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Ne{to e gnilo vo ovie
godini na evropska nade`.

Dejan Dukovski,
MME koj prv po~na (Tret krug)

Bau~ot na nasilstvoto se zakanuva da gi zavladee
bezmalku site evropski teatarski sceni � bau~ot na
takanare~enata nova evropska drama.
Za {to, vsu{nost, stanuva zbor?
Za pojava, no i za nesomnena  afirmacija na eden
mo}en, agresiven, s$ popopularen i (nesomneno)
profitabilen dramski trend, koj na evropskite
teatri im se samonametnuva nekade od sredinata na
devedesettite godini na dvaesettiot vek, a kritikata
i teorijata negovata tematska oska senzacionalis-
ti~ki ja determiniraat so tri silni/drasti~ni
zbora: krv, pot, sperma.

Dramaturgijata {to svojata operativna programa
re{ava da ja formulira vaka direktno/radikalno (da
ne re~am drasti~no),  nesomneno e re{ena da ispolnu-
va barem dve radikalni/neprijatni zada~i:

prva � da  ja {okira, odnosno da ja provocira
takanare~enata sredina;
vtora � da ja navede/natera taa izblazirana,
mitologizirana, navodno �monumentalna�/obedi-

Something is rotten in these
years of European hope.

Dejan Dukovski,
Who the Fuck Started All This (The Third Circle)

The bogeyman of violence threatens to seize nearly all Eu-
ropean theatre stages � the bogeyman of the so called New
European Drama.
What is actually the issue here?
It is a phenomenon, but also a certain affirmation of a
powerful, aggressive, increasingly popular and (undoubt-
edly) profitable theatre trend, which has imposed itself
on European theatres sometime since the middle of the
nineties of the 20th century, while criticism and theory
have sensationally determined its thematic axis with three
strong/drastic words: blood, sweat and sperm.

The dramaturgy that has decided to formulate its opera-
tive programme so directly/radically (even drastically),
is undoubtedly determined to fulfil at least two radical/
unpleasant tasks:

first � to shock, or provoke the so-called environment;

second � to lure/force that jaded, mythologized alleg-
edly �monumental�/united/safe, virtually Arcadian �il-
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neta/sigurna, bezmalku arkadiski �iluzionis-
ti~ka�  evropska sredina da se soo~i so grdotijata
(opa~inata) na sopstvenoto postoewe (vo prostor
i vreme, odnosno �sega� i �ovde�).

Avtorite koi{to i u~enata (�katedarska�) teatrolo-
gija, no i onaa najuglednata (�univerzitetska�)
kritika ednoglasno gi klasifikuvaat za pripadnici
na ovoj trend (inaku, prili~no neinventivno
nare~en nova evropska drama), navidum � navistina
� i se zanimavaat so jasni i prepoznatlivi ne{ta;
so ona {to kolokvijalno se narekuva stvarnost.
Nivnite dramski prikazni se �obi~ni�, prepoznat-
livi, banalni, trivijalni (naj~esto izgledaat kako
da se prezemeni od crnite hroniki na dnevnite
vesnici !), vo krajna smisla dramati~no realis-
ti~ni, odnosno hiperrealisti~ni. Nivnata koin-
cidencija so vistinskoto e apsolutna, paranoi~na,
Bodrijar bi rekol teroristi~ka, bidej}i terorizam
po pravilo se iska`uva kako �terorizam na stvar-
noto� (Baudrillard, 1991:48). Vsu{nost, svetot vo koj
{to ̀ iveeme (�sega� i �ovde�) e svet {to samo navidum
e realen. Toj, vo osnova, e fikcionalen � nego go
moderiraat fikcii od najrazli~en tip, onie fikcii
{to redovno gi prepoznavame/konzumirame preku
reklamnite slogani i fotografii. Edna od takvite
fikcii e bleskavata marketin{ka prikazna za
idealna, mo}na i zaedni~ka Evropa, vo koja s$ prosto
blika od optimizam, ubavina, uspeh, zdravje, sre}a...
A nad nejzinoto azurno i ~isto nebo postojano
trepkaat onie sigurni, ve~ni, trogatelno isti-
ednakvi-ramnopravni yvezdi~ki...

@iveej}i vo realnosta {to glavno/predominantno  ja
moderiraat  fikciite �  Bodrijar bi rekol: ̀ iveej}i
go simulakrumot ! � nie, vsu{nost, ̀ iveeme vo nekoja
golema i, glavno, �izmislena� prikazna. Za razlika
od dramati~arite koi{to imale sre}a (ili nesre}a?)

lusionist� European environment into facing the ugli-
ness (the reverse side) of its own existence (in space
and time � that is, �now� and �here�)

The authors whom both scholarly (�ex-cathedra�)
theatrology and the most distinguished (�university�)
criticism unanimously assign as followers of this trend
(by the way, quite unimaginatively called the New Euro-
pean Drama), seemingly � indeed � do tackle clear and
obvious matters; that which is colloquially called reality.
The new dramatic stories are �common�, obvious, banal
and trivial (most often they seem to have been taken over
from the police reports in daily newspapers!), in the final
sense dramatically realistic, or hyper realistic. Their co-
incidence with the real is absolute, paranoid, Baudrillard
would say terrorist, because terrorism is expressed, as a
rule, as terrorism of the real, (Baudrillard, 1991: 48). In
fact, the world we leave in (�here� and �now�) is a world
that is only seemingly real. In its essence, it is fictional �
it is moderated by fictions of every sort, by the fictions
that we recognise/consume regularly through the adver-
tising slogans and photographs. One such fiction is the
glittering marketing story of an ideal, powerful and shared
Europe, where everything glows with optimism, beauty,
success, health, happiness� And on its azure and pure
sky there is the perpetual twinkle of those confident, eter-
nal, touchingly identical - even - equal stars�

Living in the reality that is mainly/predominantly mod-
elled by fictions � Baudrillard would say: living the
simulacrum! � we, actually, live in a long and quite �in-
vented� story. Unlike the dramatists who were lucky (or
unlucky) to write their dramatic stories in some other/
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svoite dramski prikaski da gi pi{uvaat vo nekoi
drugi/poinakvi vremiwa, ta neizbe`no morale da go
�izmisluvaat� nivniot fikcionalen kontekst,
nivnite dene{ni kolegi-postmodernisti se isprave-
ni pred sosema poinakva (i poslo`ena) zada~a.
Imeno, svesni deka site ̀ iveeme vo �golemiot roman�
(ili vo �golemata drama�, vo sekoj slu~aj: vo �golemata
fikcija�!), tie za svoite avtorski trudovi (prozni,
poetski, dramski...) ve}e ne moraat da izmisluvaat/
konstruiraat nekoi �dopolnitelni� fikcionalni
konteksti, tuku moraat da ja izmisluvaat/konstrui-
raat samata realnost. Komplikuvanata zada~a {to na
sebe ja prezema seta dene{na umetnost � ajde da ja
atribuirame kako postmoderna! � vklu~itelno i
onaa dramskata/teatarskata, bezmalku e identi~na na
re{avawe na kvadraturata na krugot: postavuvaj}i se
vo neudobniot hiperrealisti~ki/simulakrumski
kontekst, taa, dokolku saka da bide za~udna (kako {to
bi rekle ruskite formalisti !), mora povtorno da ja
�izmisli�/�sozdade�/�redefinira� samata stvarnost!
[to e, denes, stvarnosta/realnosta, a {to real-
niot (hiperrealniot) dramski svet i kako toj mo`e
da se transponira vo dramski/teatarski prizor?

Sekoe mediumsko transponirawe na realnosta,
vklu~itelno i transponiraweto {to go ovozmo`uva/
proizveduva visoko senzibiliziraniot teatarski
medium, takanare~enata realna slika (duri i koga e
taa, navidum, hiperrealna) neizbe`no ja transfor-
mira vo simulakrumska pojava. Takanare~enata
realna slika, duri i koga nejzinite sobitija na
teatarskata scena �najverno� (hiperrealisti~ki) se
podra`avaat (kako {to toa go veli  dobriot star
Aristotel),  ve}e so samiot fakt {to taa od stvarniot/
realniot kontekst se �premestuva� vo onaa reprezen-
tativna, arhitektonski i mediumski definirana
scenska ramka, za dene{niot gleda~ ve}e ne mo`e da
ima efekt na �vistinsko slu~uvawe�. Tuku samo na

different times, and were compelled to �invent� their fic-
tional context, their colleagues of our time � the
postmodernists, are confronted with an entirely different
(and more complex) task. Namely, aware that we all live
in the �great novel� (or in the great drama�, but in any
case in the �great fiction�!), they no longer have to invent/
construct �additional� fictional contexts for their (prose,
poetic, dramatic�) works. They must invent/construct the
very reality. The complicated task that all of today�s (let
us use the attribute post-modern!) art undertakes, includ-
ing drama/theatre art, is virtually identical to finding the
quadrature of a circle: placing itself in the uncomfortable
hyperrealist/simulacrum context, if it wants to be extraor-
dinary (as the Russian formalists would say! za~udni),
it must reinvent/recreate/redefine the very reality!
What is reality today, and what is the real (hyper-real)
drama world and how can it be transposed into a drama/
theatre scene?

Any transposition of reality through any medium, includ-
ing the transposition enabled/produced by the highly sen-
sitised theatre medium, the so-called real picture (even
when seemingly hyper-real) inevitably transforms it into
a simulacrum phenomenon. The so-called realistic pic-
ture, even when its events are �most faithfully� (hyper-
realistically) imitated on stage (as the good old Aristotle
puts it), already with the very fact that it is �moved� from
the real context into that representative stage frame de-
fined architecturally and through the media, can no longer
affect the  spectator as a �real event�. It can only be a �pic-
ture of a picture� or, using Baudrillard�s language � of a
simulacrum.
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�slika-na-slika�. Ili, ka`ano so bodrijarovskiot
jazik � na simulakrum.

 Se razbira, avtorite koi{to mu pripa|aat na trendot
nare~en nova evropska drama ne samo {to dobro go
znaat sevo ova, tuku go imaat razraboteno i soodvet-
niot sistem/mehanizam za �prilagoduvawe� na svoite
piesi kon konzumeristi~kite potrebi na post-
industriskoto op{testvo, ~ii{to mo}ni potporni
stolbovi (kako {to nekoga{ miluval da re~e Henrik
Ibzen) sega stanuvaat isklu~itelno potro{uva~-
kata i mediumite. Neizbe`noto i seprisutno
mediumsko posreduvawe so/na realnosta (teroris-
ti~ko, kako {to veli Bodrijar!), neizbe`no ja
pervertira istata taa realnost, pravej}i taa da se
postvaruva samo kako simulacija na realnoto.

