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3ABPAHE N HEH3YPE Y CPIICKOM TEATPY
JAPYTE ITOJIOBUHE ABAJIECETOI' BEKA

Caricemak

Pao ucmpaoicyje ymuyaj yensype na nosopuwinu srcusom y Cpouju moxom opyze noio-
sune XX eexa. Cnobooa cmeapanauimea nocmas/bena usHao 0oemamuxe nocmaje npuH-
YUN Kojum ce npesasunasil ceaxko ocpanuyerse. KruicegHo ce muuiverbe, 3acHO8AHO HA
C710000HOM U XYMAHOM NOUMARLY C8EMA, Y8EK 3aaadxce 3a cI0O0OHO U KOMNJIEKCHO Y08e-
K060 ucnosmasarse. Cykobe cmeapa u u3asuea oHa NOIUMUKA Koja je Henosep/busa npemda
c6eMy WMo OHA He NPONUCYje U WMo Huje y CKIady ca ,, CIUKOM ceema’’ Kojy nponazupa.
AHanuzom 00cnynHux c6e00uaHcmasa NOKYUAaU cmo 0a OmKpujemo y Kojoj mepiu je no-
30puwime 6UN0 NoOpeleHo OpI*HCABU U FoeHUM UHMEPECUMd, a KOIUKO je 0CMmaio ceoje u
cneouno nym concmeenux uoeja. L{um paoa je 0a nonyou adexksamme 002060pe Ha Cile-
oeha numarea: koje mexanusme je enaoajyha napmuja (Casez komynucma Jyeocnasuje)
KOpUCMuUIA Kao cpedcmseo KOHmpoiie no3opuuima, Koju cy ounu yumvesu Iapmuje u 0a
T Ux je ocmeapuna, koju cmae je Ilapmuja 3ay3umana nosooom ,, Henoxceonux”” npeo-
cmaea, Ha KOju HAYUH je ymuyana Ha penepmoapcky NOTUMUKY, 0d il je npUMersusand
penpecusHe mepe npema no3opuuimy, 0d i je nozopuuime ouno uncmpymenm Iapmuje
paou cnpogohersa coyujanucmuyKkux uoeja, oa iy je no3opuuime UCnyraalo 3axmese
Koje je [lapmuja nocmassmana, 0a i je u y Kojoj mMepu no3opuuime ocmeapusaio ymem-
Huuke ciobode. 002080p HA UCMPAXCUBAYKA NUMAFA OMO2YAUNA je aHanu3a OHesHe U
nepuoouuHe wimamne, Koja je Kopuwihena Kao u360pHU Mamepujas, u Koja npysxca ,, uupy
Ky 0 dewasaruma Koja cy npeomem 0802 ucmpadxcusarea. 0o nomohu je ouna u He
mako obumHa 1umepamypa o uiesoecemum 200uHama XX eexa u no30puuiHOM HCUgomy
vy Jyeocnasuju. Ilpeocmasa ,,Kao cy yeemane muxee” dyau je Huz 200uHa ouna mepuio
3a mo 0okie cme, 0OHOCHO He cme ulu nonumuuku meamap y COPJ, me je 3amo yzema
Kao npumep, Kao u 3abpareeru komaou Anexcanopa Ilonosuhia, c Hamepom 0a ce nokadice
KaKo QhYHKYuoHuuLy 3a0pana u yeH3ypa i KOoMUKo ¢y OaleKOCeHCHe hUxoge nocieouye.

Kwyune peuu: nozopuwme, yenzypa, COPJ, /[pacocnas Muxaunosuh,
Anexcanoap Ilonosuh.

! ®akynret 3a mumiomarrjy u 6e36emHoct, beorpan, Cpbwuja, pillowwoman@hotmail.com.
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YBOJ

[len3ypa kao mOCTyIaK HaJA3Upama U3pakaBama je GEeHOMEH KOjH MpaTh
YOBEUYAHCTBO O] HajpaHUjUX JIaHa T1a JI0 JaHac, a 60pOa MPOTHUB HE TPaje OHOIUKO
JyTO KOJIMKO OHAa 1 T0cToju. OCHM TOra HITO ce MPUMEY]€ HaJl IpyruMa, 3aHUM-
JbHBA j€ U IO TOME IIITO CE MOXKE MPUMEHUTH U Ha 0CO0y KOja je JI0 Jyde U cama
OwIa 1eH30p, WIH Ce MPUMEBY]je Hall CAMUM COOOM (ayTOIICH3Ypa).

YHHUBEP3aITHOCT, IEPMaHEHTHOCT, TPHJIATOJBUBOCT, CBEOIIIITA IPUMEHIbH-
BOCT, Ka0 U peBEp3UOMIHOCT YHHU j€ HHTEPECAHTHOM M THME 3aClyXkKyje MaKmby
HCTpakrBaya. 3a TeMy IeH3ype Ou ce Moriio pehu 11a je 6e300aiHa, mTo ayTOMAaTCKU
ctBapa npodnem y npuctymy (Vukicevic, 2021). Obnactu y kojuma ce Hajuenthe uc-
10JbaBa Ccy: HayKa, (priiM, HO30pHILTE, KEHKEBHOCT, JaBHO HH(POpPMUCabe (MEIUjH),
W3/1aBaIlTBO, My3WYKa M JIMKOBHA YMETHOCT UTI. MHOTH YMETHUIM ¥ HAYIHUIH
IIAPOM CBeTa OMIJIM CY TOKOM MUHYJIMX BPEMEHA CYOUSHH Ca TIOKYIIIajiMa JIOMJbEHa
HIXOBE MOPAJTHE CYBEPEHOCTH, TIOHM)KABAKEM FbUXOBUX JIMIYHUX UCTHHA, APOOIbe-
BEM HHXOBE CBECTH. XallllIeHu cy, ocyhuBanu u ynyhuBanu Ha poOujy MHOTHU
ayTOpH HAyYHHX, KEbFDKEBHUX M YMETHHUKHX JIeJ1a, HOBHHAPH, TIOJIUTHYAPH, jaBHH
panHULK 1 OOUYHU rpaljaHH. ,, YHUIIITaBamhe HETOKEJbHOT KYJITYpHOT Hacleha, j1o-
Mave KIbHTa, TyIIeHke KyJATYPHOT CTBapaiallTBa, MPOTOHH KYJITYPHHUX CTBapajana,
YMETHHKA U Hay4YHUKA U IpyTU 0OIULM (PAIIMCTHUKOT HACUJba HaJl KyJATypOM, Jecy
JPacTUYHU OOJHLIM aHTUKYNTypHe nonutuke” (Prnjat, 1986: 11).

MHoro0OpojHu Cy mporiacu, Aekaapaiuje, MaHU(PECTH U CIIUYHA JIOKY-
MEHTa Ha MeljyHapOJHOM M JIOKAJTHOM HHUBOY Koja ce OaBe mpo0i1eMoM IeH3ype.
Haxon Jlpyror cBeTcKor para yCTaHOBJbECHE Cy (yHAaMEHTAIIHE IPOMEHE y J0-
KyMEHTHMa Y]eIUbCHUX HaIlH]ja O TIOIITOBAKY JbYJICKHUX MPaBa, Kao HajBAXKHHU]O]
MelhyHapomHO) TapaHIMju MHIWBUAYATHUX U TpynHuX cinoboxa (Pavlovi¢, 2023:
203). Usmehy ocTanor, moCTaB/LEHH Cy U TEMEJbH 3aIITHTA CII000/Ie N3pakaBama
u munwbewa (Univerzalna deklaracija o ljudskim pravima, 1948). Unak, na mu
j€ Tako y peaHoM XHUBOTY? ,,be3 003upa Ha 3aKOHOM yTBpheHE HAJIC)KHOCTH,
cBe ciyx0e 6e30emHOoCTH Ieny]jy, Ipe CBera, MPeBEeHTUBHO. huxoBa akTUBHOCT
MpoIucaHa je U 3amrrheHa 3akoHnMa. Jeziad o] OCHOBHUX ITPUHIIMIIA Y FbUXOBOM
pany je — IpUHIMUI TajHOCTH. TO je y TUPEKTHO] CYIPOTHOCTHU ca MpaBUINMa
OTBOpPEHOT U HUBWIHOT rpahanckor npymrsa” (Lazi¢, 2016: 281).

OHO 1ITO je KApaKTEePUCTHYHO 3a JyTOCIOBEHCKY IIEH3YpY, a IITO je Ka-
pakTepucanio U MHOTE JIpyre 1nojaBe y JyrocinaBuju, jecTe HeIOCTaTak CUCTEMa,
WA HeTOBa HEKOH3UCTEHTHOCT, T1a Cy C€ TaKO U IIEH30PCKE TMpaKCce Pa3InKoBaje
O]l clydaja 70 Ciiydaja, ¥ 4eCTO Cy Ouiie yCIOBJbEHE HE CAMUM YMETHHUYKUM
JICJIOM KOj€ j€ IIeH3ypucaHo, Beh oapeheHrM yHY TpalIbe-TOTUTUIKUM WA CTI0Jb-
HOMOIUTUYKUM TipobiieMuMa (Vuceti¢, 2016: 15). Pexum je ox nonoBuHe nene-
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cetux roguHa XX Beka, 300r qomahe u CBETCKe jaBHOCTH, HACTOJa0 Ja IPUKAXKE
KaKoO Cy YMETHUYKE U MOJIUTHYKE CJI000/Ie HEeorpaHUICHE, 1a je mpubderaBao Jry-
KaBCTBY, TOJICTUUYhH 3BaHUYHO KPUTHKY U CaTHUPy HA padyyH cBOje OMpOKparuje
(Nikoli¢ 1 sar., 2010). Mako nensypa popmamHonpaBHO HHje TOCTOjana, UaEo-
JIOIIKA KOHTPOJIa cajipikaja, Opura o KaJpoBCKOM cacTaBy M3JaBavyKuX mpeay3eha
Y MeZIMja, MPOLIMPEH M0jaM JIp>KaBHE U MIPUBPEAHE TajHE, BULIECTENIEHa KOHTPOJIa
ypeaHuKa, OWJIM Cy MHCTPYMEHTH Ha30pa HaJl CII000I0M MUIIJbEHA M H3paXKka-
Bama (Nikoli¢ i sar., 2010:14). Kaxo y cBojoj kwu3u ,,Koka-kona counjanuzam”
HaBonu ucropuyapka Paguna Byweruh, ,,xana je nensypa y JyrocnaBuju y nu-
Tawy, y 1omahoj ucropuorpaduju jour HUje YIUHEH MOKylIaj 1a ce peHoMeH
[IEH3YpEe JeTaJbHO MCTPAXKH, Y CKIAIY ca CTaHAapAuMa UCTOPUjCKE HAyKe, T U
Tope.T pa3HUX WH/XIH]a IITa ce CBe 30MBaJIO0, CBAKO aHAJM3HPAhE T10jeTMHATHUX
ClIy4ajeBa MOXKe, Uak, na oyae camo ¢pparmenrapuo’” (Vucetic, 2023: 293).

Pay mva 3a sk 1a Ha MpuMeprMa JyrocIioBeHCKO APAMCKOT TTO30PHUINTA U
Atesbea 212, aHaTM30M IOCTYITHUX CBEIOYAHCTaBa, OATOBOPH HA MUTAkE y KOjO]
mepu je no3opuiire y COPJ 6uio noxpelero aprxau (mapTuju)’ ¥ BbCHUM HHTE-
pecrma, OTHOCHO ca KaKBOM IIEH3ypPOM U 3a0paHama ce CyoqaBalio y CBOM pamy. Y
CKJIaJly ca TIOCTAaBJFCHUM IIUJHEM, HCTPAKHBAHU CY U MEXaHM3MH H OOJIUIIN [IEH3Ype
KopHITheHH of] CTpaHe AP>KaBHOT U MapTujckor anapara. [Ipumep Ha kome ce Moxe
camiefaTH Kako je (PyHKIIMOHUCAa IIeH3ypa U KaKBe MOCIIENIIC j€ TIPOy3pOKoBaja
jecre 3a0paHa npencTase ,,Kan cy 1mserane THKBE”, Koja je Iyrd HU3 ToarHa Ouia
MEPHJIO 32 TO JIOKJIE CM€, OTHOCHO He cMe, nhu monutuuky teatap y COPJ. 3abpa-
meHn koMmaam Anekcanzpa [lormosuha takohe ¢y y hokycy naTepecoBama OBOT paja.

