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PERSPEKTIVY NARODNYCH DIVADIEL

3. az 5. juna 2010 sa v Budmerickom kastieli z iniciativy ZdruZenia slovenskych
divadelnych kritikov a teoretikov a Ustavu divadelnej a filmovej vedy SAV (v Case
konania konferencie este Kabinetu divadla a filmu SAV) stretli slovenski a zahranic-
ni odbornici na medzindrodnej vedeckej konferencii Idea narodného divadla v 21.
storoci.

Institticia narodného divadla hrala neobycajne vaznu tlohu pri formovani moder-
nych eurépskych nédrodov. Prédve preto je zndma najma z krajin, v ktorych sa emanci-
pacia narodnych spolocenstiev z multietnickych feudalnych konglomeratov spéjala
so zapasom o pravo na vlastna rec¢ a kultirny rozvoj. Madari sa takto vyhranovali
voci Habsburgoveom, Poliaci voc¢i okupantom z vychodu i zapadu, pre ¢esky na-
rod bolo vybudovanie , Zlatej kaplicky” zretelnym a viditelnym vitazstvom nad ra-
ktisko-nemeckym utlakom. Slovenské dejiny st v tomto smere vynimkou, ked v 19.
storoci na vytvorenie profesionalnej institticie nemalo podmienky, a tak ju suplovali
ochotnicke usilia a Slovenské narodné divadlo vzniklo aZ po sformovani Ceskoslo-
venskej republiky v roku 1920 s pomocou ceskych divadelnych profesionalov.

Ale aka je a bude tiloha tychto umeleckych institucii v storo¢i, ktoré zijeme a pre
ktoré je — v protiklade s naznacenymi principmi, na ktorych narodné divadla vzni-
kali — prizna¢na globalizacia, multikulturalita a eurdpska integracia? Maju eSte na-
rodné divadla okrem svojho zdkladného, umeleckého, vyznamu aj rezidua onoho
,vyssieho” poslania byt Schillerovskou mravnou institiciou? Ma narodné divadlo
nejaké ulohy vo vztahu k povodnej drame? Maju eSte mat narodné divadld ambiciu
ponukat popri umeleckom zazitku aj cosi ako inSpirujuce myslienkové posolstva?
A st este narodné divadla hodné nejakej mimoriadnej pozornosti, alebo su to iba zo
zotrvacnosti najlepsie financované umelecké instittcie, ktoré sa ale nijako neodlisuju
od inych umeleckych instittcii?

Okrem mnozstva ¢iastkovych i vycerpavajicich odpovedi na tieto vSeobecné otaz-
ky od prominentnych slovenskych teatrolégov a pedagogov bolo zaujimavé vypocut
si nézory zahraniénych tcastnikov z Madarska, Ceskej republiky, Pol'ska, Ukrajiny
a Chorvatska.

Je asi priznacné, Ze najpocetnejsiu skupinu vystipeni na konferencii tvorili au-
tori referatov, ktori z rozli¢nych uhlov pohladu skumali korelaciu medzi myslien-
kovymi hodnotami, ktoré institticia typu narodného divadla predstavovala v Sirsich
spolocenskych stvislostiach v case vzniku a ako sa tento fakt odraza na jej profila-
cii dnes. Pre tto skupinu prispevkov je charakteristickd snaha pomenovat aspon
niektoré z umeleckych i mimoumeleckych funkcii, ktorych nositelom je (¢i malo by
byt) v danej kultare prave narodné divadlo. Vdaka nemeckym romantikom vieme
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velmi presne, ¢o oni sami od narodného divadla ocakavali, aké naroky na jeho tvorbu
formulovali a aky vyznam videli v spolocenskom pdsobeni takejto institticie. Inou,
nielen v slovenskom kontexte velmi frekventovanou, témou bolo hladanie vztahu
medzi narodnou dramou a narodnym divadlom. Jeho analyze sa venovali aj niekto-
ri historici, poukazujic na silné podnety, ktoré v minulosti pre ndrodné dramatické
literattry priniesol vznik reprezentativnej divadelnej instittcie, ale aj prakticki di-
vadelnici, dramaturgovia a reZiséri. Je pozoruhodné, Ze — aspon ciastkovo — sa tato
téma objavila takmer vo vSetkych vystapeniach zahrani¢nych tcastnikov konferen-
cie. Viaceri odbornici upozornili vo svojich prispevkoch aj na to, Ze instittcie typu
narodného divadla predstavuju nemaly problém z aspektu ekonomiky kultary. To
plati najma v statoch, ktoré si zachovali model trojsuborovych repertoarovych di-
vadiel — ich prevadzka je niekolkonasobne drahsia ako v pripade ad hoc, na kon-
krétny projekt vytvorenych zoskupeni, alebo operativnejsich telies Specializovanych
na ¢inohru ¢i tanecné divadlo. Zaujimavy blok vytvorili prispevky, v ktorych autori
objasniovali z novych hodnotiacich pozicii dejiny konkrétnych narodnych divadiel
a ich vnutorné hodnotové premeny. O praktickych aspektoch profilovania Sloven-
ského narodného divadla hovoril v ¢ase konania konferencie novy generalny riaditel
SND Ondrej Soth.

Podakovanie za prejaventi podporu, ktord umoznila medzinarodna vedeckd
konferenciu zorganizovat, patri predovsetkym Ministerstvu kultary a cestovného
ruchu Slovenskej republiky, ktoré na pripravu podujatia prispelo financne z gran-
tového systému a Literarnemu fondu, ktory umoznil konferenciu usporiadat v pri-
jemnom prostredi Domova slovenskych spisovatelov v Budmericiach. A samozrejme
podakovanie patrii predstavitelom a pracovnikom oboch usporiadatelov, Zdruzenia
slovenskych divadelnych kritikov a teoretikov a Ustavu divadelnej a filmovej vedy
Slovenskej akadémie vied, ktori obetavo zvladali ndrocné pripravné prace a aj pocas
konferencie boli vzdy pripraveni pomdct a poradit a zamestnancom Domova sloven-
skych spisovatelov, ktori sa starali o spokojnost vSetkych ticastnikov.

Dvojjazycny zbornik prispevkov z konferencie, ktory predkladdme verejnosti,
bude pre buducnost nielen informacne cennym pramenom vseobecnych i konkrét-
nych poznatkov o histdrii a sicasnosti narodnych divadiel v Strednej Eurdpe, ale
moze aj inSpirovat pri hladani vychodisk zo sticasnych problémov nasho — a nielen
narodného — divadla, ¢i mame na mysli jeho umelecké programovanie, alebo pravne
a ekonomické parametre jeho fungovania. Prispevky, ktorych rozsah v slovenskom
jazyku vyrazne prekrocil vopred stanoveny rozsah, publikujeme v povodnom zneni
uplné, v anglickom ¢i slovenskom preklade vSak — vzhladom na limitované zdroje
a finanénu narocnost prekladov — ¢iastocne kratené.

Andrej Matasik
vedecky tajomnik konferencie
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IDEA V DOBE KONZUMU?

ANDRE] MATASIK
Ustav divadelnej a filmovej vedy Slovenskej akadémie vied, Bratislava

UZ niekol'ko rokov som premyslal o potrebe redefinovat zmysel narodnych diva-
diel na prahu nového tisicrocia (po prvy raz sme sa o podporu tejto myslienky bez
odozvy uchadzali v roku 2001). Dnes sa k tejto téme stretdvame na péde Domova
slovenskych spisovatelov v Budmericiach. Ten v minulosti pod svojou strechou pri-
chylil cely rad osobnosti, ktoré sa potrebovali striast zhonu vSednych dni a koncen-
trovane sa sustredit na tvoriva literarnu pracu. Medzi nimi aj mnohych dramatikov,
ktorych hry presli aj javiskami nasich narodnych divadiel, nielen toho slovenského.
Verim, ze tu najdeme spolocne Cas a prilezitost pouvazovat o probléme, ktory sme
zvolili za tému tejto konferencie.