Teatarot koj saka da se smesti vo kontekst na edna
vakva ~uvstvitelnost (postmodernata teorija
intenzivno go koristi kvalifikativot Zeitgeist),
mora da e podgotven na povlekuvawe najradikalni
potezi, koi{to vistinski }e gi voznemiruvaat,
provociraat, {okiraat, skandaliziraat negovite
potencijalni gleda~i. Toj treba ne samo da atakuva
vrz ona {to s$ u{te preostanalo od nivnite ~uvstva,
tuku staregijata na takvoto atakuvawe mora da ja
razviva so seta silina. Ottuka, ovoj teatar i mora da
gi prika`uva � i toa intenzivno i sosema direktno
� surovite sceni na najraznovidno nasilie. Za
razlika od teatarskite sistemi (i estetiki) na nekoi
minati epohi, koi{to gi  razveseluvaa, animiraa ili
educiraa svoite recipienti, `estokiot teatar na
novoevropskite dramati~ari i nivnite re`iseri
direktno ja iznasiluvaa svojata publika.

*
Prosleduva~ite i komentatorite na agresivniot
teatarski trend nare~en nova evropska drama,

Of course, the authors who belong to the trend called New
European Drama are not only very aware of this fact but
they have also developed the corresponding system/
mechanism of �adjusting� their pieces to the consumer
needs of the post-industrial society, which is now finding
its strong pillars (as Henrik Ibsen fancied to say) exclu-
sively in consumption and the media. An inevitable and
omnipresent (terrorist, to use Baudrillard�s words!) me-
diation with/of reality through a medium, inevitably
perverts that very same reality, rendering it materialised
only as a simulation of the real.

The theatre that aims to position itself in the context of
such a sensitivity (post-modern theory intensively uses
the term Zeitgeist), must be prepared to make most radi-
cal moves that will truly disturb, provoke, shock and scan-
dalise  its potential audience. It not only has to attack that
which has remained of their feelings but it also has to de-
velop the strategy of those attacks with all the force it has.
Therefore, this theatre must show � intensively and quite
directly � brutal scenes of all sorts of violence. Unlike the
theatre systems (and aesthetics) of some past epochs,
which used to entertain or educate their recipients, the
fierce theatre of the New European Dramatists and their
directors directly brutalises its audience.

*
The reviewers and commentators of the aggressive thea-
tre trend called New European Drama, almost mytholgise
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bezmalku go mitologiziraat faktot  deka  toj e ~edo
na devedesettite, i deka negovata vistinska (ne
samo metafori~ka) lulka e Velika Britanija.

Kako nekoj vid data na ra|aweto na novoevropskiot
dramski trend se zema mesec januari 1995 godina,
koga vo londonskiot kulten teatar Rojal Kort (Royal
Court) e praizvedena prvata drama na idnata evropska
i svetska yvezda, toga{ 24-godi{nata Sara Kejn (Sa-
rah Kane). Nejzinata debitantska drama ima naslov
�Blasted� (�Prokolneti�). Pretstavata postavena vrz
nejzinata predlo{ka ne samo {to ja {okirala
britanskata teatarska javnost, tuku predizvikala i
cel poroj polemi~ki tekstovi, koi {to se redea so
meseci na stranicite od najuglednite vesnici i
spisanija. Dramskata prikazna  �Blasted� - inaku
ednostavna/banalna po svojata faktura � ne samo vo
januari 1995 tuku i den-denes se denotira kako
direktna teatarska asocijacija na toga{ aktuelnite
voeni stravotii koi {to se slu~uvaa vo Bosna.
Vsu{nost, taa se sveduva na eksplicitni prika`uva-
wa na razli~ni formi na fizi~ki (seksualni)
zlostavuvawa na edno mentalno retardirano devoj~e,
zatvoreno vo klaustrofobi~niot prostor na nekoja
evtina/substandardna hotelska soba. Devoj~eto
prethodno bilo sobrano od nekoja dale~na i nevral-
gi~na destinacija, mo`ebi tokmu od nesre}nata
Bosna. Negoviot zlostavuva~ e ma` koj, patem ka`ano,
ima seriozni problemi so sopstvenoto libido, {to
avtomatski ja problematizira negovata ma{kost, koja
toj postojano se obiduva da ja doka`e. Po profesija e
novinar vo nekojsi tabloid (informacija {to
dopolnitelno go potencira problemati~niot,
odnapred zadaden pulp kontekst!), vidno optovaren
so nevroti~nata potreba da ja potvrduva svojata
superiornost. Ma~oisti~ka, se razbira.  Dramata
izobiluva so degutantni sceni na siluvawa, mastur-
bacii, defekacii...

the fact that it is a child of the nineties, and that its true
(not only metaphorical) cradle is Great Britain.

