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AVTORJEVA BESEDA

Stare praske zgodbe

Silvan OMERZU

Prago slabo poznam. To je kmalu ugotovil vsak, ki
me je obiskal. Vedno sem se zadrzeval bolj v svoji
soseski. Obakrat, prvi¢ v osemdesetih in drugi¢
konec devetdesetih sem stanoval v starem delu,
le kak$nih sto metrov stran od znane ure. Tako
sem nakupoval v istih trgovinah in hodil v iste go-
stilne, seveda v tiste, ki so Se ostale.

Pogresal sem vinarno Narcis, ki je bila neko¢ od-
prta vso no¢ in v kateri so opiti nekdanji dzezisti
proti jutru obvezno zaigrali prelepo Zivijenje je le
nakljuéje. Ali pa jih je zaneslo in so improvizira-
li, dokler jih ni Sef ozmerjal. To je tisti Narcis, v
katerem je vsako no¢ sedela Ze zelo postarana
nekdanja lepotica z belo napudranim, kot maska
otrplim obrazom in z ogromnimi trepalnicami. In
je govorila le nemsko, proti jutru pa izginila sko-
zi sluzbeni vhod in nihée ni vedel, kam. Pogresal
sem leseno barako, v kateri so Vietnamci proda-
jali vsemogoco robo in imeli lokal s pija¢o odprt
podnevi in ponodi in so gostje po prekrokani noci
z natakarjem vred spali z obrazi, naslonjenimi
na mizah. Pogresal sem tudi trafiko na vogalu in
popravljalnico igra¢ malo naprej. Je pa na istem
vogalu Se vedno sedel star invalid in poziral mece
ter si v nos porival dolge, debele Zeblje, da so se
mimoido¢i od gnusa umikali na drugo stran ces-
te. In 8e vedno je bila gostilna Pri dveh mackah,
kjer sem bil neko¢ pri¢a zelo zanimivemu pogo-
voru svojih dveh sosedov. Prvi je namrec razlagal,
kako mu po umivanju las ostane $e ravno dovolj
S§ampona za pod pazduho. Drugi pa, da mu ga os-
tane dovolj za pod pazduho in Se za spodaj.
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Ni pa bilo ve¢ kavarne, v kateri so bili v prvem
nadstropju plesi za starejSe. In kjer so ob prvih
zvokih orkestra starcki kot pobalini odskakljali
po izbranke. In kjer so neko¢ starcka, ki je pre-
ve¢ vneto plesal, na nosilih odnesli iz kavarne,
on pa je Se vedno milo gledal proti soplesalki,
kot bi ji hotel reci, da naj kar poc¢aka, saj bo takoj
nazaj. Vendar ga ni bilo. Starcka sem poznal, sta-
noval je v sosednjem stopnis¢u nase hie, in Ze
naslednji dan sem videl nad vhodom viseti érno
zastavo.

Pogresal sem skupino gledalis¢nikov, s katerimi
smo pol leta, vsak dan, brez honorarjev vadili
predstavo, ki naj bi jo igrali v velikem vojaskem
Sotoru na otoku sredi Vltave. Vendar so jo po ob-
veznem ogledu generalke prepovedali. Predstava
je bila sestavljena iz starih praskih zgodb, od ka-
terih se mi je najbolj vtisnila v spomin naslednja:

Neko¢ so v starem praskem samostanu razpisali
natecaj za izdelavo kipa krizanega Kristusa. Pri-
javilo se je veliko kiparjev in rezbarjev iz vse de-
Zele. Vsi so si Zeleli narocila. Se posebej gorede
pa si ga je Zelel reven rezbar, ki je dan za dnem,
podnevi in ponodi iskal model s tako trpeéim
izrazom, ki bi ponazoril Kristusovo trpljenje. Po
mesecih iskanja je kon¢no nasel Zeleni izraz na
obrazu bolnega in sestradanega bera¢a. Odpe-
ljial ga je k sebi in mu dal jesti ter piti. Ko pa si je
beraé¢ opomogel, je rezbar z grozo opazil, da se
mu je trpeci izraz spremenil v hvalezni smehljaj.
Rezbar je pobesnel in privezal beraéa na kriz, ki
ga je imel pripravljenega za poziranje. Trpinéil in
stradal ga je, vendar brez uspeha. Minil je teden,
beraé pa Se vedno ni imel dovolj trpedega izraza.
Rezbar je postajal vse bolj okruten in nor. In ko je
nekega dne veselo opazil, da bera¢ spet dobiva
svoj stari trpedi izraz, je ta dvignil trudno glavo,
pogledal rezbarja, se nasmehnil in z nasmehom
na obrazu izdihnil.

THE ARTIST'S WORD

Old Prague Stories

Silvan OMERZU

I am not that familiar with Prague. This was im-
mediately clear to anybody who visited me there.
| spent most of the time in my neighbourhood.
The two times | lived there, first in the 1980s, and
then once again at the end of the 90s, | lived in
the old part, a mere hundred meters or so from
the famous clock. | would shop in the same shops
and visit the same bars - the ones that were still
there, of course.

I missed the Narcissus vinery, which used to be
open all night and which was a refuge for intox-
icated elderly jazz musicians who always played
the beautiful Zivot je jen ndhoda as the morn-
ing started to show its face. Sometimes they
were carried away and started improvising until
they were told to stop by the boss. In this same
Narcissus an old former beauty sat every night,
with a white powdered face with long eyelashes,
motionless as a mask. She only spoke German,
and towards the morning she would disappear
through the staff exit and nobody knew where she
went. | missed the wooden hut, in which the Vi-
etnamese sold all types of merchandise and had
a bar that served drinks all day and night, and
in the end the guests would, after an all-nighter,
sleep with their faces on the tables, next to the
waiter who did the same. I also missed the kiosk
on the corner and the toy repair shop a few steps
further. However, on that very corner, the old
disabled man still sat and swallowed swords and
pushed long, thick nails into his nose, making the
passers-by cross to the other side of the road in
disgust. The restaurant U Dvo Kocek (Two Cats)
in which I once witnessed an interesting conver-
sation between two people from the neighbour-
hood, was also still there. The first one was ex-
plaining that when he washes his hair, he always
has exactly the right amount of shampoo left to
wash his armpits. The second one said that he
always had enough for his armpits as well as for
down under.

The café that used to host dances for the elderly
on its first floor was no longer there. This is where
old men would jump like young boys, grabbing

hold of their dance partners as soon as the or-
chestra played its first notes. This is where | once
saw an old man, dancing vigorously until he was
carried out of the café on a stretcher, and he was
still looking longingly at his dance partner, as if
he was trying to tell her to wait for him, for he will
be back in a tick. But he never returned. | knew
the old man, he lived in the house next to mine,
and the very next day | saw a black flag flying
above the entrance.

I missed the crowd of theatricals, with which we,
for six straight months, day in, day out, with no
pay, rehearsed a play, which we were supposed
to perform in the large military tent on the island
on the Vltava river. However, the performance
was cancelled after the obligatory viewing of the
dress rehearsal. The performance was created
from old Prague stories, from which the following
stuck in my mind:

A long time ago the old Prague monastery held
a tender for a statue of Christ on the crucifix. A
number of sculptors and carvers from all across
the country applied. And all of them wanted to
win this tender. But a poor carver was especial-
ly desperate to win the tender and day after day,
day and night, he searched for a model with an
expression of suffering that would reflect Christ’s
suffering. After months of searching, he finally
found the expression he was looking for on the
face of a sick and starving beggar. He took him to
his place and gave him food and drink. As soon
as the beggar was refreshed, the carver noticed
in great terror that the beggar’s suffering expres-
sion had turned into a grateful smile. The carver
flew into a rage and tied the beggar to the cross
that he had prepared for the posing. He tortured
and starved him, but to no avail. A week had
passed, and the beggar’s expression still failed to
reflect the suffering of Christ. The carver became
increasingly cruel and crazy. One day he joyfully
noticed that the expression of suffering was re-
turning to the beggar’s face, and as soon as he
noticed it the beggar raised his head, looked at
the carver, smiled and died smiling.
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Natas$a SMOLIC

Razstava kot predstava

Za uvod v kostanjevisko veliko razstavo lutk,
avtomatov, slik in risb je Silvan Omerzu pos-
tavil malo lutko, podobo Ivana Cankarja. Gre
za enega izmed eksponatov, ki so nastali kot
del likovne opreme ob razstavi leta 2018 v
Cankarjevem domu, s katero so proslavili sto-
to obletnico smrti pisatelja, ki se je v zgodo-
vino zapisal kot eden najboljSih poznavalcev
in kritikov slovenske druzbe in njene duse.
Majhna lutka sedi na stol¢ku ob mizici, vse
troje je izdelano iz svetlega, surovega lesa
brez dodane barve. Preprostost elementov je
dovolj zgovorna, in Ceprav pisatelj nima po-
sebnih atributov, so ze njegovi mogocni brki
prepoznavni podpis, ki se je vtisnil v spomin
vsakega ucenca slovenske Sole.

Zanimivo je, da je umetnik za zaetek raz-
stave izbral prav podobo pisatelja. Se pose-
bej Ivana Cankarja, ki je v svoji prozi znacaje
in dogodke opisoval slikovito, ekspresivno in
kritiéno. Pri tem je najveckrat tako nazoren,
da obcéutljivi bralec kakSen opis raje prebere
bolj povrdno. Morda izpusti stavek ali dva in
pomensko Se vedno neokrnjena, vendar zanj
manj realna. Tudi Silvan Omerzu je v zacetnih
letih svojega delovanja oblikoval figure z izma-
licenimi potezami oblicij, katerih izraznost je
Se poudarjal s kriceCe rdeCe obarvanimi usti
in vranje ¢rnimi o€mi; oboje se je kar grote-
skno kontrastno izrazalo na blescedéi beli po-
vr$ini lutkinega obraza. Pripovednost je tako
pri obeh avtorjih, pisatelju in lutkarju, nepos-
redno nazorna. Tovrstna zgovornost bralca in
gledalca velikokrat ¢ustveno moéno obremeni
in lahko se zgodi, da zgodba izgubi svoj prvot-
ni pomen in avtorjev namen. Privla¢na je le Se
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v prikazu karikiranih in humornih pripovedi,
éeprav so njihova sporocilo Se tako resniéna.
Krutost stvarnega Zivljenja je namre¢ doseg-
la tisto tocko, ko se preprosto odlo¢imo, da
zgodbe ne bomo sprejeli, Se vel, da zgodba ne
obstaja, je ni in se ne bo zgodila.

Ob stoti obletnici Cankarjeve smrti se je zvr-
stilo mnogo obelezij, s katerimi so obudili
pisateljevo besedo in marsikdo je poskusal
opozoriti na - pogosto prav grozljivo - aktual-
nost njegovih pronicljivih misli, ki pa veéino-
ma ostajajo v zaprtih knjigah, pospravljenih
na policah, brez kakrSnegakoli u¢inka. Omer-
zujeve lutkovne predstave poskusajo ohra-
njati izvirne misli Cankarja in drugih avtorjev.
Njegova likovna govorica zaZivi tako na odru
kot pozneje, ko lutke pocivajo v depojih ali so
razstavljene na policah kot umetnidki likovni
izdelki. Vendar se zdi, da ljudje ob njihovem
ogledovanju, kakor ob branju v pisateljevih
¢asih, »tavajo v mraku, za zmerom so jim za-
klenjena vrata v svetlobo ...« /Piton/ Publi-
kum se torej tudi po stotih letih ni predramil
in Cankar je zapisal: »... tiste majhne oci so
gledale naravnost name, zaspano, toda tako
mirno in naravnost ...«' Verjetno se zato uvo-
dno izhodis¢e skozi dramaturski lok razstave
vedno bolj kaZe kot njena rdeca nit: majhna
figura pisatelja pred prazno mizo, na kateri
ni papirja, v roki ni pisala. Pisatelj razmislja o
stvareh, ki jih nihée noce slisati, opisuje do-
godke, ki se nikoli ne bi smeli zgoditi, opisuje
znacaje, za katere si Zelimo, da ne bi obstaja-
li. To so temne plati, senéni karakterji. Ko se
jih je pisatelj zavedel, je zastrigel z uSesi, nato
pa jim v porog pokazal jezik: »Clovekova sen-
ca je vedno temnejSa nego je on sam!«?

1lvan Cankar,
Publikum, 1907.

2 |van Cankar,
Hisa Marije Pomocnice,
1904

DON JUAN, Gledalisée Konj, KUD France PreSeren, Ljubljana, 1995. Foto: Aleksandra Vajd
DON JUAN, Konj Theatre, KUD France PreSeren, Ljubljana, 1995. Photo: Aleksandra Vajd

Prvotna, predvsem obrazna ekspresivnost
Omerzujevih lutk se je postopoma izgubljala,
dokler je ni izpodrinila nemost in Custvena
brezizraznost, kar seveda kaze avtorjev ustvar-
jalni razvoj. Minimaliziranje izraznih sredstev
je praviloma znak dozorevanja, ki zahteva od
gledalca globlje ¢ustveno in razumsko dozivet-
je. Formalno nas spomni na dvoumnost obli-
kovanja v kiparstvu klasi¢ne antike, kjer je bil
pripovedni poudarek na verodostojno popolni
upodobitvi atletske postave, medtem ko je ob-
raz ohranjal mirnost, neangaziranost, tudi ¢e
je telo prikazovalo fizi¢en napor. Idealni liki so
idealni zgolj v prikazu misic in brezhibne ana-
tomije, njihova identiteta pa je ostala neznana,
saj je bila oéitno v tistem ¢asu nepomembna.
Tudi Omerzu opuséa detajle, ki izpriujejo
znadaj in dozivljaj, podobe stilizira in razbar-
va do brezosebnega, uniformiranega. Figure
ohranijo barvo materiala in zgolj sence, ki se

poigravajo na povrsini teles, ustvarjajo idejo
Zivosti. Tovrstna stilizacija spominja na tehniko
grizaja, s katero so slikarji, predvsem ob koncu
srednjega veka, likovno tekmovali s kiparji. S
posnemanjem barve kamna so v slikah dosegli
neverjetno plasti¢en ucinek. Podobe svetnikov
so postale navidezno bolj otipljive in zato v du-
hovnem dojemanju vernikov bolj Zive. Grizaj jih
je v prenesenem, simbolnem pomenu opozar-
jal na pomembnost kontemplacije in zaveda-
nje, da je podoba, ki jo na oltarni sliki vidijo,
zgolj opozorilo, vzpodbuda, naj se v svojih
mislih in molitvah osredotocajo na boZansko in
ne na materialno. Tehnika grizaja je podobno
protislovna kot lahko dojemamo Omerzujevo
stilizacijo lutke: prav zato, ker sta jim odvze-
ta barva, obrazna in telesna mimika, so v gle-
dalé¢evem dojemanju Se bolj zgovorne.
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TEK ZA VOZOM (po Ivanu Cankarju), Pregledna razstava,
Galerija Bozidar Jakac, Kostanjevica na Krki, 2020. Foto: Ziga Koritnik

RUN AFTER A CART (after Ivan Cankar), A Retrospective,
Bozidar Jakac Art Museum, Kostanjevica na Krki, 2020. Photo: Ziga Koritnik

Z izginjanjem nakazanih Custev se izgubljata
individualnost in njeni ideali, z izgubo zaseb-
nosti izgublja pomen celotno telo in njegovo
Zivljenje. Na nepomembnost idealnega ¢lo-
vedkega Zivljenja ali bolje samega telesa je
opozoril Kazuo Ishiguro v romanu Ne zapusti
me nikdar.® Ce je kiparska nemost v upodo-
bitvah gr8kih atletov selektivno in avtorita-
tivno poudarjala zgolj telesno lepoto in mo¢
kot ideal dobe, ki jo je slavil tudi anti¢ni Rim z
danes Ze izrabljenim rekom zdrav duh v zdra-
vem telesu, so Ishigurovi liki prav tako morali
ohranjati fizicno zdravje, vendar zgolj zato, da
so lahko brezhibno opravili nalogo, za katero
so bili spoceti ali ustvarjeni: bili so namre¢
Cloveski kloni, katerih organi so sluzili kot
nadomestni deli za obi¢ajne ljudi. Nema vda-
nost v poslanstvo, ki jim je bilo naloZzeno ob
stvarjenju, je ob&utljivemu bralcu nepojmlji-
va in nedopustna. Po drugi strani pa avtorju
kot opraviéilo za €ustveno (ne)angaZiranost
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pomaga v vseh ¢asih preverjeno hinavsko na-
Celo: Cesar ne vidimo, ne obstaja. Zato kloni
preZivljajo otroStvo in mladost na oddaljenih,
osamljenih posestvih, pro¢ od odi tistih, ka-
terim bodo v doloéeni dobi svojega Zivljenja
brezpogojno predali svoje organe. Ti mladi
kloni Zivijo kot dvojniki in od drugih ljudi se
lodijo le po tem, da so neplodni. Torej obsta-
jajo in hkrati ne obstajajo, so kot neizogibne
sence, ki zagotavljajo eksistenco tistih, ki so
jih ustvarili in bodo v nekem klju¢nem obdob-
ju nujno potrebovali vsaj del njih.

Silvan Omerzu pogosto oblikuje lutke, gleda-
lisko sceno in rezira predstave z motivi trplje-
nja in smrti. Kruto zgodbo lazje povemo ali
sprejmemo, Ce je prikazana manj realno, vsaj
oblikovno, zato je velikokrat zelo pripravna
oblika senéno gledali¢e. Morda je zato tudi
v Kostanjevici na Krki za uvod prikazal drobno
senca voza, sedecih figur na njem in Francke,

3 Kazuo Ishiguro,
Ne zapusti me nikdar, 2005,
prev. Katarina Jerin 2006

IVAN CANKAR, Pregledna razstava, Galerija BozZidar Jakac,

Kostanjevica na Krki, 2020. Foto: Ziga Koritnik

IVAN CANKAR, A Retrospective, Bozidar Jakac Art Museum,
Kostanjevica na Krki, 2020. Photo: Ziga Koritnik

ki tece za vozom. Senc¢na skupina se premika,
podobe pocasi rastejo in z njihovim vecanjem
naras¢ata tudi groza in stiska, o katerih pri-
poveduje prispodoba dekletove tezke usode.
Prikaz je hkrati strasljiv in grotesken ter zato
tudi smeden, s Cimer se tesnoba seveda ne-
koliko sprosti. Hkrati se zavemo, da je trpeci
um najvecjega slovenskega pisatelja imel tudi
smisel za humor (podobno kot Silvan Omerzu).
S stopnjevanjem velikosti sen¢ne slike voza in
uboge Francke se stopnjujejo tudi ¢rne misli
in krute, a realne Cankarjeve zgodbe, s kate-
rimi je pisatelj zaman dvigoval zrcalo v obupni
Zelji, da bi se slovenski narod v njem morda
uzrl. Videz sen¢ne podobe spominja tudi na
stripovski oblacek, kjer vidimo ali preberemo
misli junaka, v naSem primeru Cankarja.

Franckina vztrajnost je prispodoba pisatelje-
ve vztrajnosti in v hollywoodskem filmu, bi se
obeh usmilili in jima dali e eno (in Seeno...)
priloZnost za sre€o. Tako se moramo v zadnji
sceni filma Defending Your Life (1991) nas-
mehniti in spomniti Cankarjeve Francke, ko
upamo in verjamemo v uspeh glavnega juna-
ka Daniela, ki tece za trolejbusom. Potem ko
je umrl v prometni nesredi, se znajde v kraju
Judgement City, ki predstavlja vice. Pred sod-
niki je devet dni zagovarjal svoje strahopetne
Zivljenjske odlogitve in obsodijo ga na ponov-
no zivljenje na Zemlji, medtem ko pogumno
prijateljico Julio poSljejo naprej v naslednjo
bivanjsko razseznost. Ko sta oba junaka ze

vkrcana na trolejbusa, namenjena na razli¢ni
destinaciji, se v Danielu prebudi neustavljiva
Zelja in odlodi se, da ne Zeli Ziveti brez Julije,
zato skodi iz vozila, pri éemer ga strese ele-
ktrika. Kljub boleéini ste¢e med drvece tro-
lejbuse in posku$a odpreti vrata tistega, na
katerem je prijateljica, pri ¢emer ga ponovno
strese elektrika. Sodniki uvidijo, da je konéno
premagal strah in zato lahko odpotuje novim
dogodivi€inam naproti. Tudi Francka je do-
Zivela pomilovanje, ko je z Ze okrvavljenimi
nogami padla; Sele tedaj so se je romarji us-
milili in dvignili medse na voz ter ji tako dali
moznost, da se ji izpolni Zelja, obiskati cerkev
na Gori. Nadaljevanje zgodbe je, kot vemo,
nadaljevanje nesre¢nega Zivljenja.

Vecina prizorov v Judgement City poudar-
ja pomen pocitka. Liki pogosto sedijo in se
pogovarjajo o svojem preteklem Zivljenju ali
uzivajo ugodnosti, ki jim jih mesto v preho
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du ponuja - predvsem dobro hrano. Ide-
jo umiritve ponuja tudi Omerzu, lutko Ivana
Cankarja je posedel za mizo, brez kakrsne-
gakoli pisalnega pribora, kot bi pisatelj zgolj
razmisljal. V naslednjem prostoru pa je obli-
koval skupino velikih lutk, sedecih ob mizi in
na sredo velike mize umestil $e mala omizja.
Prispodoba velikega in malih omizij ponuja
razlago razmisljanja o Zivljenju: velike lutke
so morda bogovi/sodniki, ki s svoje nebeske
vzviSenosti opazujejo mala tuzemska omizja
in ljudem dovoljujejo verjeti, da si z lastnimi
odlo¢itvami in dejanji krojijo Zivljenje. Morda
je omizje prispodoba za vice ali ¢akalnico, iz
katere smo po smrti napoteni v drugo razse-
Znost bivanja, nazaj v Zivljenje na Zemlji ali v
iznicenje?

Osnovni pomen mize je predvsem ideja skup-
nosti pri jedi. Ljudje so sprva verjetno jedli kar
¢epe ali sede na tleh. Hrano, kot osnovni vir
preZivetja, je bilo tezko uloviti, pridelati ali
najti, zato so verjel, da je pri tem sodelovala
vi§ja sila. 1z hvaleznosti za pomo¢ so v obliki
obrednega Zrtvovanja bogovom zaceli darova-
ti jedi. Spostljivost in strah sta jim narekovala,
da morajo darove privzdigniti od tal, umazane
in nespoStovane materije, ki prekriva htonic-
no negotovost strasljivega podzemlja. Posta-
vili so jih na razne oblike miz, oltarnih oziroma
Zrtveniskih menz in jo tako simboli¢no pribli-
7ali nebedkim visavam. Clovek je hrano ponu-
jal bogovom kot darilo, odpustek oziroma nuj-
ni delez, da jo je z njihovim dovoljenjem lahko
tudi sam uzival. Se danes je navada, tudi po
kr§¢anskem izrocilu, da se pred obedom bogu
zahvali za »vsakdanji kruh«.

Hrana sicer nudi ugodje, lahko pa je tudi za-
vajajoca in usodno spremeni Zivljenje tiste-
ga, ki jo jé kot tudi onega, ki jo postreze, kar
je doletelo mitoloSkega arkadijskega kralja
Likdona. Po eni izmed razlag zgodbe je v po-
smeh in preizkus, ali je Zevs/Jupiter resni¢no
vseveden bog, temu postregel s Cloveskim
mesom. Vrhovni bog se je zato kruto masce-
val in kar vsemu ¢loveStvu na zemljo poslal
vesoljni potop.

V srcu ga bes neznanski pogreje, le Jupitra
vreden: /... [/ Zdaj pa na zemeljski obli, ki s
pljuski Neréj jo obliva, moram vsevprek po-
gubiti ta rod umrljivi /.../ Se meni, ki strele
vihtim, ki vas vodim, vam vladam, past je nas-
tavil Likdon, razvpit po okrutnosti svoji? /.../
Vest o tej dobi brezsramni prisla mi je paé
na uSesa; v Zelji, da gre le za laz, spustil sem
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se z vrha Olimpa, Sel sem po zemlji na pot,
jaz - bog v ¢loveski podobi. Dolgo bi trajalo,
preden nastel bi vam vsa hudodelstva, Sirom
razkrita: obtozbe bile so miléjSe od dejstev.
/.../ vstopim v arkadsko palaco, pod streho
prav ni¢ gostoljubno tega trinoga, Ze pozno,
ko mrak se Ze v noc¢ je prelival. Znamenja dal
sem, da bog je prisel; med ljudstvom moli-
tev brz je zakrézila; najprej Likdon poboZno
¢ascenje grobo osmesi in re¢e nato: 'Preveril
bom javno, ali je bog ali smrtnik: resnica ne
bo veé dvomljiva.' V spancu me hotel je sredi
noci umoriti zahrbtno: tak poizkus se mu zdi
kot nalas¢, da dozene resnico! Ni se le s tem
zadovoljil; prerezal z bodalom je grlo enemu
talcev, ki tja ga poslalo je ljudstvo Molésov:
nekaj je udov, polzivih Se, v kropu do meh-
kega skuhal, drugo je spekel nad ognjem,
tako kot peéenko na Zaru. Jed je postregel
na mize, a jaz z mascéevalnim plamenom zru-
Sil sem dom in penate, sokrive pregreh gos-
podarja. V beg jo ucvre od strahu in Selé na
dezeli, v tihoti, glasno zatuli; zaman govoriti
poskusa: poteze spaci mu krutost, ki v njem
Ze tici; krvoloéno, klavec od nékdaj, plane
na ¢rede in spet se naslaja. Kozuh zamenja
obleko, lakti spremene se mu v Sape: zdaj je
Ze volk in ohranja sledove nekdanje podobe;
ves osivel je kot prej, obli¢je enako nasilno,
lesk je v oceh prav enak, cel videz enako ok-
ruten.*

Po Ovidijevi pripovedi je torej kralj Likdon
tudi v novi Zzivalski podobi kot volk $e ohra-
nil ¢lovedke poteze in te so izdajale njegova
krvolo€na nagnjenja. Podobno anti¢ni mislec
Aristotel omenja, da se Ze v Asirski knjiznici v
Ninivah nahajajo zapisi, ki trdijo, da obrazne
poteze, ki spominjajo na poteze dolocene Zi-
vali, ne predocajo le znacéaja, temve¢ napove-
dujejo tudi ¢lovekovo prihodnost.

