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Otvorenie konferencie / Vladislava Fekete

Patrice Pavis / Franctizsko

Dramaturgia a postdramaturgia

John Elsom / Velka Britania

Strach zo slov

Max Ryynanen / Finsko

Novy Laokoén — O dramaturgizacii alebo Uloha dramaturga
ako klaé k pochopeniu umeleckej profesie v sii¢asnosti
Thomas Irmer / Nemecko

Mozog a pomocnici —

Dramaturg v premenich nemeckého divadla

Viktor Minkov / Rusko

Sucasna ruska dramaturgia v meniacom sa svete

Ana Tasi¢ / Srbsko

Dramaturgia skutocnosti -

dokumentarne divadlo v krajinach byvalej Juhoslavie
Diskusia I. ¢ast’

Obednajsia prestavka / prehliadka priestorov Divadelného
Gstavu (dokumentacia, archiv, mazeum)

Anna Gruskova / Slovensko

Mestiacky duch a zajkovia Duracellkovia -
Prechadzka po slovenskej dramaturgii

Akos Németh / Madarsko

Divadlo a politika v sicasnom Madarsku

Sanja Nik¢evié¢ / Chorvatsko

V hl'adani hlasu alebo Politika, emdcie a identita -
nacrt stadie o polstoroci chorvatskej dramy

Kamila Cern4 / Cesko

Nova dramaturgia. Ceska republika

Diskusia II. ¢ast

Moderatori konferencie: Veronika Kolejakova a Jozef Kolejak
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Dramaturgy and Postdramaturgy

PATRICE PAVIS

Today we witness both the triumph and the explosion of dramaturgy, not only
dramaturgy in the sense of dramatic writing, but also of dramaturgical
analysis, i. e. the reading and preparatory work of the literary or artistic
adviser of the director, sometimes called the Dramaturge. An overview
of the state and of current methods of dramaturgy, as well as of the
numerous types of specific dramaturgies, reveals a rich and varied, but
also a confused and tormented landscape.

I Classical Dramaturgical Analysis: Summary And Further Conclusions

1. Grid of analysis: since the Brechtian and post-Brechtian era, roughly since
the 50s in Europe, dramaturgical analysis has devised a rather sophis-
ticated method of reading and interpreting plays; it has benefited from
the effective tools of human sciences. Doing a dramaturgical analysis
involves preparing the choices for the mise en scéne, whether the
staging is achieved or not. It means— or should we say, it meant —to
have recourse to the different disciplines of history, sociology, psycho-
analysis, linguistics, semiology, etc. This also means imposing a grid
on the director which he/she might find too limiting. Hence, we face
a certain dramaturgical crisis, when at the same time it is in a process
of institutionalization and is constantly in search of new methods.

2. The misunderstandings about dramaturgy are numerous: there are misunder-
standings about the purpose of the analysis as well as about the role
of the dramaturge. The original misunderstanding, we could almost
say dramaturgy’s original sin, remains: Is dramaturgy a poetics of the
dramatic play and performance? Or is it a limited and pragmatic tech-
nique for text analysis in order to stage it in a concrete context? This
misunderstanding is, however, productive. It suggests that in general,
poetics and concrete analyses are in fact complementary.

Rather than enumerating the different tasks of the dramaturge, which quickly
amounts to setting up a normative list of activities that seem infinitely
diverse, we would be better off questioning the function of drama-
turgical analysis in the course of history, or considering the mise en
scéne more than the director, the spectatorial (perceptive, intellectual,

participating) function more than the spectator.
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Modern Russian dramaturgy draws its main strength in regions. In Ekaterinburg
and Tolyatti, homegrown dramaturgy schools were created. In the
Urals, Nikolay Kolyada created the only authorial dramaturgy school
in Russia. He is not only a wonderful dramaturge and stage manager,
but also an excellent teacher. Among his pupils were: Vasily Sigarev,
Oleg Bogaev, Yaroslava Pulinovich. Oleg and Vladimir Presnyakov,
two of the most popular authors, permanently lived in the capital of
the Urals at the beginning of the 2000s. In an industrial city on the
Volga river, the writer, playwright and stage director, Vadim Levanov
organized the “Golosova-20” theatre centre where different authors
came together: Yury Klavdiyev, Vyaceslav and Mikhail Durnenko, Kira
Malinina, Olga and Darya Tsavinyn. The formation of the theatre centre
is one of the reasons for the rise of the so-called “Tolyatti phenomenon”
in contemporary Russian drama.

Another amazing phenomenon: Russian-speaking playwrights from Belarus and
the Ukraine, who are in much demand in Russia, more so than in their
homelands. Maxim Kurochkin, Anna Yablonskaya, Natalya Vorozhbit,
Pavel Pryazhko, Dmitry Bogoslavsky — are the first names that come
up when we refer to the dramatic art of former Soviet republics.