 January 1995 is considered to be some sort of a birth date
of this New European Drama Trend � that is, the open-
ing night of Sarah Kane�s first play at the London Royal
Court theatre. Sarah Kane, who was only 24 years old at
the time, was to become a star of European and world
renown. Her debut play was entitled �Blasted�. Staged on
the basis of her text, the show not only shocked the Brit-
ish audience but also caused a flood of polemical texts on
the pages of the most prominent newspapers and maga-
zines that lasted for months. The story of �Blasted� � oth-
erwise simple/banal in its facture � still continues to be
denoted as a direct theatre association of the war horrors
in Bosnia, just as it did in 1995. In fact, it boils down to
explicit portrayals of various forms of physical (sexual)
abuse of a mentally retarded girl, closed in the claustro-
phobic space of a cheap/substandard hotel room. The girl
has been picked up from a faraway place, perhaps even
from that unfortunate Bosnia. Her abuser is a man who,
by the way, has serious problems with his libido, a fact
that automatically casts doubt on his manhood that he is
constantly trying to prove. He is a journalist working in a
tabloid (an information that additionally stresses the al-
ready established problematical pulp context!) and is vis-
ibly burdened by his neurotic need to confirm his macho
superiority. The play abounds with disgusting scenes of
rape, masturbation, defecation�
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Vo septemvri slednata 1996 godina, pak vo london-
skiot Rojal Kort premierno e postavena i prvata
drama na sledniot (po hronolo{ki red) novoevropski
dramski avtor, Mark Revenhil (Mark Ravenhill).
Stanuva zbor za podednakvo {okantna i drasti~no
�nasilna� drama, zgora na s$ provokativna ve}e po
svojot naslov, koj, za da bide razbran ne samo
denotativno, no i konotativno, ne treba voop{to da
se preveduva. Toj komunicira univerzalno: �Shopping
and Fucking�. Trivijalnata dramska prikazna  na
Revenhil, pak, izgleda kako da e �prezemena� direktno
od crnite hroniki, odnosno od subalterni `ivotni
situacii (ili, vo krajna linija, od pulp filmovite):
mlada dvojka, sitni narko-dileri i kriminalci,
odvreme - navreme na ulica sobira po nekoj tret
(slu~aen) partner, za da se zabavuva iznasiluvaj}i go
-  bukvalno -  do smrt...

Sekoja od izvedbite na ovaa, denes ve}e ekstremno
popularna drama  insistira � kako po pravilo � vrz
scenite na prazniot, studen, animalen seks, ne
stesnuvaj}i se da gi poka`e duri i naturalisti~kite
homoseksualni prizori, za da kulminira so edno
isklu~itelno brutalno teatralizirano ubistvo (no`,
zabien vo anus; krv {to prska po belite scenografski
elementi...).

Ovaa drama e, najverojatno, edna od najigranite
tekstovni predlo{ki koi{to formalno mu se
pripi{uvaat na trendot nare~en nova evropska
drama ili se klasifikuvaat kako negovata nesporna
aktiva. Teatrite � ne samo onie od golemite kulturni
centri, tuku i onie {to rabotat po otpatnite
evropski provincii, vklu~uvaj}i gi i balkanskive!
�  prosto se natprevaruvaa koj od niv da ja postavi
{to e mo`no �poeksplicitno�. Ottuka i smetam deka
e navistina interesno {to makedonskiot prevod na
�Shopping and Fucking� vo Skopje e odigran samo dve

In September the following year, the first play by Mark
Ravenhill � the next (in chronological order) New Euro-
pean Drama playwright � was also staged at the Royal
Court theatre. It is an equally shocking and drastically
�violent� play. In addition, already its title is provocative
and, in order to be understood not only denotatively but
also connotatively, it should not be translated at all. It
communicates universally: Shopping and Fucking.
Ravenhill�s trivial story also seems to have been �taken
over� directly from the police reports, that is, from subal-
tern life situations (or, ultimately, from pulp films): a
young girl and boy, petty drug dealers and criminals; now
and then they pick up a third (random) partner in the
street in order to entertain themselves afflicting them �
literally � to death�

Each performance of this now extremely popular play in-
sists � as if by rule � on the scenes of empty, cold, bestial
sex, without hesitating to show even the naturalist ho-
mosexual scenes, and to culminate with an extremely bru-
tal theatricalised murder (a knife stuck in someone�s rec-
tum; blood spraying all over the white elements on the
stage�).

This play is probably one of the most widely performed
texts that are formally assigned to the New European
Drama trend or are classified as its obvious asset. Thea-
tres � not only those in the big cultural centres but also
the ones working in out-of-the-way European provinces,
including the Balkans! � simply competed which one of
them would render �the most explicit� performance.
Hence, I believe it is really interesting that the Macedo-
nian translation of �Shopping and Fucking� was per-
formed in Skopje only two years after the London open-
ing, and it is also curious that this play was produced by
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godini po svojata londonska praizvedba, no i deka
ovaa pretstava be{e realizirana vo produkcija na
nacionalnata teatarska ku}a MNT i toa so golem
uspeh (premiera be{e odigrana na 28 dekemvri 1998,
vo prevod i re`ija na Sr|an Jani}ievi}).

Sosema sum sklona da zaklu~am deka ovaa drasti~na,
za makedonskite teatarski priliki neverojatno
smela, vo re`iserska i akterska smisla visoko
profesionalno izvedena pretstava, na Skopje i
mo`ela da mu se slu~i (i toa pred pet celi godini !)
samo zaradi nekoi nesporni teatrografski fakti
{to & prethodele, a ovde mora dopolnitelno da se
komentiraat.

Faktite upatuvaat na mestoto i ulogata na Dejan
Dukovski, makedonski dramski avtor so nesporno
evropsko/svetsko renome vo razvojot i vo afirmaci-
jata na teatarskiot trend nare~en nova evropska
drama.

Golemiot uspeh i naj{irokata evropska i svetska
promocija na negovite dve piesi � �Bure barut� (1994)
i �Mame mu ebam koj prv po~na� (1997), pred s$ na
prvata � ne mo`e, a da ne bidat povrzani so nivnata
formativna, izrazna, spacio-temporalna, tematska,
strukturalna,  no i sekoja druga �prisposobenost� kon
ovoj dominanten evropski teatarski trend na
devedesettite.