Viem, Ze situaciou velkych reprezentativnych eurépskych divadiel sa zaberali uz
mnohi pred nami. Trapi ona predovsetkym tych, ktori zodpovedaju za verejné fi-
nancie. Ako docielit, aby divadla mali skvelt povest a vysledky, ale aby to zaroven
vela nestdlo, to trapi rdznych ministrov, intendantov i predsedov spravnych a inych
komisii a rad. Nepochybne aj tieto okruhy problematik pridu na naSej konferencii na
pretras, peniazom na ten ¢i onen spdsob sa dnes vyhnut neda. Heslo ,,narod sebe”
dodnes pekne znie, ale podpisana zmluva je pre umelca v sticasnosti istejsia, ako
krasny slogan.

Preto sa v pozvanke na nase stretnutie vyskytlo slovo ,,idea”. Nie je dnes v mode.
Ale — som mozno nepoucitelne staromilsky — nazdavam sa, Ze bez zohladnenia
pojmu idea nemozeme vObec o narodnych divadlach diskutovat. Ak totiz ideu bude-
me povazovat za Cosi zbytocné, nepodstatné a zatazujice, potom sa mozeme bavit
o divadlach sice mozno umelecky zaujimavych, azda aj dramaturgicky profilova-
nych, alebo trebars herecky pritazlivych a komercne tispesnych, ale o divadelnych
institaciach trochu iného typu, nie o divadlach narodnych.

Azda sa zhodneme na tom, Ze v 19. storodi, ked institticie typu narodnych divadiel
v Eurdpe vznikali, hrali v tomto procese ddlezitd, ba prvotne iniciaént, tlohu faktory
mimoumelecké. Narodné divadlo sa v nasich zemepisnych Sirkach objavilo ako feno-
mén jasne, vyrecne a jednoznacne dokumentujuci predovsetkym sebauvedomenie si
vlastnej narodnej identity a stali sa vyrazom politickej vole modernych eurépskych
narodov zretelne artikulovat svoju — aj kultirnu — originalitu a po6vodnost. MoZeme
dlho diskutovat o tom, preco viaceré velké eurdpske narodné kultary instittciu to-
hoto typu nepoznaju, respektive preco v Londyne pod rovnakym ndzvom funguje
institdcia koncipovana na trovni myslenia o kulttre a jej spolocenskej tlohe v druhej
polovici 20. storocia — ale asi bude pravdivy dohad, Ze v tych Statoch, v ktorych do-
$lo k narodnostnej integracii populdcie v dobe feudalizmu a kde uz vtedy prirodze-
ne a evolucne vznikli vyznamné umelecké institacie, tam nepovazovali za ddlezité
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VTavo riaditelka Ustavu divadelnej a filmovej vedy SAV Dagmar Podmakova, prof. Milo$ Mistrik a ve-
decky tajomnik konferencie Andrej Matasik. Snimka Ladislav Lesay.

v historickom obdobi formovania novej politickej mapy Eurépy, teda v 19. storoci
a v pripade Slovakov dokonca az v 20. rokoch storocia nasledujtceho, zvyraznovat,
oznacit svoje narodné a kultdrne teritérium aj institaciou typu narodného divadla.

No Eurédpa na zaciatku 21. storocia uz nie je kontinentom vlastnut identitu objavu-
jucich a utuzujacich narodov. Dominantnymi heslami sti¢asného sveta su integracia
a globalizacia. (Vynimkou je len Balkan, tam Eurdpa podporila dezintegraciu.) Vy-
spelost narodov a Statov Eurépy vnimame cez ich eurdpsku zainteresovanost, cez
schopnost zostladit individualne potreby Statov a narodov s potrebami Eurépy ako
celku. Pre nasich predkov, ktori kriesili narodné divadla k zZivotu bola dolezita a ur-
¢ujlca osobitost a kvalitou povodna inakost, dnes je preferovand schopnost presadit
sa v homogenizovanom peloténe. Narodné divadla vznikali ako vyraz uskutoc¢nenia
narodnych snov, dnes snivaji o medzinarodnom uznani a reSpekte.

Avsak ked narodné divadla vznikali, vkladali im ich iniciatori do vienka okrem
idei spatnych s formovanim narodov a schillerovského odkazu na divadlo ako mrav-
nu institdciu, aj poslanie staf sa centrami umeleckého snazZenia najlepsich narodnych
tvorivych sil, doslova vykladnymi skrifiami narodnej kultary. Stali sa dolezitymi
a normotvornymi institticiami pri stabilizovani narodnych jazykov, chrdmami zbu-
dovanymi pre povznesenie ducha. Narodné divadla ako vrcholné kulttrne ustano-
vizne svojich ¢ias sa stali pre tvorivé individuality métou a ¢lenstvo v nich vyzna-
menanim. Pre kazdého herca kocujiceho divadelného ansamblu ¢ malomestskej
divadelnej spolo¢nosti bolo vysnivanym cielom stat sa ¢lenom narodného divadla
— ak totiz produkcie divadelnych stiborov boli vitanym osviezenim ospanlivého zi-
vota vo vsetkych kttoch Eurépy, byt hercom takejto spolo¢nosti nebola ziadna vel'ka
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slava. No prislusnost k narodnému divadlu stavovsky predstavovala tplne iny level.
Bola vyjadrenim Sirokej spolocenskej autority a reSpektu voci tvorivym vysledkom.
Napisat pre narodné divadlo hru povaZoval za svoju moralnu povinnost vari kazdy
obrodenecky spisovatel a ten, ktorého text niektoré z narodnych divadiel aj uviedlo,
mal otvorené dvere minimalne na ndrodny literdrny Parnas. Narodné divadla ako
reprezentativne kultiirne institicie poskytovali vo svojej dobe pre tvorbu naozaj re-
lativne idedlne podmienky a umelecki tvorcovia sa za ne zvécSa, hoci nie vylucne,
odvdacovali kvalitou dosahovanych tvorivych vysledkov.

Este v druhej polovici minulého storocia platilo, Ze ndrodné divadlo rastie na po-
vodnej tvorbe a svoju vyspelost dokumentuje na originalnom a osobitom spracovani
svetovej klasiky. Hrat to najlepsie, o ponukali starsi ¢i mladsi domaci autori, ale i
poznat divadelné trendy, vediet o tom, s ¢im prisli vynikajuce divadelné osobnosti
v inych divadelnych centrach, bolo normalne. Citalo sa o tom v ¢asopisoch a dokonca
aj z krajin na vychod od ,zeleznej opony” ti Stastnejsi zavse i videli na festivaloch
ukazky toho najlepsieho, no narodné divadelné kultury sa vyvijali predovsetkym vo
svojich vlastnych sturadniciach. Zavratné zrychlenie komunikacie, premena sveta na
globalu dedinu, kde staci vyzriet cez okno pocitacového terminalu a mozete, aj na
videoukdazkach, vidiet, ¢im bola charakteristicka véerajSia premiéra na druhom konci
kontinentu, alebo sveta, vSetko zmenilo. Informdcii je tolko, Ze prestadvaju mat hod-
notu inSpirdcie pre vlastné tsilia, tvorbu a premyslanie o divadle, ale naopak ¢loveka
zahlcuja. Ako kazdé médium, aj web zjednodusuje. Nevnimame totiz umelecké dielo
v plnohodnotnom kontakte, ale cez filter. Ani ten najobjektivnejsi a najziclivejsi editor
nedokaZe poskytnut viac ako svoj subjektivny referat o diele, mozno nielen verbalny,
ale audiovizualny. Filter subjektivnej selekcie vsak brani prieniku nuans, ktoré by
mohli hrat rolu iniciatora tvorivého dialogu.