Dekleta so v romanu Hisa Marije Pomocnice
starsSi privedli, ali tista najbolj bolna prines-
li, v hiralnico, kjer jih je zdruzila ista usoda.
Vse so bile zlorabljene v krogu lastnih dru-
Zin in v strasljivi stavbi, kjer kon¢no najdejo
zatoCisCe, Cakajo samo Se smrt. Cankar je
nasilje nad njimi v zacetku minulega stoletja
naturalisti¢no opisal, zaradi ¢esar so ga zelo
obsojali. Toda tudi sto let pozneje so pripo-
vedi Se vedno aktualne in boleée. Morda je
prav zato Silvan Omerzu grozljive nadlezne
prikazni no€nih mor preoblikoval v antropo-
morfna telesa z zivalskimi glavami ter jim tako
dodal mitolosko razseznost. Nekatere izmed
zgodb so namred tako pretresljive, da jih lazje

4 Ovidij, Metamorfoze, |,
prev. Barbara Sega Ceh 2013,
str. 165-239.

HISA MARIJE POMOCNICE, Slovensko mladinsko gledalid¢e, Gledalisée Konj,

Ljubljana, 2008. Foto: Ziga Koritnik

THE WARD OF OUR LADY OF MERCY, Mladinsko Theatre, Konj Theatre,
Ljubljana, 2008. Photo: Ziga Koritnik

sprejmemo, ¢e so predstavljene v svoji odtu-
jeni drugosti, kot da pripadajo nekemu tuje-
mu, torej cudnemu, zgodovinsko in duhovno
nestvarnemu svetu.

Volk, lisica, merjasec, bik in kozel, prikaz-
ni Zivali torej, ki so dobile v mitih, basnih in
bestiarijih svoje zvecine negativne, ¢loveku
nevarne lastnosti in znacaje, v galerijskem
prostoru nemo sedijo odmaknjeni od omizja
deklet, vendar njihova navzoénost ohranja
zlohotnost neprijetnih resnic ranjevanja mla-
dih Zivljenj. Njihova mogocnost je primerljiva
z upodobitvami egipéanskih bogov, ki so vla-
dali Zivljenju Zivih in mrtvih. Zavest Egipanov
sta najbolj zaposlovala smrt in strahosposto-
vanje bogov. Vse, kar so poceli za ¢asa tuzem-
skega Zivljenja, je bilo namenjeno vecénosti, ki
jim je bila dolo¢ena po smrti. Kak$na pa bo, je
bilo odvisno od njihovega druzbenega stanu v
tem Zivljenju. Kadar so bogove upodabljali v
obli plastiki in v sede¢em poloZaju, je ta poza
vedno izrazala absolutno moé. Kipi so sta-

ti¢ni, simetri¢ni, strogo namenjeni ¢elnemu
pogledu, njihove noge so vzporedne in roke
tesno ob trupu. Telo je bilo pogosto predsta-
vljeno v ¢loveski obliki, medtem ko je glava
praviloma posnemala katero izmed Zivali, kar
lahko razumemo, saj so po egipCanskem ve-
rovanju bogovi imeli tudi Zivalske lastnosti,
kot so fizi€éna mo¢, sposobnost letenja, Zivlje-
nje pod vodno gladino, zmoznost vida v temni
noc¢i oziroma v podzemlju in podobno.

Naglavne maske v podobi Zivali so v predsta-
vi nosili igralci in so kot no¢ne more vztraj-
no nadlegovale speca dekleta. V galerijskem
prostoru pa jih je Omerzu namestil na lesene
lutke, ki jih je oblekel v kostume in tako ohra-
nil spomin na Zivo telo. Negativna mo¢ Zival-
ske figure, ki predstavlja zlorabo, je nazorna
zaradi veliastne drze, ki spominja na Zze ome-
njene upodobitve egipcanskih bogov, tako za-
radi lesa, iz katerega so izdelane, kakor za-
radi elegantnih kostumov. Prav nasprotno pa
je krhkost deklet prikazana z izvotljeno obliko
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vanimi torzi, izdelanimi iz poliestra. Tako so v
predstavi roke animatork vidne in predoajo
bolecine, ki razkrajajo mlada telesa, v gale-
rijskem prostoru pa zaradi transparentnosti
materiala delujejo eteri¢no, so skoraj kot pri-
vid, ki se bo zdaj zdaj razblinil. Lutke deklet
sedijo ob mizi, kjer naj jedo vsakdanjo juho,
tukaj si delijo pomarance, piskote, kolace,
jabolka, bombone ... dobrote, ki so jih pri-
nesli starsi in grofica. Tukaj jim razdelijo tudi
svetniSke podobice, da v molitvah ne bodo
pozabile omeniti svojih dobrotnikov. Mizo
je Omerzu prekril s hladno kovinsko povrsi-
no, kar spremeni njen videz. Ni ve¢ predmet
prijetnega zdruzevanja in hranjenja, temve¢
spominja na prostor razteleSevanja, na ana-
tomovo secirno mizo.

Omizje z dekleti je umeSceno na sredo med
Zivalske lutke in razpelo. Tudi slednje je na-
rejeno iz poliestra in je skréeno zgolj na pri-
kaz odreSenikovega torza. Materialna enakost
simboli¢no ponazarja izenadenje Jezusa z na-
vadnimi smrtniki. Njegovo trpljenje je bilo ¢lo-
vesko, saj je po svoji materi, Mariji Pomocnici,
zavetnici in tolaznici obcestva, prejel hkrati z
boZjo tudi ¢lovesko plat in zato naj predstavlja
tolazbo tudi dekletom. V Omerzujevi posta-
vitvi so na eni strani poganski liki in na drugi
kr§¢anska podoba predstavljeni kot spopad
med potrebami telesa in duha ali boj med ze-
meljskim in nebeSkim. Roman Ivana Cankarja
je Ze zaradi svoje vsebine pridobil mitske raz-
seznosti, likovna oziroma lutkovna uprizoritev
jih je Se dodatno vizualno oplemenitila.

0d nekdaj so v vseh civilizacijah, posebej pa
Se danes, druzbene razmere marsikatero mi-
tolosko zgodbo kot tudi ljudsko pripovedko
preoblikovale, predvsem tako, da je tematika
smrti izpus€ena, motivi trpljenje pa omiljeni.
Silvan Omerzu se v svojih predstavah loteva
prav teh tem, vsebinsko brez izpuséanja in
olepSevanja, likovno pa izredno izostreno.
Nekaj izbranih zgodb iz grike mitologije si je
zamislil v predstavi, ki jo je naslovil Prepo-
vedane ljubezni. Po vzoru Egipanov so tudi
Grki v svoj panteon umestili cvetni izbor zna-
¢ajev, med katerimi vidno izstopa vrhovni bog
Zevs. Ta je pogosto prevzemal razlicne zival-
ske ali celo nematerialne postave, predvsem
ko je Zelel osvojiti kaksno ali kakSnega izmed
zemeljskih lepotic ali lepotcev. Ni pa bil edini,
ki si je tovrstne preobrazbe privos¢il. V zgodbi
0 Minotavru je sam Pozejdon kot simbol vla-
darstva Minosu podaril velikega belega bika,
ki pa je bil tako lep, da ga kralj Krete ni Ze-

lel Zrtvovati Pozejdonu. Ta se mu je masceval
tako, da se je njegova Zena Pazifaa usodno
zaljubila v bika. Da bi se lahko z njim zdruzila,
ji je pomagal Dedal (Dajdal), ki je iz lesa na-
redil ogrodje trupa krave in Cezenj napel belo
usnje, na noge pa pritrdil koleS¢ke. Umetno
kravo je potisnil na pasnik in pomagal Pazifai,
da se je namestila vanjo. Bik ni prepoznal raz-
like in jo je naskodil. Iz njune zveze se je rodil
posastni Minotaver s ¢loveskim telesom in bi-
kovo glavo. PoSast je bila ljudoZerska in zato
toliko bolj strasna; vsakih devet let je zahte-
vala davek, sedem mladenicev in sedem mla-
denk, dokler je neustradni junak Tezej ni ubil.

Podoba bika je v mitologijah vedno simbol
obvladovanja, fiziéne modi, v€asih tudi teles-
ne lepote. Oboje prikaze Omerzu s svojima
lutkama, lepega bika, v katerega se zaljubi
Pazifaa in straSnega Minotavra ali bolje njego-
vo mogoc¢no glavo, kot odraz krutega znacaja.
Tako kot v primeru krvolo¢nega kralja Likao-
na, spremenjenega v volka, se tudi v odnosu
do hibridne posasti zrcali prirojeni znacaj ¢lo-
veka, tokrat predvsem razli¢nih prebivalcev,
ki so od nekdaj poseljevali sredozemske obale
in otoke. Tako staroselci kakor priseljenci so
se bali bikove neukrotljive, trmoglave krep-
kosti, a so jo hkrati cenili in ob&udovali. Stra-
hospostovanje je odrazalo njihovo hotenje
po prezivetju, za katerega sta bila potrebna
Zivalska mo¢ in volja v vitalnem boju s silami
narave, njenimi rusSilnimi potresi, cunamiji in
poSastmi, v katere so verjeli. Ve¢ni neusmi-
lieni boj za Zivljenje, veéplastno podan v kret-
skem mitu, Se danes simbolizirajo bikoborbe.

Umetni izdelek, kravo, je Dedal posnel po na-
ravi in jo oblikoval tako vesce, da je z njo pre-
varal ne le ¢loveka, ampak celo Zival, naravo
samo. Njegova spretnost, tehne oziroma ars
kot umetelnost in umetnost, je torej sposob-
na popolne utvare, posnetka resni¢nosti, ki je
obenem varljiva past, podobna trojanskemu
konju. Dedala so njegovi naroCniki, ugledni
kralji grskih plemen, cenili in ga zaposlova-
li zaradi ves¢ine posnemanja, a so ga hkrati
zaradi rokodelske veS¢ine tudi prezirali, saj
je bila ta v antiki manj sposStovana in se z njo
zaradi napornega dela svobodni ljudje niso
smeli ukvarjati. Toda Dedal jih je vedno znova
ocCaral z metis, z moskim razumom in zensko
zvijaénostjo, s pomocjo katerih se je spopa-
dal z avtoritetami, kakrSne pooseblja Minos.
Preprican je bil, da lahko s tehnolo$kimi dog-
nanji doseZe prav vse, celo poleti proti nebu,
dostopnemu samo bogovom. Zato je
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najprej ozivil nepremiéne kipe, stati¢ne ¢lo-
veske figure. Odmaknil jim je roke od teles,
razkoracil noge in jim odprl oéi, s ¢emer jim
je podaril vid, tisti ¢ut, ki dokazuje Zivljenje,
nato jim je odprl usta, da spregovorijo. Kakor
razli¢ni demiurgi v vseh civilizacijah je mrtvi
materiji vdahnil duha, duso, jih animiral, tako
da njegovi kipi niso ve¢ kipi, ampak avtomati,
ki jih poganja nek notranji razum. O robotih in
umetni inteligenci je sanjaril Ze Aristotel, ki je
zelel, da bi vsako orodje lahko izvajalo uka-
ze, kakor, kot pravijo, so to pocela Dedalova
dela. Homer pa pise o Hefajstu, ki

v delu ima trinoznikov hkrati do dvajset,
stali da vsi bi ob zidu, v moéno zgrajeni
dvorani. Zlata kolesa je dal jim, zdolaj, vsak
sleherni nogi, v to, da sami po sebi dréali bi
v zbornico bozjo, potlej pa spet vracali do-
mov se - ¢udno na pogled!
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Ali pa ko si hromi bozji kova¢ naredi

dve dekli, spod rok vode¢ gospodarja, zlati,
na svetu podobni postavicam zivih deklicev:
v njih razum je celo, je glas in sila gibalna, k
temu od veénih bogov naudili sta del se ume-
tnih. Trudoma sopeta mojstru ob strani...’

Tudi Omerzujeve lutke so pogosto umescene
na vozicke, stole ali mize s kolesi, s ¢Cimer pri-
dobijo mobilnost. Stole, na katerih sedijo de-
kleta iz HiSe Marije Pomocnice je z dodanimi
kolesi spremenil v invalidske vozicke ter tako
nazorno omogoc¢il, da se tudi tisto dekle, ki
ji je bilo sicer gibanje zaradi krhkega telesa
onemogoceno, lahko premika. Podobno ka-
kor sta Hefajst in Dedal mehanizirala kipe in
jih ozivljala, je v sodobnem ¢asu nazorno opi-
sal teZznjo po vdihovanju Zivljenja mrtvi tvari
katalonski pisatelj v romanu Marina.

5 Homer, lliada,
prev. Anton Sovre
1950, str. 373 in
str. 417.

6 Carlos Ruiz Zafdn,
Marina, 1999, prev.
Veronika Rot 2014,

str. 126.

7 Prav tam, str. 99-100.

8 Ivan Cankar, Podobe

iz sanj, v Gospod stotnik,

1916.

Narava je kot otrok, ki se igra z nasimi Zivlje-
nji. Ko se navelica svojih polomljenih igrack,
jih zavrZe in zamenja za druge /.../ Nasa
dolznost je, da poberemo dele in jih na novo
sestavimo.®

Zafénov roman opisujejo kot delo, ki zazna-
muje prehod med svetom odraslih in mladine.
Podobno lahko razumemo Omerzujevo lutkov-
no govorico, ki se zal v slovenskem prostoru,
verjetno predvsem zaradi majhnosti, Se ni
uveljavila do mere, kot bi si to avtorjevo delo
zasluzilo. Tako so odrasli praviloma zadrzani
do lutkovnih predstav, ki niso namenjene ot-
rokom, ko pa si vsaj eno ogledajo, osupnejo.

Mehanizirane lutke, ali kot jih imenuje avtor
sam - avtomati, se same premikajo po in na
odru; pti¢i mahajo s krili, velika lesena glava
odpira in zapira o¢i, usta se odpro in skoznje
prileze jezik, lutke se same sklanjajo, bobnar
premika roke in udarja po bobnu ... Vsi ti stro-
ji, mehani¢ne naprave pomagajo ustvariti ilu-
zijo realnosti v lutkovno gledaliski predstavi.
Ceprav se zavedamo, da gledamo lutke in nji-
hove animatorje, naSe domisljije sprostijo vi-
zualne sprejemnike in zgodba zaZivi v povsem
vizualiziramo sami, podobno kot bi brali knji-
go. Zato velikokrat podobe lutk pridobijo Se
kaksno oblikovno dimenzijo, ki je sicer v real-
nem avtorjevem prikazu na odru nikoli ni bilo.

Véasih se najbolj stvarne stvari zgodijo zgolj

kar se nikoli ni zgodilo.”

Mehanizirana lutka - avtomat ima $e poseb-
no mo¢ prebujanja najbolj skritih koti¢kov
gledaléeve domisljije. Prav zato, ker je pov-
sem tehnizirana, ker za njeno odrsko oZivitev
ni potreben animator, ki je pravzaprav tisti,
ki predstavlja duSo lutke, gre za objekte brez
duSe, ki pa imajo sposobnost premikanja,
proizvajanja zvokov in opravljanja vseh funk-
cij, pri katerih so sicer potrebovale ¢loveka.
Zdaj delujejo same, brez duSe ... ali pac ...
znanost je danes razvita do te mere, da ima-
mo pogosto obcutek, da nas morda tako ime-
novana umetna inteligenca dosega oziroma
Ze prekasa. Ustvarjanje pametnih robotov,
ki osamljenim ljudem nadomestijo ¢lovesko
druzbo, isto¢asno pa opravijo Se kak$no do-
mace opravilo (posesajo in umijejo tla, do-
stavijo hrano na mizo in pospravijo... medtem
pa brez teZav s svojim lastnikom odigrajo Se
partijo $aha ali mu operirajo srce) so danes Ze

ustaljena praksa. V filmih pa nas Ze nekaj ¢asa
opozarjajo, da obstaja grozljiva moznost, da
visoko razviti pametni robot ali ¢lovekov na-
domestek lahko razvije tudi Custva in tako
pridobi lastno duso, kakor to prikazuje Spi-
elebergov A.l. Artificial Intelligence (2001).
Upajmo, da gre zgolj za fikcijo!

Z idejo posedovanja lutkine duse se poigrava
tudi Silvan Omerzu, ki v predstavah sodelo-
valno spaja aktivnost animatorja in strojnega
mehanizma. Tako enkrat lutka »ima duSo« in
drugi¢ spet »je nima«? VpraSanje ponuja toli-
ko odgovorov, kot je gledalcev predstave ali
tisti, ki si ustvari slikovito realno pripoved
ali se zadovolji z minimalisti¢no oblikovano
podobo, ki jo sprejemamo zgolj skicozno, na-
menoma bolj povrsno, le zato, da morebiti
obdutljivega odjemalca ne prizadene prevec.

V mnogih zgodbah, katerih likovnih, lutkovnih
in reZiserskih poustvaritev se Silvan Omerzu
loteva, je vprasanje odnosa do smrti. Ena
takih je interpretacija Crtice Ivana Cankarja
Gospod stotnik. Omerzu je ustvaril komple-
ksno instalacijo ali bolje celostno umetnino,
ki zahteva samostojen prostor in popolno an-
gaziranost vseh gledaléevih Eutov. Arhitektur-
na konstrukcija simbolizira voz, na njem so v
hierarhi¢nem redu razporejene lutke, po ste-
nah prostora pa se naokrog izrisujejo velike
sence sicer drobnih sen¢nih lutk. Ob vznozju
voza se najprej nahajajo mehanski bobnarji, v
prvem nadstropju jim sledijo v strogem redu
nanizane lutke, ki ponazarjajo mladenice,
izbrane rekrute, da se srecajo s stvarnikom,
na vrhu konstrukcije pa dominira elegantna
podoba gospoda stotnika. Ivan Cankar ga je
opisal z naslednjimi besedami:

PriSel je do kraja, poslednjikrat je vzdignil
palico, nato se je okrenil. Takrat sem videl
njegov obraz in srce mi je utihnilo. Ta obraz
je bil brez koze in mesa, namesto o¢i je bilo
izkopanih v lobanjo dvoje globokih jam, dol-
gi, ostri zobje so se rezali nad golo, silno ce-
ljustjo. Stotniku je bilo ime Smrt.?

Srhljivi opis stotnika je Omerzu preusmeril
v celostno dozZivljanje instalacije. Dosegel je
enako pretresljive obCutke stiske, kot jo za-
¢utimo ob usodi mladenicev. Paradoksalno
pa je Omerzujev gospod stotnik predstavljen
izredno elegantno, primerljiv s konjeniskimi
spomeniki vojaskih zmagovalcev, ki veli¢a-
stno obvladujejo trge v mestih. Tesnobo mla
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deniéev zacutimo tudi zato, ker so umesceni
v sredo voza, kot bi bili vanj zaprti, kot da so
njihova telesa Ze trupla, naloZzena na mrliski
voz. Glavni poudarek celoti dajeta dve kom-
ponenti: zvok, ki ga proizvajajo lutke bobnar-
jev in sence, ki riSejo okostnjaske silhuete.
Zvok bobnov narekuje ritem Stetja padlih v
boju, sliSni mehanizem, ki roke bobnarjev
dviguje in spus€a, pa asociira na cviljenje
in Skripanje koles bojnih lafet, ki jih vojaki z
balet senénih podob, ki kot obe$enci nemo
lebdijo na stenah dopolni glasovno kuliso
in celostno zakljuci instalacijo. Omerzu je v
Gospodu stotniku v Zelji motivirati oziroma
vkljuditi gledalca kot aktivnega soustvarjalca
v umetnisko delo, naredil e en korak naprej.
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Obiskovalci galerijskega prostora smo ume-
$ceni v jedro instalacije: v sredini se nahaja
voz z vsemi osrednjimi akterji rtice, gledalci
se lahko prosto gibamo okoli voza in lutke ob-
¢udujem z vseh strani, na stenah okoli nas pa
se dogaja senéni mrtvaski ples. V sredo smo
ujeti, podobno kot so ujeti mladeniéi na vozu,
smo del ponavljajoCe se igre od zacetka ¢&a-
sov, ze ko je Saturn zacel Zreti svoje otroke.

Vsebinska razlaga instalacije Gospod stotnik
spomni na Guernico, morda najbolj slavno
podobo, ki jo je leta 1937 naslikal Pablo Pi-
casso in z njo zelel opozoriti na grozote vojne,
tiste najstrasnejSe, bratomorne. Slika velikih
dimenzij, s poenostavljeno na kubizmu teme-
lieco risbo, ki prikazuje eksplozije bombne-

9 Ruiz Zafén, 1999,

str. 36-37.

ga zraénega napada, jok in boleéino matere
z mrtvim otrokom, tuljenje ranjenih konj in
bikov, odtrgane in razmetane ¢loveske ude
... popolni kaos. Enake obc&utke vzbuja tudi
Omerzujeva instalacija: zvoki, ki jih proizva-
jajo njegovi avtomati, so komaj slisni in kljub
temu »preglasni«. Ceprav niso posnemovalni,
ne posnemajo neposredno krika, joka, stre-
lianja, jeCanja, ampak so mehanski, kovinski
in leseni, v njih sli§imo vso bole¢ino vojne
in osebnih dram. Zvo¢na oprema se opti-
malno organsko staplja z vizualnim dogaja-
njem. Omerzujeve figure imajo vedno lasten
znadilni, dogajanje dopolnjujodi glas, ki ni le
dodatek, ampak jim podarja materialno iden-
titeto: les, ki poci, ko pade na tla Talos, ki ga
je v.smrt pahnil njegov stric Dedal, hreS¢anje
mletja zob in kosti v predstavi Krabath ali $k-
lepetanje mehanizmov pri Gospodu stotniku,
kakrsno se razodeva Janezu v kamniti votlini
na Patmosu.

Kobilice so bile na pogled podobne konjem,
pripravljenim za boj. Na glavah so nosile ne-
kaksne zlate vence, njihovi obrazi pa so bili
kakor Cloveski obrazi. Lase so imele kakor
Zenske, njihovi zobje pa so bili kakor levji.
Imele so nekaksne Zelezne oklepe, hrum nji-
hovih perutnic pa je bil kakor ropot bojnih
voz z mnogimi konji, ki drvijo v boj. Imele
so repe, kakor jih imajo Skorpijoni, in Zela.
V repih so imele moé, da pet mesecev Sko-
dujejo ljudem. Za kralja nad sabo so imele
angela brezna. (Raz 9,7-10)

Instalacija spominja na Picassovo sliko tudi
zato, ker sta se oba avtorja odpovedala barvi,
s ¢imer sta v omenjenih delih Zelela opozoriti
na odsotnost Zivljenja. Se bolj kot pri obliko-
vanju lutk je Omerzu zvest omejeni barvni le-
stvici v svojih slikah in risbah. Likovni izraz je
namenoma zreduciran na dve nebarvi - ¢rno
in belo, Ceprav si pri beli dovoli ve¢ izrazne
svobode v rahlem niansiranju od hladne do
tople bele, ki v€asih postane Ze skoraj ru-
menkasta ali bez. Prav to subtilno niansiranje
naredi sliko toplejSo, mehkej$o in spomni na
barvo lesa, lesenih lutk, ki iz narisanih podob
izhajajo in se vanje ponovno razblinjajo. Risba
je morda za odtenek boj asketska in name-
noma minimalisti€no izrazna kot slika. Avtor
pravi, da je v tako stilizirani risbi naSel svoj

izraz - otro$ko preprosto in zato zgovorno po-
dobo. Likovno skopa risba se zelo malo raz-
likuje od sencne slike ali senéne lutke, ki je
avtorju tako ljuba.

ZacCetek in konec velike razstave, ki jo je
Omerzu z najrazli¢nejSimi izraznimi sredstvi
zreziral kot predstavo, oznacuje prav sencna
podoba. V prvi sobi nam narasS¢ajo¢a senca
Se ohranja in vzbuja drobno upanje, da pa
morda ... enkrat ... le ujamemo tisti voz in
lepSo prihodnost, zase in za Francko. V zad-
nji sobi pa z vso tezo tre$¢imo ob tla, ob za-
klju¢ku se razblinijo vse iluzije. Mrtvaski voz
z gospodom stotnikom na ¢elu nam odvzame
vsako, $e tako drobno iluzijo o sreci.

Torej pravijo, da ima smrt sle, ki hodijo na-
okoli po ulicah in iS¢ejo nevedneze in puh-
loglavce, ki ne razmisljajo o njej. /... / Ko se
kak tak nesrec¢nik srec¢a s slom smrti /.../ ga
ta odpelje v skrito past. K vratom v pekel.
Sli si zakrijejo obraz, da se ne bi videlo, da
nimajo oci, temvec le dvoje ¢rnih lukenj, v
katerih mrgolijo ¢rvi. Ko ni ve¢ moznosti za
pobeg, si sel razkrije obraz in Zrtev spozna
grozoto, ki jo ¢aka ...°
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Natas$a SMOLIC

Exhibition as

a Performance

At the entrance to his large exhibition of pup-
pets, automatons, paintings and drawings in
Kostanjevica na Krki, Silvan Omerzu positioned
a small puppet of Ivan Cankar. This puppet is
one of the exhibited pieces that were creat-
ed for the 2018 exhibition in Cankarjev dom,
which marked the centenary of the writer's
death, who is considered to be one of the top
experts and critics of Slovene society and the
Slovene soul. The small puppet is sitting on
a small stool next to a table; all three pieces
are made from bright, raw wood, without any
added paint. The simplicity of the elements is
revealing in itself and even though the writer
is not surrounded by any special attributes,
his mighty moustache functions as a recognis-
able signature, as it has been imprinted into
the memory of every Slovene pupil.