IMo3opuNIHY :KHBOT Y YCJIOBHMA PEBOJYIIMOHAPHOT Npeodpakaja

Hapomano u 60pbeHo mo3opuiTe OUIIO je aKTyeJIHO TOKOM HapOIHOOCIIO-
oommnauke 6opOe, n1a Ou HakoH J[pyror cBETCKOT para, y OMIITOj arMocdepu pe-
BOJIYIIMOHAPHOT TIpeoOpakaja, a JIeJIOM U MO/ YTUIIAJeM ca CTpaHe, TaJalllmhe
JYTOCITIOBEHCKO MO30PHIIITE MPOIILIO KPO3 TIEPHOJT H3PA3UTO aHTAXKOBAHOT TeaTpa.
[Ipouec 06HOBE Mo30puIITa BOoAUIO je [IoBepeHNITBO 3a MPOCBETY U KYITYpY,
KOj€ je KacHHje mpenuio y MUHUCTapCTBO 3a MPOCBETY U KyNTypy Biaae Hapoane
Peny6onuke Cp6uje, kao u Onespeme 3a mpocBeTy [1aBHOT M3BpUIHOT oAO0Opa
AytonomHe Ilokpajune Bojsoaune. Han npeko xuspaay perucTpoBaHUX aHCAM-

2V OKBHpY jeIHOIAPTHjCKOT CHCTEMa, MapTHja Ha BiIacTH, KoMyHHCTHYKA mapTHja Jyrocnasuje
(KI1J) mpomenmna je Ha3uB y Case3 komynucta Jyrocmasuje (CKJ) 1952, ogmykom qoHETOM Ha
Iecrom konrpecy KIIJ.
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0asna, aMaTepCcKUX MO30PUIIHUX Ipymna U no3opuinra Ha Teputopuju HP CpoOuje,
BriacT je umao [{enTpamau komurer Komynuctuuke naptuje Jyrocnasuje. LpmneBu
¥ 3311l CBUX OBHX IpyIia OWim cy: caBialBame HEMMCMEHOCTH, TPOMEHA CTa-
por KyntypHor odpacua u npocsehuBame Haposa y JyXy COLUjaIn3Ma, JI0K je Ha
BUX0BO m3BpIIeHe MoTpro Arutnporr (Volk, 1990: 11). Conmjanuctudko camo-
yIpaBJbamke je MPOMEHHUIIO APYIITBEHE YCIOBE, a TIPBU TaJIac MOCIEPATHOT TIOJIH-
THYKOT MO30PHINTA YIIPABO j€ HACTAjao y yCIOBMMA MOOeIe peBOIyIHje, HEeHOT
HEOJI0JbUBOT U OECKOMIIPOMMCHOT jypulllama y conujanuzam. [lo peunma Ilerpa
Borka, KynTypHa NOJIHTHKA Y JOMEHY TIO30pHUIITHOT CTBAapaJallTBa, y MPBUM Jla-
HIMa 0OHOBE, ITOYMBaJIa je Ha qupekTuBama LlenTpamHor komurera KomyHucTHUIKE
naprtuje JyrociaBuje, y KojuMa ce ImapTHjCKO PYKOBOJICTBO 3aJ1arajio 3a aKTHBHOCTH
koje he oaroraparu 00jeKTUBHUM MOTpedaMa Koje MPOUCTHYIY W3 3a0CTaJIOCTH U
Hacineha nponutoctu (Volk, 1990: 11).

buno je tana u 6pojHUX AUIEMa OKO M3BOhEma U aKkTyaau3oBama CBET-
CKHUX KJIACHKA, a CEJIEKIIH]je Cy OMIe JOrMaTCKe U Kpajihe UCTIOMUTH30BaHe. Takohe
ce JIONIO U JI0 yBepema Ja je 3a HalpeaaK MO30PHIITHE YMETHOCTH Y HOBUM XKH-
BOTHHUM YCJIOBHMA O]I ITPEKe MoTpede /1a ce MOTIYHO MPUMEY]y TApTHjCKE OLIEHE
0 TIOJIUTUYKOM ypeherwy U IpyiTBeHOM KHUBOTY. C IMJbeM Ja ce 6oraTti KyaTypHU
KUBOT OJ[BHja y Xy COIIMjaJTMCTUYKHIX HaueNa, ajld U J1a CE UICOJIONTKHU JTNKBHU-
JMpa OCTaTaK CTApHX OJHOCA, M MO30PHIITE j€ CTABJHLEHO Yy CIIYyKOy IMOKpeTa.
HoBu npxaBHU pexuM yTHIA0 j€ HA KYJITYPHY CIIEHY, OMO je 3aMHTEPECOBaH 3a
paa KyATYpHUX yCTaHOBA M YECTO j€ YUTaBE CBOj€ CeAHMIIE TocBehuBao nura-
BUMa KyaType. Y TO BpeMe, MO30pHIIHY JeaTHOCT KapaKTeprcala je TeKmba 3a
npodecronanHohy, ajau U J0CTU3ambEeM O0JbET CTaTyca MO30PUIIHOT YMETHHKA.
To je 6uo mepuox 6muckux ogHoca ca CopjeTckum CaBe3oM, 071 KOTa Ce TpaxKuia
U O4YeKuBaja agupMalrja Ha CBaKOM I0JbY, I1a U HA MO30PUILHUM Jackama. Y
0abupy MOYKEJHHUX KOMaJla IOMUHHpaa Cy Jena connjainte reMatuke. [loce6Ho
je dhaBopr30BaH KPUTHYKU pealin3aM PYCKUX KJIACHKa, JOK j€ HajBUILIE PECTPUK-
uyje OuiIo rnmpema No3HaTUM JIPaMCKUM MUCHUMa HEMayKe U UTaJIMjaHCKe JIUTe-
parype. Peanuzam um coumjanHa nuteparypa oiapeheHu cy na Oyay OCHOBE
perepToapcke MOIUTHKE HOBOT TIO30PHINTA, KAKO OH Ce Y3 IhIXOBE CIIEHE Be3alie
IIMPOKE HApOJHE Mace, a CBE ca KPajlbiM IIMJbEM JIa C€ TaKO M3BYKY M3 3a0CTa-
JIOCTH ¥ yCMepe Ka HOBHM M KEJbEHUM HjeainMa. Pemeproapu cy Ommu mpope-
henu u notmyHo noapehenu uaeonomkuM norpedbama Hope peasiHocTu. O camor
perepToapa 3aBUCHIIO j€ XOhe JIM MO30PHUIITE UCITYHUTH CBOj OCHOBHH 3a/aTaK
MOCTaBJbEH Y COLMjaTMCTUYKO] JyrociaBuju, 1a v he ieroba yMeTHUYKA U KyJl-
TypHa QyHKIMja OUTH ocTBapeHa. BiacT je kenena 1a cBaka ocTaB/beHa Mpe-

3 Arutnporn: ckpaheHo o peuu aruTaiyja u mporarasja.

174



Jlunnomamuja u bezbeonocm, [oouna 7, bpoj 2/2024. 171-185.

CTaBa MMa CBOj€ OMpaBAamke, JIMHU]Y Koja Ne(UHHUIIE U TTOTBPhyje colujamHy
CTBapHOCT, APYIITBO U KyJITYpPHH KHUBOT, KOJU IpU ToM Tpeda f1a nohe g0 uspa-
xaja. [IpuHIun nonuTHYKe akTyeiau3aluje Haciaeha 6uo je jour noryoHuju mo
nena nomahux ayropa panujux reaepanuja (Peri¢ i Peri¢, 2019: 33). Cnobonan
Cenennh oBaj mepuop kapakTepuiie cieaehum peanma:
CpIICKa IOCJIepaTHa Apama BUIIIE OJ1 jelHE JeIeHHje He KOMYyHHIIUpa ca
ujejamMa v KpeTambuMa y IPaMCKOj JTUTepaTypu JIpyrux 3emaspa.(...) [lo-
TIYHO TITyBa 32 CHjaceT MalluX PEBOIYIIHja KOje Cy MmoTpecalie apamy u
Teatap u3Mel)y /1Ba parta, Kao M 3a CaBpeMeHa KpeTama y MO30PHIIHO]
MUCIH (...), CPIICKA JpaMa O0CTaje 3aTBOPEHA Yy CBOj€ CKydYeHE, YECTO TO-
JyamaTepcke OKBUPE JorMarckor anpuopusma. (Selenié,1977: 18)

Toxom TuToBe BlasgaBuHE, TEME NOIMYT HECBPCTAHOCTH, TUTOBE JINYHE
yJIore y party, MIpOMOLIMje PEIUTHjCKUX MOTvIeNla U TMOIUTHYKA aKTUBHOCT LIPKBE,
npe cBera Cpricke MmpaBoCiIaBHE LIPKBE, HAIIMOHAIHO nuTame, JHA u BojHa nu-
Tama yoruiTe, Ouiie ¢y 3adparmeHe 3a OUII0 KOjH HAYMH KPUTHUKOT JUCKYTHBAbA.
CrasbiHOBaA Te3a O MUCIIMMA Ka0 MHXKEHepUMa JbY/CKe Iylie HajOosbe CBE0UN
0 3Ha4ajy MUCIa y KOMyHUCTUYKOM cucTeMy. Bese mucana u noauruke y 3emjbama
HcTounor Grioka 6uiie cy jake - OHU Cy OMIIM yTHLIQjHU HA 00e CTpaHe, U Kao MU-
JHEHULIU CUCTEMA, aJT1 U Kao OTIO3UIMOHAPU U TUCHICHTH. bam 300r Tora, nrcana
peu je 6una nmox HajeTpoxoM Moryhom koHTponom (Vuceti¢, 2016: 52).

[TozopumiTe je, onpuayhu ce cBera mTo je OO CTPOTO HAIMOHAIHO, a
IITO C€ OIHOCHJIO Ha JIMTEPATypy M0 YeTplaeceTux roguHa XX Beka, CTBOPHIIO
MIPOCTOP Y KOME je (haBOPH30BAHO CBE ILTO J10JIa3U U3 TeMeJba HapOIHE AEMOKpa-
tje. CBe ce TO 0JIBHjaJIo Ha 3aXTEB TAAALIBUX JoMahuX MoauTHYapa Koju cy ske-
JIeT JIa ¥ Ha OBaj HAYMH UCTAKHY U YUBPCTE HEPACKUINBY TIOBE3aHOCT Ca IMIPBOM
3eMJbOM conpjanu3ma. Takohe je cBuM nozopuintuma y Cpouju HaJ0XKeHo Jia op-
TaHU3Y]y UICOJIOUIKY paj ca IIyMIMMa, He OU JIM ce ITO PEBHOCHH]E CIIPOBEIIO
OTIpENIEIbEeHHE 3a COLMjATMCTUYKH pealn3aM U coBjeTcke y3ope. Mmak, kako cMo
WCTHLIAJIH ¥ TOKOM PAaHHUJUX UCTPAXKHUBAHA, OUUTO j€ J1a MO30PUIIHN YMETHUIIH
HUCY HUKaJa 70 Kpaja MpUXBaTHIN TO OyKBaJIHO IpeBOl)emhe UACOIOLUIKUX CMep-
HUIIA Ha MTOJUTHUKY ITO30PHUILHOT pa3Boja, Beh cy cMaTpanu a je HCTHHCKO M030-
pumite Moryhe oaOpaHMTH O pa3HUX 3J0ynoTpeda, U TO YIpPaBO Kpo3
peadupmanrjy oxHoca rnpema ciio0oau cTBapajalTBa U u3pasa 0e3 mpeapacyaa
(Peri¢ i Peri¢, 2019: 33).

[ToyeTkoM meaeceTux roxrHa MpoIwIor BeKa, MPeKo Aeia KIAaCHYHUX IH-
cara, JoIuIo je A0 mpoboja TOTMAaTCKUX OTpaHMYCHA U 3ajlarama 3a u3Boheme
Haj3aHUMJBPUBUjUX JIeJla CABPEMEHUX CBETCKUX Mucana. Pa3oujeHo je aiMuHu-
CTPAaTUBHO JIUPUTOBAakE U yCMEpaBamke aIMUHUCTpaTuBHE nosnThke. OndayeHa
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je, Takohe, U jeTHOCTpaHOCT y noriieay uzbopa ¢popmu. [Ipema Tm yBepemuma,
MO30PHILTE HUje MOIJIO J1a OyJie caMo OHO HITO ofjpel)eHe MOTUTHYKE HHCTUTYLIH]E
WJIM OpTaHU BJIACTH NPU3HAJy. BpeMeHOM je mo30puITe moveso aa mocTaBiba u
CBE HEIpHjaTHHja NMUTamwka, IPU TOM paJuKanuiyjyhu u Teatapcka cpeacTna Ko-
juMa cy oHa noctaBsbaHa. OcuM Tora, Kpaj MeAeCeTHX j€ 03HAYHO U HAMYIITake
,,COLMJATUCTHUKOT peajn3Ma’’, Mambe KPUTHKOBAKE MOJICPHI3Ma, MaJia Ce CBE
HOBO U JlaJbe MPUXBATAIIO OTPE3HO. Peoprannsanmja mo30puIITa OTBOPHIIA je
Bpara MO30pHIITa U caMoyTpaBibamy. CTBOpPEHH Cy JPYIIBEHN HAJI30PHU OpTraHH,
yIpaBHU 000pH, a mocrojehu pagHu caBeTH NOOWIM Cy BellMKa oBianthema.
Panne caBeTe o1 Tama Cy YHHHIIH JbYIU U3 TEXHUYKOT U YMETHUYKOT Ka/Ipa, JbY/IH
pasnuuuTUX npodecuja Koju cy UMaM MOjeAHaKy CI000y a yTHIy Ha HAYWH
pana ogpehenor nmozopumra. [Ipema peunma Becune Dykuh,