Predpokladam, zZe si tu vymenime nazory na Specifickost narodnych divadiel
a ich umelecké programovanie v minulosti a dnes. Nazdavam sa, ze by sme nemali
podcenovat ani veelku trividlny fakt, Ze totiz povab i riziko divadla je v autenticite
kontaktu Zivého cloveka v hladisku so zivymi [udmi — umelcami na javisku. Ak na-
rodné divadla nebudu schopné vecer ¢o vecer prilakat do svojich sal divakov, zveda-
vych na tvorbu tychto vlajkovych lodi narodnych kulttr, stratia ako institticie zmysel.
Hrat sami pre seba mozu chovanci Specialnych terapeutickych zariadeni, divadlo ako
umelecky druh bez divéka nejestvuje. V istom, teraz uz dost vyuzivanom spdsobe,
akym sa o priazen divakov aj niektoré narodné divadla usiluju, je jedno obrovské ne-
bezpecenstvo: obchodovanie s autorskymi pravami sa dnes totiz nevztahuje uz len na
uvedenie diela v preklade, popripade na pouzitie hudby ¢i choreografickej koncep-
cie, ale dnes sa obchoduje doslova s ,manudlom”, ktorého precizne dodrZiavanie sice
majitelovi licencie garantuje, Ze vysledok bude mat standardnu tiroven, ale na strane
druhej dotieravo vnésa do diskusie otdzkuy, ¢i eSte stdle hovorime o umeleckej tvorbe,
alebo uz o sériovej remeselnej vyrobe, hoci jej produkt vykazuje zakladné charakte-
ristiky umeleckého diela. Iste, ak Specializované vyvojové laboratdria vytvoria kon-
cept nového modelu napriklad osobného auta a ono sa potom pod réznymi nazvami
vyréba trebérs v Sanghaji i Bratislave a pouZiva rovnako v Keni ako v Nérsku, méa
to svoje ekonomické pozadie a dévody. Otazne je, ¢i mozno mechanicky preberat
takéto principy koncernovej unifikacie aj v segmente tvorivého a duchovného zivota,
kam kultara prinalezi. Vieme z konkrétnych sktisenosti, Ze napriklad vynikajtcich
tvorcov, ktori st schopni priniest neobycajne pdsobivé a originalne inscenacné kon-
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cepty, ale vyvolat i zdujem divakov neprijimaju pri hostovaniach ¢lenovia — napriklad
opernych — stiborov vzdy s nadSenim. Inscendcie takychto osobnosti totiz maji jednu
velktl chybu — negarantuja solistom rotaciu, pretoZe su to jedinec¢né origindly. Tento
trend este relativne neddvno bol prizna¢ny najma pre segment muzikalového diva-
dla a mozno ho k Zivotu priviedol uslachtily zdmer producentov nedopustit, aby sa
na slavnych mendch prizivovali rozlicni nedoukovia. Aky v8ak ma zmysel vybrat
sa vo VarSave na také isté dielo, aké sme mohli vidiet v Barcelone i v Kyjeve? Ano,
Eurépania dnes piju rovnaké dZzusy a vina, vozia sa v rovnakych autobusoch, pracuju
v pobockach rovnakych firiem, divajii sa na v zasade rovnaké televizne programy;, je-
dia rovnaké hamburgery a listuji vo v zasade rovnakych magazinoch — ale znamena
to, Ze nasou neodvratnou buducnostou je aj unifikdcia duchovného zivota? Mozete
namietat, Ze predsa elementarne Iudské, a v pripade Eurépanov teda aj krestanské,
hodnoty st1 univerzalne platné, Ze dobro a zlo, pravda a loz, laska a nenavist, vernost
a zrada st moralne imperativy, ktoré vnimame v rovnakom vyzname minimalne od
Atlantiku po Ural a od hortcich plazi Stredomoria po adové plane Arktidy. To, Ze
sa na tomto teritériu dnes identifikujeme ako Slovaci, Nemci, Taliani, Cesi, Ukra-
jinci, Madari ¢i Poliaci je z hladiska dejin civilizacie epizdda, Eurdpa kedysi patrila
Kvadom, Béjom a dalsim keltskym kmeriom ¢i germanskym Svédom, Burgundom,
Longobardom, Alamanom, Frankom, Vandalom a Gétom. Nie je teda aj skutocnost,
Ze si na zaciatku 21. storo¢ia musime klast otdzku, aky mé zmysel idea narodného
divadla, len sprievodnym signdlom prebiehajticeho procesu nového prevrstvovania
europskeho civiliza¢ného priestoru? Nie je trend rovnakych drinkov, jednotnych tro-
kovych sadzieb, konfekénej literattry a uniformnych médii len prejavom bliZiaceho
sa konca Eurépy narodov? Neusilujeme sa hladat novy zmysel narodnych divadiel
v Case, ked sa do podpalubia kedysi Citatelne , inej”, eurdpskej kultary uz valia pl-
nym pradom cez vSakovaké Jednoduché Mdrie tony univerzalneho balastu, ktoré nase
ilizie o nadcasovosti moralnej dilemy dakej Antigony ¢i posolstva tragického po-
znania krala zvaného Lear stiahnu bez ohladov a diskusii ku dnu? Dokaze eurdpska
kultara a v jej ramci nase narodné divadla este vobec prichadzat pred divakov s té-
mami a otdzkami, ktoré by si oni pre svoj zivot potrebovali ujasiiovat a hladat na ne
odpovede? A tizia vobec nasi divadelni tvorcovia patrat po tom, ¢i domace kultarne
zdroje eSte maju dostatok energie vygenerovat jedinecné posolstva, po ktorych by
divaci doma, ale i v zahrani¢i prahli a pre ktoré by do divadla prichddzali? Vie este
divadelna tvorba, divadlo ako umelecky druh, pontiknut narodom Eurépy umeleckt
viziu, ktord by dokézala prekonat jednoduchu Sedivost, uniformnu veselost, univer-
zalnu povrchnost a hodnotovti neurcitost? Nie je pre mnohych stcasnych tvorcov
preberanie moédnych vzorov, teda toho, ¢o sa osvedcilo inde a malo dobré kritiky,
cestou ako zakryt nedostatok vlastného talentu nieco naozaj objavit?

Pred polstoro¢im Sokoval na konferencii v Karlovych Varoch dramatik a teatrolég
Peter Karvas svojich kolegov a divadelnikov vyhlasenim, Ze skutocne nova socialistic-
ka drama moze vzniknut iba vtedy, ked autor znovu otvori alternativu Zivota a smrti
hlavného hrdinu. Pre na Sestine sveta dominujticu socialisticka estetiku neprijatelné
kacirstvo! Ved nové, socialistické, umenie malo podla ideologickych priruciek uz rie-
sit iba problémy boja dobrého s lepsim! Karvas na sklonku patdesiatych rokov vSak
nebol ani revizionista, ani agent imperializmu - ako vzdelany muz vSak pochopil, Ze
moment katarzie, vnatorného obrodenia divaka, nie je myslitelny bez toho, aby sa
divak stal svedkom a sticastou vypatej etickej dilemy, vygradovaného hodnotového
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zadpasu, ktory v modelovej situdcii divadelného diela umoznuje reflektovat vlastnu
zivotnu skuisenost tym v hlladisku. LenZe po polstoro¢i nam nestaci vratit sa ku Kar-
vasovej téze z jednoduchého dovodu — svet je on line a smrt dnes uz nevnimame ako
¢osi neobycajné a ako osudovo definitivne rieSenie — pre dnesnu civilizaciu, ale aj pre
nové eurdpske divadlo je to spravidla len ,end game” a Start do iného levelu. Média,
ale pohotovo replikujtc i scendre novej eurdpskej dramy, ndm vsugerovali, Ze smrt je
obycajnou, sivou stucastou vSednych dni a pozornost si zaslazi len vtedy, ak je ¢im-
si atraktivna, ak je dosiahnutd obzvlast zavrhnutiahodnym spdsobom, mimoriadne
brutélne, ¢i ak sa do nej akymsi spésobom zapoji niekto vSeobecne populdrny, najrad-
Sej Sportovec, modelka, politik alebo ind celebrita. Smrt hlavného hrdinu stratila ten
Karvasom reklamovany rozmer sofoklovskej fatalnosti, ktord hladisku da mravnua
silu dalej zit a o Cosi sa usilovat, snazit sa stravit svoje dni na tomto svete lepsie,
plnsie a zmysluplnejsie.