Modern Russian playwrights prefer to choose small country towns. Keeping in
mind that the greater part of them were born and grew up in the rough
parts of such towns, they write about their concerns. The characters
of modern Russian dramaturgy mostly belong to a marginal level of
society. They are teenagers, vagrants, migrant workers, prostitutes,
drug users, and parents who lost themselves to drinking and then
neglected children.

For example, the action in Vasily Sigarev’s dramas always take place in an in-
dustrial monotown. The action takes place in the raucous 1990s, when
the ground sank under one’s feet and basic existence could be stopped
at any time. Everyone tried to run from grim reality. Some people
went to large cities to make money, others (mostly the youth) went
into an illusory reality. Their parent’s dependence on alcohol caused
the children’s addiction to drugs. In “Hole”, “The Vampire’s Family”,
“Ladybirds come back to the earth” the characters commit moral and
physical crimes for the sake of the next dose. Characters long for former
lives, can not find the way out of circumstances, wait for the grace
of God. However, the author’s empathy and compassion towards his
creatures do not transform these stories into an absolute “seamy side.”

Another representative of the Nikolay Kolyada school is Yaroslava Pulinovich.
Her writing is simple and light, full of positive energy and pleasure.

94 VIKTOR MINKOV



The Middle-class Spirit and Duracell Bunnies -
A Tour of Slovak Dramaturgy

ANNA GRUSKOVA

This contribution will be down-to-earth. Since I was invited to take part within

an international context, I consider it important to present the dra-
maturgical course in our country. My presentation is based on the
conference’s summary book, called Novd drama/novy dramaturg (New
Drama/New Dramaturge), issued by The Theatre Institute at the end
of 2013. The conference took place during the last year of the Nova
drama/New Drama Festival and brought a representative sample of
opinions and the practical experience of dramaturges from all over
Slovakia. Every Slovak theatre was invited to participate, but many
refused to do it.

Only four out of the fourteen contributions were written by authors from so-called

repertoire theatres, which are regularly supported by cities or the state.
Moreover, these theatres are either small or outside of Bratislava. The
rest of the contributors were those theatre-makers who had come from
the so-called devised theatres, from independent cultural centres which
obtain funding from diversified sources. One of the most voluminous
and inspirational contributions was the one presented by Darina Karova,
the director of The Divadelna Nitra International Festival.

It is Karova who points out the alarming fact, that for a long time, Slovak theatre
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has been among the less attractive on the European theatrical map.
For years, Slovak productions have been ignored by the dramaturges of
big international festivals, and Slovak theatre-makers have shown no
interest in the international productions that she invites ever year to her
international festival. It is rare if a theatre makes it to an international
festival. Karova sees the problem as the absence of dramaturgy. “The
dramaturge does not have to be present everywhere, but what always
has to be present is dramaturgy. Dramaturgy, not as a profession or
the summary of activities but as a philosophy, logic, concept and the
omnipresent meaning of things.” As there are around 200 premieres
every year, she deduces that Slovak dramaturgy is using safe routes of
approved mainstream titles and classic plays.

KAROVA, Darina. Smrt slovenskej dramaturgie? In Novd dramaturgia, novyj dramaturg.
Zbornik prednasok z konferencie 14. - 15.5.2013 . Bratislava : Divadelny Gstav, 2013, p.19.
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Sucasny madarsky kabaret sa vSak uz nevyznacuje vyre¢nostou ani politizova-
nim: ponika len hlipu komerc¢na zabavu. Politiku teda pestuji na ¢inohernych
divadlach. A mnohé z nich skutocne politizuja. A vela.

V madarskej kultare zari vojna. St v nej zakopy a znepriatelené stra-
ny strielajd nielen na seba, ale aj na tych, ktori sa bezradne ponevieraji na
otvorenom poli a nevedia sa (alebo sa nechctl) schovat do nijakého tukrytu.
Pre bojujice strany je tuplne jasné, Ze nemo6zu zvitazit a z toho prameniace
zufalstvo Casto prerasta do nevraZivosti. Oponenti sa spravaju ako nepriatelia.
Stcasna madarska pravicova vlada veru nezaobchadza v rukavickach s kriticky
ladenymi médiami a nezriedka im dava d6vod na ostri kritiku. Napriklad tym,
Ze svojich favoritov usadza do kresiel riaditelov divadiel. Lavicové média vsak
nie s ochotné zohladnovat skutocnost, Ze sa medzi nimi najdu aj dobri odbor-
nici a vyznamni umelci (hoci vac§ina taka nie je) a zo svojich zdkopov strielaji
na vsetky pohyblivé terce, ktoré zbadaji. Zo zakopov, ktoré si sami vykopali
a v ktorych sa citia velmi dobre.