It is interesting that the artist decided to po-
sition the writer at the beginning of the ex-
hibition. Especially as he chose Ivan Cankar,
a writer known for describing the characters
and events in his prose in a picturesque, ex-
pressive and critical manner. Some of his de-
scriptions are so illustrative, that sensitive
readers prefer to skip them. Sensitive readers
might wish to leave out a sentence or two and
compile the story in their imagination in such
a way so as to not change the contents, but
make them slightly less realistic. In his ear-
ly years Omerzu also created figurines with
deformed faces, the expressivity of which he
further emphasised by bright red lips and ra-
ven black eyes, both of which functioned as
grotesque contrasts on the shiny white face
of the puppet. Both artists, the writer as well
as the puppet maker, are extremely illustra-
tive and direct narrators. Readers and visitors
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often find such narration to be emotionally
burdening, which often results in the story
losing its original meaning and the intent of
the artist. No matter how true its message
is, the story remains attractive only in cari-
cature depictions and humorous narrations.
The cruelty of real life reaches the point at
which we simply decide not to accept the sto-
ry, even more, we decide the story does not
exist, never did and never will.

Numerous events marked the centenary of
Cankar's death; the writer's words were re-
vived and many tried to draw attention to
the - often scary - contemporariness of his
insightful thoughts, which most of the time
remain hidden within the books that are
stashed on shelves. Omerzu' puppet plays try
to preserve the original thoughts of Cankar
and other writers. His visual language comes
to life on stage as well as later on, when the
puppets are placed to rest in depots or are
exhibited on shelves as works of art. How-
ever, it seems that - similar to the readers
in the time of the writer - people looking at
the puppets 'wander around in darkness, the
doors towards the light are locked for them
forever..." /Python/ Publicum has not awok-
en, even after a hundred years and Cankar
wrote: '... those small eyes looked right at
me, drowsily, but peacefully and straight..."."
It is likely that this is why the starting point
of the journey through the dramaturgical arch
of the exhibition is shown as the thread that
keeps it all together: the small figurine of the
writer in front of an empty table, with no pa-
per in front of him and without a pen in his
hand. The writer is contemplating things that
nobody wants to hear, he is describing events

1 Ivan Cankar,
Publikum, 1907.

2 lvan Cankar, Hisa Marije

Pomocnice, 1904.

NAPRAVITE MI ZANJ KRSTO, Gledalice Konj, KUD France PreSeren,

Ljubljana, 1993. Foto: Jaka Varmuz

MAKE ME A COFFIN FOR HIM, Konj Theatre, KUD France PreSeren,
Ljubljana, 1993. Photo: Jaka Varmuz

that should never have happened, charac-
ters that should have never existed. These
are dark events and shady characters. When
the writer became aware of them, his ears
twitched, and he showed his tongue flouting-
ly: 'The person's shadow is always darker than
the person himself!”

The original, especially facial expressiveness
of Omerzu's puppets started gradually disap-
pearing, until it was completely substituted
by silence and lack of emotional expression,
which revealed the artist's creative develop-
ment. As a rule, minimalizing the means of
expression is a sign of maturing, which de-
mands a deeper emotional and rational expe-
rience from the viewer. This reminds us of the
ambiguity found in classic ancient sculptures,
in which the narrative emphasis lay on the
perfect depiction of the athletic body, while
the face reflected tranquillity, lack of engage-
ment, even when the body showed physical

strain. Ideal characters are ideal only in the
presentation of their muscles and their flaw-
less anatomy, while their identity remains un-
known, as if it was not important at the time.
Omerzu also likes to omit details that would
express the character and experience, for he
stylises the images and discolours them until
they are impersonal, uniform. The figurines
preserve the colour of the material and the
notion of being alive is created merely by the
shadows that are toying on the surface of
their bodies. Such stylisation is reminiscent
of the grisaille technique, with which painters
tried to compete visually with sculptors, es-
pecially towards the end of the Middle Ages.
By imitating the colours of the stone, they
achieved an incredibly three-dimensional ef-
fect in their paintings. The images of saints
became seemingly more tangible, which in
turn, made them more alive in the spiritual
perceptions of the believers. In a symbolic
sense the grisaille drew attention
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TEK ZA VOZOM (po Ivanu Cankarju), Pregledna razstava,
Galerija Bozidar Jakac, Kostanjevica na Krki, 2020. Foto: Ziga Koritnik

RUN AFTER A CART (after Ivan Cankar), A Retrospective,
Bozidar Jakac Art Museum, Kostanjevica na Krki, 2020. Photo: 2iga Koritnik

to the importance of contemplation and the
awareness that the image on the altar paint-
ing is merely a warning, an encouragement
to focus on the godly in their thoughts and
prayers and not on the material. The grisaille
technique is similarly contradictory to our ex-
perience as Omerzu's stylised puppets are: it
is because the colours and facial expression
have been taken away that they are more tell-
ing to the viewer.

With the disappearance of emotions, the in-
dividuality and its ideals are lost, and with
the loss of privacy the entire body and life
start losing meaning. In his novel Never Let
Me Go (2005) Kazuo Ishiguro drew attention
to the insignificance of the ideal human life
or the body itself. If the sculptor's silence
in the depictions of the Greek athletes se-
lectively and authoritatively emphasised
the physical beauty and strength as the ide-
al of the period, which was also celebrated
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in ancient Rome with what has by now be-
came the cliched saying a healthy mind in a
healthy body, Ishiguro's characters also had
to preserve their physical health, but mere-
ly so that they could perform the task for
which they were conceived or created: they
were human clones, who existed merely so
that their organs could be harvested for re-
placement parts for normal people. The si-
lent devotion to the mission that they were
assigned to at their creation, is inconceiva-
ble and inadmissible to a sensitive reader. On
the other hand, the author's emotional (lack
of) engagement is often aided by the hypo-
critical principle: what is invisible to the eye,
does not exist. This is why clones spend their
childhoods on remote, lonely estates, out of
view of those to whom they will, at a certain
period in their lives, unconditionally hand
over their organs. These young clones live as
doppelgdngers and the only thing that makes
them different from other people is that they

IVAN CANKAR, Pregledna razstava, Galerija Bozidar Jakac,
Kostanjevica na Krki, 2020. Foto: Ziga Koritnik

IVAN CANKAR, A Retrospective, Bozidar Jakac Art Museum,
Kostanjevica na Krki, 2020. Photo: Ziga Koritnik
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HISA MARIJE POMOCNICE, Slovensko mladinsko gledalid¢e, Gledalidce Konj,

Ljubljana, 2008. Foto: Ziga Koritnik

THE WARD OF OUR LADY OF MERCY, Mladinsko Theatre, Konj Theatre,
Ljubljana, 2008. Photo: Ziga Koritnik

are infertile. They exist and do not exist at
the same time, they are shadows, which en-
sure the existence of those that created them
and that will need at least a part of them at
some point in the future.

Silvan Omerzu often creates puppets, theatre
set design and directs performances that re-
volve around suffering and death. It is easier
to share or accept a cruel story if its depiction
is not overly visually realistic, thus shadow
puppets often prove to be an appropriate form
to use. Maybe this is why he - in his exhibition
in Kostanjevica na Krki - decided to start with
a small shadow of a cart, with figurines sitting
in it, and Francka running behind. The group
is moving, the shadows are slowly growing
and as they become larger and larger, the
terror and distress described in the parable
of the girl's hardship also rise. The display is
simultaneously scary and grotesque, which
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is what makes it funny, which in turn slight-
ly eases the anxiety. We also become aware
that the anguished mind of the greatest Slo-
vene writer had a sense of humour (similar
to Silvan Omerzu). The ever larger shadows
of the cart and the poor Francka make us
feel an intensification in dark thoughts and
the cruel, yet realistic story told by Cankar,
with which he unsuccessfully tried to rise a
mirror for the Slovenes to see themselves in.
The shadow image is also reminiscent of the
speech bubble in comic-books, in which we
see or read the thoughts of the main hero, in
our case Cankar.

Francka's persistency is clearly a metaphor
for the writer's persistence. If this was a Hol-
lywood film, we would feel sorry for both of
them and give them another (and another...)
chance to find happiness. In the final scene of
the film Defending Your Life (1991) we have to

smile and recollect Cankar’s Francka, as we
hope and believe in the success of the main
protagonist Daniel, who we see running after
a trolleybus. Following his death in a traffic
accident, he arrived at Judgement City, which
is in reality purgatory. After spending nine
days defending his cowardly decisions that
he reached throughout his life to a panel of
judges, he was sentenced to another life on
earth, while his brave friend Julia was sent
to the next level of experience. After the two
heroes have boarded their respective trolley-
buses, departing for different destinations,
an overwhelming desire arose in Daniel who
decided he didn’t want to live without Julia,
thus he jumped off the bus, and immediately
received an electric shock. Ignoring the pain,
he ran between the fast buses and tried to
open the door of the one with his friend, only
to be electrocuted again. The judges saw that
he had finally overcome his fear and allowed
him to set on a journey full of new adventures.
Francka also experienced a reprieve when
she fell with bloody legs; it was only at this

moment that the pilgrims showed pity on her
and lifted her onto the cart, thus helping her
fulfil her wish to visit the church. As we know,
the story continues to depict a miserable life.

Most scenes in Judgement City emphasise
the importance of rest. The characters often
sit and talk about their past lives or enjoy
the privileges that the transitory town of-
fers - especially the good food. Omerzu also
provides the idea of calm, for he placed the
puppet of lvan Cankar at a table, without any
writing implements, as if the writer is merely
contemplating. In the next space he laid out
a group of large puppets sitting at a table,
with smaller tables laid out in the centre of
the large table. The metaphor of the large
and small tables offers an explanation to the
contemplation on life, as the large puppets
could be gods/judges, who observe the small
earthly tables from their heavenly haugh-
tiness and allow the people to believe that
they are in control of their lives with their

PREPOVEDANE LJUBEZNI, Lutkovno gledalisée Ljubljana, Gledali¢e Konj,
Ljubljana, 2009. Foto: Ziga Koritnik

FORBIDDEN LOVES, Ljubljana Puppet Theatre, Konj Theatre,
Ljubljana, 2009. Photo: Ziga Koritnik
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AVTOMATI, Pregledna razstava, Galerija BoZidar Jakac, Kostanjevica na Krki, 2020. Foto: Ziga Koritnik
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decisions and actions. It is possible that
the tale is a metaphor for the purgatory or
a waiting room from which we are, once we
die, sent to a different dimension of being,
back to life on earth or into a void?
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The main importance of the table lies in the
idea of a shared communal meal. In the be-
ginning people ate squatting down or sitting
on the ground. Food, a necessity for surviv-
al, was hard to hunt, produce or find, which

3 Ovid,
Metamorphosis,
pp. 170-240.

is why people believed they were helped out
by a higher force. Grateful for the received
help, they started offering gifts to the gods
in the form of ritual sacrifice. Respect and
fear forced them to lift the offerings from the
ground, the filthy and non-respected matter,
which covers the chthonic uncertainty of the
terrifying underworld. They placed them on
various shaped tables or sacrificial altars and
thus symbolically lifted them closer to the
heavens. People offered food to gods as a gift,
an indulgence or a compulsory share, so that
we could, with their permission, also enjoy
the food. Even today people have the habit,
also in the Christian tradition, of thanking god
for the daily bread before they start eating.

Food provides the feeling of comfort, but it
can also be misleading and decisively change
the life of the one eating as well as the one
offering the food, as was the case with the
mythological Arcadian king Lycaon. Accord-
ing to one of the explanations of the story
he wanted to ridicule or test whether Zeus/
Jupiter was truly an omniscient god by offer-
ing him human flesh to eat. The supreme god
opted for a cruel revenge and sent the great
flood upon all people on earth.

WHEN the Father of the Gods, the son of
Saturn, beheld this from his loftiest height,
he groaned aloud /.../ he conceives in his
mind vast wrath, and such as is worthy of
Jove: /... / Now must the race of mortals be
cut off by me, wherever Nereus roars on all
sides of the earth /.../ And do you, ye Gods
of Heaven, believe that they will be in prop-
er safety, when Lycaon remarkable for his
cruelty, has formed a plot against even me,
who own and hold sway over the thunder
and yourselves?” /.../ The report of the iniq-
uity of the age had reached my ears; wishing
to find this not to be the truth, I descend-
ed from the top of Olympus, and, a God in a
human shape, | surveyed the earth. 'Twere
an endless task to enumerate how great an
amount of guilt was everywhere discovered;
the report itself was below the truth. /.../

After this, | entered the realms and the in-
hospitable abode of the Arcadian tyrant,
just as the late twilight was bringing on the
night. I gave a signal that a God had come,
and the people commenced to pay their
adorations. In the first place, Lycaon derid-
ed their pious supplications. Afterwards,
he said, | will make trial, by a plain proof,

whether this is a God, or whether he is a
mortal; nor shall the truth remain a matter
of doubt. He then makes preparations to
destroy me, when sunk in sleep, by an unex-
pected death; this mode of testing the truth
pleases him. And not content with that,
with the sword he cuts the throat of an hos-
tage that had been sent from the nation of
the Molossians, and then softens part of the
quivering limbs, in boiling water, and part
he roasts with fire placed beneath. Soon as
he had placed these on the table, I, with
avenging flames, overthrew the house upon
the household Gods, worthy of their mas-
ter. Alarmed, he himself takes to flight, and
having reached the solitude of the country,
he howls aloud, and in vain attempts to
speak; his mouth gathers rage from himself,
and through its usual desire for slaughter, it
is directed against the sheep, and even still
delights in blood. His garments are changed
into hair, his arms into legs; he becomes a
wolf, and he still retains vestiges of his an-
cient form. His hoariness is still the same,
the same violence appears in his features;
his eyes are bright as before; he is still the
same image of ferocity.?

According to Ovid’s story king Lycaon pre-
served his human features even in his new
animal appearance as a wolf, and it was
these that revealed his bloodthirsty inclina-
tions. Similarly, the antiquity thinker Aristotle
mentioned that the Assyrian library in Ninev-
eh kept records which stated that facial fea-
tures, which are reminiscent of the features
of certain animals, not only reveal the per-
son’s character but also predict his future.

In the novel HiSa Marije Pomocnice (The Ward
of Our Lady of Mercy) the girls were brought
or - in the case of the very sick - carried into
the infirmary, where they were all joined in
their shared destiny, by their parents. All of
them were abused within their own families
and awaited their death in a scary building,
where they found their final refuge. Cankar
described the violence they had to endure
naturalistically, and he was condemned for
this. But even one hundred years later, the
stories are still current and painful, which
could be the reason why Silvan Omerzu trans-
formed the annoying monsters from night-
mares into anthropomorphic bodies with ani-
mal heads and thus gave them a mythological
dimension. Some of the stories are so shock-
ing that it is easier for us to accept them if
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they are presented in an alienated otherness,
as if they belong to an alien, i.e. strange, his-
torically and spiritually unrealistic world.

A wolf, a fox, a boar, a bull and a goat, animal
apparitions, which in myths, fables and besti-
aries usually depict negative characteristics,
dangerous to people, sit removed from the
table with the girls in the gallery space, but
their presence reminds us of the unpleasant
truth of the painful young lives. They could
be compared to Egyptian gods, who ruled the
lives of the living as well as of the dead. Egyp-
tians were extremely preoccupied by death
and in awe of their gods. Everything they did
during their earthly lives was aimed towards
eternity, which they would experience after
death. Their afterlife depended on their so-
cial position in the earthly life. Gods sculpted
in a sitting position always expressed abso-
lute power, the statues were static, symmet-
ric, intended strictly for a frontal view, their
legs parallel and arms close to their bodies.
In most cases their bodies were human, while
their heads were often that of an animal, as
according to Egyptian beliefs, gods had cer-
tain animal characteristics such as physical
power, the capability of flying or living under-
water, the capability of seeing in the darkness
of the night or in the underworld and similar.

In the performance, actors wore masks in the
form of animal heads and appeared as night-
mares that persistently troubled the sleeping
girls. In the gallery space, Omerzu placed
these masks onto wooden puppets that he
dressed into costumes, with which he pre-
served the memory of the living body. The
negative strength of the animal figurine, which
represents abuse, is expressive as a result of
its majestic posture, which is reminiscent of
the previously mentioned depictions of Egyp-
tian gods, and is a result of the used wood and
their elegant costumes. As a counterbalance,
the fragility of the girls is shown through the
hollowed torsos created from polyester. In the
performance the hands of the puppeteers can
be seen and they represent the pain that is
eating through the young bodies, while in the
gallery space, the transparent material makes
them ethereal; they are almost a fantasy,
which will disappear any moment. The pup-

pets of the girls are sitting at the table, where
they are eating their everyday soup; this is
where they share oranges, biscuits, cakes,
apples, sweets...goods that their parents and
the countess have brought. This is also where
they are handed out the figurines of saints, so
that they will not forget to mention their ben-
efactors in their prayers. Omerzu covered the
table with a cold, metal surface, thus chang-
ing its appearance. It is no longer an object of
pleasant socialisation during a meal, for it has
been changed into a space for dismembering,
i.e. a mortuary table.

The table with the girls is placed in the cen-
tre, between the animal puppets and the cru-
cifix. The latter is also made from polyester
and has been reduced merely to the saviour’s
torso. The use of the same material symboli-
cally reflects the equating of Jesus with mere
mortals. His suffering was that of a human,
as he received a human side from his moth-
er, Mary Our Lady of Mercy, the patron and
comforter of people, and thus he represents
comfort for the girls. Omerzu’s arrangement
shows pagan characters on one side and the
catholic icon on the other, presented as if
they are prepared for a battle between the
needs of the body and the spirit, or between
the earthly and the divine. Due to its contents
Ivan Cankar’s novel obtained mythological
dimensions, however, the puppets gave them
additional visual enrichment.

Throughout history, and especially nowadays,
people have transformed many a mythologi-
cal story and folk tale, usually by omitting the
theme of death, and softening the motif of
suffering. In his performance Silvan Omerzu
addressed these themes without omitting or
beautifying the contents, instead he sharp-
ened them visually. He chose a few selected
stories from Greek mythology and presented
them in the performance Forbidden Loves.
Following the example of the Egyptians, the
Greeks also included a selection of char-
acters into their pantheon, amongst which
the supreme god Zeus stood out. He often
adopted various animal or even non-material
forms, especially when he wished to win over
a beautiful earthly woman or a handsome
man. However, he was not the only one to use

GOSPOD STOTNIK, Pregledna razstava, Galerija Bozidar Jakac,

Kostanjevica na Krki, 2020. Foto: Ziga Koritnik

SIR, CAPTAIN, A Retrospective, Bozidar Jakac Art Museum,

Kostanjevica na Krki, 2020. Photo: Ziga Koritnik
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transformations. In the story of the Minotaur,
Poseidon offered a gift of a large white bull
as a symbol of recognising Minos as the king
of Crete, however, the bull was so beautiful
that Minos did not wish to sacrifice it in Posei-
don’s honour. Poseidon thus decided to gain
revenge by making Pasiphae, Minos’s wife,
fall desperately in love with the bull. Daeda-
lus helped his friend Pasiphae with the bull by
making a wooden frame of a cow’s body, over
which he stretched white leather, and placed
little wheels on its feet. He pushed the artifi-
cial cow to the pasture and helped Pasiphae
climb inside. The bull did not notice the dif-
ference and mounted the wooden cow. The
relationship between the bull and Pasiphae
resulted in the birth of the ghastly Minotaur,
born with a human body and a bull’s head.
The monster was a maneater which made it
even more petrifying, and until it was slaugh-
tered by the fearless Theseus, it demanded
its due of seven young boys and seven young
girls every nine years.

In mythologies the bull was always a sym-
bol of control, physical strength, sometimes
also physical beauty. Omerzu’s puppet shows
both, the beautiful bull with which Pasiphae
fell in love and the terrible Minotaur or bet-
ter his mighty head, a clear reflection of his
cruel character. Similar to the example of the
bloodthirsty king Lycaon, who was changed
into a wolf, the relation towards the hybrid
monster reflected the character of the peo-
ple, mainly the various inhabitants who used
to live on the Mediterranean coast and its
islands. The original settlers as well as the
new arrivals were scared of the bull’s untam-
eable, stubborn strength, which they also
admired and respected. Their awe reflected
their desire to survive, for which they need-
ed animal strength and the will in the vital
struggle with the forces of nature, its devas-
tating earthquakes, tsunamis and monsters
which they believed existed. The constant
relentless struggle for life, passed on in the
Cretan myth on multiple levels, is even today
symbolised in bull fights.

Daedalus copied the artificial cow from nature
and designed it so skilfully that he not only
managed to fool people with it, but also an an-
imal, nature itself. His skill, tehne or ars, was
thus capable of a complete illusion, a repro-
duction of reality, which was also a deceiving
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trap, similar to the Trojan horse. Daedalus’ cli-
ents, respected kings of Greek tribes, valued
Daedalus and hired him because of his skill
to imitate, however, they also despised him
for his handicraft skills, for any form of man-
ual labour was not respected in antiquity and
free citizens were not supposed to work hard.
However, Daedalus always enchanted them
with his metis, the male intellect, and female
cunningness, which he used in his confron-
tation with the authorities such as Minos. He
was convinced he could achieve anything with
technological discoveries, even fly into the sky,
which was reserved for the gods. First of all,
he decided to bring statues, static figurines,
to life. He moved their hands away from their
bodies, placed their legs apart and opened
their eyes, with which he gave them the pow-
er of vision, the sense that verifies life. Then
he opened their mouths so that they could
talk. Similar to various demiurges that can be
found in all civilisations, he breathed the spir-
it, the soul, into dead matter, thus animating
it, changing his statues into automatons pro-
pelled by an inner intellect. Already Aristotle
dreamed of robots and artificial intelligence,
for he wanted each tool to have the capability
of obeying orders, in the same way as, at least
that is what they say, the works of Daedalus
did. Homer wrote of Hephaestus, who

Full twenty tripods for his hall he framed,
That placed on living wheels of massy gold,
(Wondrous to tell,) instinct with spirit roll'd
From place to place, around the bless'd
abodes

Self-moved, obedient to the beck of gods:

Or when the paralysed blacksmith to the gods
made

The monarch's steps two female forms up-
hold,

That moved and breathed in animated gold;
To whom was voice, and sense, and science
given

Of works divine (such wonders are in heav-
en!)

On these supported, with unequal gait,

He reach'd the throne where pensive Thetis
sate...*

Omerzu’s puppets are also often placed on
carts, chairs or tables with wheels, which give
them mobility. By adding wheels, he changed

4 Homer, lliad, translated by
Alexander Pope, 1899, p. 373
and p. 417.

5 Carlos Ruiz Zafén, Marina,
1999, p. 126..

6 Ibid., pp. 99-100

the chairs used by the girls in The Ward of Our
Lady of Mercy into wheelchairs, thus mak-
ing it possible even for the immobile fragile
bodied girl to move. Similar to Hephaestus
and Daedalus who mechanised statues and
brought them to life, the contemporary Cata-
lan writer described the tendency to breathe
in life to dead matter.

Nature is like a careless child playing with
our lives. When it tires of its broken toys, it
abandons them and replaces them with oth-
ers /.../ It's our responsibility to pick up the
pieces and rebuild them.*

Zafén’s novel is described as a work that marks
the transition between the world of youth and
the world of adults. Omerzu’s puppet language
can be understood in a similar way, however,
unfortunately it has not established itself to
the extent the work deserves, most likely due
to the smallness of Slovenia. As a rule, adults
are reserved as regards puppet performanc-
es that are not intended for children, but are
amazed as soon as they see one.

The mechanised puppets, or as their author
calls them automates, move around the stage
on their own accord; birds flap their wings,
the large wooden head opens and closes its
eyes and mouth, a tongue slips in and out
of the mouth, the puppets bend over, the
drummer moves his arms up and down, hit-
ting the drum... All these machines, these
mechanical apparatuses help create the illu-
sion of reality in a puppet play. Even though
we are aware that we are looking at puppets
and puppeteers, our imaginations release
the visual receptors and the story comes to
life in a completely unique world of imagina-
tion. We visualise the events, similar as we do
when we read a book. This is why the images
of puppets often gain an additional design
dimension, something that would never have
happened in a realistic performance.

Sometimes, the things that are the most
real only happen in one's imagination. /.../
We only remember what never really hap-
pened.®

The mechanised puppet - automate - has the
special power of awakening the most hidden
corners of the viewer’s imagination. Because
itis completely automated and does not need

a puppeteer - who usually represents the soul
of the puppet (as these are soulless objects
capable of movement, producing sounds and
performing all functions for which they would
usually need a person) - for it to come alive
on stage. Now they can function on their own,
without a soul... or... science has become
evolved to the stage where we often have a
feeling that the so-called artificial intelli-
gence has already caught up or might have
already even overtaken us. Creating smart
robots that can function as substitutes for
human company, while performing various
domestic tasks (vacuuming and polishing the
floor, setting and clearing the table... or play-
ing a game of chess, or even performing heart
surgery on their owner) have today became a
settled practice. For quite a while films have
been warning us about the terrible possibility
that the highly developed smart robot or hu-
man substitute could develop emotions and
thus obtain a soul, as shown in Spielberg’s
A.l. Artificial Intelligence (2001). Let’s hope
this is merely fiction!

Silvan Omerzu toys with the idea of pos-
sessing the puppet’s soul, for in his perfor-
mances he manages to establish cooperation
between the puppeteer and the automated
mechanism. Thus, the puppet ‘has a soul’ at
certain times, ‘and lacks one’ at others? The
question offers as many answers as there
are visitors to the performance or exhibition.
Once again, it is our world of imagination that
creates a picturesque realistic narrative or
remains satisfied with the minimalist image,
which we carelessly accept as a sketch, so
that it does not prove to hurtful to the sen-
sitive viewer.

Numerous stories that Silvan Omerzu depict-
ed in his visual, puppet and theatre recre-
ations, deal with the issue of death. One of
such stories is the interpretation of lvan Can-
kar’s novella Sir, Captain. Omerzu created a
complex installation or one could say even a
rounded work of art, which demands an inde-
pendent space and total engagement of the
viewer’s senses. The architecture symbolises
the cart, on which the puppets are organised
hierarchically, while the walls of the space
capture the large shadows of the otherwise
tiny shadow puppets. Alongside the cart are
mechanical drummers, while the puppets on
the first floor, young men, chosen recruits,
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KRABAT, Lutkovno gledalisce Ljubljana, 2014. Foto: Gregor Gobec
KRABAT, Ljubljana Puppet Theatre, 2014. Photo: Gregor Gobec
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who will meet their maker, are neatly lined
up. The top of the construction is dominated
by the elegant image of the Captain. lvan Can-
kar described him with the following words:

He reached the end, lifted his stick for the
last time, and turned around. When | saw
his face, my heart stood still. The skinless
and fleshless face had no eyes, merely two
holes dug deep into the skull, and long,
sharp teeth smiling above the naked, robust
jaw. The name of the captain was Death.”