Ved v hodnotovo zrelativizovanej stucasnosti, alebo v jej virtualnej atrape, staci
urobit jednu ¢i dve kldvesové operacie a sme zasa tam, kde sme zacinali.

Uvedomujem si, Ze takto popisany obraz sveta je bezutesny. Ale pribeh Tudskej
civilizacie ma opraviiuje povedat, Ze nie je nijako novy a mimoriadny. Ak eurépska
kultara a kulttara jednotlivych narodov Eurdpy neskoncila ako Kvadi a Markomani
v cynickom a lahostajnom mlynceku historie, bolo to aj preto, Ze vzdy vygenerovala
svojich Mozartov a Ibsenov, Calderénov i Slowackych, Cechovov aj Tylov, Zacharov
a Strehlerov, Lubimovov ¢i Swinarskych. Ani v ziclivych obdobiach ich nebolo na
rozdavanie a vZdy bolo pocetnejsie zasttipenie tych, ktori len recyklovali a oprasovali
tradi¢né a overené postupy. Iste, doba sa zmenila a vonkajSie podmienky, v ktorych
divadlo vznikd a ktoré reflektuje, asi dnes nepraji posolstvu opojnej radosti z poé-
zie tejto chvile, za ktorym divaci chodili do milanskeho Piccolo Teatro za Giorgiom
Strehlerom a do ¢inohry SND za Karolom Zacharom. Patos vlastenectva, priznacny
pre Konrada Swinarského, ale i genialna orchestracia inscendcie Jurija Petrovica Lu-
bimova st dnes asi zaujimavé len pre Studenta, ktory sa v rdmci dejin eurdpskeho
divadla dostane k ich zdznamom ¢i popisom. Tragiku triednych determinacii a roz-
porov eurdpske divadlo dnes ignoruje, pretoze sa — aspon v nasich zemepisnych
Sirkach — spajaju s negativnou skuisenostou s formalne beztriednou spoloc¢nostou.
Opera uplne rezignovala uz aj na zasadu jazykovej zrozumitelnosti, ktora sa eSte
pred niekolkymi desatroc¢iami zdala pevna ako hradby Jeruzalema a v Kosiciach i
Drazdanoch sa Verdi spieva v taliancine. Iste, nedeje sa zase ni¢, ¢o by sme z histo-
rie nepoznali, ved' nasi humanisticki dramatici skladali svoje texty vSetci v latincine
aich zverenci, dietky ctihodnych patricijov, ich v tejto reci aj na zaver skolského roka
odriekali. Ale problém operného Zanru v kontexte narodného divadla je vobec samo-
statna kapitola...

Ked sa poctivo snazim sformulovat odpoved na otdzku, ako naloZit s ideou na-
rodného divadla v 21. storoci, nastoj¢ivo sa mi v mysli vyndra analdgia sti¢asného
tdpania v europskej kultire so situaciou eurdpskeho divadla na konci Styridsiatych
rokov minulého storocia. Vtedy boli narody Eurdpy konfrontované s traumatizujui-
cimi faktami, ktoré sprevadzali roky vojnového pustosenia kontinentu. Hlad, smrt,
koncentracné tabory, tovarne na smrt, masovy exodus a napokon jadrova bomba,
s takouto zazitkovou vybavou vtedajsieho divaka sa divadlo vyrovnavalo velmi zlo-
zito. A pritom sa [udom tak velmi chcelo zit, veselit sa, zabudat... Divadlo vtedy
naslo zmysel svojej spolocenskej misie v tom, Ze dokazalo artikulovat nevyhnutnost
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redefinicie elementarnych etickych hodnét a dokazalo dat vojnovou sktsenostou
zdeptanym Iudom novt nédej. Skvely Cesky rezisér Jifi Frejka v roku 1946 v caso-
pise Divadelny zapisnik publikoval tieto slova: ,Nové divadlo musi mat svoj koreni
v socidlnych a metafyzickych potrebach svojho stucasného divaka a ak opusta tuto
zakladnu, ocita sa v krize.”!

Nie sme dnes my, prislusnici euroatlantickej civilizacie, vysilenej polstoro¢im stu-
denej vojny, mravne vyprahnuti po desatrociach spochybrniovania zdanlivo pevnych
krestanskych idedlov a hodnot, prebuidzajuci sa s pocitom viny, ze zijeme v dostatku
ba blahobyte, kym inde vo svete Iudia zivoria, traumatizovani neustalymi pochyb-
nostami, ¢i je spravne, mudre a prezieravé hrat tlohu tych, ktori ,vedia” ¢o je dobré
pre inych a davaju to najavo vnucovanim svojich rieSeni komplikovanych situacii
kdekol'vek na svete — nie sme v situacii, ktora je viac ako podobna tej skepse a bez-
vychodiskovosti po Druhej svetovej vojne? Aby narodné divadla v 21. storoci mohli
existovat a byt sticastou nasho kultirneho priestoru, méze a podla mojej mienky aj
musi sa ich nosnou konstrukciou stat nielen umelecky, ale aj eticky rozmer spolocen-
ského posobenia. Ze sme vietci pod tlakom, Ze nestihame, nevladzeme hodnotne tra-
vit svoje dni, naharlame peniaze a kariéry, sklamavame sa v laskach i priatel'stvach,
nerozumieme svojim defom — a vObec, Ze nase Zivoty za vela nestoja, to vie takmer
kazdy z tych I'udi, ktori vecer z nejakého dovodu zasadnu v hladiskach nasich na-
rodnych i tych ostatnych divadiel. Tie ostatné sa ich moézu usilovat pobavit, ocarit
a rozptylit, od toho ndrodného ¢akdm, a azda nie som sam, transftziu Zivotnej ener-
gie, inSpirdciu i dovod, preco Zit aj zajtra, o mesiac a o rok. Chcem od neho skratka
uistenie, e stoji zato Zif. Ze svoj zivot mdZeme a musime it so vietkymi jeho kras-
nymi i Skaredymi driami.

Davajii nam nase narodné divadla na zaciatku 21. storocia taktto silu?

'FREJKA, Jifi: Prédbojnik K. H. Hilar.vDivad,elm' zapisnik, 1, 1945/46, ¢. 3-4, 16. 1. 1946. Citované podla:
FREJKA, Jifi: Divadlo je vesmir. Ed. PETISKOVA, Ladislava. Praha : Divadelni ustav, 2004, s. 238. ISBN 80-
7008-163-5.
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IDEA AT THE TIME OF CONSUMERISM?

ANDRE] MATASIK
Institute of Theatre and Film Research of SAS, Bratislava

For me as someone who has been pondering for several years over the need to
re-define the purpose of national theatres on the verge of a new millennium (for the
very first time, an attempt to promote the idea, however, without any feedback, was
made back in 2001), it is an honour to welcome you in the premises of the House of
Slovak Writers. In the past, it sheltered a number of personalities, who retreated here
from everyday hustle, to focus on their creative literary work. Among them were
also playwrights whose plays were put on the stages of national theatres, not just the
Slovak one. I am confident that we shall find time and opportunities to address this
issue which has been chosen as the key topic of our conference.

I am aware that others before us have contemplated the situation of big represen-
tative European theatres. It is especially an issue for those in charge of public spend-
ing. The question is what has to be done for theatres to enjoy first-class reputation
and have good results at reasonable cost. This is of concern to ministers, stage man-
agers, and chairmen of administrative boards and various commissions. Undoubt-
edly, these issues will be addressed at our conference, the money issue in whatever
form cannot be circumvented. The mission statement “The Nation for Itself” still
sounds good but a signed contract is of greater value to an artist than a beautiful
statement.

That is why the word “idea” has been used in the formal invitation to our meet-
ing. Today, it is not “in”. I may sound hopelessly old-fashioned but I honestly believe
that without taking account of the concept of idea, a discourse on national theatres is
hardly possible. If we take idea as something needless, irrelevant and burdensome,
then we may be talking theatres that are interesting artistically, with good drama-
turgy or attractive by their actors’ list and commercially successful, but these would
be theatrical institutions of a different kind, not of national theatres.