Sepak, nasproti site formalni �pokazateli� koi{to
dramskite tekstovi na Dukovski bezmalku avtomatski
gi kvalifikuvaat kako eklatantno �novodramski�,
eden isklu~itelno signifikanten podatok koj {to
se odnesuva na prviot od niv � na �Bure barut� � nemu
mu  �pridodava� u{te edna va`na dimenzija.

the Macedonian National Theatre and, moreover, with
great success (the opening of the play, translated and di-
rected by Srgan Janicievic, was on 28 December 1998).

I am quite inclined to conclude that this drastic and, in
terms of the circumstances in Macedonian theatre, sur-
prisingly bold and highly professionally directed and acted
play, could only happen to Skopje (as far back as five years
ago!) due to several undeniable facts that preceded it and
which demand further comment.

The facts point to Dejan Dukovski, a Macedonian play-
wright of undoubted European/world renown, and his
place and role in the development and affirmation of the
theatre trend called New European Drama.

The great success and the broadest European and world
promotion of his two pieces - �Powder Keg� (1994) and
�Who the Fuck Started All This� (1997), notably the former
� cannot escape being related to their formative, expres-
sive, spatial-temporal, thematic, structural and every
other �adaptation� to this dominant theatre trend of the
nineties.

Still, despite all the formal �parameters� that virtually
automatically qualify Dukovski�s plays as New Drama,
one exceptionally significant information concerning the
first of the two � that is, �Powder Keg� � adds another
important dimension.
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Imeno, praizvedbata na �Bure barut� e odigrana vo
Skopje, na 15 oktomvri 1994 godina. Pretstavata e
izvedena kako produkcija na Dramata pri MNT.
Re`ijata ja potpi{al Sa{o Milenkovski, vo toj mig
triesetgodi{en re`iser vo apsoluten podem. Pret-
stavata, vo koja igraat najdobri i najkreativni
akteri postignuva triumf i  odu{eveno e pre~ekana
i od publikata i od teatarskata kritika. Molska-
vi~no, taa se zdobiva so kulten status {to go zadr`uva
do den-denes. So nekoi normalni izmeni vo akterski-
ot sostav, na mati~nata skopska scena taa s$ u{te se
igra so podednakov uspeh.

U{te edna{ go fokusirame datumot na praizvedbata:
15 oktomvri 1994! Prosta hronologija  na nastanite
upatuva na zaklu~okot deka �Bure barut� � dramskiot
tekst koj podocna }e bide tretiran kako eden od
najsignifikatnite �pretstavnici� na novodram-
skiot seevropski teatarski trend � nesomneno im
prethodi na tekstovite i na Sara Kejn i na Mark
Revenhil, koi{to svoite prvi i slavni postanovki
}e gi do`iveat duri nekolku meseci po skopskiot
golem uspeh na Dukovski (roden, inaku, 1969). So
drugi zborovi, tokmu ovaa gruba (�nasilni~ka�) drama
na eden mlad (i trendovski) makedonski pisatel so
podocne`no bleskavo evropsko renome, radikalno no
i ingeniozno }e go najavi takanare~eniot novoevrop-
ski dramski/teatarski trend. Na golemata Evropa,
mo`ebi, ovoj fakt nema da & se dopadne, ama najavata
� eve � dojde tokmu od na{ata otpatna, isklu~itelno
senzitivna/senzibilizirana i talentirana balkan-
ska provincija.

Pet meseci po skopskata praizvedba, na 18 mart 1995,
na scenata na toga{noto Jugoslovensko dramsko
pozori{te vo Belgrad (koe {to vo me|uvreme }e izgo-
ri do temel, no i }e bide celosno obnoveno), makedon-
skiot re`iser Slobodan Unkovski ja postavuva

Namely, the opening of �Powder Keg� took place in Skopje
on 15 October 1994. It was produced by the Macedonian
National Theatre Drama and directed by Sa�o Milenkov-
ski, who was at the time a thriving thirty years old direc-
tor. The play and its cast involving the best and most crea-
tive actors had a triumphal reception among both the
audience and the theatre critics. With a lightning speed,
it gained the status of a cult, which has remained with it
to the present day and, with some normal changes in the
cast, it still continues to be performed equally success-
fully on its home stage in Skopje.

Again we highlight the date of its first performance:
15 October, 1994! The simple chronology of events points
to the conclusion that �Powder Keg� � a play that would
eventually be considered as one of the most significant
�examples� of the  New European Drama trend that en-
gulfed all of Europe � undoubtedly preceded both Sarah
Kane�s and Mark Ravenhill�s texts, which would see their
first and famous stage performances several months af-
ter Dukovski�s great success in Skopje (by the way,
Dukovski was born in 1969). In other words, precisely this
rough (�violent�) play by a young (and trendy) Macedo-
nian playwright, who later gained brilliant European fame,
heralded the so-called New European Drama/Theatre
Trend. The great Europe might not like this fact but the
announcement came exactly from our out-of-the-way,
extremely sensitive/sensitivised and talented Balkan
province.

Five months after the Skopje opening, on 18 March 1995,
the Macedonian director Slobodan Unkovski staged the
second performance of �Powder Keg� at the Yugoslav
Drama Theatre (that later burned down and was rebuilt).
The play was no longer just a triumph, sensation or an
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vtorata izvedba na �Bure barut�. Ovaa pretstavata ve}e
ne e samo triumf, senzacija, nastan... Taa e, bezmalku,
~udo. Koe{to na tekstot i na negoviot avtor {irum
}e mu gi otvori pati{tata {to vodat do  evropskite
teatarski centri.