Omerzu transformed the grotesque descrip-
tion of the Captain into the experience of the
installation as a whole. He achieved a similar-
ly shocking feeling of anguish as we felt at the
faith of the young men. Paradoxically, Omer-
zu’s Captain is presented as extremely ele-
gant, almost comparable to the monuments
of military victors on horses that majestically
dominate town squares. The anxiety of the
young men can be felt also because of their
positioning in the centre of the cart, as if they
were trapped within it, as if their bodies were
already corpses, stacked on a hearse. The in-
stallation is emphasised by two components:
the sound that is produced by the drummer
puppets and the shadows that outline the sil-
houettes of the skeletons. The sound of the
drums is dictated by the rhythm of the killed
in battle, the mechanism that raises and
drops the hands of the drummers brings to
mind the squealing and creaking sounds of
the wheels of battle carriages that soldiers
move around the battlefields with great ef-
fort. The death-like ballet of the shadows,
which silently float on the walls as hanging
men, adds to the sound scenery and rounds
up the installation. Omerzu took a step fur-
ther in his desire to motivate and include the
viewer to become a co-creator of Sir, Cap-
tain. Visitors of the gallery space find them-
selves at the very core of the installation: in
the centre lies the cart with all the novella’s
main characters, and the visitors can move
freely around the cart and admire the pup-
pets from all sides, while the shadowy dance
macabre is projected onto the surrounding
walls. We are caught in the middle, similar to
the young men caught on the cart, we are a
part of a game that has been repeated ever
since the beginning of times, since Saturn
started eating his children.
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The installation Sir, Captain brings to mind
Guernica, possibly the most famous painting
painted by Pablo Picasso in 1937, with which
he wished to draw attention to the terrors of
war, especially the ghastliest terror of them
all, the terror of brother killing brother. The
large painting, with a simplified drawing
based on cubism, depicts explosions caused
by an aerial bomb attack, the crying and the
pain of the mother with a dead child, the
howling of the wounded horses and bulls,
the torn off limbs that had been thrown
around... total chaos. The same emotions
are brought up by Omerzu’s installation: the
sounds produced by his automates are bare-
ly audible and yet they are ‘too loud’. Even
though they do not directly imitate scream-
ing, crying, shooting or groaning noises, they
are mechanical, metal and wooden nois-
es that reflect the pain of war and person-
al dramas in their entirety. The soundscape
merges with the visual events optimally and
organically. Omerzu’s puppets always have
a unique voice that adds something to the
events, they are not merely simple additions,
but function as a new material identity: wood
snaps when Talos, who is thrown to his death
by his uncle Daedalus, falls to the ground,
the grinding teeth and bones crackle in the
performance Krabath, while the mechanisms
in Sir, Captain chatter, as revealed to John in
the cave on Patmos:

The locusts looked like horses prepared for
battle. On their heads they wore something
like crowns of gold, and their faces resem-
bled human faces. Their hair was like wom-
en’s hair, and their teeth were like lions’
teeth. They had breastplates like breast-
plates of iron, and the sound of their wings
was like the thundering of many horses and
chariots rushing into battle. They had tails
with stingers, like scorpions, and in their
tails they had power to torment people for
five months. They have over them as king
the angel of the Abyss. (Rev 9, 7-10)

The installation brings to mind Picasso’s
painting also because both artists decided
not to use colours, with which they wanted
to draw attention to the lack of life in the
aforementioned works. Even more rigorously
than in his puppet design, Omerzu sticks to
the colour scale in his paintings and draw-

7 lvan Cankar in Podobe iz
sanj in Gospod stotnik, 1916.

8 Ruiz Zafén, 1999, pp 36-37.

ings. The visual expression is deliberately re-
duced to two non-colours, black and white,
however, he allows himself greater expressive
freedom in the nuances ranging from cold to
warm white, which sometimes becomes al-
most yellowish or beige. This subtle nuancing
makes the painting warmer, softer and brings
to mind the colour of wood, wooden puppets,
which arise from the drawn images and van-
ish back into them. The drawing is a nuance
more ascetic, minimalistic and intentional-
ly less expressive than the painting and the
artist stated that he had found a unique ex-
pression in the drawings stylised as childishly
simple, narrative images. The visually meagre
drawing is extremely close to the shadow
puppet that the artist loves so dearly.

The beginning and end of the large exhibi-
tion that Omerzu directed as a performance
through various means of expression, is
marked by shadows. The ever-larger shadows
in the first room preserve and raise a little
hope that maybe... once... we might catch
that cart and improve the future for ourselves
and Francka. In the last room we hit the floor
with full force, and at the end all illusions dis-
appear into thin air. The hearse with the Cap-
tain at its front takes away even the slightest
illusion of happiness.

Death has messengers who roam the streets
in search of dimwits and numbskulls, peo-
ple who never think about things like death
and mortality. /... / When one of those un-
fortunate souls runs into a messenger of
death, as he inevitably will sooner or later,
he is led unwittingly into a trap. A door into
hell. These messengers cover their faces to
conceal the fact that they don’t have eyes,
only two black holes full of live worms.
When it’s too late for any possible escape,
the messenger reveals his face and the vic-
tim realises the horror that awaits him...?
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HOBIT, Gledalis¢e Minor, Praga, 1994. Foto: Milan Janata HAMLET, Drustvo lutkovnih ustvarjalcev, 1994. Foto: Ale$ Debeljak

HOBBIT, Theatre Minor, Prague, 1994. Photo: Milan Janata HAMLET, Association of Puppeteers, 1994. Photo: Ale§ Debeljak
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KRALJ UBU, Gledalis¢e Konj, Drustvo lutkovnih ustvarjalcev, KUD France PreSeren,

Ljubljana, 1998. Foto: Ziga Koritnik

BELIN, Predernovo gledali$ce Kranj, 1997. Foto: Ziga Koritnik KING UBU, Konj Theatre, Association of Puppeteers, KUD France Prederen,
BELIN, PreSeren Theatre Kranj, 1997. Photo: Ziga Koritnik Ljubljana, 1998. Photo: Ziga Koritnik
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BREZ NASLOVA, linorez, 1997
UNTITLED, linocut, 1997
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BREZ NASLOVA, risba, 1997
UNTITLED, drawing, 1997
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BREZ NASLOVA, risba, 1998 BREZ NASLOVA, risba, 1998
UNTITLED, drawing, 1998 UNTITLED, drawing, 1998
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ZLATA PTICA, Lutkovno gledalis¢e Maribor, 2014. Foto: Bo$ ah
GOLDEN BIRD, Maribor Puppet Theatre, 2014. Photo: BoStj h



Blaz LUKAN

LUTKA IN SVET

Zadnje desetletje v lutkovnem
ustvarjanju Silvana Omerzuja

SVET

»0Omerzujeve lutke nam [...] odpirajo vrata v
sodobni svet, ki je veliko ve¢ od preprostega
lutkarstva, ¢eprav pri tem vztrajajo v Cisti lut-
kovni preprostosti, ki je svet sama po sebi.«
S tem stavkom smo zaklju€ili obSiren esej o
lutkovni umetnosti Silvana Omerzuja ob nje-
govi razstavi v MGLC leta 2010, to€neje, o
desetletju njegovega lutkovnega ustvarjanja
pred to letnico." V pri¢ujo¢em zapisu ne bo
Slo drugace, kot da nadaljujemo tam, kjer
smo takrat konéali, vendar z zavedanjem, da
se ne bomo mogli izogniti nekaterim ponovit-
vam Ze povedanega in poglobitvam v takratni
razpravi nakazanega. A s tem ni navsezadnje
ni¢ narobe. Tudi lutkovna umetnost Silva-
na Omerzuja v desetletju, ki je sledilo, torej
v tem, ki se z odprtjem nove razstave pocasi
koncuje, izkazuje prav to: nadaljevanje zace-
tega, ponovitev doseZenega, a vselej z izrazito
poglobitvijo v takrat zgolj nakazano; in v tem
je tudi njena stalna invencija.?

Iz zgoraj citirane misli izpostavimo dvoje: »so-
dobni svet« in svet lutke »sam po sebi« ter
oboje postavimo v relacijo. Kak$no je razmer-
je med svetom kot takim in svetom lutke? To
je namred vprasanje, ki ga - slej ko prej neho-
te - zastavljajo Omerzujeve lutke iz zadnjega
¢asa, Se posebej opazovalcu, ki je njegovemu
lutkarstvu sicer brez pridrzkov naklonjen, pri
tem pa rahlo skepti¢en do realnega dosega
njegovih kontemplativnih, navznoter usmer-
jenih in navzven zaprtih figurativnih ali per-
formativnih podob.
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0 obeh svetovih in njunem srecevanju je bilo
v razmiSljanju o lutkovni umetnosti Ze veliko
povedanega. Prvi, bi lahko rekli, ki vzpostav-
lja razmerje med lutko in svetom v vsej svoji
fiziéni in duhovni (pre)modi, je njen animator.
Kolikor lutka Ze sama po sebi ne odraza zu-
nanjega sveta (najsi ga imitira, reproducira,
reprezentira ali zgo$¢a do bistvenega), pa za
to poskrbi njen voditelj, ki iz tega sveta tudi
neposredno prihaja in z njim - e ne drugace,
s svojo usmerjenostjo v avditorij - vzdrzuje
nenehni stik. A o tem bi tezko povedali kaj
novega in vznemirljivega.? Bolj zanimiv se zdi
razmislek o »politi€nosti« same lutke, lutke
po-sebi, o kateri Ze vemo, da ima pri Omer-
zuju poseben status in smo jo v svojem ome-
njenem zapisu skuSali opredelti predvsem iz
ontoloske perspektive ter opisati njeno per-
formativnost.

Giorgio Agamben v svojem inspirativnem fi-
lozofskem eseju o liku iz commedie dell'arte,
Pulcinelli, razmislja o njem tudi s stali$¢a nje-
gove politi¢nosti.* Pulcinella, tako Agamben,
ne more sneti svoje znacilne maske, saj za njo
ni nobenega obraza; Pulcinella je potemta-
kem samo ideja, za katero ni stvari. Zato je
njegov princip delovanja Sala, komic¢ni gag
ali lazzo, ki nas zabava predvsem zato, ker je
njegovo dejanje v trenutku, ko je na vrhuncu,
prekinjeno. Dejanje, ki je Ze od zdavnaj pros-
tor politiénega, se torej v Pulcinellovih laz-
zih izkaze kot nedokonc¢ano, izgubljeno, brez
substance. To pa ne pomeni, da je Pulcinella

1 Blaz Lukan, Omerzujeve
lutke in njihova
performativnost, Silvan
Omerzu, Avtomati,

lutke, igralci, Ljubljana,
Mednarodni grafiéni likovni
center, 2010, str. 84.

2V ¢asu med leti 2010 in
2020 je Silvan Omerzu v
slovenskem prostoru kot
reziser in avtor lutk oz.
njihove likovne zasnove
podpisal 11 uprizoritev, od
tega 3 za odrasle in 8 za
otroke.

3 Samo omenimo, da o
animatorju razmislja tudi
Agamben, ki ga bomo v
nadaljevanju Se citirali, in
sicer v zvezi z uprizarjanjem
lutkovnega Pulcinelle. Tam
animator lutki posodi svoj
glas preko posebne piscalke,
pivette, pravzaprav se mora

z njeno pomocjo nauciti
novega jezika, svojemu glasu
pa se v resnici odpove; lutki v
bistvu posodi svoj dih in na ta
nacin v popolnosti utemelji
svoje poimenovanje.

4 Giorgio Agamben,
Pulcinella or Entertainment
for Kids in Fous Scenes,
London, New York, Calcutta:
Seagull Books, 2018

5 Agamben, cit. delo, str. 66.

OMIZJA, Mednarodni graficni likovni center, Ljubljana, 2009. Foto: Nika Autor
TABLE SCENES, MGLC - International Centre of Graphic Arts, Ljubljana, 2009. Photo: Nika Autor

preprosto nepoliti¢en, saj naznanja in zah-
teva neko drugo politi¢énost, ki se ni¢ ve¢ ne
nahaja v dejanju, temve¢ nam pokaze, Cesa
vse je sposobno telo, ko vsako dejanje posta-
ne nemogode. Pulcinella nas torej opominja,
da obstaja politiénost tudi onstran dejanja ali
pred njim samim.®

Prenesimo povedano na Omerzujevo lutko.
Ugotavljali smo Ze, da je ta najbolj »Ziva«
v trenutkih svoje najvecje negibnosti, sta-
ticnosti, zgolj »sedenja« (za mizo). Takrat
namrec izzareva najvecjo koli¢ino svoje po-
tencialnosti, potencialnosti »Zivljenja. Tudi
lutke iz Omerzujevega zadnjega obdobja
u€inkujejo substancialno. A kot da bi se v
njih tista »nekdanja« stati¢nost e poglobila.
Pravzaprav ne statiénost, temve¢ pogloblje-
nost vase, usmerjenost »pogleda« navznoter,
stik lutke z lastno substanco. Kar sledi, se
slisi kot paradoks, a vendarle: kljub tej »ab-
solutni« ponotranjenosti Omerzujeva lutka iz
zadnjega Casa kaze tudi (na) neko »povrsi-
no«, zunanjost, svet okrog nje.

Da Omerzu doseze tisto skrajno stopnjo lut-
kovne Cistosti, mora lutko deteatralizirati, re-
ducirati, odsteti od nje nebistveno in ohraniti
zgolj tiste njene poteze in (e)sence, ki - pred
nevarno potopitvijo v odsotnost vsega - Se
omogocajo prepoznavanje in identifikacijo.
Omerzu odvzema od (mozZnosti) spektakla kot
udejanjenja forme, da bi udejanjil neko drugo
moznost, mozZnost notranjega, mentalnega
spektakla, eksterno naravnanost spektakla
obrne v interno, eksplozijo forme v implozijo
vsebine. Njegov performans je navsezadnje
de-formans, bolje, im-formans ali celo sub-
formans, kjer je poudarek na usmerjenosti
navznoter (im), v samo dno (sub) te notranjo-
sti, kjer zunanjost (forma) domala izgine, pri
¢emer pa pojem imformansa zaobsega tudi
pojav potopitve (imerzije) vase.
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SOLZE, Galerija Bozidar Jakac, Kostanjevica na Krki, 2006. Foto: Boris Gabers¢ik

TEARS, Bozidar Jakac Art Museum, Kostanjevica na Krki, 2006. Photo: Boris Gaberscik

*

A kot smo Ze zapisali, Omerzujev teater ni
nikdar poenostavljeno dualisticen. Tako tudi
v tem primeru lutkine forme ne nadomesti
vsebina niti se obe ne locita. Omerzuja ved-
no zanima lutkovna sinteza, tretja moznost ali
»tretji status«, kot bi rekel Agamben. Preki-
nitev z zunanjim pri Omerzuju na prvi pogled
resda pomeni izstop iz materialnega, fiziéne-
ga, druzbenega reda lutke, vendar vselej tudi
vstop v neki drug red, ki za razliko od prve-
ga izrazito tezi k individualizaciji, pravzaprav
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k prevzemu lastne, osebne odgovornosti za
navzoénost in delovanje v svetu, za novo »po-
litiénost«.® Povejmo naravnost: Omerzujeva
vizija (nove) politi¢nosti je v resnici utopiéna,
politika je v njegovem lutkovnem svetu mo-
goda samo kot Utopija, torej kot mi(s)ti¢na
dezela, pravzaprav otok, na katerem je mo-
goce delovati tudi brez delovanja, to¢neje z
nemogocimi dejanji, tudi samo s »sedenjem
za mizo«, z redukcijo vsake zunanje geste na
minimum, pravzaprav do njene odsotnosti.

6 O nekem drugem razmerju
med vstopom in izstopom
govori tudi Max Frisch v eseju
o lutkovnem gledalis¢u. Zanj
lutka postane »Zivag, ko
izstopi iz svoje materialnosti,
po analogiji z igralcem v
dramskem gledaliscu, ki
izstopi iz svoje fizicnosti v
fikcijo lika. Nase razumevanje
je drugacno: (Omerzujeva)
lutka postane »Ziva«

ravno z vstopom v svojo
materialnost, sprasujemo

pa se 0 njenem izstopu iz
druzbene realnosti. (Max
Frisch, O marionetah (Iz
dnevnika 1947), Lutka,
Ljubljana, 1.2 (1966): str.
71-73).

IVAN CANKAR IN EVROPA (postavitev v sodelovanju s Katarino Stok Pretnar),

Cankarjev dom, Ljubljana, 2018. Foto: Blaz Zupan¢i¢

IVAN CANKAR AND EUROPE (exhibition design in collaboration with Katarina Stok Pretnar),
Cankarjev dom, Ljubljana, 2018. Photo: Blaz Zupancic¢

S povedanim smo nevarno blizu hermetizmu,
solipsizmu ali vsaj subjektivizmu, ki zzunanjim
svetom pravzaprav nima prave zveze. Vendar
bi bilo tako, ¢e bi na Omerzujevo lutkovno
umetnost gledali pristransko ali necelovito.
Pogled na njegov opus, tudi tega iz zadnjega
desetletja, namre¢ pokaZe raznovrstne odgo-
vore na izvirno vprasanje o »politi¢nosti« nje-
govih lutk. V njem najdemo razli¢ne tipe lutk,
kar pomeni razli¢ne tipe odzivanja na svet in
izraZanja svojega odnosa do njega. Ce je v
zadnjem ¢asu najbolj izrazit tip lutke, o kateri
smo govorili do zdaj, torej lesene, maksimal-
no zbrane, v izrazu karseda reducirane lutke,
za katero je najbolj znacdilen obraz-skulptura
z izrazitimi oémi, ki se na prvi pogled zdi-
jo slepe, torej »prazne« (pogleda), pa so v
resnici polne, le da je njihov pogled obrnjen
navznoter, in njena umescenost »za mizo«,
torej v marionetno pozo, ki izkazuje kar najveé
substance, pa ne smemo pozabiti na drugi tip
omerzujevske lutke, po katerem je pravzaprav

celo najbolj znan: groteskne figure, ki izvira iz
zdaj Ze legendarne predstave Napravite mi
zanj krsto (1993), s poslikanim obrazom-risbo
in zlasti z usmerjenostjo k dejanju, znacilne-
mu za ro¢ne lutke ali commedio dell'arte. Ta
tip lutke prina$a v svoji lutkovni fenomenolo-
giji pred gledalca dva odnosa do zunanje po-
javnosti: kritiko in igro ali igrivost. Omerzuje-
va kritika je vselej zaznamovana s komiénim
predznakom in variacijami komi¢nega, zbra-
nimi v pojmu groteske, ki pa jih pred dokon¢-
nim padcem v (destruktivne) globine ironije
varuje nedvoumna nagnjenost k igri in njeni
nenehni kreativnosti. Oba primera Omerzuje-
ve lutkovne tipologije nezmotljivo rekonstru-
irata po eni strani njegovo »intimno« vero in
po drugi strani njegov avtentiéni dvom, pred
gledalca pa prinaSata svet, ki sega od upri-
zarjanja njegove groteskno popacene podobe
preko kritike-kot-upora in umika v skrajni in-
dividualizem in solipsizem do vizije utopi¢ne
»Sprave«
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in »miru«. Povedano z lutkovno prispodobo:
njegova lutka opravi pot od izrazito védene
do popolnoma avtonomizirane lutke, ki dobi
svoj specifien odvod v lutkah-avtomatih; pot
od lutke, ki jo poZene v tek volja animatorja,
do tiste, ki pravzaprav sama poganja v tek
vse potencialne »animatorje«, torej dejanski
svet, s katerim v svoji zbranosti komunicira.

Ce govorimo o Omerzujevi lutkovni tipolo-
giji, nimamo toliko v mislih razliénih tipov
lutk glede na moznosti njihovega vodenja
- Ceprav bi tudi ta pogled razkril specifi¢no
fenomenologijo njegovih lutkovnih svetov -
temve¢ razlicne »antropoloske stroje«, ki jih
proizvede njegova lutkovna domisljija. Tako
moramo obema zgoraj omenjenima tipoma
dodati Se dva tipa lutk-zivali, ki nastopajo v
njegovem gledaliS¢u: prvega predstavljajo Zi-
vali iz lutkovnih predstav za otroke, ki sicer
kaZejo prepoznavne poteze omerzujevske
lutkovne in likovne redukcije, vendar hkrati
ustrezajo po eni strani otroski predstavnosti,
po drugi strani pa tipoloskim zahtevam vsa-
kokratne fabule ali naracije. Drugi tip Zivali
so predvsem naglavne lutke-maske iz njego-
vih predstav za odrasle, ki nadaljujejo linijo,
denimo, iz Prepovedanih ljubezni (2009) in ki
manifestirajo prakti¢no identi¢no kontempla-
tivno zbranost kot njegove »¢loveSke« lutke,
glave ali maske (glej npr. figuro Cankarja na
razstavi Ivan Cankar in Evropa; ve€ o njej v
nadaljevanju). Tretji segment Omerzujevega
lutkovnega izraza so Ze omenjeni avtomati.
Vmesno polje zavzemajo antropomorfne lut-
ke (kot npr. v predstavi HiSa Marije Pomocni-
ce, 2008), ki kombinirajo razliéne materiale,
papirmase, les in pleksi, njihova poglavitna
znacilnost pa je prosojnost, krhkost, »brezte-
lesnost« in svoj lutkovni naboj realizirajo Sele
v tesnem stiku z animatorjem, ki mu v »zahva-
lo« podarijo enako mero sublimnosti.

Kar se pri tem zdi pomembno podértati, je
neka Frischeva misel, namrec¢ o isti znakov-
ni ravni ¢loveka in nezive figure v lutkovnem
gledalis¢u.” Ko obema dodamo Se zival in
avtomat, se pred nami razpre znacilna omer-
zujevska estetska »demokracijax, ki pa resni-
ci na ljubo ni nikdar zgolj estetska. Ob svoji
specifiki so namre¢ vsi omenjeni tipi nosilci
enako intenzivne, »enakopravne« misli, pri
¢emer je pri vsakem tipu na delu tudi ne-
kaksna dopolnitev, tako v abstraktnem kot
konkretnem smislu. Pravzaprav gre za hkratni
proces redukcije in dodajanja, odstevanja in
pristevanja karakteristik, izvirajoCih iz »tujih«
in na prvi pogled nezdruzljivih svetov. Omerzu
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tako najprej vsak tip reSi odveéne, kar pomeni
kanonizirane, predpostavljene, v bistvu ideo-
loske navlake, nato pa ga dopolni s tistim, kar
mu »manjka« do pomenske enakovrednosti,
ki pa ne pomeni vdora nove ideologije, tem-
vel predvsem razprtje pahljace enakih moz-
nosti in odprtje idejne substance gledalisca
za vstop gledaléeve imaginacije. Svoji grote-
skni lutki odvzame tako karakter kot njegovo
fantazmo, oboje zamenja z dejanjem in posta-
vi v situacije, ki odrazajo »specifi¢ne rabe te-
les«.® Svoji kontemplativni lutki odvzame ves
naturalisti¢ni decorum in jo izmodelira tako
reko¢ od znotraj, pri ¢emer njena notranjost
ni nekaksen »avtorski« dodatek, temvec av-
tohtoni vznik, rezultat lutkine potopitve vase.
Pritem - to je nujno dodati - ji v€asih dopusti
tudi moznost odmika ali preboja toge, vnap-
rejSnje ideoloSke strukture, namre¢ zazna-
movano gesto (izraz, grimaso, ponavljajo¢ se
gib), ki jo poveZe s komiénostjo prvega tipa
in samodejnostjo lutke-avtomata in ki pome-
ni tako manifestacijo lutkine avtonomije kot
implementacijo avtorskega komentarja (naj-
boljsi primer za to je Ze omenjena Cankarjeva
glava z razstave, ki kaze jezik in miga z usesi).
Avtomatu, ki je Ze po aristotelovskem pojmo-
vanju blizu Zivali, po Descartesovem pa tudi
¢loveku oz. otroku, na videz odvzame ¢lo-
vesko »polnilo«, njegovo misteriozno »telox,
in ga zamenja z »nezivim« strojnim meha-
nizmom, ki pa, paradoksno, pomeni ravno
zgostitev vsega »Zivega« in ¢loveSkega v eno
samo avtomatizirano gesto. Preprost premik,
obrat, dvig roke postanejo zagotovila Zivlje-
nja, ki nadomescajo vso odveéno »¢lovesko«
prtljago, naneSeno nanj skozi stoletja. In ma-
ske-Zivali: ¢eprav ocarajo z nekaksno neélo-
vesko lepoto, jih skuS§amo poélovediti, kar pa
- razen v otroSkem gledali$¢u - bi bila napa-
ka, ki ji Omerzu ne nasede in jim v enakovred-
nem, empatiénem kreativnem procesu podeli
isto CezClovesko Zivost kot svojim loveskim
figuram. Ta Cez€loveSkost po eni strani sodi
v sklop omerzujevske vere v Utopijo, po drugi
strani pa je v njej zaobsezen skrajni Zivljen;j-
ski realizem, ki najde svoje idealno prizoris¢e
ravno v (lutkovnem) gledaliscu.

K povedanemu moramo dodati dejstvo, da
Omerzu v svojih predstavah ne vzpostavlja
hierarhij niti v nekaterih drugih, povsem ci-
vilizacijskih kontekstih, na primer med mos-
kim in Zensko, med odraslim in otrokom, med
duhovnim in profanim, med resni¢nim in fik-
tivnim, pa tudi ne v estetskih, na primer med
senco in figuro, med igralcem in lutko, med
ro¢no lutko in marioneto. Vse omenjeno tvori

7 Frisch, cit. delo,

str. 72

8 Agamben, cit. delo,
17

str.