I think, we should be in agreement that in the 19" century, when the type of institu-
tions like national theatres was first established in Europe, other than artistic factors
played an important, even inceptive role. In our geographical region, the national the-
atre emerged as a phenomenon which in a straightforward, eloquent, and clear manner
documented the self-awareness of own national identity and it became an expression
of the political will of modern European nations to clearly articulate their originality
and indegeneity, including their cultural one. We may carry on talking why several big
European national cultures are not familiar with an institution of this kind, or, why in
London, under identical name, there operates an institution drawing on the thinking
about culture and its social role in the latter half of the 20" century. Howwever, more
likely is the assumption that in those countries, which witnessed the integration of na-
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tionalities under feudalism and in which important institutions of art were incepted in
anatural and evolutionary way, it was not considered important, in the historic period
of the shaping of a new political map of Europe, in the 19" century that is, and in case
of the Slovaks even in the 20* century, to emphasise,and to designate their national
and cultural territories by an institution of the national theatre type.

Europe on the verge of the 21* century is no longer a continent of nations that
would be discovering and bonding their own identities. The predominant slogans
of the world of today are integration and globalisation (exception being the Balkans,
where Europe supported disintegration). The maturity of the nations and states in
Europe is perceived through their European involvement, through their capacity to
harmonise the individual needs of states and nations with the needs of Europe as
a whole. To our forefathers, who brought national theatres back to life, uniqueness
and difference based on true quality appeared to be vital and determining factors;
today, the ability to assert oneself in a homogeneous cycling field is given preference.
National theatres were the materialisation of national dreams and today, they dream
of international acclaim and respect.

At a time when national theatres were brought into existence, in addition to the
ideas connected with the shaping of nations and Schillerian reference to the theatre as
a moral institution, their founding fathers endowed them with a mission to become
the centres of artistic endeavours of the best national creative forces, literally, the
showcases of national culture. Theatres were turned into prescriptive institutions in
the process of the stabilisation of national languages, into temples built to elevate the
spirit. National theatres as the prime institutions of culture of their time were a goal
pursued by creative individuals and membership in them was considered a great
honour. Any actor of a strolling theatre troupe or a provincial theatre company as-
pired for becoming a member of the national theatre. Although the stagings of pro-
vincial theatre ensembles were a much-welcome highlight of the drowsy life in all
corners of Europe, being their member was no big deal. Professionally, membership
in a national theatre was a completely different thing. It was an expression of a broad
social authority and respect for creative achievements.

To write a theatre play for the national theatre was regarded as a moral obliga-
tion by any revivalist writer and he, whose text was staged by a national theatre,
had the door open to the national literary Parnas to say the least. In their time, na-
tional theatres as representative cultural institutions, established comparatively ideal
conditions for creation and in return, although not always, creative artists produced
quality theatre plays.

The proposition that held in the latter half of the 20" century was that the national
theatre grew on original creation and its maturity is best documented by an original
and unique staging of the world classical drama. It was taken for granted to stage the
very best of what the older or younger generation of authors had to offer and to be
knowledgeable of theatre trends and of the novelties introduced by outstanding the-
atre professionals in other theatre centres. One would read about this in journals, and
even in the countries east of the “Iron Curtain”, the more fortunate ones had the pos-
sibility to see the examples of the very best of national theatrical cultures at festivals;
however, national theatre cultures would follow their peculiar ways of evolvement.
Everything has changed thanks to an unprecedented speeding up of communication,
the transformation of the world to a global village where one just has to look out of the
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window of a computer terminal to see, even on video trailers, what last night’s open-
ing performance at the far end of the continent or the world, was special for. The myri-
ads of information no longer have value of an inspiration for creation, for contempla-
tions over the theatre and instead, man is dumped with them. Just like any medium,
the web simplifies the world. Instead of appreciating a work of art in full contact with
it, we perceive it through a filter. Even the most objective and generous editor could
not provide more than just a subjective perception of the work and, possibly, not only
verbal but also audiovisual. The filter of subjective selection prevents the infiltration of
subtleties which could play the role of a spark plug of a creative dialogue.

I assume that we shall exchange views on the specificity of national theatres and
their artistic programming in the past and at present. I believe that one should not
underestimate the trivial fact that the charm and risk of the theatre lies in the authen-
ticity of the contact between living men in the auditorium and living men — artists
on the stage. If national theatres fail to attract audiences, night after night, to their
theatre halls, eager to see the production of these flagships of national cultures, these
institutions will lose their purpose. And although the wards of special therapeutic
establishments have the liberty to only play for themselves, the theatre as a form of
art would not exist without its audiences. There is a particular, and by some national
theatres, rather widely used, way of winning over the favour of the audiences, which
is very risky — dealing with copyright does not only apply to the staging of a play in
translation or to the use of music or choreography but also to the trading of “manu-
als”. Indeed, by carefully observing the manual, standard quality of the product is
guaranteed to the licence owner on the one hand, on the other, however, it obtru-
sively poses the question whether this is true artistic creation or just run-of-the-mill
production, although the product has the basic characteristics of a work of art. In-
deed, if specialised development laboratories develop the concept of a new model of
a passenger car and the car is then manufactured under different names in Shanghai
and in Bratislava and it is driven in Kenya or Norway, this would have its economic
background and justification. The question is whether such principles of unification
may be mechanically taken over and applied to creative and spiritual life where cul-
ture belongs. Concrete experience has shown that outstanding creative professionals
who have the potential to create impressive and ingenious staging concepts and raise
the interest of the audiences, the instance they appear as guest artists, are not always
received with enthusiasm, say, by the members of opera ensembles. The productions
of these personalities have a hitch, they do not guarantee rotation to soloists, because
they are unique originals. Up until recently, this trend was especially typical of the
musical theatre and it may have been introduced by the producers’ noble intention to
avoid uneducated persons to sponge on famous names. What sense would it make,
to see in Warsaw exactly the same production as one could see in Barcelona or Kiev?
Yes, the Europeans of today drink the same juices and wines, commute in the same
buses, work in the branches of the same companies, in principle, watch the same
TV programmes, eat the same hamburgers, and, in principle, leaf through the same
magazines — is this to mean that the unification of spiritual life is our inescapable
future? One may object that the fundamental human — and in the case of Europeans
also Christian — values are universally valid and that the good and the bad, truth
and lie, love and hatred, loyalty and betrayal are moral imperatives having the same
meaning from the Atlantic coast to the Urals, from the hot mediterranean beaches to
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the ice plains of the Arctic. It is but an episode in the history of human civilisation
that in the present-day territory we identify ourselves as Slovaks, Germans, Italians,
Czechs, Ukrainians, Hungarians, or Polish. Europe once belonged to the Quadi, the
Boj and other Celtic tribes or to German Svedas, Burgunds, Longobards, Alamans,
Franks, Vandals, and the Goths. The fact that at outset of the 21% century a ques-
tion must be posed about the purpose of the national theatre — is that not just an
accompanying signal of an ongoing process of a new arrangement of the European
civilisation area? Are the trends of the same soft drinks, uniform interest rates, run-
of-the-mill literature and uniform media not a manifestation of the nearing end of the
Europe of nations? Are we not in quest of a new purpose of national theatres at a time
when through various “Simple Marias” tons of universal trash are dumped into the
lower-deck of what used to be “different” European culture, which ruthlessly and
without discussions pull to the bottom our illusions about the timelessness of a moral
dilemma of a certain Antigone or the messages of the tragic knowledge of King Lear?
Does European culture and our national theatres have the potential to introduce the
audiences to topics and issues for them to sort out in their lives and to seek answers?
Do our creative professionals have a desire to find out if domestic culture resources
have enough energy to generate unique messages, which the audiences at home and
abroad would crave for and would want to find in the theatre? Can theatre produc-
tion and the theatre as artistic form offer an artistic vision to the nations of Europe
which can overcome the plain mediocrity, universal superficiality and the vagueness
of values? Is the following of fashion trends by some contemporary theatre-mak-
ers, of what has been well-tried elswhere and favourably received by critics, not just
a way to hide their lack of talent to discover something new?

