) www.varstapatru.blogspot.hu
+ Tranzit RO (Cluj-Napoca) www.ro.tranzit.org
+ Underground Theatre Project (Valea Jiului) www.teatrusubpamant.wordpress.com

+ ZUG Zone (Cluj-Napoca) www.facebook.com/ZUG.zone

Art and Theatre Associations/Centers/Informal groups in SERBIA!
« Academic scene SKC (Nis) www.ske-nis.com

+ ALTERO Association for Personal Training, education, development and empowerment
(Belgrade) www.altero.org.rs

+ ApsArt Centre for Theatre Research (Belgrade) www.apsart.org
* Art Group Hop.La! (Belgrade) www.hop-la.org

+ ASSITEJ Center Serbia (Belgrade) www.assitejsrbija.org.rs

+ Bazaart (Belgrade) www.bazaart.org.rs

* Blue Theatre (Belgrade) www.en.plavopozoriste.com

« CEDEUM Centre for Drama in Education and Art / National Center of the International
Drama / Theatre and Education IDEA (Belgrade) www.cedeum.org.rs

+ Center E8 (Belgrade) www.e8.0rg.rs
« Centre for Theatre Research CPI (Novi Sad) www.kulttura.rs
« Cirkobalkana (Belgrade) www.cirkobalkana.org

+ Clear Streams Family (Brezovica)
www.facebook.com/Porodica-%20Bistrih-Potoka-%20176905279056610/

+ Collective Karkatag (Belgrade) www.karkatag.org

- Community Theatre Cukarice (Belgrade) www.kccukarica.rs

+ Creative Center CEKOM (Zrenjanin) www.cekom023.blogspot.rs

« Cultural Centre Masuka (Velika Plana) www.facebook.com/masuka.centarzakulturu
« DAH Theatre Research Centre (Belgrade) www.dahteatarcentar.com

« ERGstatus dance theater (Belgrade) www.ergstatus.org

+ Generator (Vranje) www.generator.org.rs

1 Provided by Ljubica Beljanski Ristic
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+ Group Let's... (Belgrade) www.hajdeda.org.rs

* GrupaAKT (Belgrade) www.grupaakt.wix.com/grupaakt

+ Hi Neighbour (Belgrade) www.zdravodaste.org.rs

+ Just Art (Belgrade) www.justart.ws/cv_olga.html

* Kulturanova (Novi Sad) www.kulturanova.org

+ Lotos-Theatre (Alibunar) www.lotosteatar.com

+ Mirror (Novi Sad) www.facebook.com/ogledalo.mirror

* NMHC Novi Sad Humanitarian Center (Novi Sad) www.nshc.org.rs
+ Organization of Creative Grouping OKO (Belgrade) www.okoorg.rs
+ PerArt (Novi Sad) www.perart.org

+ POD Theatre (Belgrade) www.teatar.wix.com/podteatar

« RAFT Theatre (Belgrade) www.facebook.com/ugraft

+ Reach (Belgrade) www.reach.org.rs

* Reconstruction Women's Fund (Belgrade) www.rwfund.org

+ Scene Carina (Belgrade) www.scenacarina.wordpress.com

+ Student Cultural Center (Novi Sad) www.skcns.org

+ Studio Iskorak (Belgrade)
www.domomladine.org/radionice/dramska-radionica-studija-iskorak/

+ The City Theatre of Ruma (Ruma) www.art-tremafest.org.rs
+ The Group ‘Oh, here they are these!" (Novi Pazar) www.facebook.com/jojevoihovi
+ Theatre Movement Mimart (Belgrade) www.teatarmimart.org.rs

+ Theatre workshop BelTheatre - Belgrade AngleSéina Language Theatre (Belgrade)
www.beltheatre.com

+ Transformer - platform for the transformation of reality through art (Belgrade)
www.transformator.rs

* Youth Theatre PATOS (Smederevo) www.patos.org.rs
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SZERZOK

GABOR SARA (1992, Budapest), a budapesti Szinhdz- és FilmmUvészeti Egyetem
harmadéves szinhdzi dramaturg szakos hallgatdja. Gyakorlati tapasztalatokat szerzett
szamos szinhazi terlleten, dokumentum-, bab- és mozgasszinhazi eléadasokban.
Dramaturgként &tdolgozott mar klasszikus és kortars darabokat. iréként regények
szinpadi adaptacioit készitette el.

BODOR PANNA (1992, Budapest), a budapesti Szinhaz- és Filmmdlvészeti Egyetem
harmadéves szinhazi dramaturg szakos hallgatdja. A szinhdzi nevelés az egyik f6
érdeklédési terlilete. Tébb TIE-eléadasban dolgozott mar dramaturgként a Kerekasztal
Szinhazi Nevelési Kozponttal, a 2014-2015-6s évadban a tarsulat iré/dramaturg
0sztondijasa.

IGOR BURIC (1976, Tuzla), szinikritikus, Gjsagird, jelenleg Ujvidéken (Szerbia) éL. A
kultura és miveészet kilonbozd teriletein dolgozik. Az ujvidéki Dnevnik cim( napilap
allandd szerzéje, szamos folyoiratban és konyvben publikdl szinhazi és kulturdlis
témaju irdsokat. Elismert és dijazott szerzéként Igor Buri¢ a szerbiai kozélet mellékes
jelensége.