Beskrajnata spirala na nasilstvo � {to e, vsu{nost,
lajt-temata na tekstot na Dukovski, no i na belgrad-
skata pretstava na Unkovski i na negoviot ansambl
(inaku, tema razviena niz/preku edinaeset bespre-
korno napi{ani, maksimalno redundantni, spotov-
ski dinami~ni i beznade`no-o~ajni~ki  sceni) � vo
toj mig sovr{eno se sovpadna so ~uvstvoto na
kolektivniot tragizam (Zeigeist) {to go donese
serijata voeni, politi~ki, socijalni, moralni i
sekakvi drugi porazi koi mora{e da gi izdr`i
toga{noto srpsko op{testvo. Vo svoite mnogubrojni
intervjua davani, tie denovi, po belgradskite
vesnici, za tekstot na �Bure barut� re`iserot
Unkovski zboruva kako za �edna prekrasna verzija na
anti~kata tragedija�, odnosno za tekst koj zboruva za
eden �isklu~itelno tragi~en period na narodite na
ovie balkanski zemji�, bidej}i �uspeva da go artiku-
lira tragi~noto ~uvstvo na makata na postoewe na
ovie balkanski prostori� (Mazova, 2001:70).

Po belgradskata izvedba � koja {to �Bure barut�
napolno go �prepoznava� (kontekstualizira) kako
�lokalna pojava�, impregniraj}i go, celosno, so
aktuelnata balkanska politika i tragediite koi {to
taa gi proizveduva � tekstot na Dukovski go zapo~nuva
svojot �vonbalkanski� teatarski `ivot. Germanskata
zastapni~ka agencija, koja ja prezema celosnata
gri`a za negoviot natamo{en plasman, na teatrite
{to }e go izveduvaat vo narednive godini ve}e nema
da im go nudi i prodava zaradi negovata lokalna i
balkanska, tuku zaradi onaa silna trendovska
aktulenost, koja {to mu e imanentna. So drugi

event� It was nearly a miracle opening to the text and to
the author the roads that lead to the European theatre
centres.

The endless spiral of violence � which is actually the leit-
motif of Dukovski�s text, as well as of Unkovski�s Belgrade
performance and his ensemble (otherwise, a theme de-
veloped through eleven flawlessly written, maximally re-
dundant and hopelessly desperate scenes with video clip
dynamism) � then perfectly blended with the feeling of
collective tragedy (Zeitgeist) engendered by a series of war,
political, social, moral and all sorts of other defeats that
the Serbian society of the time had to endure. In the nu-
merous interviews he gave to the newspapers in Belgrade,
the director Unkovski referred to the text of �Powder Keg�
as �a wonderful version of an ancient tragedy� � that is,
as a text that speaks of �an extremely tragic period for the
peoples of these Balkan lands�, because �it manages to
articulate the tragic sentiment of the anguish of living in
the Balkans� (Mazova, 2001:70).

Following its Belgrade performance � which �recognised�
(contextualised) �Powder Keg� entirely as a �local phe-
nomenon�, fully impregnating it with the ongoing Bal-
kan politics and the tragedies it was causing � Dukovski�s
text began its theatre life outside the stages of the Bal-
kans. The German agency that took to handle its future
promotion would no longer offer or sell the text to thea-
tres for its local or Balkan substance but for its imma-
nent trendy actuality. In other words, �Powder Keg�
gained its meteoric glory not because of its �narrow�, po-
tential, even hypothetical Balkan theme (that has by now
completely spent its infamous actuality), but because of
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zborovi, �Bure barut� ja do`ivea svojata meteorska
slava ne poradi svojata �tesna�, potencijalna, duri
i hipoteti~ka balkanska tematika (koja vo me|u-
vreme sosema ja poar~i svojata neslavna aktuelnost),
tuku zaradi svojata  univerzalna, eksplicitna,
nesomneno trendovska tematika na nasilstvoto,
preku koja  ovoj tekst & se priklu~uva kon takanare~e-
nata nova evropska drama. I toa vo golem stil.

Deka rabotite so i okolu �Bure barut�, imeno, stojat
taka, odnosno deka niv gi determiniraat krajno
pragmati~ni (trendovski), a ne nekakvi kvaziro-
manti~ni (�lokalni�, �egzoti~ni�, balkanski)
pri~ini � doka`uvaat i dosega{nite premierni
postanovki na ovoj tekst: od Irska i Grcija, preku
Bugarija i Holandija, do Rusija i kade li s$ ne.
Poslednata premiera na �Bure barut� e odigrana na 7
noemvri 2003 godina, na scenata na eden teatar vo
Wujork.

Dali nekoj zaboravil da go spomene nasilstvoto ?

Pred neceli dve godini, londonski �Gardijan�
(Guardian) objavi intervju so eden mo{ne interesen
angliski dramati~ar od srednata generacija, edno-
vremeno i voditel na postdiplomskiot kurs po
dramaturgija (pi{uvawe drama) na Univerzitetot vo
Birmingem, kaj kogo studiraa redica mladi novo-
evropski (trendovski) dramati~ari, me|u niv i
dene{nite moderni klasici Sara Kejn i Mark
Revenhil. Ne samo kako dramski avtor, tuku i kako
eden od nekolkutemina nesporni mentori na novata
evropska drama, ovoj opiten gospodin � negovoto
ceneto ime e Dejvid Edgar (David Edgar)  - vo eden mig
konstatira deka bezmalku site drami na devedeset-
tite, odnosno drami {to ja tretiraat takanare~e-
nata sovremena tematika, glavno se drami za ma`ite.
Ne stanuva zbor za nekoi �obi~ni/voobi~aeni� drami

its universal, explicit, undoubtedly trendy theme of vio-
lence, which aligns this text with the so-called New Euro-
pean Drama Art, and in great style indeed.