CaMOyIpaBHU MOJIET KyATYpHE MOJUTUKE je OMO MHTETPaJHH J1e0 KOMY-
HUCTHUYKE HJICOJIOTH)E PAJHIUKOT CaMOYTIPaBJbarba U Kao TaKaB je MpHMe-
IUBaH Y CBUM O0JIaCTHMA JPYIITBEHOT pa3Boja. Y3poK ciiabocTu Mojena
caMOyTIpaBJbama y KYJITYpU HUje CaMO Y HJICOJIONIKO-JOTMAaTCKOM yTHUIIA]y
KomyHwucTruke maptije Ha ofuTydnBame, Beh y ocinamamy Ha OUpOKpaTcKu
armapar KapaKTepHCTUYaH 3a COIMjaIMCTHYKE M COIUjaJIIeMOKpPATCKe
npxage. (Pukic, 2022: 97)

Hensypa y JyrociaBuju

Io3uBajyhu ce Ha neno ,,bena Keura - 1984. 00pauyH ca KynTypHOM KOHT-
papesonyijom y COPJ”, monazumo 10 ca3Hama Jia je TeHepaiHa MOJIMTHKA [yTo-
CJIOBEHCKOT PEKUMA MpeMa yMETHHIIMMA TIPe OWJia MOJIMTHKA KOPYMITUPama HEro
3acTpallnBama U perpecuje, Hako cy ce Mormu Hahu u OpojHM NpUMEpH T0jaBe
LIEH3ype, 3a0paHe YMETHUYKHUX Jielia, a pehe xariema u ocyjie ymetHuka. Mako 3a
CHUTYaIM]y O]l 3eMJbE JIO 3€MJBC 3a CaJla He MMOCTOje KOMITAPATHBHA UCTPAKIBAbA,
MOX€ C€ TeHEpPaIHO OLECHHUTH JIa je JYTOCIOBEHCKH PEXUM OMO HajimnOepaHuju
(Nikoli¢ i sar., 2010: 16). Y nepuomy 110 yBohema camoyrnpaBibarma MpeoBiaaBaie
Cy MapTHjCKO-Ip>KaBHA IIEH3ypa U ayTOIICH3ypa, a KaCHH]jE j& JOMHHHUPAJIA MAhe
MpPUMETHA CaMOyIIpaBHa, y3 CBe pehie oTBopeHe mapTHjcKo-ApiKaBHE U OpyTaiiHe
TIOJTHII]CKE TIPUTHUCKE.

CamMoympaBHY IIEH3ypy OOUYHO CY CIIPOBOJIMIIN CaBETH Y KOjUMa Cy Haj-
yemhe ceieny yMETHUIIM KOjH Cy Y UM€ TIPAaBOBEPHOCTH, a 0 TAPTH)CKOj JTMHUjH,
oHeMoryhuBam HajlapeHe u crocoOHe nojenunie. CamoyrpaBHa MIEH3Ypa je Y
UMe paJHHYKe Kjace, Kao U oaroapajyha pyKOBOJACTBAa U JPYIITBCHU CABETH,
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MITUTHJIA JaBHOCT O] ,,TPOM3BOAA” HOBUHCKHX, U3/IaBAYKHUX, (PUIMCKHUX, 11030~
PUIIHUX U Ipyrux Kyha koje cy morye Ja y3HeMUpe jaBHO Mibere. [lomuTruka
LIEH3ypa je crpoBoleHa Ha MapTHjCKUM (HOpyMHMa, OJHOCHO CaBETUMa CaMo-
yrpaBJbada ¥ APYTHM JIPYIITBEHO-TIOIMTHYKAM OpTaHU3allijama, ca 3aJaTKOM Jia
BOJIY padyHa O UCOJIONIKOj YUCTOTH U MOJTUTUIKO] IPABOBEPHOCTH ayTOpa U HH-
xoBux jaena. Penuress [Ipeapar bajuerunh je nucrakao aa je To Oumo BpeMe y Kome
»llapTuja Biama moTmyHo, a HeyxBaT/buBO. CaMoyTpaBibame je 0e3 cpecTana,
y3yprmpa#o je. [lapTujcke opranmusanyje y o30puiITHMAa yITIaBHOM CY C€ OCYIIe,
1 MaJio 1Ta came npeay3umajy. CykoOe peliaBajy CKyNIITHHE, CAaBETOBAKbA, a U3-
rIacaBa ce OHO IITO je HeKo Hapenuo™ (Bajcetic, 1990).

OcuM Tako3BaHE BUIJbMBE, WIH TIAaK PEIIATHBHO BHIJbUBE IIEH3YpE, I0-
CTOjaJia je ¥ HeBHIJbHBA IeH3ypa. KapakTepucTiKa OBOT THIIA IIEH3ype Onia je y
TOME J1a Cy BPILICHH PAa3JIMIUTH MPUTHCITN Ha ayTope, Kako ca camor Bpxa (Turo,
[Taptuja), Tako U yHyTap caMHX UHCTUTYIIH]a, a Y BUAY He()OpPMAIHUX Pa3roBopa.
N bopmanne n HedhopmanHe Mpakce 1EH3ype uMae Cy UCTH IUJb, a TO je OHo
CTpax MojefrHIA. Y TOTAIMTApPHUM JpKaBamMa HOCHOIIM MOJIUTHYKE MOhH rmoce-
Iyjy KOHTPOITY HaJl CBM aCIIeKTHMa MPUBATHOT U PYIITBEHOT knBoTa. [locemyjy
TaKBYy MOJIUTUYKY MOh KOja HCKJbyUyje ayTOHOMHY cJI0001ly OJUTy4HBama Ioje-
JIFHAIA ¥ TPyTIa HeTIOBE3aHUX C BiazajyhoM momutudakoM rapHutypoM. Kontpomna
ce MOCTIKE METo/IaMa yCIoCTaBJbakba MPUHIIUIA BohcTBa o1 ,,Bpxa” /10 ,,Ha”,
CUHXPOHM3AIIM]OM CBUX JPYLITBEHUX OpraHM3alMja Kako OM UX Jp>KaBa HHCTPY-
MEHTAJTHO KOPUCTWIA U KOHTposmcana. C THM y Be3H, Tpeda MOMEHYTH U Tepop
Kao ynotpelOy Hacusba y BHIy CTajHE MpeTme. Tepop U cTpax cy OMTHE KOM-
MTOHEHTE MOJIEPHUX JAWKTaTypa. 13 Tor pasinora ce, kao BpJio euKacHa, mokaszana
U ayTolLleH3ypa. ,,Ha ayTorneH3ypy yTudy pa3jauduTy COIHjaTHH U TICHXOJIOIIKH
(bakTopu. AyTolieH3ypa ce MOXKe OKapaKTepucaTH Kao JOOPOBOJFHO MPUXBATAKE
orpaHHYeHa CI000/e Y U3BCIITaBamy. AyTOIICH3YpY HE Tpeba pa3syMeTH HcC-
KJbYYHBO Kao0 IICUXUYKU (PEHOMEH, jep Ha by YTUUY U Pa3InUUTE COLIMjaTHE OKOJI-
Hoctr” (Mani¢ 1 Simovié, 2018: 41). Kako y cB0joj cTynuju 3akibydyje Paguna
Byuertnh, ayTornen3ypa ce Moxe CMECTUTH U y MPOCTOPE TICUXOJIOTH]E, jep je
YMHOTOME T€HEpHIIE TICUXOJIOTHja TUIHOCTH. MelyTum, oHa je mpeBacxXomaHo, y
chepama cTBapanamTBa U CJI000JA Y HAJIIUPEM CMHCITY, TOJUTHYKA YNHCHHUIIA
Y TIOTUTUYKO TTuTame mpBor pena (Vucetic, 2016: 50). Ayronesypa je, nakie, ca-
MOIICH3ypa YMETHHUKA KOJU CBECHO OTpaHHWYaBa CBOJY CJI000Ty CTBapasaIiTea 300r
Moryhe nHTEepBeHIHje BIacTh. TakBa BpcTa ayTOIEH3ype YHHN WHCTUTYIIHOHATHY
LIEH3ypy TOTOBO HEMOTPEOHOM, jep He Tpeba BpuIMTH WHTEpBeHIHje. OBakaB
00JMK 1IEeH3ype OTMACHHU]JH J€ 32 YMETHOCT M 3a caMy CTBapaiadyky co0omay 3aTo
IITO JI0Ja3u O]l caMoT cTBapaomna. Kana meH3ypy BpIIM IPYIITBO MM BJACT, U
nasbe je Moryhe uhu npoTuB We U 0JIBaXUTH C€, CTBAPaTU U OCTBAPUTHU MOTIYHY
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BU3HUjJy MUMO Be. Kaja 1eH3ypy yMeTHUK BpIIM caM Ha cele, Taja je TexXe TO
MIPOMEHUTH U TIPeBa3uhy OHO IITO Ta y paay CIyTaBa.

[TyHO je jenHOCTaBHHjEC 3aHEMapHBambe, 3a00paB, JApKambe HEMOhyTHUX
caapxkaja ,,y Jagunama’’, THXo OyHKepUpame WU MITO j€ joIll epuKacHH]e
HeUHAHIMpamke, HeoOpahame OMII0 KaKBe MAXKIE HA CaapiKaje Koje ce
e YKIOHUTH. Taj HajHOBHjU OOJUK IIEH3YpE, BPJIO MIPUCYTAaH Y HOBUM
OKOJTHOCTHMA TP>KUIIHO OPHjEHTUPAHOT JPYIITBA YAHH Jia HEKU HEIO-
hyaHM ayTOpH HAPOCTO HEMajy yBjeTa 3a YMjETHHYKO CTBAPAbE, YaK Mpe-
xuBjbaBame. (Ivezic, 2016: 1425)

Hucy ce cBe penyonuke ynyrap COPJ oqHocuie jeqHako mpema cinobonu
UCTIOJbaBamba JyXOBHUX CTPEMIbCH:A. 3a HajIMOEpaTHUjH BaXKUO j€ CIOBEHAYKH
PEXUM, JTOK je y XpBaTCKOj, a HApouuTO Y bocHM 1 XeprieroBUHU TOKOM CeaaMm-
JIECETUX U 0CaMJIECEeTHX TO/IMHa MPOILIOT BeKa, PeXUM OMO MOCEOHO OCETIHHB
Ha UCHOJbaBame HalMoHanu3Ma. M3 tor pasnora je u Hajuenthe BpIeH MPOroH
YMETHHKa 1 KYJITYpHUX cTBapainana. beorpan je mak, 30or Hajsehe KyntypHe mpo-
IyKIIFje, Kao ¥ TPU HUBOA BIIACTH (TpaJicKa, peryOinika, caBe3Ha) HCTOBPEMEHO
6uo u TiaBHM rpax ueHsype. Ilo3uBajyhu ce Ha momarke kKoje cy MPUKYIHIN
aytopu Huxomuh, I{BetkoBuh u TpunkoBuh, HaBonuMo a2 je HajBuIle 3abpaHa
u3pedeHo y nepuony 1968-1972, mrto je yjeaHo u ancypaHo, ¢ 003UpoM J1a je Taj
nepuoa 0OMYHO Ha3uBaH nMubepanHuM. Taxa je camo y beorpany uzpeueno 45 3a-
OpaHa MO30pHUIIHUX MPEACTaBa, O] KOjux je 12 u3peueHo y camo jeHOj TOJUHU
(1972). Haxon cmptu Jocuna bpo3za Tura, 6poj 3abpana je moHOBO OPAcTao, J0K
cy Hajuenrhe Taby Teme 6ue u ocrasnie HOB, ['onu otok 1 cama TUTOBA TUYHOCT.
Mehy Haj3a0pamHBaHMjUM ayTOpUMa UCTHYY ce KibMXKeBHUK Pactko 3akuh,
¢unmcku penuress XKuojun [laBnosuh u npamcku nucan Anexcangap [Tonosuh
(Nikoli¢ i sar., 2010: 16).

He noctoju npaBmiio y ogHocuMa u3mMel)y MoMTHKE U KyIType, Kako y
MI0JMOBHO], TAKO M y MPaKTUYHO-UCTOPHU)CKOj paBHU. Temko je OpaHUTH TBPAKY
Jla Cy IOJIMTHKA M KyATypa HelpHjaTresbCKe JeaTHOCTH. TauHo je 1a cy oHe pas-
JUYUTE 110 HUJBEBUMA, CPEICTBUMA, aKTEPUMa, OUCKUBABIMA, AT Ta Pa3jIfKa ce
OTKpHBA U y OIHOCHMa U3Mel)y CBUX JPYHITBEHHX AeTIaTHOCTH. VicpaBHa TBpmba
je Ia je Taj oqHOC OMO NMPOMEHJBUB, J1a je MHCTpYMEHTanu3aM 01o 000CTpaH, 1
Jla je y BEJIMKOj MEPH 3aBUCHO O] KOHKPETHOT KYJITYpHOT cTBapaoua. Ocinodonu-
JayKa ¥ PErpecuBHA MOJUTUKA CBAKAKO Cy yTeMEJbHUBAJIC Pa3IMUUTE OJHOCE
npema KyntypH (Avramovié, 2022: 25).