Half a century ago, Peter Karvas, playwright and theatre theorist, shocked his
peers and theatre-makers at a conference in Karlove Vary by a statement that a truly
new socialist drama could only be created when the author re-opened the alterna-
tive of life and death of the main hero. An unacceptable heresy for socialist aesthetics
that dominated a sixth of the world! Indeed, the role of a new socialist art, according
to ideological manuals, was only to solve the problems of the struggle between the
good and the better! In the late 1950s, Karvas was neither a revisionist nor an agent of
imperialism. As an educated man he recognised that the instance of catharsis, of inner
revival of the audience, is unthinkable without the audience being a witness and com-
ponent part of a strained ethical dilemma, of an escalated struggle of a belief system,
which in a model situation of a dramatic workpiece allows those in the auditorium to
reflect on their own experiences. However, after half a century, it does not suffice to
return to Karva$’ proposition and the reason is simple: the world is online and death
is no longer perceived as something uncommon and as a fatally ultimate solution. To
our modern civilisation, and to the new European theatre, it is, as a rule, just “an end
game” and advancement to another level. The media, promptly following the scenar-
ios of the new European drama, have lead us to believe that death is a commonplace,
grey part of our everyday reality and it only deserves our attention, if it takes place
in a particularly deplorable and brutal way, or if a popular personality, preferably
a sportsman, a fashion model, a politician or other celebrity, gets involved. The death
of the main hero has lost the dimension of Sofoclean fatality, as proclaimed by Karvas,
which gives moral strength to the audiences to go on and to aspire for something that
has a purpose, to live better, fuller, and a more meaningful life on Earth.
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In our time, when the belief system is relativised, or, in its virtual representation,
a couple hits on your keyboard will bring you to where you started.

I am aware that this is a dismal portrayal of our world. However, the story of
human civilisation gives me the right to believe that it is not new or exceptional in
any way. The reason, among others, why European culture and the cultures of Euro-
pean nations did not end up in the listless grinder of history like the Quadi and the
Marcomans, was that they have always created their Mozarts and Ibsens, Calderons
and Slowackis, Chekhovs and Tylovs, Zachars and Strehlers, Lyubimovs or Swinar-
skis. They were not in profuse even in the good times and more numerous were
those recycling and rehashing traditional and well-tried approaches. True, times have
changed and the external circumstances under which the theatre is conceived and
which it reflects are not favourable to the message of exctatic joy of the poetry of this
moment sought by the theatre-goer of the Milanese Picolo Teatro who came here to
see Giorgio Strehler, or Karol Zachar at the Slovak National Theatre. Patriotic pathos,
typical of Konrad Swinarski, and also the ingenious orchestration of Yuri Petrovich
Lyubimov’s production, may be of interest to a student who comes across their re-
cords or descriptions when browsing through the history of European theatre. The
tragic nature of social class determination and conflicts is ignored by present-day
European theatre — and this holds for our geographical region at least, — since they
are connected with a negative experience with a formally classless society. Opera has
completely given up on the principle of language intelligibility, which appeared to be
as robust as the walls of Jerusalem only a few decades ago, and in KoSice or Dresden
Verdi is sung in Italian. Indeed, this is nothing new we have not already known from
history, after all, all our humanist playwrights composed their texts in Latin and their
disciples, the children of venerable patricians, rattled them off in this language at the
end of their academic year. However, the issue of operatic genre within the context of
the national theatre is a separate chapter...

Whenever I honestly seek an answer to how the idea of the national theatre in
the 21* century should be captured, an analogy between the current groping of the
culture of Europe and the situation of the European theatre in the late 1940s keeps
persistently coming to my mind. It was a time when the nations of Europe were con-
fronted with traumatising facts accompanying the years of war pillaging of the con-
tinent. Hunger, death, concentration camps, factories of death, mass exodus, and the
nuclear bomb were the experiences of the then theatre-goer and the process of com-
ing to grips with all this was especially complex for the theatre. Despite that, people
hungered for life, entertainment and wanted to forget...the theatre of those days
found the purpose of its social mission in articulating the necessity to redefine the el-
ementary ethical values and to give a new hope to people devastated by war. In 1946,
the outstanding Czech stage director Jifi Frejka published the following thought in
Divadelny zdpisnik (The Theatre Diary): “The new theatre must be rooted in the social
and metaphysical needs of its contemporary audiences and once it abandons this
basis, it ends up in a crisis.”"

! FREJKA, Jiti: Predbojnik K.H. Divadelny zapisnik 1, 1945/46, No. 3-4, ]ariuary 1,6, 1946. Citation ac-
cording to: FREJKA, Jifi: Divadlo je vesmir (The theatre is the universe). Ed. PETISKOVA, Ladislava. Prague:
Institute of Theatre, 2004, p. 238, ISBN 80-7008-163-5.
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Are we not, the members of the Euro-Atlantic civilisation, exhausted by half a cen-
tury of cold war, morally parched after decades of questioning the seemingly solid
Christian ideals and values, waking up with a feeling of guilt that we live in abun-
dance, affluence, while in other corners of the world men live a hand-to-mouth exis-
tence and traumatised by ever-present doubts, whether it is right, wise and thought-
ful to play the role of those who “know” what is good for others and who show it
by imposing their solutions to complex situations around the globe — are we not in
a situation which is more than similar to the scepticism and hopelessness in the after-
math of World War II? I believe that in order to ensure the existence of national the-
atres in the 21* century and to make them a component part of our culture area, their
backbone must not only be composed of artistic but also of ethical dimension of their
social role. Almost any person who would, for some reason, attend a performance at
our national and other theatres and sit in their auditoria, would also be aware that we
all act under pressure, we are always behind the schedule, we hardly live our days
meaningfully, we are in pursuit of money and careers, our loves and friendships let
us down, we do not get along well with our children. Those other theatres may want
to entertain, enchant or amuse them. However, what I expect of the national theatre,
and I may not be the only one, is a transfusion of vitality, inspiration, and cause for
wanting to also live tomorrow, a month or a year on. In short, I need assurance that
there is a purpose to life, that we may, and we our bound to, live our lives, with all its
sunny and dark days.

Do our national theatres at the outset of the 21% century give us such strength?

PreloZila Madria Svecovd



203

DIVADLO AKO DIAGNOSTIK SVOJHO CASU

MARIA BATOROVA
Ustav svetovej literatiiry Slovenskej akadémie vied, Bratislava

Ako neteatrolég budem hovorit zo svojho hladiska dvojdomého tvorcu — literar-
neho vedca a spisovatela. V tejto ivahe pdjde teda o vztah casu a mySlienky, myslien-
ky a slova, slova a obrazu, obrazu a mentdalnej inteligencie a v kone¢nom dosledku
o zmysel umenia, exemplarne na priklade divadelnej hry zo sticasnosti najméa o zmy-
sel divadla.

Ako kriticka som presvedcend, Ze dobré umenie je tu na to, aby sa pytalo, ¢o sa
s nasim svetom deje. Ano, myslim tym, Ze on neexistuje, ale Ze sa jeho existencia pra-
ve pred nasimi ocami ,utvara”, ako hovori Susan Sontagova. V tom je aj nasa Sanca,
ale v tom st aj nase zlyhania. Totiz byt ustavi¢ne v strehu, aby sme reagovali adekvat-
ne, to nie je jednoduché. K Sontagovej vyroku by som dodala: svet sa neustale stava
tym, ¢im na moment zdanlivo je, aby v momente status quo galopoval uz dalej. V ce-
lom procese je ten moment status quo velmi ddlezita kategoria. Ak si nedokazeme
uvedomit jeho hodnoty, nevieme ich zachytit a trochu pestovat, popierame minulost
a spochybniujeme vlastnt budticnost.