The performances that this play has had so far - from Ire-
land and Greece, through Bulgaria and the Netherlands,
to Russia and elsewhere � prove that this is exactly how
matters of and around �Powder Keg� now stand � i.e. that
they are determined by extremely pragmatic (trendy)
rather than quasi-romantic (�local�, �exotic�, Balkan) rea-
sons. The latest opening of �Powder Keg� was on 7 Octo-
ber, 2003, on the stage of a New York theatre.

Has anyone forgotten to mention violence?

Barely two years ago, The Guardian published an inter-
view with a very interesting playwright of the middle gen-
eration and teacher of the graduate course �Play Writing�
at Birmingham University, who taught a number of young
New European (trendy) dramatists, including today�s
modern classics Sarah Kane and Mark Ravenhill. Not only
as a playwright but also as one of the several undisputed
mentors of the New European Drama, this experienced
gentleman � who goes by the authoritative name David
Edgar � noted at one point that nearly all plays of the
nineties, i.e. plays dealing with the so-called contempo-
rary themes, are mainly plays about men. We are not talk-
ing about �common/usual� plays about men but rather
about plays that speak of the crisis-stricken masculinity.
Masculinity, says Edgar, should be recognised as the big
theme of the nineties. It is a theme that equally provokes
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za ma`ite, tuku za drami koi{to zboruvaat za
ma{kosta koja e vo kriza. Ma{kosta, veli Edgar, treba
da se prepoznava kako golemata tema na devedeset-
tite. I toa tema koja{to podednakvo gi provocira
i `enskite, ne samo ma{kite dramski avtori. Za
razlika od osumdesettite godini, koga noviot
dramski bran go predvodea `enite, a dramskite
tekstovi intenzivno se zanimavaa so takanare~enite
`enski aspekti, problemi ili temi, dramite {to gi
pi{uvaat negovite studenti (vklu~itelno i student-
kite) stanuvaat s$ �po-ma{ki�. Vakvata o~evidna
maskulinizacija na sovremeniot evropski dramski
diskurs ne ja podrazbira samo promenata na  takana-
re~enata �to~ka na gledawe� (ili pak ona {to
dobriot-star Ar~er (Archer) go narekuva �to~ka na
napadot�), tuku � i pred s$ � serioznata promena na
dramskiot ̀ anr i na izraznite sredstva so/preku koi
toj se postvaruva. Naj~esto, tie sredstva se ekspli-
citno naturalisti~ki, drasti~ni, vkratce: nasilni.

Takanare~enata nova evropska dramatika, imeno,
postojano se iska`uva/doka`uva kako dramatika na
krv, pot i sperma! Vsu{nost, kako dramatika na
brutalnosta.

*

Eden od momentalno najpopularnite i najuspe{ni
evropski re`iseri, 35-godi{niot Germanec Tomas
Ostermajer (Thomas Ostermeier), koj gi potpi{uva i
nekoi od antologiskite (voedno i antologiski
nasilni) postanovki na Sara Kejn i na Mark Reven-
hil, neodamna re~e deka gi preferira tekstovite na
novoevropskite dramati~ari imeno zatoa {to tie
se zanimavaat so onie nekolku mitski raboti so koi
vistinskiot teatar se zanimava otsekoga{: so qubov,
smrt, vojna i seks. Za faktot {to, mo`ebi, izborot
na izraznite sredstva so koi tie raboti deneska se

female and male authors. Unlike the eighties, when
women led the new drama wave and the plays intensively
dealt with the so-called female aspects, issues and themes,
his students� plays (including those by female playwrights)
are becoming increasingly �male�. This obvious mascu-
linisation of the contemporary European drama discourse
does not involve only the shift in the so-called �point of
view� (or that which good old Archer calls �the point of
attack�) but also, above all, the serious change of the
drama genre and the means of expression employed to
realise it. Most often, those means are explicitly natural-
istic, drastic, in a word: violent.

The so-called New European Drama constantly expresses/
proves itself as a drama of blood, sweat and sperm! In
fact, as drama of brutality.

*

One of the currently most popular and most successful
European directors, the 35 years old German Thomas
Ostermeier, who signed some of the anthological (and at
the same time anthologically violent) stage performances
of Sarah Kane�s and Mark Ravenhill�s plays, has recently
said that he prefers the texts of the New European drama-
tists precisely because they deal with the few mythical is-
sues that the real theatre has always dealt with: love, death,
war and sex. Theatre is not to blame for the fact that, per-
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teatraliziraat e poinakov otkolku vo vremeto na
[ekspir, ili za faktot {to dene{nite  izrazni
sretstva se pogrubi/podrasti~ni, ne treba da se
obvinuva teatarot koj gi praktikuva, tuku svetot koj
{to n$ opkru`uva i vo koj i kakov n$ teraat da
`iveeme. E, toj i takov besmislen, la`en, simuliran/
simulakrumski svet vo osnova e mnogu pogrub i
podrasti~en otkolku onoj {to teatarot go podra`ava
na svoite sceni! Teatarot, zatoa, i treba da go
demaskira. I vo toa da odi � do kraj !

Trendot na novata evropska drama mo{ne anga`i-
rano, no i sosema ramnopravno denes go afirmiraat
mladi i gnevni avtori od formatot i kalibarot na
Britancite Sara Kejn, Mark Revenhil, Patrik
Marber (Patrick Marber), Endi Vel{ (Ende Walsh)...
nekoi Germanci predvodeni od Marius fon Majen-
burg (Marius von Mayenburg)... nekoi dijaboli~ni
Rusi: Qudmila Razumskaja, Vasilij Sigaretov,
Nikolaj Koqada... nekolkumina brilijantni Balkan-
ci, me|u koi i planetarno uspe{nite Dejan Dukovski
i Biqana Srbqanovi}...