178



Jlunnomamuja u bezbeonocm, [oouna 7, bpoj 2/2024. 171-185.

Kane uan Ka-ne?

Hajuemrhe 3a0pamuBaH 1 ocriopaBaH IpaMCKH IMHUCALl y CPIICKO] KEHKEB-
HoctHu, Anekcanaap IlomoBuh, unjum ce penvMa He 3Ha Ta4aH OpOj, MOjaBIbYje
Ce M Kao MOYETHO W 3aBPITHO MME HEKOJIMKO IMO30pUIIHMX eTara y Hac. Emoxa
OBOT" BPCHOT Jipamarnyapa, KOju j€ CBOjy YMETHUUKY Kapujepy nodeo nuiryhu 3a
LHInonupe” u ,,Ilonerapar’”, mog nceynonnmom JKak 3akc, modena je CpeIuHOM
TeIeCeTHX TOIMHA TIPOLITOT BeKa, kaaa My je Jlymko Pamosuh monynno capanmy
y Panuo beorpany. To je noBeno 1o HajBehux y3nera cno0o/ie MULIJbEHA U CTBA-
pama, ajau u 10 OecKpyIya03HOT Hacusba HaJ BbUM. Camo y nepuoay 1964-1969.
y CpOuju je, npBeHctBeHo y beorpany, uzseaeno tpunaect [lonosuheBux npam-
CKHX TEKCTOBa, a caM [lonoBuh u Atespe 212 Ounu cy CHHOHUMU 32 aBaHrapay U
00pOy 3a ayTEeHTHYHU CJIIO0OHU H3pa3 IIe3AeceTux roguHa. MiMa u cBojeBpcHE
cUMOOJIMKE y UCTOPH]CKO] YMEH-EHUIIN J1a je KoMaaoM ,,Yapana oj cto netjbu’
Anexcannpa [lTonosuha, 3arBopen ctapu Aresbe 212 y 3rpaau bopbe, a komagom
,,JbyOnHKO 1 J[ecanka” OTBOpEHa je HOBa 3rpaja OBOT MO30PHUIITA Ha aipeCH Ha
K0joj ce u manac Hanasu. Ox nenokynHor [lomoBuheBor omyca, Koju yKJbyuyje
NeieceTak ApaMCKUX TEKCTOBA 3a IMO30pHUIITE, cefaM Jena je 3adpamwero. C Tum
y Be3H, y yacomucy ,,Criena” (0p. 2—-3, mapt-jyr 1990), cam ayTop je HaBeo:

Hu jenno moje neno Huje 3a0panusio JaBHO Ty KWIIAIITBO, OTHOCHO jeIMHU
OpraH KOju Ha TO MMa 3aKOHCKO TIpaBo. Moje komajie cy 3a0pamiBaliv 1Mo-
JIMTHYAPH Y CIIPE3U Ca MOJUM KoJieraMa MO30PHUIITHUM [TPEraonnuma, y mra
Ce ja HMKaJ[a HUCaM MeIllao, HUTH UMao Ma KaKBOT yTHIIaja, Majia ce HH-
KaJ1a HY JeIHOT CBOT JIeJia HUCaM oJipekao. Pa3ino3u 300r Kojux Ccy M jiena
3a0pamBaHa HUKaa HUCY OWIK jacHO oapehenu, Beh ce cBe objammana
YONIITeHUM ofipel)erMa Ja je IMITETHO, J1a jeé HEUCTUHUTO, J1a je y30yhy-
jyhe, na je yBpemspHBO, J1a je HETa4yHO, T€ JIa Ka0 TaKBO PYIIX yIien, 6ana
CCHKY, KPEbH CBETHI-E M TOME CIMYHO, T€ J1a Ka0 TaKBO MPETH, MMOJIPUBA,
cTBapa 3a0yHy u cinabu ogopamoeny moh. (Popovié, 1990: 88-89)

[IpBu cnyuaj nqupekTtHe neH3ype [lomoBuheBor TekcTa OHIIO je CKUmame
npezncrase Kane none y Aressey 212. IlpemujepHo uzBoheme oBor komazaa 6uiio
je 17. pebpyapa 1968. ronune, 1a OM HAKOH caMO TP MIpamba HECTAO C pernep-
toapa. OBa mpejcTaBa Ha HEKM HaYKMH NPEACTaB/ba U CBOJEBPCHU CTUJI CKHJIAmbha
IpeJcTaBa ca perneproapa, koju he HeAyro 3aTUM OOEIEeKUTH U CKUIAE O
jenne ITomoBuheBe mpencrase, ajm U kKomaaa ,,Kaja cy nBerane THKBE” Ha CIICHU
JyrocnoBeHckor apaMckor nmosopuiTa. Biact Huje npeysena Ha cede 3a0pany,
Beh je Ha mepduaan HaAYMH MpUMOpaBaja Jpyne Ja camu cebde 3abpamyjy. Kpu-
THYKa MUILJbEHHA U CYJ0BU (DOPMHUPAHU CY MUMO MO30PUIITHE KPUTHKE U jJaBHO-

179



Jenena Ilepuh 3abpane u yensype y conckom meampy...

cti. @opMHpaHu Cy y HOJTUTHYKUM UHCTUTYIIMjama, IPEeKo YMjHUX j€ MeXaHu3aMa
U3BpILEH JUPEKTaH NMPUTHCAK Ha opraHe camoympasibama (Peri¢, 2018: 75).
[Ipema nonanuma kxoje y ¢Bojoj kiu3u HaBoau Panuna Byueruh, cynOuna npen-
crage ,,Kame gone” pasperniena je jeqHuM TeaepOHCKIUM MTO3UBOM KOjH j& 01O yITy-
hen Tagammoj ynpaBauIM Atesbea 212, Mupu Tpaunosuh (Vuceti¢, 2016: 50).
[Ipenmer noapoOHe aHanM3e HUCY OMITM caMmo TJIaBHU jJyHAIIM OBOT kKomaza, [pa-
rojko 1 OcToja, Koju Cy MpeBUILIe acoLpau Ha Biaaajyhu Opaunu nap bpos, Beh
je W caM HaclloB Komaza OWo mpeaMeT orcexxHe aHaim3e. Mako ce mpencrasa
3Bana ,,Karme gomne”, Ouso je crexysamuja aa ce y OBOM HacJIOBY KpHj€ J€THO TO-
TIYHO Jjpyrauyje 3Ha4ewe, Te J1a Je CTora U3BOPHH HaclloB koMaza ,,Ka-Ile gomne”.

[Iparehu pa3Boj mo3opwuira, yBek ce cycpehemo ca morpedama cBake re-
Hepalyje 1a U3HOBA MOTBPAU CBOJY c10001y U KynTypy. OTy/ je U HOBHja HCTOpHja
Tearpa UCTOBPEMEHO M MCTOpHja HAIMOHATHE EMaHIIUIIAINje, TOBE3aHa C BpeMe-
HOM 1 ocehameM cBeTa y Kome TocTojuMo. [TomiTHiKa aHTa)KOBaHOCT MO30PHINTA
HHJ€ KOJl Hac HOBa 1ojaBa. Hare mo3opuiire je TOKOM CBOT MOCTOjama Ha pa3He
HauMHE UCKA3UBAJIO CBOJY MOJUTHYHOCT, OTBapajyhu mpoCTop 3a AMHAMUYAH OTHOC
TIO30PHINTA U TIOJHUTHKE. Y TOM CMHUCITY, MOXKe ce pehr Ja O30pHIITe UMa MpaBo
na ce yruhe y MoJUTHKY, ajld He U nouTuka y nozopuiute (Peri¢, 2014: 33).

VY 6uBmoj Conujanuctuukoj GeneparnBuoj Pemyonumu Jyrocnasuju je
noctojaia T3B. bujena kwura Crune LllyBapa. 3anpaBo, pujed je 0 KOJIOK-
BUjaJTHOM Ha3MBY JJOKyMEHTA 10/l eKCTCH3UBHUM Ha3uBOM O HEKHM HJIC]-
HUM U TOJUTHYKUM TEHJACHIMjaMa Yy YMjEeTHHYKOM CTBapaJialliTBy,
KIbIKEBHOJ, Ka3aJIMITHOj M (PMIMCKO] KPUTHIIM, T€ O jABHUM HCTYNHMAa
jemHor Opoja KyATypHHX CTBapaalna y KojuMma Cy cajpiKaHe IMOJIMTHIKU
HenpuxBarbuBe opyke. OBaj, Ka0 ¥ HEKH JPYTH JJOKYMEHTHU, KOjJH JINYe
Ha MukBusunujy u Index librorum prohibitorum, cy pahenu Ha Temerby
WHCTHUTYTa BepOaTHOT JIeNnKTa, mocedno wi. 133, 141 u 157 Kpusuunor
3akoHa CDPJ, kojuM ce pernpecuBHO HACTOjajia MyTeM WHCTUTYTA T3B.
,,BEpOATHOT JIETIMKTA”, OHEeMOTYhUTH apTUKYIaIHja KPUTUIKE MUCITH yCM-
jepeHe nmpema TagalimbeM TOTaTuTapu3My Koju je mpooarno CaBes3 KoMy-
nucra Jyrocnasuje (CKJ) y COPJ. Ha Temesby OBaKkBOT BOIlyHTApH3Ma U
MHOTHUX OSCMUCIICHUX JOKYMEHaTa, OCTBapWBaHA j€ MapTHjCKa XajKka Ha
,,HETIO/IOOHE”” MHTEJIEKTYyaJIIe Talalllibel BpeMeHa U COIMjajTHa KOHTPOJIa
HaJl CTaHOBHUIITBOM. U cBe TO Beoma MHOTO TIozicjeha Ha OpernoBy 1984,
y KOjOj C€ HEMCTOMHIICHUIIM TPETUPAJy Kao AMCUICHTH, a JUCUICHTH
KaXmbaBajy ,,0pucamem u3 ucropuje”. (Kovacevic, 2022: 218)

Hapenno ckuname ca peneproapa Hekor [lonoBuheBor nena moxkionuio
Cce ca CBE jauuM MPHUTUCKOM Ha ymeTHHKe. OBaj oralaj je 6o camo jenaH y HU3y
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ciIy4ajeBa LeH3ype 70 kKojux je aonuio 1969. romune. M 1ok je mpBa 3a0pameHa
npeacTasa koja je pahena o [TonmouheBom TekCTy HaroBemiTana TEKTOHCKE MPO-
MeHe koje he ycrmeautu Tokom 1968. ronune, npencrasa ,,Jlpyra Bpara jeBo” je
OBy TemaTuky npobnemaruzopana. Osa [TomoBuhesa (apca, koja 3a Temy uma Je-
1aBama y JyrociaBHju yOUr U TOKOM CTYJICHTCKHX IIPOTECTA, HUje T0KHUBEIIA CBOje
CIICHCKO M3BOheme y Atesbey 212, jep je cam paj Ha mpeAcTaBu OMo 3a0parmeH.
Melhytum, neno je usBeaeHo y 3arpely, y pexxuju bormana Jepkosuha, 1 MHOTO
ronuHa kacHuje y CprickoM HapoaHoM ro3opuiity y HoBom Cany, y pexuju Cyane
Kanuh (Peri¢, 2018: 72). Tymaun u npoyuaBaouu [lonosuhesor nena ucrunanu
cy na cy IlomoBuheBu jynamu Oma u boxkuja 3anmpaBo rpoteckne purype xoje
MIpe/ICTaBIbhajy MpUIIATHUKE TeHepalrje Ha BiacTh (Susa, 2002: 158). Ose durype
MaK MOXKeMO TyMauuTu u kao ¢urype Jocumna bpoza Tura (Oma) u Jyrocnasuje
(boxwuja). OBy TBpABKY MOKyIIahemMo /1a MOjJaCHUMO ¥ TTOTKpenuMo ciieaehum npu-
MepuMa 1 objammemuma. Kaga ce y3me y 003up unmwenuna aa je Tuto 6uo ,,cun
CBUX Hapo/a U HapOJHOCTH , HEPUKOCHOBEHU Bola U TOKUBOTHU NPEACETHUK,
a na je y oBoj [lonoBuheBoj apcu ykymHO 1miecTopo zere koja 0u a ce OTpray
oz cora Orue u cBoje boxuje, noruuHo ce Hamehe Tymademe fa cy Ounna u bo-
xujuHa aena mect CaBe3nux PenyOmuka ynyrap Conmjanuctauuke denepaTuBHE
Peny6nuke Jyrocnauje, a a je cama boxwuja 3anpaBo aneropu3oBana Jyrociasuja.
Jlena cy y aApamMu 03Ha4eHa Kao JJOHYMhH, ITO Takohe MOKEMO TyMauuTH Kao alie-
ropujy 1 CUMOOJIMKY MOJIyHaHuX JioHunha. ,,Jlera” cy cBecHa TpyJeKu YHyTap
BHUXOBE TIOPOJIUIIE, UMAjy CYIIPOTCTaBbeHa MUIIJBEHHa Y OJJHOCY Ha CBOj€ POIIH-
TeJbe, pyTadnje moriene, Xrema, crpemsbema (Peric, 2018: 72). OBo [Tonouheso
JIEJIO C€ JaBUJIO y TIEpUOY HETOCPEIHO MOoCIe PEBOIYLMje U OWiI0 je KPUTHYKU
HACTPOjEHO, TIa CAMHIM THUM H OITACHO 32 Y TOM TPEHYTKY ITOCEOHO OCETIBUB PEXKHM.
OnroBop pexkuma Ha fena nomyT [lomosuheBor 610 je y J1aToM MOMEHTY Kpajimhe
pernpecuBaH U pe3ylITHpao je OpojHuM 3a0paHama. Y UHTEPB]YY KOjH j€ Ja0 MeT-
HaecT TouHa HaKkoH 3a0paHe y Atespey 212, [lomoBuh nctuye na je cBoje aeno
»JlpyTra Bpara JeBo” Mucao 3a OHy CTyIACHTCKY reHepamujy 1968, te u na je ctu-
11ajeM OKOJIHOCTH M caM OHMO yYeCHUK y Mmapuckum jaorahajuma. ,,’JIpyra Bparta
neBo’ urpana cy 3a Bpeme ®panka y CeBuwsbu 1 bapcenonu u Tamo ux je Tykia
nonuuyja. ,,tbyjopk TajMc” je mrcao na cam ja y tbyjopky pa3Buo npBeHy 3acTaBy,
a 3arpebauku CEK je urpao Ty mpencraBy mmpoM Halle 3eMJb€ TPUCTA MyTa - Ja
ou je Atespe 212 ckunyo youn npemujepe’” (Popovic, 1983).