9 Agamben, cit. delo,
str. 65-66.

10 Alenka Zupancic, Konec,
Ljubljana: Drustvo za
teoretsko psihoanalizo, 2019
(zbirka Analecta), str. 124.

BESEDE I1Z HISE KARLSTEIN, Lutkovno gledali¢e Maribor, Gledali$¢e Konj, 2017. Foto: Bo3tjan Lah
WORDS FROM THE HOUSE KARLSTEIN, Maribor Puppet Theatre, Konj Theatre, 2017. Photo: BoStjan Lah

Omerzujev estetski in miselni theatrum mun-
di, o katerem smo neko¢ Ze govorili in ki biva
vzporedno s svetom, kot ga poznamo, z njim
pa se tudi nenehno sporazumeva.

Pregled nekaterih temeljnih karakteristik
Omerzujeve lutkovne ustvarjalnosti v zad-
njem desetletju, ki bo nujno ostal fragmen-
taren, saj zaklju¢eno koledarsko desetletje
ne predstavlja hkrati tudi zaklju¢enega krea-
tivnega opusa, zaokrozimo tako, da si besede
ponovno izposodimo pri Agambenu, ob tem
pa posebej poudarimo Omerzujev izvirni do-
datek. Ko Pulcinella ni¢esar ne pove, pravi
Agamben, na ta nacin izgovarja nemoznost
govorjenja, in ko ni¢esar ne stori, udejanja
nemoznost dejanja; s tem dokazuje, da je
Ziveti zivljenje nemogoce in da je nemo(go)
¢(ost) pravzaprav politi€na naloga par excel-
lence: posameznik lahko deluje samo onstran
dejanja - ali pred njim, lahko govori samo
onstran besede - ali pred njo, in lahko Zivi
samo onstran Zivljenja - ali pred njim ... Ta
agambenovski reductio ad absurdum in za-

govor »politike brez polisa«,® ki je v resnici
politi¢ni projekt, Omerzu nadgradi z izvirno
projekcijo v neko novo moznost, ki je pravza-
prav moznost tega sveta, ¢eprav na videz uto-
pi¢na, torej v tem svetu odsotna - in ¢eprav
je njena narava v bistvu ekstimna, v pomenu,
seveda radikaliziranem, kot ta pojem preko
Lacana opiSe Alenka Zupancic¢: »...izkljuCena
notranjost ali vklju€ena zunanjost, intimna
zunanjost ali tuja intimnost ... sovpadanje ne-
¢esa najbolj notranjega, intimnega, in najbolj
zunanjega, tujega; nekaj, kar po eni strani
sodi k meni, po drugi strani pa mi je povsem
tuje, gnusno.«™ Kaj je drugega Omerzujeva
vse-enost, o kateri je bil govor, kot vzpored-
no bivanje groteske in kontemplacije, Zivali in
otroka, intelekta in mehanike - vse pa podpr-
to z njegovo prepoznavno avtorsko pisavo, ki
zlasti pri lesenih lutkah zgladi robove, skraj-
nosti, napake in jih sezame v podobo sedece-
ga, to emblematic¢no figuro, ki bi jo lahko brez
zadrege primerjali s slavno figuro Rodinovega
Misleca. S to razliko, da si moramo ob sede-
¢em, denimo, iz Besed v hi$i Karlstein na
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istem stolu in za isto mizo predstavljati tudi
poskakujo¢o omerzujevsko figuro iz, denimo,
Salta mortale, ki Sele dopolni ta circus vitio-
sus njegovega lutkovnega kozmosa.

LUTKE

Povedano bomo skusali ilustrirati Se z na-
tan¢nejSim vpogledom v nekaj Omerzujevih
lutkovnih produkcij iz zadnjega desetletja,
ponovno fragmentarno in z nekaj skiciranimi
zakljuénimi poantami.”

Uprizoritev Stolp™ je nastala po neoroman-
ticnem dramskem besedilu-dramski pesnitvi
Iva Svetine, njeno izhodi$¢e pa je nesre¢na
ljubezen in nato dolgoletna izolacija nemske-
ga romanti¢nega pesnika Friedricha Holderli-
na. Kakor Ze v podobno zasnovani uprizoritvi
HiSe Marije Pomocnice (2008) je Omerzu tudi
v Stolpu zdruzZil nekatere Ze preizkuSene lut-
kovne in gledaliSke postopke v na prvi pogled
hibridno, v resnici pa enotno dramsko-lut-
kovno uprizoritev. Tezo dramskega dogajanja
kljub vsemu nosijo igralci, ki pa so uokvirje-
ni in prepredeni z lutkovnim izrazom, npr. z
vrsto bobnarjev-avtomatov, s sencnimi lut-
kami, s pomocjo katerih so uprizorjeni prizo-
ri sanj, blodenj, vizij, z leseno lutko s flavto
ipd. Uprizoritev strastne, nemogoce ljubezni
je zasnovana v igralskem smislu kot opazno
distancirana, zadrZana, toga pripoved, ki se
s svojo redukcijo in markiranostjo pribliza
moznostim lutkovnega gledalis¢a, odraza pa
nemara nedostopnost romanti¢ne ljubezni,
kakor jo zrcali Holderlinova tragi¢na uso-
da, danes. Z enako zadrzano, deskriptivno
strastjo so uprizorjeni tudi prizori, povezani s
temo revolucije in pesniSkega zanosa. Igralci
in lutke prehajajo iz prizora v prizor logi¢no,
lutkovni in igrani prizori se dopolnjujejo, po-
vezuje pa jih tudi scenski element giljotine.
- Morda bi iz uprizoritve lahko izlus¢ili neki
Omerzujev nezavedni komentar Holderlino-
vega patosa, v katerem zazna podoben avto-
matizem, kot ga ponazarja formacija bobnar-
jev-avtomatov, ki uvede in zaklju¢i dogajanje.
Kot bi tudi Holderlina na zacetku v gibanje
(ljubezen) pognala neka (bozanska?) roka, ki
mu zdaj ne pusti, da bi se izmuznil nenehne-
mu ponavljanju istega in se bo ustavil Sele, ko
bo popustila tista vzgonska napetost, ki nje-
govo Zivljenje dela tako neznosno.
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Salto mortale, predloga je delo Nebojse Pop
Tasica, je igra o smrti, pa tudi o prevzgoji,
toéneje, proizvodnji novega cloveka.™ Kot Ze
re¢eno, se lutkovna tipologija Salta povezuje
z Omerzujevimi najzgodnejSimi grotesknimi
predstavami, ¢eprav se je od takrat likovna
podoba tega tipa lutk Ze spremenila. Ce so
imele lutke v Krsti oéi »na pecljih« 0z. na vrhu
glave in so bile nekje vmes (npr. pri Don Ju-
anu, 1995 ali Kralju Ubuju, 1998) narisane na
obrazno masko s surovo potezo, ploS¢ate in
podolgovate, so zdaj narisane na celo in re-
liefno vtisnjene vanj, nekoliko spominjajoce
na ocCi lesenih lutk iz njegovih kontemplativ-
nih, refleksivnih, poetiénih predstav. Zna-
¢ilna zanjo so tudi usta, ki segajo od roba
do roba obraza, gibljiva ¢eljust pa s svojim
znadilnim Sklepetajo¢im odpiranjem asociira
tako na njihovo pretirano zgovornost kot na
pogoltnost. Kljub navidezni uniformnosti se
lutke-tipi med seboj rahlo razlikujejo, pred-
vsem po Strle¢ih nosovih. Temu tipu lutk, kot
Ze reeno, pripada dejanje, gibanje, Se vec,
razuzdani, ekstati¢ni »mrtvaski« ples, ki je ob
tem tudi hrupen; njihov avtentiéni prostor je
teater kot tak, njihovi postopki so poudarje-
no teatralizirani. V Zanrskem smislu se pred
gledalcem meSata humanisti¢na moralite-
ta in prevratna groteska, liki, sami po sebi
Zze maske-brez-obrazov, pa so v posameznih
prizorih $e dodatno zamaskirani z maskami
iz commedie dell'arte. Omerzujev primarni
interes za velike ideje in konéne resnice je
tu spodkopan, subverzija pa poteka tako na
tematski kot lutkovni ravni. Najznacilnejsi
(metalutkovni) prizor v predstavi je nemara
tisti z razstavljanjem in ponovnim sestavlja-
njem lutke-lenuha,™ pomenljiva pa je njena
poanta z izjavo »Jaz nisem jaz«, paradoksna
formula sodobnega individualizma in skepti-
cizma od romantike naprej. - Lutkovni jezik
Salta mortale je nemara kompleksnejsi od
njegovih predhodnic, ritem pa nekoliko bolj
umirjen. Lutka tega tipa je blize lutkovnemu
objektu, saj je usmerjena neposredno v de-
janje, v funkcijo, subjektivizirana je nemara
zgolj njihova serija, nosilka generalne ideje
uprizoritve. Uprizoritveni tok je v tem tipu
predstav zaznamovan s prekinitvami, obrati,
hipnimi menjavami ritmov, kontinuiteto pa
vzpostavlja zlasti sprosc¢ena ludisti¢na intui-
cija; kljub temu ta kaos pozna tudi logiko, tisti
znadilni omerzujevski obc¢utek za red. Tudi ta
uprizoritev na isto ravnino postavlja razli¢ne
uprizoritvene postopke, tehnike, dimenzije,
merila in razmerja, kar je, kot zdaj Ze vemo,
Ze sicer znacilnost totalnega lutkovnega gle-
dalis¢a Silvana Omerzuja.

11 Omerzu v svojih lutkovnih
produkcijah praviloma
nastopa v vec vlogah:

je rezZiser, dramatizator,
avtor likovne zasnove lutk,
scenograf, kostumograf,
izdelovalec lutk. Pri opisu
posameznih predstav
njegove vloge ne bomo
posebej omenjali, razumemo
ga kot celovitega avtorja
svojih uprizoritev.

12 Ivo Svetina, Stolp, SMG,
LGL, Umetnisko drustvo Konj,
2011/12

13 Nebojsa Pop Tasi¢, Salto
mortale, LGM, 2011/12.

14 Mimogrede: ta prizor je
dober primer za preverjanje
emotivne moci lutkovnega
gledalisca, saj gledalec

z razstavljeno lutko
socustvuje priblizno tako

kot z »zlorabljeno« Zivaljo ali
otrokom na odru; za trpljenje
(odraslih) ljudi je bolj
neobcutljiv ...

15 Carlo Collodi, Ostrzek,
LGL in Umetnisko drustvo
Konj, 2014/15.

16 Agamben, cit. delo,
str. 39.

SALTO MORTALE, Lutkovno gledalis¢e Maribor, 2012. Foto: BoStjan Lah
SALTO MORTALE, Maribor Puppet Theatre, 2012. Photo: Bostjan Lah

Od Omerzujevih otroskih predstav iz tega ob-
dobja bomo na tem mestu izpostavili samo
Ostrzka,™ in to zaradi prizora gledalis¢a v gle-
dali$éu, torej lutkovnega gledalis¢a v lutkov-
nem gledalis€u, z liki iz commedie dell'arte,
med katerimi sreCamo tudi Pulcinello. Lutke
-v-lutkah po eni strani poudarjajo lutkovno
dimenzijo uprizoritve (v kateri spremljamo
razli¢ne tipe lutk oz. animacije), pri ¢emer je
lutka-v-lutki ze sam lik Ostrzka, lesene lutke.
Po drugi strani kazejo na njihovo pradavno
gledalisko naravo (lutkovne elemente sre-
¢amo Ze v satirskih igrah, ki, po Agambenu,
izpricujejo neclovesko poreklo gledalis¢a kot
takega)," navsezadnje pa podvojitev lutkov-
nega poudari njegovo resni¢nost, sicer tudi
formalno ali materialno specifiko, vendar
identi¢no ¢lovesSko substanco. To¢neje, Cez-
¢lovesko substanco, saj tudi dramsko gleda-
lis¢e praviloma skuSa seci ¢ez meje Cloves-
kega. - V Ostrzku Omerzu ostaja dosledneje
v lutkovnih okvirih kot v svojih predstavah za

odrasle, ¢eprav tudi tu kombinira lutke z Zivi-
mi igralci. Dokaz je zaklju¢ni prizor Ostrzkove
preobrazbe v decka, ki je v uprizoritvi samo
(pedagosko in z moralnim klicajem) pove-
dan in praktiéno neuprizorjen, Ceprav zlasti
iz drugih Omerzujevih uprizoritev vemo, da
ga veliko bolj zanima prehod iz ¢loveka v lut-
ko kakor obratno. Vemo pa tudi, da prehod
iz CloveSkega v predmetno ne pomeni tudi
njegove desubjektivacije, v€asih je ravno na-
sprotno: Sele redukcija v objektnost, mehani-
ko, avtomatizem »¢loveka« re-subjektivizira,
pa Ceprav njegovo telo pri tem nepovratno iz-
gine - najsi bo v enoznacni materialni polnini
ali lutkovni praznini, votlini, prekriti z zasilno
in za¢asno povrhnjico, »kozZo«. Lahko bi rekli,
da Omerzuja zanima tisto, kar je za lutko in
pod njo (pa to nista niti animator niti oder),
ob tem pa tudi sami mehanizmi prehoda, v
katerih se odraZzajo notranja protislovja med
lutko in svetom, nenehne izmenjave med zu-
nanjostjo in notranjostjo v lutki, témi, snovi,
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OSTRZEK, Lutkovno gledalidée Ljubljana, 2015. Foto: Miha Fras
PINOCCHIO, Ljubljana Puppet Theatre, 2015. Photo: Miha Fras




SVETNIK KRESPEL, Gledalis¢e Konj,

Drutvo lutkovnih ustvarjalcev in Cankarjev dom, Ljubljana, 2003. Foto: Ziga Koritnik

COUNCILLOR KRESPEL, Konj Theatre, Association of Puppeteers and Cankarjev dom,
Ljubljana, 2003. Photo: Ziga Koritnik

dobi, svetu. Ceprav zastrta in v ozadju - in
éeprav, to je treba reci, le redko Omerzujeva
intenca - je tudi ta topika politiéna.

Zadnja od predstav za odrasle iz preteklega
desetletja je Besede iz hiSe Karlstein,"” zasno-
vana po poeti¢énem besedilu pesnice, pripo-
vednice in igralke Berte Bojetu. Besede so
skorajda lutkovna instalacija, kjer je pomem-
ben tako prostor izvedbe (Minoritska cerkev v
Mariboru), v katerega je »logi¢no« umeséena,
kot tudi lutkovni objekti, s katerimi operira.
Besede so lutkovna poema-psalm, v kateri se
opisnost lutkovnega dogajanja menjava tako
z Zivim kot s posnetim poeti¢nim dialogom
med nastopajoima performerkama, dokler
se poezija besed ne transformira v Cisto lut-
kovno poezijo, ki jo simbolizira let serije le-
senih pti¢ev-avtomatov. V Besedah Omerzu
sooCi igralko in lutko, pravzaprav vec tipov
lutk, kar je Ze preverjen postopek, preverja
pa tudi medsebojni ucinek telesnosti perfor-
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merk, sublimnosti poezije in snovnosti lutk.
Lahko bi rekli, da je lutka Ze sama po sebi,
Omerzujeva kontemplativna lutka pa Se pose-
bej, poeti¢na, torej da nosi in izZzareva »poe-
zijo«, vendar z Besedami Omerzu dokaze, da
lutka lahko sobiva tudi s poezijo - in obratno,
torej da poeti¢ne besede ne najedajo njene
univerzalne substance, prav tako kot lutkov-
na »ilustracija« poeziji ne odvzame njene ele-
mentarne moci. Zdi se, kot da bi v predstavi
spremljali trojno prilagoditev: igralki se prila-
gajata lutkam, lutke vstopajo v dialog z igral-
kama, vsi skupaj pa si nadevajo rahli plas¢
poezije. Price smo - premeSanemu - zapo-
redju splos¢anja in plastifikacije, redukcije in
podvojitve, subjektivnega izrekanja poezije in
njene objektne tiSine. Ponovno je pred nami
Ze omenjeni »tretji status« predstave, ki na
gledalca ne ucinkuje niti samo na igralski niti
na besedni niti na lutkovni ravni, temve¢ na
poeti¢ni sintezi vseh omenjenih elementov. -
Morda pa se kljub »demokratiéni« nivelizaciji

17 Berta Bojetu - Boeta,
Besede iz hiSe Karlstein,
LGM, Umetnostna galerija
Maribor, Umetnisko drustvo
Konj, 2017/18.

18 Agamben, cit. delo,
str. 135.

19 lvan Cankar in Evropa,
Cankarjev dom,

19. junij 2018 -

28. februar 2019.

znakov (izbrisane so spolne, eroti¢ne, razre-
dne, religiozne, estetske razlike) predstava
na koncu »odloi« za eno uprizoritveno linijo:
ker idealnega sveta ni, je zdruZitev mogoca
samo v utopiji, ki jo na oder prineseta Zivali
o0z. njuni maski. Zivali nista tu niti kot osebi
niti kot Zivali po-sebi, temve¢ kot simbola, ki
sporocata dvoje: v Zivljenju obstajajo meje, ki
nas dolocajo, dolo¢ajo naso svobodo, vendar
jih je mogoce tudi prestopiti, preseci, pustiti
za sabo. Seveda je okvir prestopa v Besedah
poeti¢ni in ne politi¢ni in upor v predstavi je
pasivni upor zgolj umik v besedo in simbol,
celo neke vrste sublimacija, a moznost izhoda
vselej obstaja. Se posebej mo&no asociira na-
njo zaklju¢ni prizor z letom ptic-avtomatov, ki
so negibno sedele v prostoru celo predstavo.
Kljub potencirani zavesti o lutkovnosti ptic,
celo o njihovem vidnem (in sliSnem) avtoma-
tizmu - ali pa ravno zato - ptice v gledalCe-
vi receptivni zavesti v resnici poletijo! Njihov
objektivni, zunanji odrski let je v resnici gle-
daléev notranji let, let navznoter, individua-
len, za vsakogar drugacen in v resnici samo-
zadosten, a ravno zato »objektiven«. Prizor
s pomnozenimi pticami, ki jim vidimo v dro-
bovje, za povrh pa pri vzgibnem aktu zalotimo
celo njihovi animatorki ali »boZanstvix, in ki
traja in traja, je idealen dokaz moci Omerzu-
jeve lutke, ki iz svoje zunanjosti nagovarja gle-
daléevo notranjost, hkrati pa je tudi sama na
nenehni poti navznoter, kjer se naseli v njuno,
gledalevo in lutkino skupno gnezdo. »Pti-
¢i so tisto, kar ho¢emo reci,« je Bertin verz
iz Besed in lepa ponazoritev samega bistva
predstave in (lutkovne) umetnosti sploh: ta je
tisto neizrekljivo, ki pa ga moramo s svojim
nesliSnim jezikom nenehno izrekati. Ali, pove-
dano z Agambnom: »...ali ni vsa poezija - vsa
umetnost - ravno to: odredi se svojemu glasu
in se prepustiti neznanemu jeziku, ki ne pri-
pada nam in ga ne proizvajamo sami?«'®

Za konec moramo omeniti Se Omerzujevo
vizualno podobo in postavitev (skupaj s Ka-
tarino Stok Pretnar) razstave Ivan Cankar in
Evropa,”™ saj njena postavitev ucinkuje kot
prostorska ali performativna instalacija. To je
seveda vsaka prostorska postavitev kake raz-
stave, vendar je Omerzu k postavljanju pristo-
pil ne zgolj iz prostorskih ali likovnih, temvec
(tudi) iz performativnih izhodi$¢. Na njej naj-
demo tipi¢na omerzujevska omizja, avtomate

in lutkovne objekte, sence, vozicke ter mobil-
ne instalacije (posebej omenimo monumen-
talno instalacijo Podobe iz sanj, pravo anto-
logijo Omerzujevega lutkarstva). Pri nekaterih
razstavnih predmetih, ki niso zgolj ilustracija
razstavnega »dogajanja«, Omerzu poudari
njihovo lutkovnost (npr. z vodilom, Strle¢im v
prostor, ki klice k oZivitvi). »Ziva« je tudi Ze ne-
kajkrat omenjena Cankarjeva glava, v kateri je
zdruZena tako Omerzujeva lutkovna misel kot
ideja Cankarjeve razstave. V eno se namred
sestavita Cankarjeva vloga kronista politi¢no,
socialno, moralno in eksistencialno kaoti¢ne-
ga Casa pred in med prvo svetovno vojno in
Omerzujev Cut za red, kombiniran z nezmotlji-
vim posluhom za vse tencine ¢loveSke kome-
dije. Omerzujev Cankar nosi v svoji objektni
»praznini« ve¢ pomenov: je zvest »portret,
hkrati pa tudi Omerzujev rahlo humoren ko-
mentar nanj; lutkovno-kiparska upodobitev
ne pomeni morebitne Cankarjeve degradacije
do objekta, temveé ravno nasprotno, njegovo
(ponovno) poélovelenje, pri Eemer pa - pa-
radoksno - svoje lutkovnosti sploh ne skriva.
Celo poudarja jo, in to z obema akcijama, ki
ju je »sposoben«, miganjem z uSesi in kaza-
njem jezika. Kar lahko razumemo najprej kot
Cankarjev upor proti svojemu - in zdaj tudi
naSemu - ¢asu, po drugi strani pa tudi upor
proti lutkovni formi, v katero je ujet, iz kate-
re pa tudi niti po naklju¢ju noce izstopiti ...
Skratka: Omerzujev Cankar je mnogoznacna
lutkovna figura, »formax, ki pa je ve¢ kot to,
tudi Ze »vsebina«; pravzaprav je Cankar ne-
nehna dialekti¢na igra prehodov med formo
in vsebino, med kanonom in invencijo, med
Solsko zlorabo in intimno izkus$njo, s poten-
cialno napetostjo, ki Zdi v njegovem »meha-
nizmu«, hkrati pa tudi v pozivu k sreanju z
»Zivim« Cankarjem - kje drugje kot v njegovi
literaturi. To srecanje po vsem sode¢ ne bo
lahko niti ne zanesljivo uspedno, vendar mora
biti izvedeno, saj se le na ta nacin lahko ak-
tivira v lutki akumulirani bivanjski potencial
in se razmerje z zaCetka naSega razmisljanja
lahko udejanji, lutka pa »sama po sebi« odpre
vrata v nas »svetk, Se vec, celo prestopi van;.
- Lutka Silvana Omerzuja to zmore.

SILVAN OMERZU / A RETROSPECTIVE 65



SVETNIK KRESPEL, Gledalis¢e Konj, Drustvo lutkovnih ustvarjalcev in
Cankarjev dom, Ljubljana, 2003. Foto: Ziga Koritnik

COUNCILLOR KRESPEL, Konj Theatre, Association of Puppeteers
and Cankarjev dom, Ljubljana, 2003. Photo: Ziga Koritnik

SNEGULJCICA, GledalidCe Glej, Ljubljana, 2005. Foto: Nada Zgank
SNOW WHITE, Glej Theatre, Ljubljana, 2005. Photo: Nada Zgank
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Blaz LUKAN

PUPPETS AND THE WORLD

An overview of the Past Decade
of Silvan Omerzu's Puppet

Creativity

WORLD

'Omerzu's puppets open up doors for us into
a modern world that is much more than sim-
ple puppetry, although in doing so they per-
sist in the pure simplicity of puppets, which
is a separate world unto itself.' This sentence
concluded the extensive essay on the puppet
art of Silvan Omerzu, published for his 2010
exhibition in MGLC, an essay that dealt with
the decade of his puppet creativity prior to
that year." This text will have to continue from
where | finished last time, but with the reali-
sation that | will not be able to avoid certain
repetitions of what | have already stated and
that | will dwell deeper into certain themes
that | merely implied in the previous essay.
However, there is absolutely nothing wrong
with this. The puppets that Silvan Omerzu
created in the decade that followed, i.e. in
the decade that is slowly coming to an end
with the opening of a new exhibition, shows a
continuation of what he had started, a repe-
tition of what he had achieved, but he always
dwelled slightly deeper into what he previ-
ously merely implied; and this is where his
constant invention lies.?

I should expose two points from the previous-
ly quoted thought: 'modern world' and the
world of puppets 'unto itself' and place them
into some sort of a relation. What is the rela-
tion between the world as we know it and the
world of puppets? This is the question that
is — sooner or later - inadvertently posed by
Omerzu’s more recent puppets, especially to
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viewers who are inclined towards his puppets
without any reservations, and yet sceptical as
regards the realistic reach of his contempla-
tive figurative or performative images, that
are oriented towards the inside and closed to
the outside.

A lot has been said about both worlds and
the point in which they meet in the various
discussions on puppet art. We could say that
the first to establish a relation between the
puppet and the world in all its physical and
spiritual dominance, is the puppeteer. As
the puppet itself does not reflect the out-
side world (whether it imitates, reproduces,
represents or boils it down to the essential),
the puppeteer - who comes from this world -
takes care of this, and through the puppeteer
the puppet maintains constant contact with
the public - if not by anything else by its ori-
entation towards the auditorium. However, it
would be hard to say something new or excit-
ing about this.® The contemplation as regards
the 'political' aspect of the puppet seems
to be of greater interest, contemplating the
puppet itself, which holds a special status
in Omerzu, and in my previously mentioned
text | have already tried to define this from
the ontological perspective and describe its
performativity.

In his inspirational philosophical essay on
Pulcinella, a commedie dell'arte character,
Giorgio Agamben considers the character’s

1Blaz Lukan, Omerzu’s
Puppets and their
Performativity, Silvan
Omerzu, Automatons,
Puppets, Actors, Ljubljana,
Mednarodni grafiéni likovni
center, 2010.

2 Between 2010 and 2020
Silvan Omerzu either
directed, made or designed
puppets for 11 puppet
performances, 3 of which
were for adults and 8 for
children.

3 Agamben, who I will quote
again in the continuation,
also talks about the
puppeteer in relation to the
performance of the puppet
Pulcinella, in which the
puppeteer lends his voice to
the puppet through the use
of a special whistle, pivette.
In reality the puppeteer
needs to learn a new
language with the whistle,
and thus he renounces his
own voice; he thus gives the
puppet only his breath.

4 Giorgio Agamben,
Pulcinella or, Entertainment
for Kids in Four Scenes,
London, New York, Calcutta:
Seagull Books, 2018.