Faktom pre nds je, Ze hodnoty stratili spolo¢nt platformu, aj spolocné nebesa.
Od ¢ias moderny (u niektorych vedcov sa ona zac¢ina u Descartesa, u niektorych na
prelome 19. a 20. storocia, kedy sa k Descartesovmu dorazu na existenciu ako rozum
a myslenie priddva doraz na ¢loveka oprosteného od Boha povedzme u F. Kafku ale-
bo jeho zvnuatornenie ako u R. M. Rilkeho) déraz na kazdodennost a parcializované
vedomie a konanie emancipoval ¢loveka v plnej miere, v tom aj Zensky a detsky svet.
Svet sexuality prestava byt tabu (spomernime slavnu a skandaldéznu knihu Otta Wei-
ningera Geschlecht und Charakter /Pohlavie a charkter/ z roku 1903, ktora do roku 1920
dosiahla 21 reedicii a rad samovrazd po nej — ano, aj takto sa clovek vyrovnaval so
svojou slobodou, spomenme dalej Charcotove vyskumy detskej sexuality a vysledky
vyskumov psychoanalyzy Sigmunda Freuda a i.). S dérazom len na ¢loveka prestava
byt tabu vsetko, ¢oho je ¢lovek schopny. Slovo ,,schopny” podciarkujem, pretoze na
jednej strane je enormne postupujtica technika dékazom jeho schopnosti, na druhej
strane rozbitie jednoty sveta sa na sietnici duse individualne premieta ako roztrieste-
ny subjekt, taky typicky pre ¢as moderny. Clovek, schopny vynaliezat nové a ulahéo-
vat si tym zivot, nie je schopny vymysliet vhodné zuzitkovanie ¢asu a priestoru — t.
j. vlastného psychického nadproduktu. Nevie, ¢o s vysledkom svojich schopnosti,
takZe ich zneuZije. To, k comu dospel, ho niéi. Tento deprimujtci poznatok potvrdilo
20. storocie dvoma velkymi vojnovymi kataklizmami.

Ano, aj vynachadzavost, aj nedoslednost a bezcharakternost patria k identite ¢lo-
veka. Na nu sa v pociatkoch moderny vsadzalo a zaroven sa na niu zabtidalo. Bol to
paralelny proces, ktory vyustil do stavu, kde clovek sam na seba zabtida, vrha sa za
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najnovsimi vymozenostami techniky, ktord ho ni¢i. To, comu sa hovori postmoderna,
je len dalSie Stadium moderny. Tu stojim na pozicidch, ktoré pre socidlne vedy formu-
loval Jiirgen Habermas.

Dnes, ked st uz spolahlivo odburané mantinely etiky, ked pravda nadobudla
antropologicky charakter a moze uz oficialne byt tisicoraka, objavuje sa konecne na
svetovej scéne kultury diskurz, ktory naznacuje akusi sebazachovnu tendenciu: dis-
kutuje sa 0 hodnotach, principoch, limitoch a hraniciach. Diskutuje sa o tom, ze slovo
prestalo vyhovovat, ze v celej tej tendencii k nejednoznacnosti stratilo vlastné vyzna-
my a rezignovalo na pregnantné pomenovanie. Azda preto sa prestali ¢itat knihy.
Niektoré z nich st ako rozleptané kyselinou, st popisnymi fotografiami bez duse,
alebo rozbitou matezou myslienok bez naplne a vychodiska.

Ostava este slovo umocnené obrazom, teda moznosti divadelnej scény. Divadlo,
spomedzi vSetkych umeni najma ono, je diagnostikom svojho casu, aby tak prispelo
k zmene vo vedomi Iudi.

Modernd forma sucasného divadla s rozmermi poetiky klasickej dramy, je hra
uvadzand v studiu SND od sucasného nemeckého autora Mariusa von Meyenburga.
Minimalistickd scéna posobi najmé v kontraste s rokokovo abundantnym prostre-
dim, v ktorom Zijeme nas kazdodenny Zzivot, zahlten}'l nepotrebnymi vecami.

Rousseau v Rozprave o povode jazykov tvrdi, Ze jazyk zacal metaforou. Obrazny
jazyk sa zrodil najskor, potom prisli doslovné vyznamy. Tento predpoklad napitia
divadlo. Nazov hry je Ksicht. Preco nie tvar? KoreSpondovalo by to s obsahom. Totiz
v generacii nasich rodicov fraza ,mat tvar”, znamenala mat charakter. ,,Clovek bez
tvare” bol bezcharakterny, bola to urazka. Dnes by sa skoro nevedelo, ¢o tato fraza
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znamena. Dnes je uplne bezné, Ze niekto nema tvar. Mat charakter, je chyba cha-
rakteru, hranici to vraj s totalitnym myslenim. Mat pevné zasady je dnes vlastne to
najhorsie, maju ich vraj len tupci, malicherni hlupaci, malomestiaci. Slusni I'udia nie
su rigidni...

V povodine von Meyenburg nazval svoju hru Der Hissliche — Skaredyj. Preklad
nahradil neutralny vyraz slovom Ksicht, ktory podciarkuje hrubost a nediferencova-
nost bytia. Ksicht nemad tvar. Vychodiskova situdcia hry ukazuje, ako moZzno doplatit
na nieco, ¢o nas odlisuje, povedzme Skaredd tvar. Mudrost, vyndlezectvo, byt dobry
v odbore, to vSetko ni¢ neznamena, je nedostatocné. Dejinami drdmy sa motiv kon-
trastu krasy a osklivosti taha azda od jej pociatkov.

V Ksichte nechava autor vsetky svoje postavy rezignovat na vlastnu identitu, vlast-
nu tvar. Herci maji moznost hrat dvojita rolu, a tak ukazat skalu svojich hereckych
schopnosti, v priebehu hodiny predvedd, ako sa da zmenit identita kvoli komercii,
ako sa z tvare stane ksicht- maska. Toto slovo ma negativnu konotaciu. Spojenie , ty
si ale maska”, znamenalo donedavna povazovat oznacovaného za presibanca a ne-
rovného ¢loveka.

Autor diagnostikuje aj oblast techniky: Vynalezy sa nevynaliezaju kvoli potre-
be, to nestaci. Treba ich dobre predat. Uz neplati: ,,dobré sa predava samo”, ako by
sa dalo vo volnom trhu predpokladat. Nejde o produkty, ide o zmnoZovanie a ku-
muldciu kapitalu. Do pozicie nadproduktu artefaktov sa pred nasimi ocami dostdva
clovek. Postupne sa kazda z postav stava artefaktom, ktory mozno kupit za peniaze,
alebo kvoli peniazom vydierat. Ide o ipIné zlyhanie cloveka, rezigndciu na vlastnt,
individudlnu identitu.

Cely proces premeny od individualneho a kvalitného k unifikovanému a uni-
formnému opodstatiuju, zial realistické moznosti — vydobytky lekarskej kozmeti-
ky, vyuzivané v show biznise, zial realne pokrivené obchodné vztahy, kde namiesto
volného trhu sa vsetky nitky zbiehaju do ruk jednej stareny, ktora korumpuje vsetko
okolo, aj vlastného syna, ktorého privedie k incestu.

Operacie krasnych a tovar predavajacich tvari sa zacinaju vetou: ,Tak zacneme
nosom”. Tato metafora moze mat viacero konotacii.

Rozhodne ma vSak jednu v stvislosti so zaverecnou scénou, ked vsetky postavy
stoja na 25. poschodi vyskovej budovy (tieZ vymozenosti techniky), kde pred samo-
vrazdou zachranili Antola a zhrozene pozeraju do priepasti, do bezvychodiskového,
smrtonosného prazdna pod sebou, v tomto momente znamena metafora nosa katarz-
né uvedomenie si, Ze ,nieco smrdi v State danskom”. Je to azda prezretie, prebudenie
sa do napravy? Autor spolu s rezisérkou tito moZznost na doskach pontka kazdému
Z nas.

Jediné riziko tychto ¢ias predstavuje mnozstvo nastudovanych hier, stale novych
a novych, takZe galopujeme od jednej k druhej, bez toho, aby sa zdvazné problémy,
ktoré javiska pertraktuju stali predmetom Sirsieho spolocenského diskurzu.