VY toky ucre, 1969. ronune, ocum npeacrase Jpyra Bpara JieBo, joi cy
ce TPU YMETHHYKA OCTBAapea HAIUIA y CPEIUINTY MaXKEkhe BIACTH U LIEH30pA.
®dunmosw ,,3acena” )Kusojuna [laBnosuha u ,,Panu panosu” XKemumupa XKu-
HUKa, Kao U mpencTana ,,Kazg cy nserane tukse’” y pexuju bopa [pamxosuha.
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Turo je 3a0panuo Tukee

[Ipema xomynuctuma BepauM Uudopmoupoy Ilaptuja Huje nmana muso-
ctu. M1OeoBIH, Yak M caMo ONTYKEHH Ja Cy CTAJBHHUCTH, 3aTBapaHu cy 0e3 cyl)-
ema u onsohenn Ha ['onmu otok (Mirkov, 2023: 168).

Kao yp6ano u ekcnoHnpaHo, mo30pHUIITE j€ CHArOM CBOTa YMETHHYKOT M3-
pasa HyIuI0 TieaoiumMa MoryhHOCT 0KUBIbaja KaTap3e. [omooTouka Tpareauja
Owa je jemHa on HajBehux Tpayma Ha K0jOj C€ y U3BECHOM CMUCIY TMpesamana u
cynbuna mo3opuita. Y apamu ,,Kan cy nperaie Tukse”, Tema ['oJ0r oToKa BUIIe
j€ OCBeTJbEeHa HEero y MICTOMMEHOM POMaHy, alli ’eH ayTop, [IparociaB Muxau-
J0BUh, HUJjE JKEJIeO J1a CyAH | mpecyhyje o 30MBambUMa ¢ MoveTKa MeIeCEeTHX ro-
nuHa XX BEKa; OH C€ CaMO CIIY)KHO HMCTOPH]CKUM YUH-EHUIIAMa, T€ CBOjUM
HETIOCPEAHUM UCKYCTBOM, rpajichn OKOHOCTH ApaMe y 4Hjoj je Cp>KU HacCUIbE.
Hutupajyhu [Inarona, nozopumau kputudap Penvke [ammh uctuue:

[Trcana pey M4y Ha CIIHKY, a CIIMKa Ce YMHU Kao J1a je kuBa. MehyTum, ako
je IITO 3ammTani, OHa YBEK JOCTojaHCTBeHO hyTn. Tako je u ca mucaHom
pedjy: yIMHH TH C€ J]a OHA TOBOPH Kao Jia HEIITO pa3yMe, ajli aKo je LITO 3a-
IyTalll, y )XCJbU J1a JO3HAIl HCIITO BUIIC O/ OHOr'a ITO OHA TBPAH, OHA YBCK
MoKasyje jeqHo Te ucro. Jpyraumja je meHa poheHa cectpa KuBa ped, jep
OHA Ce ca 3HAkEM 3aIHCyje y AyIIy OHOTa KOjU Ce y4UH U Kajpa je cama ceoe
nla OpaHH M 3HA JIa TOBOPH, U 3HA Jia hytu ¢ kum tpeba. (Pasi¢, 1992: 85)

JlBe cenMmulie HAKOH IpeMujepe IpaMe, pomad ,,Kan cy nerane Tukse”
610 je HajTpakeHuja Kiura y beorpany. [lorpe0a 3a karap3oMm je HaIIa MyT, ajlu
KIbUTa UIAK HUje TUPEKTHO M3rOBOPEHA ped, a TO je Omito 100po Mo3HATO joI U
OHUM PEBOJIYILIHOHApUMa KOjU Cy M3TOBOPEHY ped 3a0pamHBali CBYJA, YaK U Yy
no3opumity (Pobecmjep, KpomBen). JaBaa ocyna 31odnHa, Makap oHa Ouna u 'y
MIO30PHIITY, 32 TaJAlllby BIACT je OMiia ONTY>KHUIIA KOjy OHA HUje MoIva J1a u3-
JpXH. YTUCAK J1a BJIACT IPUMERYje PEIPECH]jy U3 POCTOT pa3jiora IITo je BIACT
U HHje TaKo JaJIeK O]l UCTUHE, KaJla Ce MMa y BHJy TOTAJUTAapHA TEXKHa BIACTH.
Crpagnaiio je cBe mITO je U Majo Muciiehe, U WTO je JOBOAWIO Y MUTame TeKyhy
MIpaKcy collujajn3Ma Koja ce CBe BHIIE KOCHJIA ca uiejama ciaoboae u ciobo-
JapcTBa. Y3 HHAUPEKTHE OOIUKE MOIUIIM]CKOT 3aCTpaIliBabha pa3pelieH je ciryyaj
Tukasa. BnacTiMa M l,€HUM MPUCTAIHIIAMA CMETAJIO je YKIIamame Tadya C jeHe
6utHe Teme. Cio00HO CyoUyaBame ¢ HACUJHEM MPOIVIALICHO j€ 3a ,,[IOBaMIUPEHE
nHGOPMOUPOBIITHHE, U3/1a]y PEBONIYIIMj€ U COLMjaIM3Ma, a CBAKU MOKYIIA] 1a
C€ JaBHO MTPOrOBOPH O HACHJBbY Y MME CHCTEMa MPOIIIAIICH je HachibeM. M Makap
KOJIMKO J1a j& KIbMKEBHOCT, I1a CAMHM THM U JIpaMCKa YMETHOCT, YCMEpeHa Of
OHHUX TOKOBa KOjH ofipel)yjy MoauTuKy, OHa He MOXKe 1a MUMouT)e CBaKOIHEBHHUILY,
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moceOHO HE Y OHUM TPEHYIIMMa KaJla Ce€ CTBapajy OTHOCH y KOjuMa Ce JbYIH Cy-
o4aBajy ca ujejama, y Kojuma ce UcroJbaBajy kao Ouha koja mucie u ocehajy.

JlupexTHOM ,,akiujom” Mapiuana JU4YHO, MOoce caMo IIECT u3Bolhema,
MpeIcTaBa je 3a0pareHa 1 CKUHYTA je ca peneproapa. 3aHMMIBHB je bpo3oB Hamay
Ha TIPEJCTaBy, HE CaMo 10 CTPYKTYpH, Beh U 10 MECTy Ha KOJEM j€ U3BEJICH: pa3-
TOBOP Ca MpCACTaBHUIIUMA IMMOJTUTUYKO-IIPUBPCIHOI aKTHBA OaHATCKMX OIIITHHA
y 3pemanuny, 25. okrodpa 1969. ronune. Hananu Ha KynTypHE MOCIEHUKE HUCY
OWJIM KapaKTEPUCTUYHH 3a BEJIMKOT BOl)y, T€ C€ 0OBaj HAIma{ MOXE CMaTpaTy v U3y-
3€TKOM, aKO C€ 3aHeMapH ,,ipo3uBKa’ 1moBogaoM homuhese ,,Jepernuke mpuye”
JICBETHAECT roinHa paHuje. KOHKpEeTHO MOMHBbamke CIIOpHE MPeaCcTaBe OMIIo je
yJ€IHO U TIOCIENkE ,,Ipo3uBame’ Te BpcTe. To mTo je bpo3 n3zberasao amoctpo-
(bupame HUje 03HaYaBaJIO HETOBY OIarocT, Beh uejy Ja ce cadyBa JUK Blajgapa
Kao YUCT U HEyKaJbaH. ,,[[pJbaBu mociioBH” MpEnymTaHd Cy WIaHOBHUMA HJI€0-
JIOUIKUX KOMHCH]a, IEKYPHUM KOMEHTAaTOprMa U M0jeIMHIMA U3 CBETa KYIATYpE,
Te je bpo3 Ha BeoMa mparmMaTuyaH Ha4WH AP’KA0 TUCTAHILY TIpeMa KyJITYypHO]
crenu. Pasnor 3a nmbepanuzanujy KyJlITypHOT )KHBOTa MOXKE CE€ TIPUIIHCATH Jie-
LeHTpanu3anuju 3emibe oa 1949. ronuue, mTO C€ HAPOUUTO OUUTYjEe Y YCTaBy
®HPJ u3 1953. ronune. Takohe, Ha ceamom koHTpecy CKJ 1958. ronune, [Taptuja
ce AMCTaHIMpaia ol YMETHUYKOT (peHOMEHa: IPEIyCTHIIA j€ YMETHOCT ayTOHOM-
HOM uBOTYy 1 ymeTHunuma (Peri€ 1 Peri¢, 2019: 66). Ykunamem npencrase mo-
HOBO j€ MOKPEHYT jeaH MEXaHHU3aM KOjH je, y CTBapu, U OMO Tema IpeCcTaBe:
TOpTypa Ha ['0JIOM OTOKY KOjOM Cy JbYAH MPUMOpPABAHU WU HaBOhEHU 1a Kaxk-
IaBajy Kako caMu cede, Tako U Apyre 3aTBOpeHuKe. OHU KOJU Cy C€ yIUIAIININ
yKJIamama ToT Tadya MPUMOpPABaU Cy TIIyMIIe M APYyTe JbyAe Y TMO30pUIITY Ja
KaKibhaBajy caMu ce0e U J1a peACTaBy ,,cCKuHy 0e3 nkakBe ¢opMaiHe 3abpaHe.
VY Taj MexaHu3aMm yOaueHU Ccy MUCIH MPOTUB MKcala, [IIyMIH [IPOTUB ITyMala.
Ha neny je Ouna cnoxkeHa 3aBepa pa3HHUX JEJIOBa MEXaHHW3aMa JeHE jeaHOmap-
TH]JCKe npkaBse. ,,OBakaB Mojien corrjanuima’, oenexxu HoBakosuh,

3amajHA TEOpETHYApH HA3WBAIH Cy laissez-faire conujanmn3mMomM. To He
3HAUYM J1a C€ y MO30PHUIITHMA MOIJIO CJI000IHO CTBAPATH, MOIITO Cy CBY/A
OMJIM yCTAaHOBJbEHU YMETHUYKH CAaBETH, 0100PH, OJ0A00PH U UICOJIOLIKE
KOMHCH]e, ISTMMUYHO CAaCTaBJbEHU O] HJICOJIONIKH ,,CBECHUX  3arociie-
nux. [IpaBa ynora tux ogbopa Ouiia je 1a CripoBoJIe ,, JUPSKTHBE | CIIpeue
T0jaBJbHUBAKE ,,CYMBUBUX feia Ha pereproapy. (Novakovic, 2005: 13)
Tuxee cy nza3Baiie jenHy ol HajBehMX MOMUTUYKHX MaHUKa Y KyATypH Ha
OBHM IPOCTOPHMA HKaJ1a, 1 U3HOBA IMOKPEHYJIE MUTakE CI1000/Ie CTBapaIalliTBa HE
caMo y MO30pHIITY, HETro M 'y YUTaBoj ymMeTHocTH. [Tokasaro ce aa je jakiie ocBo-
jutu onpehene aBaHrapaHe ¢opme, Hero pa3OMTH KOH3EpBaTHBHA CXBarama. Vc-
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MIPOBOLIMPABILH 1 YIUIAIIMBIIN TAAlIbY BIIACT, IIpecTaBa ,,Kaj cy 1Berasie THKBe”
no0uIta je opeod ,,Ip>KaBHOT HEMpHjaTesba’”, ¥ TaKO TI0CTalla MUT CPIICKOT Tearpa.