5 Agamben, quoted text,
p. 66.

OMIZJA, Mednarodni grafi¢ni likovni center, Ljubljana, 2009. Foto: Nika Autor
TABLE SCENES, MGLC - International Centre of Graphic Arts, Ljubljana, 2009. Photo: Nika Autor

political aspect.* Pulcinella, wrote Agamben,
cannot take off his characteristic mask, as he
has no face behind it; Pulcinella is therefore
merely an idea, with nothing standing behind
it. Because of this he operates through jokes,
gags or lazzis, which we find entertaining pri-
marily because the act is interrupted at the
very moment it reaches its peak. The action,
which has always been a political space, is
thus shown in Pulcinella's lazzis as unfinished,
lost, without any substance. However, this
does not mean that Pulcinella is apolitical, for
he announces and demands a different politi-
calness, which is no longer located in the ac-
tion, but shows us what the body is capable of
when action becomes impossible. Pulcinella
therefore reminds us that politicalness exists
beyond action as well as prior to it.>

Let's apply this on Omerzu's puppet. We have
already ascertained that this is the moment
in which it is the most ‘alive' in its stillness,
in the static condition of merely 'sitting' (at

the table). This is when it radiates the most
of its potentiality, the potentiality of 'life'. The
most recent Omerzu’s puppets function stati-
cally. But it seems that their 'former' staticity
merely deepened. In fact, this is not staticity,
but a deep insight, a look within, a contact
between the puppet and its substance. What
follows might seem like a paradox, but still:
regardless of this 'absolute' internalisation
Omerzu's recent puppets also show some sort
of a 'surface’, exterior, the world around it.

In order for Omerzu to reach an extreme level
of puppet purity, he has to take away the the-
atre from the puppet, reduce it, take away the
non-essential and preserve merely those lines
and essences, which - prior to the dangerous
immersion into the void of everything -enable
recognition and identification. Omerzu moves
away from the (possibility) of the spectacle
as the actualisation of the form. In order to
actualise another possibility, the possibility
of the inner, mental spectacle, he turns the
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SOLZE, Galerija Bozidar Jakac, Kostanjevica na Krki, 2006. Foto: Boris Gabers¢ik

TEARS, Bozidar Jakac Art Museum, Kostanjevica na Krki, 2006. Photo: Boris Gaberscik

internal one, the explosion of form into an im-
plosion of contents. His performance is after
all a de-formance, or an im-formance or even
a sub-formance, in which the emphasis lies
on the orientation within (im), to the bottom
(sub), the interior, where the exterior (form)
almost vanishes, at which the idea of an im-
formance also includes the phenomenon of
submersion (immersion) into oneself.
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However, as we have already ascertained,
Omerzu’s theatre is never simple or dual-
istic. Thus, in the case of puppets, form is
not substituted by contents, not are the
two separated. Omerzu is always interested
in the puppet’s synthesis, the possibility of
the ‘third status’, as Agamben would say. At
first glance, Omerzu’s break with the exte-
rior seems to mean he is stepping out from
the material, the physical, social order of the
puppet. However, it is always also an entry

6 In his essay on puppet
theatre Max Frisch also
speaks about another
relation between the
entrance and the exit. In his
view the puppet becomes
‘alive’, once it steps out of
its materiality, similar to

the analogy with the actor

in the theatre, who steps
from his physicality into

the fiction of the character.
My understanding is
different: (Omerzu’s) puppet
becomes ‘alive’ when

it enters its materiality,

and | contemplate its exit
from social reality. (My
understanding of the actor’s
exit from the body into fiction
is also different.) (Max Frisch,
O marionetah, iz Dnevnika,
1947, Lutka, Ljubljana, 1.2
(1966): pp. 71-73).

IVAN CANKAR IN EVROPA (postavitev v sodelovanju s Katarino Stok Pretnar),

Cankarjev dom, Ljubljana, 2018. Foto: Blaz Zupan¢i¢

IVAN CANKAR AND EUROPE (exhibition design in collaboration with Katarina Stok Pretnar),
Cankarjev dom, Ljubljana, 2018. Photo: Blaz Zupanci¢

point into some other order, which, opposed
to the first, leans towards individualisation,
or towards taking over personal responsi-
bility for the presence and operation within
the world, for the new ‘political’. Let’s say it
as it is: Omerzu’s vision of the (new) politi-
cal is utopic, in his puppet world politics are
feasible merely as a Utopia, as a mythologi-
cal place, an island on which it is possible to
function without functioning, or to be more
precise, without impossible acts, even by
merely ‘sitting at a table’, with the reduction
of all external gestures to the minimum, to
the point where they become absent.

This brings us dangerously close to hermet-
icism, solipsism or at least subjectivism,
which do not have any actual connections
with external life. However, this is what it
would be like if we had a biased or incom-
plete view of Omerzu’s puppet art. Looking
at his opus, including his works from the last

decade, shows various and diverse answers
to the original question as regards the ‘polit-
ical’ aspect of his puppets. In it we can find
various types of puppets, which represent
various types of reactions to the world and
express his attitude towards it. The most ex-
pressive type of puppets Omerzu has been
making in the recent years has been the type
that we have been discussing until now, i.e.
wooden puppets, which are focused to the
maximum while their expression is reduced
to the minimum. Puppets that are best known
for their face-sculpture, their expressive
eyes, which appear blind at first glance, i.e.
they are ‘empty’ (they do not seem capable of
vision), however, in reality they are full, only
that their vision is turned inwards as they are
positioned ‘at the table’, i.e. in a marionette
pose, which shows the most possible sub-
stance. However, we should not forget the
other type of Omerzu’s puppets, the type he
is best known for, the grotesque figurines,
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from the now already legendary perfor-
mance Napravite mi zanj krsto (Make Me a
Coffin for Him, 1993). These puppets have a
painted (drawn on) face and are oriented to-
wards action, characteristic of hand puppets
or commedia dell'arte. This type of puppets
bring into their visual phenomenology two at-
titudes as regards their exterior appearance
for the viewer to observe: criticism and play-
fulness. Omerzu’s criticism is always marked
by a comical connotation and a variation of
the comical, gathered in the term grotesque,
both of which are - before their final decline
into the (destructive) depths of irony - pro-
tected by the unambiguous leniency to the
game and its constant creativity. Both ex-
amples of Omerzu’s puppet typology infal-
libly reconstruct his ‘intimate’ belief on one
hand and his authentic doubt on the other,
thus presenting a world that reaches from
the depiction of his grotesquely skewed im-
age through criticism as rebellion, retreat to
extreme individualism and solipsism to the
vision of utopic ‘reconciliation’ and ‘peace’.
Or, as told in a puppet metaphor: his puppet
walks the path from an explicitly controlled
to a totally automated puppet, which obtains
its specific derivation in the puppet-automa-
tons; the path from a puppet the motion of
which depends on the will of the puppeteer,
to a puppet that propels all potential ‘pup-
peteers’, i.e. the actual world with which it
communicates.

When we talk about Omerzu’s puppet typolo-
gy, we do not have in mind the various types
of puppets as regards the possibilities of con-
trolling them - even though this would reveal
the specific phenomenology of his puppet
worlds - but the different ‘anthropologic ma-
chines’ produced by his puppeteering imag-
ination. Thus, we have to add the two types
of animal puppets that appear in his theatre
to the two previously mentioned types: the
first type are animals from puppet plays for
children, which show recognisable traits of
Omerzu’s visual reduction, while meeting the
demands of children’s recognisability on one
hand and the typological demands of the fa-
ble or narrative on the other. The second type
of animals are mainly head puppets (masks)
from his performances for adults, which con-
tinue the tradition from the Forbidden Loves
(2009), and which manifest a practically
identical contemplative focus to his ‘human’
figurines, heads or masks (for instance, look
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at the figurine of Cankar made for the exhi-
bition Ivan Cankar and Europe; more about
this example in the continuation). The third
segment of Omerzu’s puppet expression can
be found in the previously mentioned au-
tomatons. The space in between is filled by
anthropomorphic puppets (for instance in
the performance HiSa Marije Pomocnice (The
Ward of Our Lady of Mercy, 2008), which
combine various materials, such as paper
maché, wood and Plexi glass, while their
main characteristics are transparency, fra-
gility, ‘lack of body’, and they only fulfil their
puppet charge in the close contact with the
puppeteer, which they *thank’ with an equal
measure of subtility.

I would like to underline Frisch’s thought as
regards the shared significance of humans
and inanimate figurines within puppet the-
atre.” When we add an animal or an autom-
aton to them, Omerzu’s characteristic aes-
thetic ‘democracy’ opens up in front of us,
and, if we are honest, this is never merely
aesthetic. In their specifics, all of the afore-
mentioned types carry similar intense ‘equal’
thoughts, at which every type has some sort
of an addition at work, in the abstract as well
as concrete sense. In fact, we are dealing
with simultaneous reduction and addition,
subtracting and adding characteristics that
emerge from the ‘alien’ and at first glance
unmergeable worlds. Firstly, Omerzu frees
each type of its superfluous, i.e. assumed
and ideological clutter, and then he adds to
it whatever is ‘missing’ in order for it to reach
equality in meaning. However, this does not
mean an invasion of a new ideology, but a
total opening of the spectrum of new pos-
sibilities and theatrical substance that the
viewer’s imagination can enter. He removes
the character and phantasm from his gro-
tesque puppet and replaces them with ac-
tion, after which he places them in situations
in which they reflect ‘specific use of bodies’.?
He removes the entire naturalistic decorum
from his contemplative puppet and models it
practically from within, at which its interior is
not some sort of an ‘artistic’ addition, but an
autochthonous emergence, the result of the
puppet’s submersion. It should be said that
he sometimes allows it to move away or break
through the rigid, previously set ideological
structure, i.e. the marked gesture (expres-
sion, grimace, repetitive movement), which
links it to the comicality of the first type

7 Frisch, quoted work, p. 73

8 Agamben, quoted work,
p. 117.

BESEDE I1Z HISE KARLSTEIN, Lutkovno gledali¢e Maribor, Gledali¢e Konj, 2017. Foto: Bostjan Lah
WORDS FROM THE HOUSE KARLSTEIN, Maribor Puppet Theatre, Konj Theatre, 2017. Photo: BoStjan Lah

and the automation of the puppet-automa-
ton and which represents a manifestation of
the puppet’s autonomy as well as an artist’s
comment (the best example is the previous-
ly mentioned head of Cankar, which shows
its tongue and moves its ears). He seems to
remove the human ffilling’, the mysterious
‘body’, from the automaton which Aristot-
le believed has almost animal-like qualities,
while Descartes went a step further and con-
sidered it almost human or at least similar to
a human child, and replaces it with an -‘inan-
imate’ mechanism, which, paradoxically, rep-
resents the thickening of everything ‘living’
and human into a single automated gesture.
A simple move, a turn, the raising of a hand
become declarations of life, which substitute
all superfluous ‘human’ baggage applied over
the centuries. As for the masks-animals: even
though their non-human beauty has a cer-
tain charm, we try to humanise them, which
- except in children’s puppets - would be a
mistake that Omerzu does not fall for and he
thus creates them with equal empathy in the
creative process and gives them the same

transhuman liveliness that he gives his hu-
man figurines. This transhumanity belongs
to Omerzu’s faith in utopia, combined with
extreme realism of life, which finds its ideal
scene in (puppet) theatre.

We should mention that in his performances
Omerzu does not establish hierarchies nei-
ther in civilisational contexts, for instance
between men and women, adults and chil-
dren, between the spiritual and profane, real
and fictitious, nor in aesthetic contexts, for
instance between the shadow and the figu-
rine, actor and puppet, a hand puppet and a
marionette. All of the aforementioned forms
Omerzu’s aesthetic and contemplative thea-
trum mundi, both of which we have already
discussed and that exist parallel to the world
we know and that are in constant communi-
cation with it.

The overview of certain basic characteristics
of Omerzu’s puppet creativity over the last
decade, which will remain incomplete, as the
end of the decade does not necessarily repre-
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once again concluded by Agamben’s words,
at which 1 will place a special emphasis on
Omerzu’s original addition. Agamben states
that when Pulcinella fails to say anything, it
expresses its incapability to speak, and when
it does nothing, it expresses its incapability
to perform actions; with this it proves that
life is impossible and that this impossibility
is in fact a political task par excellence: an
individual can only function beyond the act
- or before it, he can speak only beyond the
word - or before it, and can live only beyond
life - or before it... With an original projection
Omerzu upgraded Agamben’s reductium ad
absurdum and advocacy of ‘politics without
polis’,® which is in reality a political project,
into a new possibility, a possibility of this
world. This appears seemingly utopic, i.e.
absent from this world - and even though its
nature is outmost in its essence, in its radi-
calised meaning, Alenka Zupangi¢ (leaning on
the words of Lacan) explains: ‘... the excluded
interior or included exterior, intimate exterior
or alien intimacy... the clash of something in-
ner, intimate with something external, alien;
something which, on one hand, belongs to
me, while on the other, it is totally alien, dis-
gusting.™ What else is Omerzu’s unity, which
we have already discussed, than a parallel
existence of a grotesque and contemplation,
animal and child, intellect and mechanics -
all of which are supported by his recognisable
signature, smoothened corners, extremes and
mistakes in his wooden puppets, all of which
are integrated in the sitting figurine, this em-
blematic figurine, which could easily be com-
pared to the famous Rodin’s Thinker. Howev-
er, when we look at the Sitting figurine from
the Words from the House Karlstein, we need
to imagine it sitting on the same chair and at
the same table as the bouncing figurine from,
for instance, Salto mortale, which completes
this circus vitiosus of his puppet universe.

PUPPETS

I will attempt to illustrate my points with a
detailed insight into certain puppet pro-
ductions that Omerzu created over the last
decade, which I will, once again, perform
fragmentally and bring to a close with a few
concluding thoughts.”

The performance Stolp (Tower)™ is based on
the neo-romantic play - theatre poem writ-
ten by Ivo Svetina. Its starting premise lies in
the unrequited love and the long-lasting iso-
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lation of the German romantic poet Friedrich
Hoélderlin. Similar as in the performance The
Ward of Our Lady of Mercy (2008) Omerzu
has merged certain tried puppet and theatre
processes into what appears at first glance a
hybrid, but is in reality a unified theatre-pup-
pet performance. The weight of the dramatic
events is carried by the actors, however they
are framed and intersected by puppets, for
instance by a line of drumming automatons,
shadow puppets, a wooden puppet with a
flute and similar, which are used to enact
the dream, vision and delusion sequences.
The enactment of the passionate, impossi-
ble love is based on a noticeably distanced,
restrained, rigid narrative, the reduction of
which comes close to the possibilities of pup-
pet theatre, and could reflect the inaccessi-
bility of romantic love, as reflected in HOl-
derlin’s tragical faith. The scenes addressing
the revolution and the poet’s zeal are enacted
with a similarly restrained, descriptive pas-
sion. The actors and the puppets move from
one scene to the other logically, the puppet
and acted scenes complement each other,
and they are also connected by the stage
element of the guillotine. - Maybe we could
extract Omerzu’s subconscious commentary
of Holderlin pathos, in which he recognises
an automatism similar to the one reflected by
the formation of the drummers-automatons,
which introduce and conclude the events.
As if Holderlin was also pushed into motion
(love) by a (divine?) hand, which does now
not allow him to escape from the constant
repetition of the same, and he will stop only
once the initial tension, that is making his life
unbearable, will diminish.

Salto mortale, based on the work by Nebo-
jSa Pop Tasié, is a play on death, but also on
re-education, or to be more precise, the pro-
duction of a new man.™ As previously stated,
the puppet typology of Salto mortale is con-
nected to Omerzu’s earliest grotesque per-
formances, even though the visual image of
this type of puppets has changed since then.
If the puppets in Krsta (Coffin) had eyes on
‘stalks’ or at the top of their heads, and were
somewhere in between in Don Juan (1995)
or King Ubu (1998), drawn on the face mask
with a crude stroke, flat and elongated, they
are now drawn on the forehead and imprint-
ed onto it in relief form, somewhat reminis-
cent of the eyes of the wooden puppets from
his contemplative, reflective, poetic perfor-
mances. The mouths are also characteristic,

9 Agamben, quoted work,
p. 65-66.

10 Alenka Zupancic, Konec,
Ljubljana: Drustvo za
teoretsko psihoanalizo, 2019
(zbirka Analecta). p. 124.

11 In most of his puppet
productions Omerzu appears
in multiple roles: he is the
director, the dramaturge,
the author of the visual
image of the puppets, set
designer, costume designer,
maker of puppets. I will not
mention especially his role
at the description of each
individual performance,

for he is understood as

an overall author of his
performances.

12 Ivo Svetina, Stolp, SMG,
LGL, Umetnisko drustvo Konj,
2011/12.

13 Nebojsa Pop-Tasi¢, Salto
mortale, LGM, 2011/12.

14 By the way: this scene
is a good example for
checking the emotional
power of the puppet
theatre, as the viewer with
the disassembled puppet
sympathises in roughly
the same way as he would
with an ‘abused’ animal or
child on stage; however,
the viewer would not show
the same sensitivity for a
suffering adult.

SALTO MORTALE, Lutkovno gledaliS¢e Maribor, 2012. Foto: BoStjan Lah
SALTO MORTALE, Maribor Puppet Theatre, 2012. Photo: Bostjan Lah

for they reach from one side of the face to the
other, and the movable jaw with its character-
istic chattering indicates their excessive talk-
ativeness as well as their greed. Regardless
of the seeming uniformity, the puppets differ
from each other slightly, especially by their
protruding noses. As already mentioned, this
type of puppets represent action, movement,
even more, the debauched ecstatic and noisy
‘dance macabre’; their authentic space can
be found in the theatre, as their processes are
accentuated theatrical. As regards genre, we
can observe a mixture of humanistic morality
and a subversive grotesque, while the char-
acters, masks without faces, are in individual
scenes additionally masked with masks taken
from commedia dell'arte. Omerzu’s primary
interest in large ideas and final truths is thus
undermined, and we witness a subversion
on the levels of the theme and puppets. The
most characteristic (meta puppet) scene in
the performance is most probably the one
with the disassembling and assembling of the

puppet lazybones,™ while the point he makes
with the statement ‘I am not me’ is a mean-
ingful, paradoxical formula of contemporary
individualism and scepticism that can be
traced back to romanticism. -Salto mortale’s
puppet language is perhaps more complex to
that of its predecessors, and the rhythm is
slightly more relaxed. A puppet of this type is
closer to the world of puppets, as it is direct-
ed towards action, towards a function, maybe
subjectivized only in its series, which is the
carrier of the main idea of the enactment. The
flow in this type of performances is marked
by interruptions, twists, momentary changes
in the rhythm, while continuity is predom-
inantly established by a luddite intuition;
however, the chaos has its own logic, i.e. the
characteristic feeling Omerzu has for order.
This performance places various processes,
techniques, dimensions, measures and rela-
tions onto the same level, which is - as we
now know - characteristic of Silvan Omerzu’s
total puppet theatre.
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From Omerzu’s performances for children
from this period I will mention only Pinoc-
chio™ at this point, because of its scene of the
theatre within theatre, i.e. puppet theatre
within puppet theatre, which contains char-
acters from commedia dell'arte, including
Pulcinella. On one hand, the puppets within
puppets emphasise the puppet dimension
of the performance (in which we can follow
various types of puppets and animations),
at which the puppet within a puppet is the
character of Pinocchio, a wooden puppet,
while on the other hand they show their an-
cient theatrical nature (puppet elements
were present already in satire plays, which,
according to Agamben, express the non-hu-
man origin of theatre as such). Finally, the
duplication of the puppet aspect emphasis-
es its reality, a formal or material specific,
but identical to human substance, or, to be
more precise, the transhuman substance, as
the dramatic theatre as a rule tries to sur-
pass human borders. - In Pinocchio Omerzu
remains more consistently within the puppet
frames than he does in his performances for
adults, even though he combines puppets
with human actors. In the final scene Pinoc-
chio is transformed into a boy, which is in
the performance merely (pedagogically and
with a moral exclamation mark) told but not
acted out in practice, even though we, es-
pecially from other Omerzu’s performanc-
es, know that he is much more interested in
the transition from human to puppet than
the other way round. We also know that the
transition from human into object form does
not represent a de-subjectification, for it can
sometimes be the exact opposite: it is only
this reduction to objectivity, mechanics, that
re-subjectifies the automatism of ‘man’, even
if his body vanishes forever - whether this is
in a single-meaning material filling or puppet
void, or a cave covered with a provisory and
temporal epidermis, ‘skin’. We could say that
Omerzu is interested only is what is behind
or under the puppet (and this is neither the
puppeteer, nor the stage), and in the mech-
anisms of transition, which reflect the inner
contradictions between the puppet and the
outside world, the constant exchanges be-
tween the exterior and interior in the puppet,
darkness, matter, era, world. Even though
it is veiled and hidden in the background -
which is rarely Omerzu’s intent - this topic is
also political.

The last of the performances for adults from
the past decade was the Words from the
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House Karlstein,” based on the poetical text
of the poet, narrator and actress Berta Boje-
tu. Words are almost a puppet installation, in
which the space of the performance (Minorite
church in Maribor), into which it is ‘logically’
placed, is as important as the puppet objects
with which he operates. Words are a po-
em-psalm, in which the description of the ac-
tion is mixed with a live and a recorded poetic
dialogue between the performers, until the
poetry of words is transformed into pure pup-
pet poetry that is symbolised by the flight of
the birds-automatons. In Words Omerzu con-
fronts the actress and the puppet, or the var-
ious types of puppets, which is a well-prov-
en procedure; however, he also checks the
reciprocal effect of the body quality of the
performers, the sublime quality of the poetry
and the materiality of the puppets. We could
say that the puppet is in itself poetical, and
Omerzu’s contemplative puppet especially
so, thus it carries and radiates ‘poetry’, but
in Words Omerzu shows that the puppet can
coexist with poetry - and vice versa, that po-
etic words do not corrode its universal sub-
stance, just as the puppet ‘illustration’ does
not take away the elemental strength from
poetry. It seems that this performance has a
threefold adjustment: the actresses adjust to
the puppets, the puppets step into dialogue
with the actresses, and all of them together
wear a light coat of poetry. We are witnesses
to a mixed sequence of flattening and plas-
ticisation, reduction and duplication, sub-
jective poetry and its objective silence. Once
again, we face the previously mentioned
‘third status’ of the performance, which does
not influence the viewer merely on the acting,
textual or puppet level, but on the poetical
synthesis of all three mentioned elements. -
In the end it might be the performance that
‘decides’ the performative line, regardless
of the ‘democratic’ levelling out of the signs
(all sexual, erotic, class, religious and aes-
thetic differences are erased): as there is no
ideal world, the merger is possible only in
an utopia, which is brought to the stage by
the animals or their masks. The animals are
not persons, nor animals in themselves, but
symbols that communicate two things: our
lives are defined by borders, they define our
freedom, however, they can be crossed, sur-
passed, left behind. Of course, the frame of
the transfer in Words is poetic and not polit-
ical and the rebellion in the performance is a
passive resistance, merely a retreat into the
word and symbol, one could say even some
sort of sublimation, but the possibility of an

15 Carlo Collodi, Pinocchio,
LGL and Umetnigko drustvo
Konj, 2014/15.

16 Agamben, quoted work,
p. 39

17 Berta Bojetu - Boeta,
Besede iz hiSe Karlstein,
LGM, Umetnostna galerija
Maribor, Umetnisko drustvo
Konj, 2017/18

18 Agamben, quoted
work, p.135.

19 lvan Cankar in Evropa,

Cankarjev dom, 19 June

2018

28 February 2019

exit is always present. Especially strong as-
sociations are produced in the final scene,
when the birds-automatons, which have been
sitting still throughout the performance, start
to fly. Regardless of the intense awareness of
the puppet qualities of the birds, even their
visible (and audible) automatism - or maybe
precisely because of it - the birds in the view-
er’s perception truly fly off! Their objective,
external flight across the stage is in reality the
viewer’s inner flight, a flight within, original
and individual as well as self-sufficient, but it
is precisely this that makes it ‘objective’. The
scene with the multiple birds, of which we
can see the insides, and on top of which we
can see their puppeteers or ‘goddesses’ that
create the movement that goes on and on,
proves the power of Omerzu’s puppets, which
with their exteriors address the viewer’s in-
terior, while flying on their own constant
path inwards, where they inhabit their, the
viewer’s and the puppet’s shared nest. ‘Birds
are what we want to say,” is Bertha’s verse in
Words and a good depiction of the essence of
the performance and (puppet) art in general:
this is the unutterable, which we have to con-
stantly utter with our silent language. Or as
Agamben would say: »But isn't all poetry - all
art - precisely the handing down of a voice
and an unknown language that do not belong
to us and that we nevertheless produce with
childish little ploys..."