Nivnite grdi, brutalni, {okantni, provokativni,
subverzivni  drami  treba (vsu{nost) da se tretiraat
i kako svoeviden generaciski bunt krenat protiv
konzervativizmot na etabliranite teatri, no i na
etabliranata umetnost �kako takva�. Tie, zatoa i
izgledaat taka kako {to izgledaat: locirani se vo
nekoi s$ poprazni i ponedefinirani scenski/
dramski prostori, vrameni vo nekoe s$ pobezli~no
scensko/dramsko vreme (naj~esto raskr{eno vo
kratki �spotovski� sekvenci, koi{to se menuvaat
molskavi~no i neodredeno), naseleni od nekoi s$
poanonimni i pobezli~ni (pomarginalni) dramski
lica, koi{to ne umeat, nitu pak sakaat da  razvivaat
kakvo bilo dramsko dejstvie. Analiziraj}i, neodam-
na, dvaesetina drami koi{to mu pripa|aat na ovoj

haps, the choice of the means of expression with which
those matters are nowadays theatricalised differ from
those of Shakespeare�s time, or for the fact that today�s
means of expression are rougher/more drastic; it is rather
the world surrounding us and in which we are compelled
to live that should be blamed. Such as it is � senseless,
false, simulated/simulacric - our world is by far rougher
and more drastic than the one theatre imitates on stage!
Theatre, therefore, ought to expose it. And it must do that
� to the bone!

The trend of the New European Drama is quite fervently
and equally well affirmed by young and furious British
authors of the format and the calibre of Sarah Kane, Mark
Ravenhill, Patrick Marber, Ende Walsh� some German
authors, lead by Marius von Mayenburg, some diabolical
Russians: Ljudmila Ruzmaskaja, Vasilij Sigaretov, Nikolai
Koljada� a few brilliant playwrights from the Balkans,
including the globally successful Dejan Dukovski and
Biljana Srbljanoviæ�

Their ugly, brutal, shocking, provocative and subversive
plays should (actually) also be treated as a kind of a gen-
eration revolt against the conservatism of the established
art �as such�. That is why they look as they do: they are
located in increasingly empty and unidentified scenic/
dramatic places, framed in an increasingly featureless sce-
nic/dramatic time (most often broken into short video
clip sequences, that change ambiguously and with a light-
ning speed), peopled with some more anonymous and
featureless (more marginal) personae who cannot or do
not want to develop any dramatic action. Analysing about
twenty plays that belong to this aggressive theatre trend
and trying to systematise and classify them according to
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agresiven teatarski trend, no i obiduvaj}i se nekako
da gi tipologiziram i sistematiziram, zaklu~iv
deka tie se strukturirani isklu~itelno od ne-imawe:
vo niv nema prostor, nema likovi, nema akcija, nema
napnatost, nema emocii, nema po~etok i kraj, nema
nekoja golema i va`na prikazna, nema nikakvi
presudni/zna~ajni nastani i � osobeno � nema `iva
i neposredna komunikacija (Lu`ina, 2003:103).

Ama ima mnogu, isklu~itelno mnogu nasilstvo.
Nasilstvo od sekoj vid. Ni{to osven golo nasilstvo.
Vo ovaa dramatika kako da se sobiraat i potoa se
rekapituliraat i multipliciraat site surovosti i
site nasilstva na ovoj nesre}en svet...

Kolektivnoto ~uvstvo na beznade`nost, kolektivniot
splin (Zeitgeist) na ovaa ta`na, nasilni~ka i
prili~no besmislena epoha {to ja `iveeme, Dejan
Dukovski go formulira vo edna od svoite ubistveni
repliki:
�Kako taka, s$ {to e ubavo im se slu~uva na drugi
lu|e? Na drugi mesta. Kaj sme ja utnale nie
rabotata ?� (Bure barut, scena 8, �Do krajot na
svetot�).

Bibliografija

Bodrijar, @an (1991) Simulacija i simulakrum (prev.),
Beograd: Svetovi.

Dukovski, Dejan (2002)  Drami, Skopje: Proarts.
Fiske, John (1990) Understanding Popular Culture, London:

Routledge.
Kane, Sarah (2001) Complete Plays, London.
Lu`ina, Jelena (2003) Teatralika, pak, Skopje: Magor.
Mazova, Liljana (2001) Kov~eg so vreme, Skopje: Matica

Makedonska.
New European Drama Art or Commecial Product � Sympo-

sium (2003), Novi Sad.

typology, I have concluded that they are structured ex-
clusively of non-being: there is no space, there are no char-
acters, there is no action, there is no suspense, no emo-
tions, no beginning or end, there is no grand or impor-
tant story, no critical/significant events, no live or imme-
diate communication whatsoever. (Luzina, 2003:103).

But there is much violence, violence in excess, of every
sort. Nothing but sheer violence.
All the cruelty and violence of this wretched world seem
to meet, repeat and multiply in this drama...

In one of his biting lines, Dejan Dukovski formulates the
collective feeling of desperation, the collective spleen
(Zeitgeist) of our sad, violent and quite senseless epoch:
�How come all the good things happen to others? In other
places? Where did we go wrong?�
(Powder Keg, scene 8, �Until the End of the World�).

Translated from Macedonian by Ognen Cemerski
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