VY3my nu ce y 003up Tpu 3abpameHe npencrase — ,,Kane none”, ,,Kan cy
1BeTase THKBe” u ,,Jlpyra Bpata neBo” — Koje cy ce OaBuie pa3induTuM
TEMaMa, jaCHO je JIa HUKAKBO 3aIMPamke y 3BaHUYHY J0orMmy (y cirydajy
OBUX MPEJICTABA, Y MUTaBY Cy OWIN OHOC MpeMa KyITy JuYHOCTH, 1H-
hopmbupoy u 1968) Huje monazuino y 063up. 300r ceruduIHOr cucTeMa
[IEH3ype | JaHAC je, YIIPKOC BEIUKO] BPEMEHCKO] TUCTAHIIH, TEIIKO yT-
BP/MTH KO j€, Ha IIEPCOHAIIHOM HHBOY, OJI'OBOPAH 3a TaJalllba Jorahama.
Ha nmu 3a0pane y CpOuju, KpajeM mie3eceTuX roinHa, 0amajy apyraduje
CBETJIO Ha MEPUOJT CPIICKHUX JIMOEpaa, 0CTaje BPJIO CIOKEHO MUTAbE, KOje
3axTeBa Jajbe uctpaxuname. (Vucetic, 2023: 302)

JyrociaoBeHcko ApaMCKO MO30pHUIITE HHUje MMaJlo MHOTO MpobiieMa ca
CaMHM PerepToapoM, MOMyT HEKUX APYTUX MO30pHIITA, Kao WTO je ATesbe 212.
Hanporus, npeaceanuk JyrociaBuje je ca Cynpyrom 0Mo BeroB 4ect roct. Buime
oz cBuX no3opuuira Jyrocnasuje, Tuto u JoBanka cy nocehupanu JyrocioBeHCKo
npamcko (Cirilov, 2010: 378). Tuto je u mociie Hemuie ermsoze ca Tukeama ofi-
auKoBao nozopuinte OpaeHoM OpaTcTBa U jeIMHCTBA ca 3JIaTHUM BEHLIEM 32 JIBa-
JIeCETOrOINIILY pal. Mnak, JyrocioBeHCKO IpaMCKO je UTpaso MpeacTaBe ca
MOJUTUYKUM cajipKajuMa, MpecTaBe myHe Metadopa U any3uja Ha KOMYyHH-
CTHYKH PEKUM, COLIMjATHE IPoOIeMe y AP>KaBU My TIOJIUTHYKOM KUBOTY. Melyy-
TUM, HUj€/IHa O] MPEACTaBa HUjE€ CYJACKU IMPOLIECYUpaHa, MajJa je KPUTHUKA y
IITaMIT TIOHEKaa OypHO pearoBaia 300T Jesa HaloHaIHOT caapxaja. [llesne-
ceTHx roxuHa XX BeKa je MO30pHUIITE CBOjy YMETHHUYKY CII000y OCTBApHUBAJIO
,keTMaHckn” — rirymehu u mokasyjyhu omaHocTt u Jby0aB, TOK je HCIIO MacKe
ocehano He3a10BOJBCTBO, MPXKILY, cTpax u npesup (Milosevic, 2008: 6).

skeskosk

3a OHO LITO CE€ JOTOAMIIO ca MpeAcTaBoM ,,Kan cy userane tTukse”, Myxa-
pem Ilepsuh nma oGjammeme: ,,IIpecyaHo je Onno To mTo YOBEK KOju je 0o Ha
T'onom oToky HUje OKo HeratuBaH, Beh Tparnyas JuK. Tako CIOXKEHO CaBpIICHO
JMILIE 10 TaJla HICMO MMaJii Ha HAIOj CIEHM; TIOTOTOBO HE JIUIE Ca TOM IOJIHU-
THUYKOM KPUBHIIOM, KOja jOII HUKOME HUje Ouia CKuHyTa HU orpoiuteHa” (Pervic,
1969). 3abpana mpencrase nMoroauia je KyJITypHY jJaBHOCT Ha Bulie HuBoa. [lo-
CTOjaJIo je BeNMKO ocehame KPUBHUIIE IITO CE 3a caMy MPECTaBy HHje BUIIIE YUH-
HWI0. YjenHo, u3ry0JbeHa je ¥ Bepa y IpoMeHy, Koja je mocrojana 1968. ronune.
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Ha ecrerckom 1any, OHO je 3ayCTaBJbEH TEK 3alI0YETH TOK CPIICKE ApamMarypruje,
a npexacrasa ,,Kaja cy uBerajge TUKBE JyTH je HU3 roJuHa OMiIa MEPUIIO 33 TO
JIOKJIE CMe, OHOCHO He cMme umhu monutuuku tearap y COPJ. V mpumnor 10j
TBP/bH roBope 1 3a0pane npenctana XKapka Komannna u Jlymana Josanosuha,
»Jbyncko Mmeco” u ,,Kapamazosu”, y Llpporopckom HapogHoM mnozopuiity 1972.
roauHe 'y Haponnom nozopumiry y beorpany 1980. ronune.

Coumonor Hebojma ITonoB cmatpa fa ,,caM0O yMETHHYKA JIeIa pa3MUdy
rpanune cnobone, ocnobahajyhu HHANBUAYATHOCT O HAIJIMYHUX TOTATHTETA,
nomyT Knace, [laptuje, dpxase, Hatuje, o0OnmKoBameM HOBOT CEH3MOMIUTETA U
nozcTuiameM camoocsenthuBama” (Popov, 2008). Hecnopasyma usmelyy Biactu
1 yMETHHKA yBeK je Ousasio u Ouhe. To je, momyT KakBor ycyna, HOMUHOBHOCT KOja
ce Hehe 1 He MOXKe TPOMEHUTH. JeHO Oe3 APYTOT He UIe U HE MOXKE. YMETHOCT je
Ty Ja KPUTHKY]€e, YKa3yje Ha IpelIKe U OIUIeMemY]je, IIUPH BUHKE, IIPEHCITUTY]e
u pa3buja tabye, a MOJUTUKA U BIACT CBOjUM 3a0paHama U OCIOpaBambHMa I0-
TEHIIMjaJIHO MOTUBHILY U MOKpehy, noactuuyhu OyHT, anu 1 KPEaTUBHOCT.
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Abstract

The paper explores the impact of censorship on theatre life in Serbia during the second
half of the 20th century. Freedom of creativity, placed above dogma, becomes a principle
that overcomes any restriction. Literary thought, based on a free and humane under-
standing of the world, always advocates for free and complex human expression. Con-
flicts are created and provoked by politics that distrust everything it does not prescribe
and that is not in accordance with the “picture of the world” it propagates. By analyzing
the available evidence, we have tried to discover to what extent the theatre was subor-
dinated to the state and its interests, and to what extent it remained its own and followed
the path of its own ideas. The aim of the paper is to offer adequate answers to the fol-
lowing questions: what mechanisms did the ruling party (at that time the League of
Communists of Yugoslavia) use as a means of controlling the theater, what were the
Party's goals and whether it achieved them, what position did the Party take regarding
"undesirable" performances, in what way did it influence repertoire policy, whether it
applied repressive measures towards the theater, whether the theater was an instrument
of the Party for the implementation of socialist ideas, whether the theater met the de-
mands set by the Party, and whether and to what extent did the theater exercise artistic
freedoms. The answers to the research questions were made possible by the analysis of
the daily and periodical press, which was used as source material, and which provides
a "broader picture"” of the events that are the subject of this research. The not-so-exten-
sive literature on the 1960s and theatrical life in Yugoslavia was also helpful. The play
"When the Pumpkins Bloomed" was for many years a benchmark for how far political
theater could, or could not, go in the SFRY, and was therefore taken as an example, as
were the prohibited plays by Aleksandar Popovi¢, with the intention of showing how
prohibition and censorship function and how far-reaching their consequences are.

Keywords: theater, censorship, SFRY, Dragoslav Mihailovi¢, Aleksandar Popovic.
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INTRODUCTION

Censorship as a process of controlling expression is a phenomenon that
has accompanied humanity from the earliest days to the present day, and the fight
against it has lasted as long as it has existed. In addition to being applied to others,
it is also interesting in that it can be applied to a person who was a censor himself
until yesterday, or is applied to oneself (self-censorship).

Universality, permanence, adaptability, general applicability, as well as re-
versibility make it interesting and thus it deserves the attention of researchers. The
topic of censorship could be said to be endless, which automatically creates a prob-
lem in approach (Vukicevi¢, 2021). The areas in which it is most often manifested
are: science, film, theater, literature, public information (media), publishing, music
and fine arts, etc. Many artists and scientists around the world have in the past been
faced with attempts to break their moral sovereignty, to humiliate their personal
truths, to crush their consciousness. Many authors of scientific, literary and artistic
works, journalists, politicians, public workers and ordinary citizens have been ar-
rested, convicted and sent to prison. “The destruction of undesirable cultural her-
itage, book burnings, the suppression of cultural creativity, the persecution of
cultural creators, artists and scientists and other forms of fascist violence against
culture are drastic forms of anti-cultural policy” (Prnjat, 1986: 11).

There are numerous proclamations, declarations, manifestos and similar
documents at the international and local levels that deal with the problem of cen-
sorship. After World War II, fundamental changes were established in the United
Nations documents on respect for human rights, as the most important international
guarantee of individual and group freedoms (Pavlovi¢, 2023: 203). Among other
things, the foundations for the protection of freedom of expression and opinion
were laid (Universal Declaration of Human Rights, 1948). However, is this the
case in real life? “Regardless of the legally established competences, all security
services act, first of all, preventively. Their activity is prescribed and protected by
law. One of the basic principles in their work is the principle of secrecy. This is in
direct contradiction to the rules of an open and civil society” (Lazi¢, 2016: 281).

What is characteristic of Yugoslav censorship, and what also characterized
many other phenomena in Yugoslavia, is the lack of a system, or its inconsistency,
so that censorship practices differed from case to case, and were often conditioned
not by the artwork itself that was censored, but by certain domestic political or
foreign policy problems (Vuceti¢, 2016: 15). Since the mid-1950s, the regime,
for the sake of the domestic and international public, has sought to portray artistic
and political freedoms as unlimited, so it resorted to cunning, officially encour-
aging criticism and satire at the expense of its bureaucracy (Nikoli¢ et al., 2010).
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Although censorship did not exist formally and legally, ideological control of
content, dealing with the personnel composition of publishing companies and
media, an expanded concept of state and commercial secrets, and multi-level con-
trol of editors were instruments of supervision over freedom of opinion and ex-
pression (Nikoli¢ et al., 2010:14). As historian Radina Vuceti¢ states in her book
“Coca-Cola Socialism”,

when it comes to censorship in Yugoslavia, domestic historiography has
not yet attempted to investigate the phenomenon of censorship in detail,
in accordance with the standards of historical science, and despite various
indications of what was happening, any analysis of individual cases can
still only be fragmentary. (Vuceti¢, 2023: 293)

The paper aims to use the examples of the Yugoslav Drama Theatre and
Atelier 212, by analyzing available testimonies, to answer the question of the ex-
tent to which theatre in the SFRY was subordinated to the state (party)” and its in-
terests, i.e. what censorship and prohibitions it faced in its work. In accordance
with the set goal, the mechanisms and forms of censorship used by the state and
party apparatus were also investigated. An example that can be used to see how
censorship functioned and what consequences it caused is the ban on the play
“When the Pumpkins Bloomed”, which for many years was the benchmark for
how far political theatre in the SFRY was allowed, or not allowed to go. The
banned plays by Aleksandar Popovi¢ are also the focus of this paper.

Theater Life in Conditions of Revolutionary Transformation

The national and combat theater was relevant during the national liberation
struggle, and after World War 11, in the general atmosphere of revolutionary trans-
formation, and partly under foreign influence, the then Yugoslav theater went
through a period of highly engaged theatrical expression. The process of theater
renewal was led by the Commission for Education and Culture, which later be-
came the Ministry of Education and Culture of the government of the People's
Republic of Serbia, as well as the Department of Education of the Main Executive
Committee of the Autonomous Province of Vojvodina. The Central Committee
of the Communist Party of Yugoslavia had authority over over a thousand reg-
istered ensembles, amateur theater groups and theaters on the territory of the

2Within the framework of the one-party system, the ruling party, the Communist Party of Yugo-
slavia (KPJ), changed its name to the League of Communists of Yugoslavia (SKJ) in 1952, by
decision made at the Sixth Congress of the KPJ.
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People's Republic of Serbia. The goals and tasks of all these groups were: over-
coming illiteracy, changing the old cultural pattern and educating the people in
the spirit of socialism, while their implementation was monitored by Agitprop?
(Volk, 1990: 11). Socialist self-government changed social conditions, and the
first wave of post-war political theater was emerging precisely in the conditions
of the victory of the revolution, its irresistible and uncompromising striving to-
wards socialism. According to Petar Volk, cultural policy in the field of theatrical
creativity, in the first days of renewal, was based on the directives of the Central
Committee of the Communist Party of Yugoslavia, in which the party leadership
advocated activities that would respond to objective needs arising from backward-
ness and the legacy of the past (Volk, 1990: 11).