In the end | have to mention Omerzu’s visual
image and layout (together with Katarina Stok
Pretnar) of the exhibition Ivan Cankar and
Europe,™ as it functions as a spatial or per-
formative installation. Of course, this holds
true for any layout of any exhibition, howev-
er, Omerzu approached the layout not mere-
ly from a spatial or visual starting point, but
also from a performative one. The exhibition
included distinctive Omerzu’s tables, autom-
atons and puppet objects, shadows, carts
and mobile installations (the monumental
installation Images from Dreams deserves
a special mention as it is a true ontology of
Omerzu’s puppet making). With certain ex-
hibited objects, which were not merely an
illustration of the exhibition ‘action’, Omerzu
emphasised their visual aspect (for instance
with a rod that was sticking into space and
called out to be brought to life). The previ-
ously mentioned Cankar’s head, which com-
bines Omerzu’s ideas of puppets with the idea
of the exhibition on Cankar, is also ‘alive’. The
head merges Cankar’s role of a chronicler of a
politically, socially, morally and existentially

chaotic time before and during World War |
with Omerzu’s sense for order, combined with
the unmistakable feeling for the variations in
human comedy. Within his objective ‘void’,
Omerzu’s Cankar carries multiple meanings:
it is a true ‘portrait’, as well as Omerzu’s
slightly humorous commentary of it; the pup-
pet-sculpture depiction does not represent
a degradation of Cankar to an object, on the
contrary, it represents his (new) humanisa-
tion, at which he paradoxically does not hide
his puppet side. He even emphasises it, with
the two actions that he is ‘capable of’ - mov-
ing his ears and showing his tongue. This can
be understood firstly as Cankar’s rebellion
against his - and now also our - period, and
secondly as a rebellion against the puppet
form, in which he is trapped and from which
he cannot escape even if he wanted to...
Omerzu’s Cankar is an ambiguous puppet fig-
urine, a ‘form’ which is more than just that, it
is also ‘contents’; in fact Cankar is a constant
didactic game of transitions between form
and contents, canon and invention, school
abuse and intimate experience, full of poten-
tial tension that inhabits his ‘mechanism’, but
at the same time also represents an invitation
to meet the ‘living’ Cankar - where else but
in his texts. This meeting will not be an easy
one, nor will it necessarily be successful, but
it has to take place, for this is the only way
that the living potential accumulated within
the puppet can be activated and the relation
from the beginning of our text can material-
ise, while the puppet will open the door into
our ‘world’, even more, it will step into it. -
Puppets made by Silvan Omerzu can do this.
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BREZ NASLOVA, slika, 2018

UNTITLED, painting, 2018
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OMIZJE, Pregledna razstava, Galerija Bozidar Jakac, Kostanjevica na Krki, 2020. Foto: Ziga Koritnik
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SOLZE, Galerija Bozidar Jakac,
Kostanjevica na Krki, 2006. Foto: Boris Gaberscik

TEARS, BozZidar Jakac Art Museum,
Kostanjevica na Krki, 2006. Photo: Boris Gaberscik

122 SILVAN OMERZU / PREGLEDNA RAZSTAVA

SOLZE, Galerija Bozidar Jakac,
Kostanjevica na Krki, 2006. Foto: Boris Gabers¢ik

TEARS, Bozidar Jakac Art Museum,
Kostanjevica na Krki, 2006. Photo: Boris Gaberscik
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SOLZE, Galerija Bozidar Jakac,
Kostanjevica na Krki, 2006. Foto: Boris Gabers¢ik
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IVAN CANKAR IN EVROPA (postavitev v sodelovanju s Katarino Stok Pretnar),

Cankarjev dom, Ljubljana, 2018. Foto: BlaZz Zupan¢i¢

IVAN CANKAR AND EUROPE (exhibition design in collaboration with Katarina Stok Pretnar), =i

Cankarjev dom, Ljubljana, 2018. Photo: Blaz Zupang¢i¢ =
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Marko BAUER

intervju s Silvanom Omerzujem

(izvorno objavljeno v Sobotni prilogi Casopisa Delo, 19. 12. 2009)

S smrtjo na odru
so vselej tezave

Tenisaéi imajo svoj komolec, lutkarji svoj kriz.
Silvan Omerzu je dan pred intervjujem prena-
Sal opremo in du$a mu je zdrsnila v krizni vre-
tenec. Dobrodosli v marionetnem gledaliséu.

Ze sama njegova prisotnost terja, da &lovek
postane pozoren na avtomatizme vsakda-
njega zZivljenja. Pogovor v pravilnih razmikih
preglasa zvon cerkve Jezusovega srca, v be-
sedo sega S¢ebetanje pticev, teh avtomatov;
preucevanje potez Omerzujevega obraza naj-
verjetneje pade pod ornitologijo.

Njegove risbe uhajajo perspektivi - kot hai-
kuji. Na njegovih Omizjih se ne pogovarja o
dnevni politiki. Cankarjevo ganljivko Hiso
Marije Pomocnice prevede v etiko stroja.
Igralcu izmakne ogledalo. Kleist je vselej
nekje zraven. Naslednji na vrsti je avtomat
avtomatov: kinematograf.

Omerzu ni lutkar, ni likovnik, ni gledalis¢nik.
Je humanist, v kolikor humano vkljuéuje av-
tomati¢no, mehansko, marionetno.

Eisenstein je neko¢ vzkliknil, naj Zivi spajanje
filma in kabukija. V imenu prepiha v tukaj$nji
kulturosferi gre vzklikniti: naj Zivi spajanje
filma in Omerzujeve mehanike.
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Pri pregledovanju dokumentacije o vas se
zastavi vpraSanje, koliko so se medijski
opazovalci sploh priblizali vasemu gleda-
lis¢u?

Verjetno sodim bolj v intuitivni del. Jasno, da
vse premislim, samo ne vem, ali sem najbolj
pravi, da bi izrazil to, kar ¢utim v trenutku, ko
nekaj po¢nem. Res je, da me v glavnem vsi je-
mljejo kot lutke lutkice. Tudi ¢e vidijo, da gres
v smer odrasle publike, je to Se vseeno v polju
gledali$¢a, ki me morda ne zanima toliko, kot
me zanima neki vmesen prostor. Ne vem, ali
kdo razume, da tezi§ k temu, da se na odru
¢im manj dogaja.

Problem je najbrz Ze v dojemanju drugacne-
ga tipa naracije?

Dramaturgi so pri nas izSolani za dramsko
gledali$€e in iz njihovih vrst so ponavadi tudi
kritiki. Dramaturgi lutkarstva tu ne obstajajo.
Toda kritiki in teoretiki so mi bili konec kon-
cev naklonjeni. Za tekste Lukana in Mikuza
imam obcutek, da so se priblizali tistemu, kar
poénem.

Morda vas ne zanima toliko vmesen kot
nevmesen prostor?

Mogoce. ZaCel sem od zacetka. Ko sem priSel
v Ljubljano, me je zanimal ta likovno-mehan-
ski del, hotel sem imeti nekaksen laboratorij.
Ko sem tu prvi¢ priSel v stik z lutkami, sem
bil razo€aran nad tem, da so krenile v smer
priblizevanja gledalis¢u nasploh. Da niso iz-
koris¢ale tistega, kar je na njih fascinantno.
Zaradi tega so me privladile najstarejSe pred-
stave, kot je Zogica Marogica. Stari animator-
ji so bili vzgojeni bolj v smislu koncentracije,

animacije, da so padli noter in delovali v eno
lutko, da so bili tudi oni mehanika. Podobno
kot filharmoniki v odnosu do inStrumenta.

Zogica Marogica in dva filharmonika.

Fascinira me prizor, ko dedek in babica vrtita,
udarjata in pojeta: »Imela sva boben in laj-
no.« Le dve mali figurici gresta prek odra ...

Kot Krambergerjevi opici.

Ce bi to pocela igralca, od tega ne bi bilo nig.
Ljudje smo polni nekih Cipov. Lutke so na-
stopale kot fetisi, talismani, vso to zgodovi-
no imamo naloZeno v sebi in se vsake toliko
spomni v nas. Lutke niso otroske igrace, iz
katerih bi delali gledalisce.

Vase gledalisce, naj ta beseda zaenkrat os-
tane, predvsem ni teatralno.

Hotel sem kreniti prav od zaéetka lutkarije,
od ljudskih zagetkov. Za ¢asa bivanja na Ce-
Skem sem naSel neki kos teksta, fragment,
iz katerega je nastala prva predstava Napra-
vite mi zanj krsto, ki sva jo naredila z Janom
ZakonjSkom. Dolgo ¢asa sem cakal, da bi to
koga zanimalo. Lutke sem Ze naredil, strip
sem Ze narisal ...

Koga ni zanimalo?

0d profesionalnih gledalis¢ do skupin. Ni¢
se jim ni zdelo zanimivo. Niti tema niti tak-
Sen teater. Prevladovalo je mnenje, da smo to
Ze zdavnaj presegli. Meni so se ravno ta ljud-
skost, ki se je brusila skozi stoletja, samo pri-
kazovanje, nadin kadriranja zdeli priloZnost,
da naredimo sodoben teater. Predstava je
bila uspedna, dosegla je preboj. Sel sem skozi
vse faze: ro¢na lutka, javajka, marioneta, po-
tem vzhodnjaski nacin, krizana lutka, ki se jo
vodi od zadaj ... Napredovanje je bilo metanje
stran vsega, kar se mi je zdelo odveé. Cistiti,
cistiti, Cistiti - v likovnem, tehnoloSkem, rezij-
skem smislu.

Izpus$éanje, omejitve, prepovedi. Predvsem
to ni gledalisée narcisizma. Da ima igralec
opravka z lutko, je menda optimalna resitev.
Oba imata sredisce izven sebe: lutka sredis-
¢e gibanja, igralec sredis¢e pozornosti.

Ta narcisizem me straSansko moti. Nerodno
mi je pred igralcem, tezko ga gledam ob vsem
tem izvajanju. Vendar ho€em imeti lutko in
igralca. Ker je lutka Cista Ze sama po sebi, od

igralca pri¢akujem, da se bo tudi sam posku-
Sal ocistiti. Mislim, da bi bilo treba isto doseci
v dramskem gledalis¢u, delati na nacinu igre,
ki ne bi temeljil na silni gestikulaciji, mimiki.

Pri HiSi Marije Pomocnice bi lahko Se ¢istil. Do
Cankarja sem bil malenkost previden, vseeno
je to beseda-beseda, hotel sem jo ohraniti.
Pri dialogih se to dostikrat izgubi, bolje deluje
pri monologih. Dobro sem imel reSeno leza-
nje, male kretnje, vstajanje, da tega ni bilo
treba reSevati z besedami.

Je o Kleistovem marionetnem gledaliscu
mogoce govoriti kot o vaSem manifestu?

Gre tudi za nakljucje. Ko sem se lotil predsta-
ve Kleist, tega teksta $e nisem poznal. Prese-
netila me je podobnost med nama: milina,
teznost, neizumetni¢eno gibanje lutke, e ji
ga prepustiS. Vse to, kar me je Ze prej moti-
lo priigralcu. Pri Kleistu je bilo Se kup drugih
reci. Sila genija, ki je v njem in ki ga podi ok-
rog. Nemo¢ pocakati toliko ¢asa, da bi se mu
stvari normalno izpisale, ob&utek, da bo po-
¢il, preganjanje, bezanje pred premocno not-
ranjostjo. Kleista bi lahko Se petkrat naredil.

Naredite ga vsakic, ko naredite predstavo.

Ja. V Kleistu sem izloCil vse, kar zanj ni po-
membno. Ostal je jezik, ¢isti minimalizem.
Prvi¢ sem preizkusil potencial gibanja, ki je Ze
v lutki. Ker je narejena za gib, ker ima poma-
gala, ker ima vse te sklepe, se mi je zazdelo,
da je ni treba animirati. V predstavi se je sliSal
samo glas v offu, vendar je gledalec imel ob-
cutek, da se male figure premikajo, sam si je
ustvaril gibanje, kakrsnega si je zelel.

Razli¢ni tipi lutk so razli¢ni tipi igralcev?

To so blazne razlike, glede na nacin obdela-
ve in nacin animacije. Pri ro¢ni lutki potisnes
roko direktno vanjo, v gibanju je zelo hitra,
agresivna, groteskna, humorna, lahko prije-
ma rekvizite. Pri marioneti so vse te nitke in
ritem, ki ni odvisen le od animatorja. Ze sama
po sebi je bolj liri¢na.

Nimam take izbire ljudi, da bi lahko pocel
to, kar bi si zelel. Potreboval bi studio, stal-
no ekipo, s katero bi delal na kos¢kih, ki bi jih
sestavljal, na stvareh, ki me na lutki zanimajo.
Blizu so mi vzhodni principi lutkarstva, preda-
nost v bunrakuju, princip mojstrstva, ko trije
animirajo lutko. Po petih letih se lahko preide
z nog na roke, po desetih se za¢ne delati na
glavi.

SILVAN OMERZU / A RETROSPECTIVE 137



2L~ W

BREZ NASLOVA, risba, 1998
UNTITLED, drawing, 1998

Meniski rezim.

Ja, tukaj nimamo nobenega potrpljenja,
treba je narediti predstavo. Zanima me ma-
rioneta, ki bi bila vodena prek zapletenega
mehanizma skripcevja. Ve¢ ljudi bi jo vodilo z
razli¢nih koncev, med njimi bi moralo priti do
skupne igre, da bi se stopili v eno. Igralci bi
vrvi vlekli na sceni, da bi se jih videlo, hkrati
bi se videlo gibe marionete.
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Se bolj kot realizem vas verjetno zanima
resnic¢nost gibanja?

Vselej so rekli, da naj bi lutka pocela tisto, kar
igralec ne more. Vendar mene ne zanima fan-
tastika, da bi ¢lovek letel, temve¢ ¢loveska fi-
gura, ki se giblje kot lutka. Skrivnostnost, dru-
gacnost lutke, ki kot da je od drugje, od davno,
od drugih civilizacij. Pri animatorju potrebujem
veliko ¢asa, da mu odstranim kup stvari.

Tudi z narcisizmom lutkarja se je treba bo-
jevati. Kleist je bil Se prevelik optimist.

S tem je najved teZav. Ceprav so zadaj, vseeno
hocejo preko lutk ugajati in uganjati virtuo-
znost.

Marioneta je v obi¢ajnem pomenu pejora-
tivna beseda. Pri vas je to polje potenci-
alne svobode. Hisa Marije Pomocnice: ko
dekleta zbolijo, nanese dualizem; so lutke
in igralke. Za t. i. zdrave je dovolj, da jih
odigrajo igralci.

Bolna dekleta so mo€no zaznamovana, vedo,
da bodo umrla. Ceprav so tako mlada, da se
smrti, tega, da te ni, povsem ne zavedajo. Za-
tekajo se k veri, v nebesa. Vendar ¢e je ¢lovek
tako zaznamovan, je Ze nekje onkraj oziro-
ma vmes. Temu ustrezno sem jih vodil skozi
predstavo. Bolezen sem hotel iz¢istiti na na-
¢in, da ni natur preobloZena. Tudi pri gibanju
lutk se nisem trudil, da bi lutke hodile, kot da
so bolne. Njihova bolezen izhaja iz nacina,
kako legajo, kako postavijo noge.

Zagotovo ne gre za preprosto dihotomi-
jo na nadin: igralec je dusa, lutka je telo.
Ceprav je hkrati mogod&e predvideti, da bo
igralka, ko bo prvo dekle umrlo, zapustila
prizorisce.

Z igralci sem moral reSevati par stvari: prvo,
dobiti ta obc&utek telo - dusa; drugo, lutki ni
treba igrati, da Sepa ali da je bolna, ampak
to lahko poéne igralka namesto nje in s tem
takoj pade v vlogo negovalke. Jo prime, jo
dvigne, jo postavi, odpelje. S to belino, Cis-
tostjo, s kretnjami se ustvari obc¢utek, da je
podaljsek, da je duhovni del lutke. Dihoto-
mija bi bila preenostavna, to sem hotel imeti
pod kontrolo.

Kaj je potem tisto, kar v tem aranZmaju do-
loéi trenutek smrti? Mar telo pride do ne-
kega stanja izérpanosti, ko je treba stoi¢no
opraviti z Zivljenjem?

S smrtjo na odru so vselej tezave. Umiranje je
lahko premoéno in s tem preenostavno. Ljudi
je mogoce ganiti, zato ne sme$ biti prehiter.
Pri prvem dekletu, ki umre, ki naredi samo-
mor, sem na zaCetku imel ekspresivnejSe ide-
je: lutka bi si prerezala Zile in kri bi prepojila
rjuho; vedel sem, da je to preoblozeno. Prisel
sem do trenutka, ko se lutka in igralka zazreta
ena v drugo oziroma lutka opazuje, kako igral-
ka odhaja, takrat sem Sel na duSo - telo, kot

bi Zivljenje odtekalo iz nje. Ravno zadnji¢ mi je
nekdo, potem ko je doZivel infarkt, pravil, da
zaCuti§ ta oblutek odhajanja, ¢edalje slabsi
si. To sem sku8al dobiti v pogledih med njima.
Ali ko igralka govori; prej govori kot lutka, a od
nekega trenutka naprej za¢ne govoriti kot ona
sama in jo lutka pogleda. S takimi malimi rec-
mi sem skus$al dosedi ganljivost smrti.

Ganljivost, ki ni afektirana.

ReZisersko delo z igralci mi ni v uZitek, ta Cre-
va, da potegnes ¢im ve¢ iz njih, me ne zani-
majo. Nerodno mi je, ko se ti ljudje odprejo
in vrZejo ven vso intimo. Zdi se mi, da bi jo
morali obdrZati zase. Zato verjetno delam z
lutkami.

Pri interpretaciji teksta igralec redkokdaj pre-
bere tako, da vznikne obcutje. Je nekaj pesni-
kov, ki znajo interpretirati svoje pesmi. Zajc je
bil takSen, tisti, ki jih znajo, so lahko sijajni. To
bi rad od igralcev.

Vasa dramaturgija je nekaksno nizanje ta-
blojev.

Stvari, ki jih po€nem, so se mi verjetno zako-
dirale Ze v otroStvu. Ker sem Zivel v manjSem
kraju, je bilo moje prvo sreéanje z umetnostjo
sreCanje s cerkvijo. Od tod fascinacija nad
vsemi temi podobami, strasljivimi kipi, ki
te gledajo navzdol. Prikazovanje po kosih in
tema krizevega pota so najbrz od tega prvega
vtisa, kasneje so se zaceli filmi.

Kako so se zaceli filmi?

Obstajalo je amatersko gledalis¢e, spomnim
se dveh, treh predstav, obi¢ajno operet. Naj-
bolj se mi je vtisnila zavesa, ko je bila zaprta,
kako sem komaj ¢akal, da se odpre, in gong,
ki je vselej naredil dong dong dong. Zavesa se
je odgrnila, ¢udezna Skatla se je odprla.

Ob sredah, sobotah in nedeljah je bil film. Od
grozljivk, detektivk do kavbojk. Starsi niso de-
lali problemov glede tega, kaj smem gledati.
S prijateljem sva v€asih pomagala kinoopera-
torju in sva smela biti v kabini. Dobili smo ka-
mero in poskusili posneti indijanarico. Zacelo
se je razmisljanje, kako bomo zgodbo pove-
dali s kratkimi prizori, kako jih bomo zlepili.

Kino Paradiz.

Moj oce je bil precej starejsi, imel me je pri
petdesetih. e mlad je med obema vojnama

SILVAN OMERZU / A RETROSPECTIVE 139
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delal v rudniku v Belgiji in kasneje zbolel za
silikozo. To je tisto, kar me spremlja, kar se
vlece iz predstave v predstavo. Slutnja smrti,
smrt. Bila sva strasno navezana drug na dru-
gega. Ko je umrl, sem jih imel Sestnajst, bil
je moja zadnja avtoriteta. Zanimanje za umet-
nost je zavrtelo tudi to, da je bilo treba v Solo,
se izuditi za poklic, v sluzbo sem Sel s sedem-
najstimi. Hodil sem na elektro in izpadel ne-
koliko drugace, kot €e bi v Ljubljani obiskoval
oblikovno.

kateri filmi so vas pomagali formirati?

Italijanski neorealizem, ameriska sedemde-
seta, Bergman, Tarkovski, to so bila mo¢na
leta, stalno smo hodili v kino. Poleg filma je
bilo branje, v gledali¢e sem hodil mnogo
manj. Spomnim se, ko sem priSel iz kina ¢€isto
ven iz sebe, kot bi se ga napil, ko ne ves, kako
si priSel domov.
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Vasa postavitev Solze v kostanjeviskem sa-
mostanu priklice besede iz Andreja Rubljo-
va: ni¢ ni strasnejSega od sneZenja v cerkvi.

Rubljov je gotovo eden tistih, ki sem jih videl
veckrat. Tarkovski mi je zelo blizu. Sin nosi
filme domov in sva jih veliko skupaj pregle-
dala. Sem Elovek brez spomina, tako da lahko
vsakega gledam trikrat. Glede Kostanjevice:
pri vseh galerijah najprej vstopim v prostor,
poskusim si vzeti ¢as in najti stik z njim. Se za-
misliti v arhitekturo, zgodovinski in simbolni
pomen objekta. V cerkvi takoj dobi$ svetlobo
in zvok, vstopi$ v tiSino. Vsi ti obredi, ki te-
¢ejo leta in stoletja enako, neprekinjeno kot
stroj ob isti uri, iste maSe, isti napevi. Tako
je naneslo kapljanje vode. Svetloba me je
presenetila, uporabil sem jo, kot jo je upo-
rabljala cerkev. Bozanski uéinki snopov, ki se
zelo spreminjajo glede na oblake, vreme, jut-
ro, veler, glede na to, od kod posije sonce. V
enem dnevu se zaradi teh senc, teh svetlob
zgodi marsikaj.

Spet meniska disciplina, strogost.

vedejo do maksimuma. Bil sem v Pleterjih,
kjer jih je trenutno samo trinajst z vseh kon-
cev sveta. Kustosinja je razlagala, da se po
sedmih, morda desetih letih, ne morejo vec
premisliti, ne morejo vec ven. Do takrat se Se
lahko, potem ne ve¢. Clovek si to tezko pred-
stavlja. Omejeni na minimalne pogovore, brez
¢asopisov, radia, televizije. Le stalno v ritua-
lu: molitev, delo, meditacija ...

Kaksno vlogo igra Bog v vasem gledaliséu?

Tezko ... nekje sem prebral, da lahko Boga v
gledali¢u igra le Bog sam. Tako bi mogoce
najlaze: moje predstave se ukvarjajo s tem,
do kam iti. Kako ¢lovek posku$a postati Bog.
Stvariteljska obsedenost. To je najbrz v ¢love-
ku, da poskusa iti do Se zadnjega mogocega
oziroma nemogocega in tvegati, Ceprav se ze
vnaprej ve, kaj je na koncu.

A obcutek Bozjega se razprostira skozi vse.

To obcutje BoZjega so trenutki, ko se ti zazdi,
kot bi Sel prepih skozi.

Prepih, (v)eter. Pri Tarkovskem sta veter in
svetloba v intimnem razmerju, veter dvigu-
je zaveso, svetloba sobe se spreminja. Kaj
je zangeli?

Angeli so bili zame izrabljeni, naredil sem
jih kot lutke in me potem niso ve¢ zanimali.
V risbi sem jih spet naSel, zanimalo me je, iz
kaksne snovi so.

Iz kaksne snovi so?

To se vidi v Srafurah, kako in od kje pronica
svetloba, kako tece linija, prisel sem do zani-
mivega prepleta ozadja, svetlobe, teme, Crte.
Zdi se, kot bi bili vasi angeli iz miSi¢nih vla-
ken, ki spomnijo na klob¢i¢ volne. En sam
poteg in vse se razpusti v ni¢. Materija duha.
V vseh predstavah se veliko ukvarjam z mate-
riali. Zven med njimi, brez dotika. Vsak ma-
terial te vodi po svoje, ima dolo¢eno obliko,
ki jo je najlaze dobiti iz njega. 1z lesa drugace
oblikujes, kot gnetes glino ali kleSe$ kamen.
Potem je tu Se kombinacija materialov, ob-
¢utek kovine - hladu, lesa - toplote, stekla -
prosojno, neprosojno, s tem na odru ustvaris
atmosfero. Ves ¢as predstave Prepovedane
ljubezni se siplje pesek, zvok odhajanja, at-

mosfera, ki te naredi oblutljivejSega za stvari,
ki se odvijajo na odru. Igralcem vcasih tezko
dopovem, da so mi svetloba, ki gre skozi oder,
majhen zvok, droben premik enako pomemb-
ni kot glavna vloga.

Tudi gledalec je marioneta, ki jo je mogoce
voditi.

Ce je lutka voden stroj in &e iz igralca delas
avtomat, je nujno, da tudi gledalec pade pod
isti sistem.

Vas je kdaj strah lastnega gledalis¢a?

Ne. V&asih lahko pobegne$ predalec in si zelo
sam v tistem, kar pocnes. Igralci bi mi morali
verjeti. Najhuje je delati z dvomljivci, vsak bi
nekaj po svoje. Ze tako si ranljiv, ker tudi sam
dvomis.

Teologija HiSe Marije Pomocnice in drugih
predstav je lahko razumljena tudi na nacin
slovenske bipolarnosti?

Ja, eni razumejo v eno stran, drugi v drugo, s
¢imer sam nimam nobene zveze. Pri nas je to
danes zelo motece. Ne vem, kaj naj bi imel s
to idiotsko delitvijo. Trenutno se je malo umi-
rilo, ampak en ¢as je bilo nemogoce Ziveti v
Ljubljani. Z ljudmi se nisi mogel ve¢ normalno
pogovarjati, ne da bi te kam pristeli. Podob-
no je z branjem casopisov, to je hujskastvo.
Zato se umikam na vikend na Dolenjsko, kjer
si bom uredil atelje.

Ker je tam ni¢?

Tam nimam z nikomer nié¢. V miru lahko po¢-
nem stvari, karkoli okoli umetnosti ali kaj
drugega, letos poleti sem izdeloval brajde.

Nikdar si niste Zeleli biti emigrant.

deset, petnajst let nisem priSel blizu, da bi
tu lahko pocel karkoli. poklicali so me na Ce-
Sko, kjer sem naredil dve predstavi. a tam na
premiero pridejo tuji ljudje. Med njimi so bili
tudi tako imenovani pomembnezi, enkrat je
priSel Menzel, a to mi ni ni¢ pomenilo, nisem
ga poznal. Tukaj imam ljudi, za katere zelo
rad vidim, da pridejo pogledat mojo predsta-
vo, na katerih mnenje nekaj dam. Moram redi,
da gledalce pridobivam, éeprav se ne trudim
okoli tega. Ljudje povedo eden drugemu in
se oblikuje doloéen krog, ki se Siri. Imel sem
obc&utek, da so mi v Pragi naklonjeni, ampak
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konec koncev sem bil gost. Ko enkrat posta-
ne§ eden izmed njih, je drugace. Tudi nisem
kakSen hud potovalec, v jezikih sem bolj slab.
Raje se osredoto¢im na mikro.

Pri publiki in njenem navdusenju se ¢lovek
hitro vprasa: »Le kaj sem storil narobe?«

Da bi delal univerzalne predstave, kjer bi vsak
nasel nekaj zase, to bi bilo zame zelo tezko.
Zacletne so bile taksne, ampak sem to¢no vi-
del njihov manko. Kje so tisti elementi, ki so
narejeni za to, da publiko pridobi§ na svojo
stran. Mogoce jo je uloviti, kot je mogoce ulo-
viti otroke.

Trenutek poraza; ves, da si goljufal.