JOVANA KARAULIC (1980, Belgrad), szinhazi, radids és kulturalis menedzser/producer,
a Belgradi Mivészeti Egyetem Szinhdazmlivészeti szakanak PhD hallgatdja kulturdlis
menedzsment és média terlleten. Producerként gyakorlati tapasztalatot szerzett
szamos eléadd-mlvészeti projektben. Kutatasainak fokuszaban all: a gyakorlati
szakpolitikdk Osszefliggései a kulturdlis szféraban, az allami ritudlék fontossaga
a krizistarsadalmakban, a kulturdlis kozosségek parbeszéd-teremtési lehetéségei
aktiv részvételi programok révén. Szamos vonatkozo irdst publikalt e témaban
szakfolydiratokban és konferenciakotetekben.

KOVACS BEA (1991, Kolozsvar), szinikritikus, a Babes-Bolyai Tudomanyegyetem
bolcsészkardn mesterizett. 2010 d6ta kdzol szinhazi tematikaju irdsokat, kritikakat
tobbek kozt a Szinhdz és Jatéktér folyoiratokban.

IULIA POPOVICI (1979, Bukarest), szinikritikus, az Observatorul Cultural hetilap
szerkesztdje, a LiterNet dllanddé munkatarsa. Szdmos tanulmanya jelent meg a roman
szinhazrdl, tobb kortdrs dramaantoldgia szerkesztéje, szakmai workshopok vezetdje.
2006-t6l a Cartea Romaneasca kdnyvkiadd szinhdzi sorozatanak szerkesztéje. Szerzéje
az Un teatru la marginea drumului (Cartea Romaneasca, 2008) cim kdnyvnek.

PROICS LILLA (1967, Budapest), szinikritikus, kulturdlis Ujsagird. Szdmos szinikritikat
és interjut publikalt kiilonbdz6 szakmai és mlvészeti folydiratokban, tobbek kozt a
Szinhdz és a Revizor feliletén. A Szinhazi Kritikusok Céhének elnokségi tagja.
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AUTHORS

SARA GABOR (1992, Budapest), 3rd year student at the University of Theatre and Film
Arts, Budapest, at the dramaturgy department. She has gained practical experience
in different fields of theatre, working in documentary theatre, puppet theatre and
movement theatre performances. As a dramaturg she worked with classical and
contemporary dramas. She has also made several adaptations for the stage.

PANNA BODOR (1992, Budapest), 3rd year student at the University of Theatre and
Film Arts, Budapest, at the dramaturgy department. Her main interests stand in
theatre in education. She worked as dramaturg in several TIE-performances at the
Round Table Theatre in Education Association, and in the 2014-2015 season she was
their dramaturg/writer fellow.

IGOR BURIC (1976, Tuzla), journalist, theatre critic, currently lives in Novi Sad (Serbia).
He works in many fields of arts and culture. He writes for Dnevnik (daily newspaper from
Novi Sad), and also for many periodicals and books about theatre and culture in general.
Recognised and awarded, Igor Buri¢ is an incidental phenomena in Serbian public life.

JOVANA KARAULIC (1980, Belgrade), manager and producer in theatre, radio and
culture,and a PhD candidate at the scientific study of management culture and the media
at the Faculty of Dramatic Arts in Belgrade, University of Arts. Her research focuses
on examining the relations between practical public policies in the field of culture, the
importance of state rituals in a crisis society, as well as the possibilities of creating a
dialogue in the cultural community through programmes of active participatory nature.
Published in relevant journal articles and post conference publications.

BEA KOVACS (1991, Kolozsvar), theatre critic, she has finished her masters studies at
Babes-Bolyai University’'s Philology Department. She publishes theatre criticism since
2010, among others in the magazines Szinhdz and Jatéktér.

IULIA POPOQVICI (1979, Bucharest), theatre critic, editor at the weekly magazine
Observatorul Cultural and a regular collaborator for LiterNet. Has written several
studies on Romanian theatre, is the editor of numerous drama anthologies and the
leader of professional workshops. Since 2006 she is the editor of theatrical books at
Cartea Romaneasca. She is the author of Un teatru la marginea drumului (Cartea
Romaneasca, 2008).

LILLA PROICS (1967, Budapest), theatre critic, cultural journalist. You can read about
her theatre criticism and interviews, among other things, in Szinhaz and Revizor. Board
member of the Hungarian Association of Theatre Critics.
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NEDA RADULOVIC (1983, Belgrad), a Belgradi Szinm(ivészeti Egyetem dramaturg
szakan végzett, MA tanulmanyait a Warwicki Egyetemen és az Amszterdami Egyetemen
folytatta. Jelenleg a Belgradi SzinmUvészeti Egyetem doktori iskoldjanak hallgatdja.
Painkillers, 60 seconds for cleaner Belgrade, The Princess and the Pea cimi dramait
szinre vitte a Szerb Nemzeti Szinhaz (Ujvidék), a Raw Theatre (New York), a Dusko
Radovi¢ Szinhaz (Belgrad), valamint a KC Parobrod (Belgrad). Forgatékdnyvird és script
doktor a Trolling és Passage c. filmekben. Szinhazi dramaturgként részt vett belgradi,
amszterdami (RAST Theatre) és londoni (EUROPE NOW project, Arcola theatre)
eléadasok létrehozasaban.