At that time, there were also numerous dilemmas about the performance
and updating of world classics, and the selections were dogmatic and extremely
politicized. It was also believed that for the progress of theatrical art in the new
living conditions, it was imperative to fully implement the party’s assessments of
the political system and social life. With the aim of ensuring a rich cultural life in
the spirit of socialist principles, but also of ideologically liquidating the remnants
of the old relations, the theater was also put at the service of the movement. The
new state regime influenced the cultural scene, was interested in the work of cul-
tural institutions and often devoted entire sessions to cultural issues. At that time,
theatrical activity was characterized by the desire for professionalism, but also by
achieving a better status as a theater artist. It was a period of close relations with
the Soviet Union, from which affirmation was sought and expected in every field,
including on the theater stage. In the selection of desirable plays, works with social
themes dominated. The critical realism of Russian classics was particularly fa-
vored, while the most restrictions were imposed on famous playwrights of German
and Italian literature. Realism and social literature were determined to be the foun-
dations of the repertoire policy of the new theater, in order to connect the broad
masses of the people to their scenes, all with the ultimate goal of pulling them out
of backwardness and towards new and desired ideals. Repertoires were thinned
out and completely subordinated to the ideological needs of the new reality. It de-
pended on the repertoire itself whether the theater would fulfill its basic task set
in socialist Yugoslavia, whether its artistic and cultural function would be realized.
The authorities wanted each staged performance to have its own justification, a
line that defines and confirms social reality, society and cultural life, which should
be expressed in this way. The principle of political actualization of heritage was
even more disastrous for the works of domestic authors of earlier generations

3 Agitprop: shortened from the words agitation and propaganda.
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(Peri¢ and Peri¢, 2019: 33). Slobodan Seleni¢ characterizes this period with the
following words:

Serbian post-war drama has not communicated with the ideas and move-
ments in the dramatic literature of other countries for more than a decade.
(...) Completely deaf to the dozens of small revolutions that shook drama
and theater between the two wars, as well as to contemporary movements
in theatrical thought (...), Serbian drama remains closed in its cramped,
often semi-amateur framework of dogmatic apriorism. (Seleni¢, 1977: 18)

During Tito’s rule, topics such as non-alignment, Tito’s personal role in
the war, the promotion of religious views and the political activity of the church,
primarily the Serbian Orthodox Church, the national question, the Yugoslav
People's Army, and military issues in general, were forbidden from any form of
critical discussion. Stalin's thesis about writers as engineers of the human soul
best testifies to the importance of the writer in the communist system. The ties
between writers and politics in the Eastern Bloc countries were strong - they were
influential on both sides, both as favorites of the system, but also as oppositionists
and dissidents. Precisely because of this, the written word was under the strictest
possible control (Vucetié, 2016: 52).

The theater, by renouncing everything that was strictly national, which re-
ferred to literature until the 1940s, created a space in which everything that came
from the foundations of people’s democracy was favored. All this took place at
the request of the then domestic politicians who wanted to emphasize and
strengthen the unbreakable connection with the first country of socialism in this
way. All theaters in Serbia were also ordered to organize ideological work with
actors, in order to implement the commitment to socialist realism and Soviet
models as zealously as possible. However, as we have emphasized in previous re-
search, it is obvious that theatre artists never fully accepted this literal translation
of ideological guidelines into theatre development policy, but rather believed that
true theatre could be defended from various abuses precisely through the reaffir-
mation of attitudes towards freedom of creativity and expression without prejudice
(Peri¢ and Peri¢, 2019: 33).

In the early 1950s, through the works of classical writers, there was a
breakthrough in dogmatic restrictions and a commitment to performing the most
interesting works of contemporary world writers. Administrative directing and di-
recting of administrative policy were broken. One-sidedness in the choice of form
was also rejected. According to these beliefs, theater could not be only what cer-
tain political institutions or authorities recognized. Over time, theater began to
ask increasingly uncomfortable questions, while radicalizing the theatrical means
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by which they were asked. In addition, the end of the 1950s also marked the aban-
donment of “socialist realism”, less criticism of modernism, although everything
new was still accepted cautiously. The reorganization of the theater opened the
door to theater self-management. Social supervisory bodies and management
boards were created, and existing work councils were given great powers. Since
then, the works councils have been composed of technical and artistic staff, people
of different professions who had equal freedom to influence the way a particular
theatre works. According to Vesna Bukic¢,

the self-management model of cultural policy was an integral part of the
communist ideology of workers’ self-management and as such was applied
in all areas of social development. The cause of the weakness of the self-
management model in culture lies not only in the ideological and dogmatic
influence of the Communist Party on decision-making, but also in its re-
liance on the bureaucratic apparatus characteristic of socialist and social
democratic states. (Puki¢, 2022: 97)

Censorship in Yugoslavia

Referring to the work “White Book - 1984 a showdown with the cultural
counterrevolution in the SFRY”, we come to the conclusion that the general policy
of the Yugoslav regime towards artists was more a policy of corruption than in-
timidation and repression, although numerous examples of censorship, bans on
works of art, and, more rarely, arrests and convictions of artists could be found.
Although there is currently no comparative research on the situation from country
to country, it can be generally assessed that the Yugoslav regime was the most lib-
eral (Nikoli¢ et al., 2010: 16). In the period before the introduction of self-gov-
ernment, party-state censorship and self-censorship prevailed, while later less
noticeable self-government dominated, with increasingly rare open party-state
and brutal police pressures.

Self-management censorship was usually carried out by councils, which
were usually composed of artists, who, in the name of orthodoxy and along party
lines, prevented talented and capable individuals. Self-management censorship, on
behalf of the working class, as well as the corresponding leadership and social
councils, protected the public from the “products” of newspaper, publishing, film,
theater and other companies that could upset public opinion. Political censorship
was carried out at party forums, i.e. councils of self-managers and other socio-po-
litical organizations, with the task of taking care of the ideological purity and po-
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litical orthodoxy of authors and their works. Director Predrag Bajceti¢ pointed out
that it was a time when “the Party rules completely, but elusively. Self-management
1s without resources, it has been usurped. Party organizations in theaters have
mostly withered away, and they do little on their own. Conflicts are resolved by
assemblies, consultations, and what someone ordered is voted on” (Bajceti¢, 1990).
In addition to the so-called visible, or relatively visible, censorship, there
was also invisible censorship. The characteristic of this type of censorship was
that various pressures were exerted on authors, both from the very top (Tito, the
Party), and within the institutions themselves, in the form of informal conver-
sations. Both formal and informal practices of censorship had the same goal,
which was the fear of the individual. In totalitarian states, the holders of political
power have control over all aspects of private and social life. They have such po-
litical power that they exclude the autonomous freedom of decision-making of
individuals and groups unconnected with the ruling political establishment. Con-
trol 1s achieved by methods of establishing the principle of leadership from the
“top” to the “bottom”, by synchronizing all social organizations so that the state
could use and control them instrumentally. In this regard, terror should also be
mentioned as the use of violence in the form of a constant threat. Terror and fear
are essential components of modern dictatorships. For this reason, self-censorship
has also proven to be very effective. “Self-censorship is influenced by various so-
cial and psychological factors. Self-censorship can be characterized as the vol-
untary acceptance of restrictions on freedom of reporting. Self-censorship should
not be understood exclusively as a psychological phenomenon, as it is also in-
fluenced by various social circumstances” (Mani¢ and Simovi¢, 2018: 41). As
Radina Vuceti¢ concludes in her study, self-censorship can also be placed in the
realm of psychology, because it is largely generated by the psychology of the per-
sonality. However, it is primarily, in the spheres of creativity and freedom in the
broadest sense, a political fact and a political issue of the first order (Vucetic,
2016: 50). Self-censorship is, therefore, the self-censorship of an artist who con-
sciously limits his or her freedom of creation due to possible government inter-
vention. This type of self-censorship makes institutional censorship almost
unnecessary, because there is no need to intervene. This form of censorship is
more dangerous for art and for creative freedom itself because it comes from the
creators themselves. When censorship is carried out by society or the government,
it is still possible to go against it and dare to create and achieve a complete vision
beyond it. When the artist censors himself/herself, then it is more difficult to
change it and overcome what is holding him or her back in his or her work.
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It is much easier to ignore, forget, keep objectionable content “in drawers”,
quietly bunker it down or, what is even more effective, not to finance it,
not to pay any attention to the content that one wants to remove. This latest
form of censorship, very present in the new circumstances of a market-
oriented society, means that some objectionable authors simply do not have
the conditions for artistic creation, or even survival. (Ivezi¢, 2016: 1425)

Not all republics within the SFRY treated freedom of expression of spiri-
tual aspirations equally. The Slovenian regime was considered the most liberal,
while in Croatia, and especially in Bosnia and Herzegovina during the 1970s and
1980s, the regime was particularly sensitive to the manifestation of nationalism.
For this reason, artists and cultural creators were most frequently persecuted. Bel-
grade, on the other hand, due to its largest cultural production, as well as three
levels of government (city, republic, federal), was also the capital of censorship.
Referring to data collected by authors Nikoli¢, Cvetkovi¢ and Tripkovié, we state
that the most bans were issued in the period 1968-1972, which is also absurd, con-
sidering that this period is usually called liberal. At that time, 45 bans on theatrical
performances were issued in Belgrade alone, 12 of which were issued in just one
year (1972). After the death of Josip Broz Tito, the number of bans increased
again, while the most frequently taboo topics were the People's Liberation Strug-
gle, Goli otok* and Tito himself. Among the most banned authors are the writer
Rastko Zakié, the film director Zivojin Pavlovi¢ and the playwright Aleksandar
Popovi¢ (Nikoli¢ et al., 2010: 16).

There is no rule in the relations between politics and culture, both in the
conceptual and practical-historical level. It is difficult to defend the claim that
politics and culture are hostile activities. It is true that they are different in terms
of goals, means, actors, expectations, but this difference is also revealed in the re-
lations between all social activities. The correct claim is that this relationship was
variable, that instrumentalism was mutual, and that it depended to a large extent
on the specific cultural creator. Liberatory and repressive policies certainly estab-
lished different attitudes towards culture (Avramovi¢, 2022: 25).

4 An island in Croatia; during the SFR Yugoslavia, Goli Otok was a prison and a harsh labor camp
for political prisoners.
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Hats (Kape) or Ka-Pe’?

The most frequently banned and contested playwright in Serbian literature,
Aleksandar Popovi¢, whose exact number of works is unknown, appears as both
the opening and closing name of several theatrical stages in our country. The era
of this excellent playwright, who began his artistic career writing for “Pioniri and
Poletarac”, under the pseudonym Zak Zaks, began in the mid-1950s, when Dusko
Radovi¢ offered him cooperation at Radio Belgrade. This led to the greatest up-
surge in freedom of thought and creation, but also to unscrupulous violence
against him. In the period 1964-1969 alone, thirteen of Popovic's dramatic texts
were performed in Serbia, primarily in Belgrade, and Popovi¢ himself and theater
Atelier 212 were synonymous with the avant-garde and the struggle for authentic
free expression in the sixties. There is also a certain symbolism in the historical
fact that with Aleksandar Popovi¢’s play “Sock of a Hundred Loops”, the old At-
elier 212 in the Borba building was closed, and with the play “Ljubinko and De-
sanka”, the new building of this theater was opened at the address where it is still
located today. Of Popovi¢’s entire oeuvre, which includes about fifty dramatic
texts for the theater, seven works were banned. In this regard, in the magazine
“Scena” (issues 2—3, March—June 1990), the author himself stated:

None of my works have been banned by the Public Prosecutor's Office,
that is, the only body that has the legal right to do so. My plays have been
banned by politicians in conjunction with my colleagues, theater directors,
in which I have never interfered, nor had any influence, although I have
never renounced any of my works. The reasons why my works were
banned have never been clearly defined, but everything is explained by
the general definitions that it is harmful, that it is untrue, that it is exciting,
that it is offensive, that it is inaccurate, and that as such it ruins reputation,
casts a shadow, desecrates sacred places, and the like, and that as such it
threatens, undermines, creates confusion and weakens the defensive

power. (Popovi¢, 1990: 88-89)

The first case of direct censorship of Popovié’s text was the removal of
the play “Hats Down” at Atelier 212. The premiere performance of this play was
on February 17, 1968, and after only three performances it disappeared from the
repertoire. In a way, this play also represents a kind of style of removing plays
from the repertoire, which would soon be marked by the removal of another
Popovi¢ play, as well as the play “When the Pumpkins Bloomed” from the stage

3This is a play on words, because the Serbian word for hats (kape) is also an abbreviation for the
Communist Party (Ka-Pe).
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of the Yugoslav Drama Theatre. The authorities did not take upon themselves the
ban, but rather perfidiously forced people to ban themselves. Critical opinions
and judgments were formed outside of theatre criticism and the public. They were
formed in political institutions, through whose mechanisms direct pressure was
exerted on the bodies of self-government (Peri¢, 2018: 75). According to the in-
formation provided by Radina Vuceti¢ in her book, the fate of the play “Hats
Down” was decided by a single phone call to the then manager of Atelier 212,
Mira Trailovi¢ (Vuceti¢, 2016: 50). The subject of detailed analysis was not only
the main characters of this play, Dragojko and Ostoja, who were too reminiscent
of the ruling couple Broz, but also the title of the play itself was the subject of ex-
tensive analysis. Although the play was called “Hats Down”, there was speculation
that this title concealed a completely different meaning, and that therefore the
original title of the play was “Ka-Pe Down”.