Na tejto hre zo stcasnosti sme ukazali, ako divadlo vizualizuje spoloc¢enské proce-
sy, ako tvrdo a lapidarne v metaforach a obrazoch odhal'uje moderny totalitarizmus
dneska, ktorym je finanény kapital. Tento nielen korumpuje, ale aj unifikuje, a tym
nivelizuje individualitu cloveka, ktort moderna priniesla, no bez toho, aby stanovila
limity a hranice. Divadelna scéna 21. storocia a autor nasadili individualnej tvari mas-
ku - ksicht, aby demaskovali.
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THE THEATRE AS A DIAGNOSTICIAN OF ITS TIME
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As I am not a theatre theorist, I will be speaking from the perspective of a creator
with a dual role of literary scientist and writer. I will be reflecting on the relationship
between time and idea, between idea and word, word and image, between image
and mental intelligence and, in fact, on the purpose of arts and, by way of example of
a contemporary theatre play, on the purpose of the theatre.

Being a critic I believe that good art is here to pose questions about what is hap-
pening with our world. Yes, what I mean by that is that it does not exist, but its ex-
istence is being “created” before our very eyes, as Susan Sontag would put it. This
is where our chance lies, but also our failures. It is not easy to be constantly on the
lookout, to act in an adequate manner. I should like to expand on Sontag’s words: The
world constantly becomes what it appears to be for a moment, only to galop away
the instance it reaches its status quo. In the entire process, the instance of status quo
is a very important category. If we fail to recognise its values, capture them a refine
them, we deny our past and question our future.

The fact is that the belief system has lost its common ground and common heaven.
Ever since the time of modernism (some scientists believe it started with Descartes,
some claim that it emerged on the verge of the 19th and 20th centuries, when Des-
cartes’ emphasis on existence as reason and thinking was further expanded by em-
phasis on Man freed from God, as seen in F. Kafka’s works, or his internalisation, as
seen in R. M. Rilke’s works), emphasis on ordinariness and partialised consciousness
and actions have ushered in full emancipation of Man, including the world of women
and children. The world of sexuality was demystified (let us recall the famous and
scandalous Otto Weininger’s Geschlecht und Charakter, published in 1903, which, by
1921, counted 21 re-editions and numerous suicides — yes, this, too, was a way of
coming to grips with freedom; and Charcot’s research of child sexuality and the find-
ings of Sigmund Freud’s psychoanalytical research, and others). With emphasis only
on Man, everything for which Man has ability, is demystified. Let me underscore the
word “ability”, because, on the one hand, the rapidly progressing technologies prove
man’s abilities, on the other hand, however, the breaking of the world’s unity is indi-
vidually reflected as an atomised subject on the retina of our soul, which is typical for
modernism. Man, able to invent new technologies to make his life easier, is not able
to invent a new use of time and space, i.e. his own psychical superproduct. He cannot
put the benefits of his abilities to use and misuses them. He is destroyed by what he
has arrived at. This depriming fact was best proven by two 20th century disastrous
war cataclysms.

True, resourcefulness, inconsistency and base character also create Man’s identity.
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In the early stage of modernism, it was identity that was betted on and forgotten at the
same time. It is a parallel process, which results in a state when Man forgets himself,
reaches out for the state-of-the-art technology, which destroys him. What is referred
to as post-modernism is only another stage of modernism. Here I would uphold the
position formulated by Jiirgen Habermas and applied to the social sciences.

Today, when the limits of ethics have been reliably pulled down, when truth has
acquired anthropologic nature and formally, it may have thousands of forms, fi-
nally, a culture discourse has been introduced to the world cultural scene foreshad-
owing a kind of self-preservation inclination — belief systems, principles, limits, and
borders are debated. The discourse is about the word no longer serving its purpose
and that in the proclivity to ambiguousness it has lost its meanings and resigned
to a meaningful designation. This may also explain why books have stopped to
be read. Some books are as if etched with acid, they are descriptive photographs
without spirit or a fragmented bundle of thoughts without contents and a point of
departure.

What has been left is the word enhanced by an image, by the theatre scene and its
possibilities. Out of all the arts, it is particularly the theatre that is a diagnostician of
its time that contributes to a change in people’s awareness.

The theatre play by the contemporary German author Marius von Mayenburg
staged by the Slovak National Theatre studio is a modern form of contemporary the-
atre with the poetics of classical drama. The minimalistic scene is impressive espe-
cially in contrast with the abundant setting in Rococo style, in which we live our
day-to-day lives, clogged with things we do not need.

Rousseau, in his Discourse on the Origin of Languages, claims that the language orig-
inated from a metaphor. Metaphoric language came into existence as first, followed
by literal meanings. This assumption is fulfilled by the theatre. The name of the play
is Ksicht (The Ugly One). Why not face? That would be in line with the contents of the
play. The generation of our parents would understand the phrase “To have a face” as
referring to man of high principles. “Man without a face” was an individual of base
character, it was an insultation, in fact.We have almost forgotten what the phrase
means. In our time, it is common, if someone does not have a face. To be man of high
principles is a flaw of personality, and it is said to border on totalitarian thinking.
Today, adherence to high principles is, in fact, the worst thing ever, typical of block-
heads, petty fools and minds. Decent men are not narrow-minded...

Von Mayenburg’s original play was named Der Hissliche, i.e. The Ugly One. Slovak
translation substituted the neutral word with the Slovak word Ksicht (face), accentu-
ating the crudeness and non-differentiation of being. Ksicht does not have a face. The
initial situation of the play shows how one can pay for being different from others,
by having an ugly face. Sagacity, inventiveness, expertise, all that means nothing, it
is simply not enough. It seems that the motif of the beauty and ugliness contrast has
been winding through the entire history of drama.

In The Ugly One the author has all his protagonists give up on their own identi-
ties, their faces. The actors are given the possibility to render a dual role, which is
a test of their actor skills, and in an hour they demonstrate how man’s identity can be
changed for commercial use, how a face turns to a mask. In Slovak, the word “mask”
has a negative connotation. Until recently, the idiom “What a mask you are” referred
to a sly person without a backbone.
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The author, too, gives a diagnosis of technology — inventions are not made to ac-
commodate a certain need, this would not suffice. They must be sold at profit. The
saying “Good things sell like hot cakes”, as would one expect on a free market, does
not hold any longer. It is not about products, it is about augmenting and cumulation
of capital. Before our very eyes, it is Man assuming the position of a surplus product
of artifacts. Gradually, each character turns into an artifact that may be purchased for
money, or that can be blackmailed for money. This is a complete failure of Man, his
giving up on his own, individual identity.

The process of metamorphosis from what used to be unique and honest qual-
ity to unified and uniform is, regrettably, feasible thanks to realistic possibilites, the
achievements of medical cosmetics, used in show business and, pitifully, thanks to
distorted business relations, when the strings, rather being under the control of free
market forces, are in the firm grip of an old woman who corrupts everything, even
her own son, whom she brings to an incest.

Plastic operations of beautiful and product-selling faces would start with: “Let’s
start with the nose first”. This metaphor may have several connotations.

It certainly has one in conjunction with the final scene, when all the protagonists
stand on the 25™ storey of a high-rise building (thanks to the achievements of lat-
est technology}, where they have just rescued Antol from committing suicide and
shocked are gazing down a precipice, into the lethal void of no escape. At this in-
stance the nose metaphor means a cathartic recognition of “Something being rotten
in the state of Denmark”. Is it awakening into reformation? This possibility is offered
to each of us by the author and the stage director.

The only catch of our time is the high number of stage productions, ever new and
new, and we tend to gallop from one production to another and the serious issues
raised on the theatre stage fail to be turned to topics of a wider social discourse.

The above contemporary play reflects how social processes are visualised by the
theatre, and in blunt and truthful metaphors and images it portrays modern totali-
tarianism of our time, i.e. financial capital. It not only corrupts but also unifies and
levels off Man’s individuality introduced by modernism without setting partition
lines and borders. 21 century theatre scene and the author put a mask on the face of
an individual only to unmask ...
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