SEBESTYENRITA, PhD (1972, Helsingér), akolozsvari Babes—Bolyai Tudomanyegyetem
Szinhaztudomanyi szakdn végzett, doktori cimét az antik gorog szinhaz esztétikajabdl
szerezte a budapesti E6tvés Lorand Tudomanyegyetemen. Meghivott eléaddként
kreativ irdst és szinhazesztétikat tanitott romaniai és magyarorszagi egyetemeken.
Szakiréként magyar, szlovak, cseh, lengyel, szerb és francia szinhazi lapokban jelentek
meg publikacioi. Els6 regénye, A Tizennegyedik 2010-ben jelent meg. Kollégakkal, volt
tanéraival és didkjaival egyltt megalapitotta a Jatéktér szinhazi folydiratot 2012-ben.
2013 majuséban létrehozta a Representation of the Others c. projektet.

VARGA ANIKO (1981, Budapest), szinhazkritikus, a Jatéktér erdélyi szinhazi folydirat
fészerkesztéje. A kolozsvari Babes—Bolyai Tudomanyegyetem Szinhaztudomanyi
szakan végzett, PhD tanulmanyait a pécsi Janus Pannonius Tudomanyegyetemen
folytatta. Kutatasiterllete amagyar neoavantgdrd szinhdz. Szamos szakiréi workshopot
vezetett fiataloknak. Szinikritikat, szinhazi tanulmanyokat 2003 éta publikal kiilonbozé
magyarorszagi és erdélyi, mlvészeti és szakfolydiratokban.

VARGA ZSOFIA (1990, Budapest), a Barka Szinhaz Hajénaplé miihelyének elvégzése
utdn az ELTE BTK magyar szakdn és a Karoli Gaspar Reformatus Egyetem
Szinhaztudomany mesterszakan tanult. Jelenleg a Szinhaz- és FilmmUvészeti Egyetem
szinhazi dramaturg szakos hallgatéja. A Trafé és a JAK dltal meghirdetett Reaktiv
dramapdlyazat és felolvasd-szinhdzi sorozat egyik kurdtora volt. Dramaturgként
dolgozott a FAQ Tarsulattal (A mulandd, 25 évesek vagyunk). Szamos szinhazi interjut,
kritikat, fesztival- és prébanaplot irt és publikalt kiilonbozé fellleteken.
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NEDA RADULOVIC (1983, Belgrade). She graduated from the Faculty of Dramatic
Arts, dramaturgy department and completed a joint MA (International Performance
Research) at University of Warwick and University of Amsterdam. She is currently
attending a PhD programme at the Faculty of Dramatic Arts. Her plays Painkillers, 60
seconds for cleaner Belgrade, The Princess and the Pea were staged in the Serbian
National Theatre (Novi Sad), Raw Theatre (NY), NEAT festival (Nottingham Playhouse,
UK), Dusko Radovi¢, KC Parobrod (Belgrade). She also works as a screenwriter and
script doctor (Trolling, Passage). Worked on theatrical performances as dramaturg
in Belgrade, Amsterdam (RAST theatre) and London (EUROPE NOW project, Arcola
theatre).

RITA SEBESTYEN, PhD (1972, Helsingore): she graduated in Theatre Studies from
Babes-Bolyai University, Cluj, and took her PhD in the Aesthetics of the Ancient Greek
theatre at E6tvos Loérand University, Budapest, HU. She has taught creative writing
and theatre aesthetics as guest lecturer at universities in Hungary and Romania. As a
dramaturg she has made stage adaptations for award-winning productions of theatres
both in Hungary and Romania, and as an essayist has contributed to volumes of studies
and theatre magazines in Hungary, Romania, Slovakia, The Czech Republic, Poland,
Serbia and France. Her first book of literature The Fourteenth (A Tizennegyedik) was
published in 2010. With colleagues and former teachers and students she co-founded
the theatre periodical Jatéktér (Playing Area) in 2012. In May 2013 she initiated the
Representations of the Other project.

ANIKO VARGA (1981, Budapest), theatre critic, editor-in-chief of the Transylvanian
theatre periodical called Jatéktér. She graduated in Theatre Studies from Babes—Bolyai
University, Cluj, she continued her PhD studies at Janus Pannonius University from
Pécs. Her research focuses on aesthetics of the Hungarian Neo-Avant-Garde theatre.
She has led several workshops in critical writing for students. Her theatre criticisms,
theatre essays are being published since 2003 in various theatre and art periodicals in
Hungary and Romania.

ZSOFIA VARGA (1990, Budapest), after attending Barka Theatre's Logbook workshop
she finished her studies in Philology and Theatre Studies at E6tvos Lorant University,
respectively Karoli Gaspdr University of the Reformed Church. Currently she is the
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