Following the development of theatre, we always encounter the needs of each
generation to reaffirm its freedom and culture. Hence, the recent history of theatre is
also the history of national emancipation, connected to the time and the sense of the
world in which we exist. The political engagement of theatre is not a new phenomenon
in our country. Throughout its existence, our theatre has expressed its political nature
in various ways, opening up space for a dynamic relationship between theatre and
politics. In this sense, it can be said that theatre has the right to interfere in politics,
but politics does not have the right to interfere in theatre (Peri¢, 2014: 33).

In the former Socialist Federal Republic of Yugoslavia, there was the so-
called White Book of Stipe Suvar. In fact, it is the colloquial name of a
document with the extensive title On some ideological and political ten-
dencies in artistic creation, literary, theatrical and film criticism, and on
public statements of a number of cultural creators containing politically
unacceptable messages. This, as well as some other documents, which re-
semble the Inquisition and the Index librorum prohibitorum, were created
on the basis of the institute of verbal tort, especially Art. 133, 141 and 157
of the Criminal Code of the SFRY, which repressively sought, through the
institution of the so-called “verbal offense”, to prevent the articulation of
critical thought directed towards the then totalitarianism carried out by the
League of Communists of Yugoslavia (SKJ) in the SFRY. On the basis of
such voluntarism and many meaningless documents, the party's hunt for
“unsuitable” intellectuals of the time and social control over the population
was achieved. And all this is very reminiscent of Orwell's 1984, in which
dissenters are treated as dissidents, and dissidents are punished by “erasing
them from history”. (Kovacevi¢, 2022: 218)
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The subsequent removal of a Popovi¢ work from the repertoire coincided with
increasing pressure on artists. This event was just one in a series of cases of censorship
that occurred in 1969. While the first banned play based on Popovic’s text hinted at
the tectonic changes that would follow in 1968, the play “The Second Door on the
Left” problematized this theme. This farce by Popovi¢, which has as its theme the
events in Yugoslavia on the eve and during the student protests, did not see its stage
performance in Atelier 212, because the work on the play itself was prohibited. Ho-
wever, the play was performed in Zagreb, directed by Bogdan Jerkovi¢, and many
years later at the Serbian National Theatre in Novi Sad, directed by Suada Kapié¢
(Peri¢, 2018: 72). Interpreters and scholars of Popovi¢’s work have emphasized that
Popovi¢’s heroes of Father and Goddess are actually grotesque figures representing
members of the generation in power (Susa, 2002: 158). These figures can also be in-
terpreted as figures of Josip Broz Tito (Father) and Yugoslavia (Goddess). We will
try to clarify and support this claim with the following examples and explanations.
When we take into account the fact that Tito was “the son of all peoples and nation-
alities”, an undisputed leader and president for life, and that in this Popovi¢’s farce
there are a total of six children who want to break away from their Father and their
Goddess, the logical interpretation is that the children of Father and Goddess are the
six Federal Republics within the Socialist Federal Republic of Yugoslavia, and that
Goddess herself'is actually an allegorized Yugoslavia. The children in the play are re-
ferred to as pots, which can also be interpreted as an allegory and symbolism of broken
pots. The “children” are aware of the decay within their family, they have opposing
opinions in relation to their parents, different views, desires, aspirations (Peri¢, 2018:
72). This play by Popovi¢ appeared in the period immediately after the revolution and
was critically oriented, and therefore dangerous for the regime, which was particularly
sensitive at that time. The regime’s response to works like Popovic¢’s was extremely
repressive at the time and resulted in numerous bans. In an interview he gave fifteen
years after the ban in Atelier 212, Popovi¢ emphasized that he wrote his play “The
Second Door on the Left” for the student generation in 1968, and that by coincidence
he himself was a participant in the Parisian events. “”The Second Door on the Left’
was performed during Franco’s time in Seville and Barcelona, and the police beat
there. “The New York Times” wrote that I had unfurled a red flag in New York, and
the Zagreb SEK performed that play throughout our country three hundred times -
only for Atelier 212 to pull it down on the eve of the premiere* (Popovi¢, 1983).

During the same year, 1969, in addition to the play The Second Door on
the Left, three other artistic works found themselves in the spotlight of the au-
thorities and censors. The films “Ambush” by Zivojin Pavlovi¢ and “Early Works”
by Zelimir Zilnik, as well as the play “When the Pumpkins Bloomed”, directed
by Boro Draskovi¢.
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Tito banned Pumpkins

The Party showed no mercy to communists loyal to the Informburo whose
followers, even if only accused of being Stalinists, were imprisoned without trial
and taken to Goli otok (Mirkov, 2023: 168).

Being urban and exposed, the theater offered viewers the opportunity to
experience catharsis through the power of its artistic expression. The Goli otok
tragedy was one of the greatest traumas, on which, in a certain sense, the fate of
the theater was also determined. In the play “When the Pumpkins Bloomed”, the
theme of Goli otok is more illuminated than in the novel of the same name, but
its author, Dragoslav Mihailovi¢, did not want to judge and pass judgment on the
events of the early 1950s. He only used historical facts and his own direct experi-
ence, building the circumstances of the drama, the core of which is violence. Quot-
ing Plato, theater critic Feliks Pasi¢ points out:

The written word resembles a picture, and a picture seems to be alive. Ho-
wever, if you ask it something, it always remains dignifiedly silent. The same
is true of the written word: it seems to you that it speaks as if it understands
something, but if you ask it something, in the desire to learn something more
than what it claims, it always shows the same thing. Its sister, the living word,
is different, because it is written with knowledge in the soul of the one who
is learning and is able to defend itself and knows how to speak, and knows
how to remain silent with whom it is necessary. (Pasi¢, 1992: 85)

Two weeks after the premiere of the play, the novel “When the Pumpkins
Bloomed” was the most sought-after book in Belgrade. The need for catharsis
found its way, but the book is not directly spoken word, and this was well known
even to those revolutionaries who banned the spoken word everywhere, even in
the theater (Robespierre, Cromwell). Public condemnation of crimes, even in the
theater, was an indictment that the government of the time could not bear. The
impression that the government was applying repression for the simple reason
that it was the government is not so far from the truth, when you consider the to-
talitarian aspirations of the government. Everything that was even a little thought-
ful suffered, and that called into question the current practice of socialism, which
increasingly conflicted with the ideas of freedom and libertarianism. The Pump-
kins case was resolved with indirect forms of police intimidation. The authorities
and their supporters were bothered by the removal of taboos from an important
topic. Free confrontation with violence was declared to be “revival of the Inform-
buro”, a betrayal of the revolution and socialism, and any attempt to publicly
speak out about violence in the name of the system was declared violence. And
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no matter how much literature, and therefore dramatic art, is directed by those
trends that determine politics, it cannot ignore everyday life, especially not in
those moments when relationships are created in which people confront ideas, in
which they manifest themselves as beings who think and feel.

By direct “action” of the Marshal himself, after only six performances, the
play was banned and removed from the repertoire. Broz’s attack on the play is in-
teresting, not only in terms of its structure, but also in terms of the place where it
was performed: a conversation with representatives of the political and economic
elite of the Banat municipalities in Zrenjanin, on October 25, 1969. Attacks on cul-
tural figures were not characteristic of the great leader, and this attack can be con-
sidered an exception, if we ignore the “name-calling” regarding Copié’s “Heretic
Tale” nineteen years earlier. The specific mention of the controversial play was
also the last “name-calling” of that kind. The fact that Broz avoided apostrophizing
did not indicate his gentleness, but rather the idea of preserving the image of the
ruler as pure and unblemished. The “dirty business” was left to members of ideo-
logical commissions, on-duty commentators and individuals from the world of cul-
ture, while Broz kept his distance from the cultural scene in a very pragmatic way.
The reason for the liberalization of cultural life can be attributed to the decentral-
ization of the country since 1949, which is particularly evident in the Constitution
of the FPR Yugoslavia from 1953. Also, at the seventh congress of the SKJ in 1958,
the Party distanced itself from the artistic phenomenon: it left art to an autonomous
life and to artists (Peri¢ and Peri¢, 2019: 66). The banning of the play reactivated
a mechanism that was, in fact, the theme of the play: torture on Goli otok, by which
people were forced or led to punish both themselves and other prisoners. Those
who were afraid of the removal of this taboo forced the actors and other people in
the theater to punish themselves and to “take down” the play without any formal
prohibition. Writers against writers, actors against actors, were inserted into this
mechanism. A complex conspiracy of various parts of the mechanisms of a one-
party state was at work. “This model of socialism,” Novakovi¢ notes,

by Western theorists was called laissez-faire socialism. This does not mean
that theaters could create freely, since artistic councils, boards, sub-boards
and ideological commissions were established everywhere, partly com-
posed of ideologically “conscious” employees. The real role of these
boards was to implement “directives” and prevent the appearance of “sus-
picious” works in the repertoire. (Novakovi¢, 2005: 13)

The Pumpkins caused one of the biggest political panics in culture in this
region ever, and raised the issue of creative freedom not only in theater, but in all
of art. It turned out that it is easier to conquer certain avant-garde forms than to
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break conservative understandings. Having provoked and frightened the then gov-
ernment, the play “When the Pumpkins Bloomed” was labeled an “enemy of the
state,” and thus became a myth of Serbian theater.

If we consider the three banned plays — Hats Down, When the Pumpkins
Bloomed and The Second Door on the Left — which dealt with different
topics, it is clear that no nterference with official dogma (in the case of
these plays, the attitude towards the cult of personality, the Informburo
and 1968) was in question. Due to the specific censorship system, it is still
difficult to determine who, on a personal level, was responsible for the
events of that time, despite the great distance in time. Whether the bans in
Serbia, at the end of the sixties, shed a different light on the period of Ser-
bian liberals remains a very complex question, which requires further re-
search. (Vuceti¢, 2023: 302)

The Yugoslav Drama Theatre did not have many problems with its rep-
ertoire, unlike some other theatres, such as Atelier 212. On the contrary, the President
of Yugoslavia and his wife were its frequent guests. More than any other theatre in
Yugoslavia, Tito and Jovanka visited the Yugoslav Drama Theatre (Cirilov, 2010:
378). Even after the unfortunate episode with The Pumpkins, Tito awarded the the-
atre the Medal of Brotherhood and Unity with a golden wreath for twenty years of
work. Nevertheless, the Yugoslav Drama Theatre performed plays with political
content, plays full of metaphors and allusions to the communist regime, social prob-
lems in the country and in political life. However, none of the plays were prosecuted,
although press criticism sometimes reacted violently due to some of the national
content. In the 1960s, theater exercised its artistic freedom in a “Ketman-like”
manner — acting and showing loyalty and love, while underneath the mask it felt
dissatisfaction, hatred, fear and contempt (Milosevi¢, 2008: 6).

skeskosk

Muharem Pervi¢ has an explanation for what happened with the play
“When the Pumpkins Bloomed”: “The decisive factor was that the man who was
on Goli otok was not a negative character, but a tragic one. We had never had
such a complex, perfect character on our stage before; especially not a character
with that political guilt which had not yet been removed or forgiven from anyone”
(Pervi¢, 1969). The ban on the play affected the cultural public on several levels.
There was a great sense of guilt that more had not been done for the play itself.
At the same time, the faith in change, which existed in 1968, was lost. On the aes-
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thetic level, the barely begun course of Serbian dramaturgy was halted, and the
play “When the Pumpkins Bloomed” was for many years the benchmark for how
far political theater in the SFRY could, or could not, go. This claim is supported
by the bans on the plays by Zarko Komanin and Dusan Jovanovi¢, “The Human
Flesh” and “The Brothers Karamazov”, at the Montenegrin National Theatre in
1972 and at the National Theatre in Belgrade in 1980.

Sociologist NebojSa Popov believes that “only works of art expand the
boundaries of freedom, freeing individuality from superpersonal totalities, such as
Class, Party, State, Nation, by shaping a new sensibility and encouraging self-
awareness” (Popov, 2008). Misunderstandings between the authorities and artists
have always existed and will exist. It is, like some kind of fate, an inevitability that
will not and cannot change. One cannot and will not work without the other. Art is
there to criticize, point out mistakes and refine, broaden horizons, question and
break taboos, while politics and government, with their prohibitions and challenges,
potentially motivate and initiate, encouraging rebellion, but also creativity.
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