Je to vazny problém, lebo madarska divadelna kritika je na dobrej ceste,
ako stratit déveryhodnost. Kritika dnes v Madarsku neriesi estetické otazky, ale
vedie kultirny ,kampf“. Smutnou realitou je, Ze si sta¢i precitat meno autora
alebo nazov nejakej recenzie a kazdy aj bez Citania textu vie, ¢i autor predmet
svojho hodnotenia podrobil zdrvujicej kritike alebo prechvalil, pricom dané
predstavenie mdZe byt bez ohladu na to naozaj velmi dobré, naozaj velmi zlé
alebo ¢okolvek medzi tym. Madarski divadelni kritici sa tieZ rozdelili do dvoch
taborov, vacsina z nich to urobila — ako sa hovori — ,dobrovolne a s piesfiou na
perach” a s radostou bojuja. Kritika neposudzuje, nezlepsuje, nepodporuje ani
neposmeluje, ale masakruje alebo zboZzstuje. Tieto vety piSem so smitkom, lebo
sa tak deje takmer bez ohladu na skuto¢né kvality posudzovaného diela, nie
vsak nezavisle od stranickeho postoja posudzovaného a posudzujticeho. Takto
sme sa dopracovali do kliséovite;j situacie, ked divadelni kritiku uZ takmer nikto
necita. Alebo jej nepripisuje nijaka vierohodnost — ani ked chvali, a uz vébec
nie, ked zatracuje. Pri jej Citani sa Citatel dalej od mena autora ani nedostane.

JKulturkampf“ si, samozrejme, vytvoril aj vlastné institucionalne zazemie.
Kazdodenné otazky divadelného Zivota v kaZdej krajine riesi prislu$né zdruZenie,
ktoré organizuje festivaly, obhajuje zaujmy a spaja divadla. V Madarsku dnes
existuju dve takéto zdruzenia a zrejme netreba dodavat, Ze nielenZe si vzajomne
neddveruji, ale povaZuju sa za nepriatelov. (Preco by to malo byt inak prave v di-
vadle, ak v Madarsku dnes mame dve akadémie umeni, ktoré udeluji akademické
tituly vratane apanaze stcasnym klasikom — jednu provladnu a druhi opozi¢nt,

tou prvou je Madarska akadémia umeni, druhou Széchenyiho akadémia).
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Sestdesiate a sedemdesiate roky

alebo V hladani najlepSieho vyrazu subverzie

Spolo¢nost. Boj o stabilizovanie politickej moci je ukonc¢eny. Politické
zuCtovania s nepriatelmi sa viedli od roku 1945 a v Sestdesiatych rokoch uz
bola nastolena dominancia jednej strany a jednej myslienky. Preto aj politické
zomknutie z tychto rokov sa uvolnilo a aj svet spoznal trend ,oslobodenia sa“
od réznych spolodenskych konvencii (volna laska, deti kvetin). Sestdesiate roky
nastartovali proces politického hladania vacsej slobody pre Chorvatsko v ramci
Juhoslavie, ktory kulminoval politickym hnutim - tzv. chorvatskou jarou v roku
1971. IbaZe vSetky poZiadavky boli odmietnuté a chorvatske politické vedenie
bolo zosadené.

Vsetky politicko-spolocenské udalosti mali vplyv aj na umenie. Doktrina
socrealizmu sa zaviSila a domaci autori sa otvorili rozlicnym témam a Zanrom.
Za najdolezZitejsie pre dané obdobie mdZeme povaZovat politické dramatické pisa-
nies Dominancia politickych hier pretrvala aj v sedemdesiatych rokoch a spojila
obidve desatrocia do jedného celku, ktory pretrval do necakaného politického
rozhodnutia, ktorym sa prerusil tento typ pisania, a zarovei sa vo vSeobecnosti
v osemdesiatych rokoch zmensil priestor pre domacu dramu.

Pomenovanim politickd drdma oznacujeme predovSetkym dramu zna-
zornujicu konflikt jednotlivca a spolocenskych silociar, ktoré sa pre jednotlivca
spravidla koncia negativne ¢i tragicky. Ako to povedal Melchinger, politicka
drama ukazuje nasilie moci nad jednotlivcom.® Chorvatska politickd dramaticka
spisba je vyrazne subverzivna vo vztahu k realite, velmi konkrétne ukazuje
politickd ideoldgiu, v ktorej sme Zili (komunizmus, ktory prestipil do socia-
lizmu). VyuZivala pritom rovnaké sposoby, ktorymi ideoldgia prostrednictvom
malych, skorumpovanych a/alebo zlych prisluhovacov moci nicila madreho
a schopného jednotlivca.

Potreba kritiky vladnucej moci sa zacala v patdesiatych rokoch, ked
vznikaji politické tragédie. Sestdesiate roky sa u? vybrali inym smerom, ale
vsetky diela vykazovali akasi podobu utiekania sa k Zanrovej mimikri s cielom
uniknut mocenskému oku’, ktoré kritizovali.

5 SENKER, Boris. Hrestomatija novije hrvatske drame I dio (1945-1995). Zagreb: Disput, 2001.
6 MELCHINGER, Siegfried. Povijest politickog kazalista. Zagreb, 1971.

7 NOVAK P., Slobodan. Planeta Dr7i¢. Zagreb, 1984. (Tu sa hovori o dubrovnickej §lachte
ako o mocenskom oku, pred ktorym sa predvadzali hry Marina Drzica).
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