Ja, ves. Spomnim se, ko sem bil mali in so me
vlacili naokrog, da sem prepeval po prosla-
vah. Imel sem tremo, nastopanje mi je bilo
zoprno, a ko sem se zna$el na odru, sem pa-
del v to slast. Pel sem Violino Tzigano, par-
tizanske pesmi in toéno vedel, kako dvigniti
glas, kako ga zatresti, koliko ga obdrzati, do
kje iti, da bodo mame zajokale. Tako mali sem
bil in sem Cutil, kje lahko manipuliram z njimi.
Takrat sem prekinil s tem.

Specializacija je nevtralizacija. Vase pocet-
je je preblizu tocki nelagodja, bolje vas je
spraviti pod lutkarstvo in pika.

Nedavno sem v galeriji Velenje razstavljal ris-
be in Omizja. Hkrati sem v galeriji v avli upra-
ve Gorenja imel Se nekaj risb ter priredil av-
tomat iz Kleista. Sedel je v vozicku in vojasko
salutiral z roko. Ker so tovarna strojev, se jim
je zdelo fajn, dokler ni na dan otvoritve zjutraj
izbruhnil Strajk. Uprava je avtomat odstrani-
la, prevec jih je spominjala na to, da so ma-
rionete, skrbelo jih je, da ne bi delavci v tem
videli neke simbolike.

Toda vi morate obcutiti milino v avtomatic-
nosti?

Ko sem bil mali, sem v izloZbi videl mehanic-
nega pti¢a, ki je pomakal kljun v vodo. Kup
ljudi se je ustavljal in gledal to gledalis¢e z
enim dejanjem. Kar ni ni¢ takega. Ze takrat
sem razmi$ljal: od kod ljudem, da jih tako
mala re¢ pritegne, da stojijo in gledajo? Ali
kasneje Orloj v Pragi. Stojijo celo uro, da bo
prisel ¢as, ko bo odbilo, in se bodo prikazale
figurice. OCitno imamo ta mehanizem v sebi,
Ze z bitjem srca, obC&utje kozmosa, teh premi-
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kanj. Da nas zanese, da razmislimo, ne od kje
smo, ampak kaj nas vodi, kaj je ta sila, kako
se odtrgati od nje, se sploh lahko ...

Hkrati vas privlaéi trenutek, ko avtomat
odpove.

Enkrat so me z Vala 202 vprasali, ali me lah-
ko uvrstijo med kandidate za Ime tedna. Bil
je dan po volitvah, med nominirani je bil tudi
Pahor. Rekel sem jim, da ni problem, in poza-
bil na to. Vedeli so, da bo zmagal, rezervirali
termin, ¢akal je Ze na telefonu. Nakar sedim
nekje v lokalu in me pani¢no klicejo, da sem
zmagal jaz, da jih je ujelo nepripravljene, da
nimajo nobenih podatkov o meni, da so se Pa-
horju morali opraviciti ...

Kjer se pojavite, je izredno stanje in so ma-
rionete.

Bral sem in gledal grafike o obdobju po prvi
svetovni vojni, ko so ljudje postali polavtoma-
ti, ko so jim manjkali vsi mozni udje in so imeli
Ze pol glave umetne, ko so delali vozicke iz
vsega moznega. Ko je ¢lovek samo $e kos, kos
duha, in je vse ostalo Ze umetno, mehanika.

Ce zanemarimo njegov individualizem; mar
ni konéna posledica Kleista totalna druzba
milih in usklajenih gibov? Koreografija Se-
verne Koreje. Kot konec Mannove Carobne
gore, ko Hans Castorp po vsej tisti intelek-
tualni drami brez delca zavesti prodira pro-
ti sovraznikovemu jarku?

Kleist je ocitno imel hud problem v sebi. Po
eni strani vojaska izobrazba, vzgojen kot iz-
vrSevalec ukazov, po drugi strani umetnik. V
nekem obdobiju se je to razklalo ...

Je bil razklan? Prej se zdi, da je bil Se mili-
tantnejsi od svoje vojaske druzine, ulezane
v tradiciji in ¢inih.

Kleista sem najmocneje zacutil v tocki njego-
vega silnega talenta, ki ni pripravljen pocaka-
ti, da bi se stvari normalno razvile. V sebi je
éutil, da je genialen, ampak za to je potreben
¢as. To je verjetno problem resni¢nih genijev,
da nimajo potrpljenja, ne poznajo postopnos-
ti. Takoj je hotel narediti genialno pesnitev,
genialno dramo. To je tisto, kar pripelje do
poka, kar ga zlomi. Silna ambicioznost in iz
tega izhajajoCa preganjavica, ogrozenost od
drugega, nezmoznost funkcioniranja. In spet
njegova vojaska Sola, ki je kot stroj.

Pri Mariji Pomocnici je najbolj fascinantna
zmozZnost lutk, da se prestopajo, korakajo
same od sebe. Vojaski mars. Povsem samo-
stojne so pri hoji.

Tu so najmoénejSe, v zvoku, in ko se premi-
kajo v skupini. Tu je HiSa najblize taboriséu,
kako nekdo s ¢isto nemoc¢jo samo klenk klenk
klenk. Tu je lutka fenomenalna, tu te stisne.
Tega ne bi mogel z ni¢imer bolje izraziti.

Goethe je Kleistova antiteza, je, grobo rece-
no, harmonicen, oportunistiéen tip genija.
V zvezi s Kleistom se ni posebej izkazal. Vas
Faust kljub temu mika?

Goethe ni toliko simpaticen, Kleist deluje
mocneje, ker je CistejSi v svoji misli. A je hkra-
ti ta trpedi genij. Goethe je kot genij sfural
Zivljenje.

Imate teZave z romanti¢nostjo Kleista?

Ja. Moj prejsnji del opusa je bil humoren,
brutalen, nabit s seksualnostjo, hitrejsi, ta
drugi del je bolj razmiSljujo¢. To se mi pok-
lapa z Goethejem, ki je imel prvi in drugi del
Fausta. Pri ¢loveku je normalno, da za¢ne v
drugi polovici Zivljenja drugaée razmisljati.
Faust, pogodba s hudi¢em, vsekakor je tema
za obdelavo.

Omenjate menihe, omenjate obsedence,
kar priklice Kierkegaardovo dialektiko med
svetnikom-apostolom in genijem-umetni-
kom. Kleist je kombinacija obojega.

Malo vemo o tem, kako se to pojavlja pri me-
nihih.

Misteriji sublimacije ...

Slisal sem o menihu, ki se mu je snelo in so
ga odpeljali v norisnico. Dobil je neko silno
mog&, da je strgal vse prisilne jopice. Stirje so
ga skusali drzati, a so fréali. Pobegnil je in v
gozdu so ga nasli obeSenega.

Ali se lutka kdaj upre vasim nameram?

Ja. V€asih jim zamenjam vloge, ko jih Ze nare-
dim. Vse manj tezim k temu, da bi lutka nosila
vnaprejsnje znacajske poteze. Kot reZiser sku-
§am Ze vnaprej predvideti, koliko bo pridobila s
tekstom, koliko z gibom. Poskusam doseci, da
so si likovno ¢im enotnejSe, da delujejo kot sku-
pina in da jih med sabo lo¢im z malimi re¢mi.

Res zveni kot laboratorij.

Koliko je treba animatorju odvzeti njegove
lastne volje, da z lutko delujeta kot duo, da
nista eden proti drugemu. Zdaj raziskujemo,
kaj v bistvu poganja lutko, kaj ji da gib. Koliko
lahko sama funkcionira, koliko potrebuje ani-
matorja, koliko je animator animator in koliko
je sam avtomat. Koliko stroj vodi stroj, kdaj je
kateri bolj stroj in kdaj manj.

Descartes z okna opazuje, kako se po trgu
sprehajajo klobuki in plaséi. Vprasa se: »Je
mogoce, da se pod njimi skrivajo avtoma-
ti?« Omerzu sloni na istem oknu in se vpra-
Sa: »Je mogoce, da se pod njimi skrivajo
ljudje?«

Vzhodnjaki imajo sen¢no gledaliS¢e. Resda
oni razumejo vso simboliko gibov, da lahko
padejo noter, da se soocijo sami s sabo. Do-
stikrat se vprasam, Ce bi bil sposoben pasti v
tako samoociscevalnost, da bi priSel do res-
nicnega mini-mini-minimalizma, ali si ne bi
rekel: »Kje se mi da?«. Da bi samo svetloba
Sla ¢ez oder. Do kje je to mogoce, kje je prava
mera?

Prepri¢an sem, da vsaka lutka zaradi svoje
likovnosti, tehnologije, v sebi Ze nosi specifi-
¢en gib, eden, ki je njen lasten. Ima jih toliko
in toliko, ki so sprejemljivi, a eden je verjetno
prav njen. Hotel bi ga najti.

Animatorjem skuSam dopovedati: ker je lut-
ka podrejena teznosti, je to treba izkoriséati.
Gibi, ki so sami od sebe, so najbolj naravni.
Marioneta se giblje navzdol, navzgor jo premi-
ka animator, a tudi ta navzgor ni ravno njego-
va volja, on lahko le dvigne, kako bo $la roka
gor, je ze spet tehnologija in spet teZnost.
SkuSam jim privzgojiti obcutek do stvari.

Tendenca nefigurativnega gledaliséa; Ma-
levi¢ gledalis¢a?

Figuralika v gledaliS¢u me zanima, ker sem
se ga najprej lotil kot likovnik. Najblize mi je
gledalisCe avtorjev, ki so tudi sami zaceli kot
likovniki: Bob Wilson, Jan Fabre, Romeo Cas-
tellucci, Josef Nadj ...

Robert Bresson, Se en kleistovec, je bil prav
tako slikar. Vase predstave so filmske,
montazZa v njih je oéitna, vas film zanima
tudi eksplicitno?
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Pelje me k filmu, stvari bom zdaj snemal.
Mislim, da mi je blize kot gledalisce, ki me
zanima kot enkratno dejanje, kot ritual, da
gledalec sam premika lutke, ne da bi se to
dogajalo na odru. Lukan je v Peskarju opazil,
da je Nathanael sanjal more, a da jih, kot bi
storili drugi lutkarji, nisem kazal. Bila sta le
spedi in glas v offu. Prepustil sem gledalcu,
da si je more predstavljal sam. Kar je lutkar-
jem nepojmljivo; to je vendar edino, kar ima$
na voljo, da prikazuje$ sanjski svet.

Warholovska gesta: kazati specega, brez
sanj.

Izkoristiti to druga¢nost, ¢udeznost lutke, po-
kazati njeno lastno Zivljenje. Obstajajo ljudje,
obstajajo lutke. Kdo pravi, da smo mi Zivi, in
one ne? To so te skrivnosti, zaradi ¢esar me
lutke zanimajo, zaradi ¢esar me zanima umet-
nost. Ce bi vedeli, da je ta svet banalen, da
bi prisli do neke resnice, da ne obstaja ni¢
drugega, bi morda teZe Ziveli ... tega no¢emo
vedeti.

Kaj je na filmu, kar je za vas neizogibnega?

Film je preve¢ uSel likovnosti. Ima svojo
montazo, zoomiranja, s ¢imer pride$ do ne-
kih notranjosti, mehanizmov. Najlepsi del je
priprava. Vmes je ta ja in ne z igralci, nato
sledi konéni del, ki je tvoja intima. Montaza,
sestavljanje.

Nabrale so se reci, za katere vem, da bi jih
bolje prikazal s filmom. Seveda so to lahko fil-
mi, za katere ne ves, kaj z njimi poceti, kam to
lansirati, a so art kosi.

Vsekakor alternativa gostilniSkemu zgodbi-
carstvu slovenskega filma.

Slovenski film je imel nesre¢o v tem, da je
okrog filma na splo$no ve¢ denarja in so se
zraven prilepili precej napacni ljudje.

Pri vasem gledalis¢u je posebej dragoceno,
da oder gledalcu ne pusti, da bi se znaSel
na njem. NemoZznost identifikacije. Sicer ne
gledas predstave, temve¢ vnovic¢ svoje Ziv-
ljenje, katerega zvezda si.

Ja, ukvarjam se s stvarmi, ki s tem nimajo ne-
posredne zveze. Raje se odmaknem.

Eskapizem. Najverjetneje ne gledate Sovov
tipa Kmetija, vendar ste pravi ekspert za-
nje, ¢e hocete ali ne.

Ujel sem 20 minut in bilo je zelo zanimivo. Ar-
tur Stern je najbrz &isto bister fant, ampak Ze
enkrat prej sem ga ujel v tem ... Ko je pevec
Rudan zbil kolesarko, je izjavil, da ga razu-
me, zakaj je pobegnil. Tako dale¢ je priSel na
svoji poti do slave, da si ni mogel privos¢iti
nedesa takinega. On, Stern, to ve, ker je bil
sam na avdiciji za pevca Pop Design in je bil
namesto njega izbran Rudan. Eni so lahko in-
telektualci, ampak je v njih toliko mocnejsa
Zelja po nastopanju. Takoj bi prodali ves svoj
intelektualni kapital za to, da bi stali na odru
in bili ob&udovani. Vsi ti Sovi so sestavljeni iz
profilov, ki bi prodali duso, da so lahko noter.

BTC Faust. Ne prodajajo duse za mojstrovi-
no, temvec za bestseller. Prodati vse za naj-
manj$o mozZno ceno.

Ja, ampak iz tega nastane tako mocen teater
absurda, da je tak3nega tezko sestaviti.

Potem gledas teater absurda v gledalis¢u
in se sprasujes, mar tega ni mogoce gle-
dati vsak dan po televiziji - v Sovih, ki so
lucidnejsi, ker odnosi poskrbijo sami zase.
Tega ne mores napisati.

Ce se gledalid&e ne bo 3lo Eesa drugega, si bo
samo podpisalo svoj konec. Reality Sov ga bo
pregazil. To bo tudi zame bolj zanimivo.

Edino nelagodje, ki je dramskemu gledali-
$¢u preostalo, so neudobni sedezi.

AVTOMATI, Pregledna razstava, Galerija Bozidar Jakac,

Kostanjevica na Krki, 2020. Foto: Ziga Koritnik

AUTOMATONS, A Retrospective, Bozidar Jakac Art Museum,

Kostanjevica na Krki, 2020. Photo: Ziga Koritnik
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Marko BAUER

Interview with Silvan Omerzu

(originally published in the Sobotna priloga / The Saturday Supplement
of the Delo newspaper, 19 December 2009)

There are always
oroblems with death

on stage

Tennis players have their elbows, puppeteers
have their crosses. Silvan Omerzu was carry-
ing equipment the day before the interview
and his soul slipped into the lumbar verte-
bra. Welcome to the puppet theatre.

His very presence demands that one become
attentive to the automatisms of everyday
life. The conversation is at regular intervals
overpowered by the bell of the Church of the
Heart of Jesus, the chirping of birds, of these
automatic machines, encroaches into the
word; the study of Omerzu’s facial features
most likely falls under ornithology.

His drawings escape perspective - like hai-
ku. There are no discussions on daily politics
at his Table Scenes. He translates Cankar’s
moving The Ward of Our Lady of Mercy into
an ethics of the machine. He snatches the
mirror away from the actor. Kleist is always
somewhere nearby. Next in line is the au-
tomatic machine par excellence: the cine-
matograph.

Omerzu is not a puppeteer, he is not an art-
ist, he is not a theatre man. He is a humanist
insofar as he humanely includes the auto-
matic, the mechanical, the marionette-Llike.
Eisenstein once exclaimed, long live the fu-
sion of film and kabuki. In the name of the
draught in the local cultural sphere one
could exclaim: long live the fusion of film and
Omerzu’s mechanics.
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When reviewing the documentation about
you, the question arises, how close did the
media observers manage to get to your the-
atre?

I probably fall more into the intuitive part.
Naturally, | consider everything, | just don’t
know if ’'m the right person to express what
| feel in the moment when I’'m doing some-
thing. It’s true that everyone essentially takes
me as someone who works with dolls and dol-
lies. Even if they see that you’re going in the
direction of an adult audience, it’s still in the
domain of the theatre, which may perhaps not
appeal to me as much as some intermediate
space. | don’t know if anyone understands that
you are looking to have as little happening on
stage as possible.

The problem is probably already in the per-
ception of a different type of narration?

Dramaturges are trained for dramatic theatre
in our country, and the critics are usually in
their ranks. There are no puppetry dramaturg-
es here. But nevertheless, the critics and theo-
reticians have been well-disposed towards my
work. | feel that the texts by Lukan and Mikuz
have come quite close to what I do.

Maybe you’re more interested in the non-in-
termediate rather than the intermediate
space?

Perhaps. I began at the beginning. When | came
to Ljubljana, I was interested in the artistic and
mechanical part, | wanted to have a laborato-
ry of sorts. When | first came in contact with
the puppets here, | was disappointed that they
were moving in the direction of approaching the
theatre in general. That they didn’t take advan-
tage of what’s fascinating about them. Because
of this, | was attracted to the earliest perfor-

mances, such as Zogica Marogica (Speckles
the Ball). The old animators were raised more
in terms of concentration, animation, they be-
came absorbed by and worked with a single
puppet, they were part of the mechanics them-
selves. Similarly to the philharmonic musicians
with their instruments.

Zogica Marogica and Two Philharmonic Or-
chestra Musicians.

I’'m fascinated by the scene where grandpa
and grandma spin, bang and sing: “We had a
drum and a hurdy-gurdy.” Just two tiny figures
crossing the stage.

Like Kramberger’s monkeys.

If actors did that, it would amount to nothing.
Human beings are full of various chips. The
puppets appeared as fetishes, talismans, we
have all this history loaded in us and, every
now and then, it remembers within us. Pup-
pets are not children’s toys that can be used to
make theatre with.

Your theatre, let’s keep that word for the
time being, is primarily not theatrical.

| wanted to start off right from the beginning
of puppetry, from the folk beginnings. During
my stay in the Czech Republic, | found a piece
of text, a fragment from which the first play,
Make Me a Coffin for Him was produced, which
Jan Zakonjsek and | did. | waited a long time
for anyone to take an interest in it. I'd already
made the puppets, I'd already drawn the sto-
ryline ...

Who wasn’t interested?

From professional theatres to groups. Noth-
ing seemed interesting to them. Neither the
theme nor a theatre of this type. The prevail-
ing opinion was that this had been exceeded
a long time ago. To me, it was precisely this
folk-like quality that had been honed over the
centuries, its appearance, the way it’s framed,
that seemed like an opportunity out of which
to make contemporary theatre. The show was
a success, it made a breakthrough. | went
through all the stages: hand puppet, Wayang
stick puppet, marionette, then the orien-
tal way, the string puppet on a cross guided
from behind ... Progress came by discarding
everything that | found superfluous. Cleanse,
cleanse, cleanse - in the pictorial, technologi-
cal, directing sense.

Releases, restrictions, prohibitions. Most
importantly, this is not a theatre of narcis-
sism. Having the actor deal with a puppet

is supposed to be the optimal solution. Both
have a centre outside of themselves: the
puppet, the centre of movement, the actor,
the centre of attention.

This narcissism bothers me terribly. I'm em-
barrassed in front of the actor, | find it hard
to watch him during all this performing. But |
want to have the puppet and the actor. Since
the puppet is cleansed in itself, | expect the
actor to try to cleanse himself as well. | think
the same should be achieved in dramatic the-
atre, focusing on the acting technique, which
would not be based on strong gesticulation,
facial expressions.

I could go on cleansing The Ward of Our Lady
of Mercy. | was a little cautious with Cankar,
however you turn it, it’s still a word-word sit-
uation, | wanted to keep it. This is often lost in
dialogues, it works better in monologues. | had
good solutions for the lying down, the small
gestures, the getting up, so this didn’t have to
be solved with words.

Can the Marionette Theatre by Kleist be con-
sidered as your manifesto?

This is also a coincidence. When | took on the
Kleist show, | was not yet familiar with this
text. | was surprised by the similarity between
us: grace, gravity, the unadulterated move-
ment of the puppets, if you leave it up to them.
All of which had bothered me before with ac-
tors. There was also a bunch of other things
with Kleist. The force of genius within him and
which drives him around. The inability to wait
long enough for things to show up in a normal
manner, the feeling of bursting, the chasing,
the running away from the inner forces that are
too powerful. I could do Kleist five more times.

Do it every time you do a show.

Yes. With Kleist, | eliminated everything that
didn’t matter to him. What remained was the
language, pure minimalism. For the first time, |
tested out the potential of the movement that
is already inherent in the puppet. Because it’s
made to be moved, because it has aids, be-
cause it has all of these joints, | felt that there
was no need to animate it. In the show, only the
voice of the narrator was heard, but the spec-
tator got the feeling that the small figures were
moving, he created the movement he wanted.

Are different types of puppets, different
types of actors?

There are insane differences, depending on
treatment and animation. With a hand puppet,
you put your hand directly into it, it is very
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fast in movement, aggressive, grotesque, hu-
morous, it can hold props. With a marionette,
there are all these strings and a rhythm that
doesn’t just depend on the animator. It’s more
lyrical in itself.

I don’t have such a choice of people to be able
to do what | want. | would need a studio, a
permanent team to work with on the individ-
ual pieces that | would then put together, on
the things that interest me in a puppet. | feel
close to the eastern principles of puppetry, the
dedication in the Japanese Bunraku puppet
theatre, the principle of mastery when three
people animate a puppet. After five years, you
can progress from the legs to the arms, after
ten, you can start working with the head.

Monastic regime.

Yes, we have no patience here, the show must
go on. I’'m interested in a marionette whose
strings would be pulled by a complex pulley
mechanism. Several people would handle it
from different ends, they would have to come
together in a joint performance so that they
would merge into one. The performers would
pull the strings on stage so that they would be
seen, while the movements of the marionette
would be seen at the same time.

You are probably more interested in making
movement real than in realism?

It has always been said that a puppet is sup-
posed to do what an actor can’t. However, I’'m
not interested in the fantasy of man flying, but
in the human figure that moves like a puppet.
The mystery, the different nature of the pup-
pet, which seems to be from elsewhere, from a
long time ago, from other civilizations. | need
a lot of time with an animator to eliminate a
whole bunch of things from him.

The puppeteer’s narcissism also needs to be
fought. Kleist was too much of an optimist.

This is the biggest problem. Even though they’re
in the background, they still want to please and
indulge virtuosity through the puppets.

The word marionette is derogatory in the usu-
al sense. For you, this is a field of potential
freedom. The Ward of Our Lady of Mercy:
when the girls get sick, a dualism is implied;
they are puppets on strings and actresses.
Those labelled as healthy can be easily per-
formed by actors.
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The sick girls are heavily marked, they know
they will die. Even though they are so young
that they are not fully aware of death, of the
notion that you no longer exist. They take ref-
uge in faith, in heaven. However, if a person is
marked like that, they are already somewhere
beyond or in-between. | guided them through
the show accordingly. | wanted to cleanse the
illness in a way that it was not naturally over-
loaded. Also with the movement of the pup-
pets, | didn’t try to make the puppets walk as
if they were sick. Their illness is indicated by
the way they lie down, the way they position
their legs.

It is certainly not a simple dichotomy in the
manner: the actor is the soul, the puppet is
the body. Even though it is at the same time
possible to predict that the actress will leave
the scene when the first girl dies.

I had to solve a couple of things with the ac-
tors: first, to get that body-soul feeling; sec-
ond, the puppet doesn’t need to appear as if
it’s lame or sick, this can be done by the ac-
tress instead, by which she immediately falls
into the role of the caregiver. She holds her,
picks her up, stands her up, takes her away.
With this whiteness, purity, with the gestures,
a feeling is created that she is an extension,
that she is the spiritual part of the puppet. The
dichotomy would be too simple, | wanted to
have that under control.

What is it then that determines the moment
of death in this arrangement? Does the body
come to a certain state of exhaustion when it
comes to stoically dealing with life?

There are always problems with death on
stage. Dying can be too powerful and there-
fore too simplistic. People can be moved, so
one shouldn’t be too fast. | initially had more
expressive ideas for the first girl who dies, who
commits suicide: the puppet would slit her
wrists and blood would soak the bed sheet; |
knew it was over the top. | came to the moment
when the puppet and the actress gaze at each
other and the puppet watches as the actress
leaves, this is when | went for the soul-body
as if life were trickling out of it. Just recently,
someone who had survived a heart attack told
me that you get that feeling of leaving, you’re
getting weaker and weaker. | tried to get that in
the gaze between the two. Or when the actress
speaks; before she speaks like a puppet, but
from a certain moment she begins to speak

like herself as the puppet looks at her. | used
these small things to try and achieve the emo-
tion of death.

Heart-rendering but not affected.

I don’t enjoy directing with actors, I’'m not in-
terested in dragging the most out of them. I'm
embarrassed when these people open up and
throw out all their intimacy. It seems to me
that we should keep it to ourselves. Which is
probably why I work with puppets.

Actors rarely read the text in such a way as to
evoke a feeling in their interpretation of the
text. There are some poets, who know how to
interpret their poems. Zajc was like that, those
who know how to do that can be brilliant.
That’s what | want from the actors.

Your dramaturgy is like a series of tableaux.
The things | do, have probably been encod-
ed in me as a child. Because | lived in a small
town, my first encounter with art came with
my encounter with the church. Hence the fas-
cination with all these images, the scary stat-
ues looking down at you. Showing things piece
by piece and the theme of the Stations of the
Cross probably stem from this first impression;
the films came later.

How did the films start?

There was an amateur theatre, | remember
two, three performances, usually operettas.
| was most impressed by the curtain when it
was closed, how | could hardly wait for it to
open, and the gong that always made dong,
dong, dong. The curtain pulled back, the mir-
acle box opened.

Films were screened on Wednesdays, Satur-
days and Sundays. From horror movies, detec-
tive films to westerns. My parents didn’t make
trouble with what | was allowed to watch. My
friend and | sometimes helped the projection-
ist, so he let us stay in the booth. We got a
camera and tried to make a film about the Red
Indians. We started thinking about how we
were going to tell the story with short scenes,
how we were going to splice them together.

Cinema Paradiso.

My father was much older, he had me in his fif-
ties. While still young, he worked in a mine in
Belgium between the two world wars and later
fell ill with silicosis. That’s what accompanies
me, what drags me from show to show. The
premonition of death, death. We were terribly

close. I was sixteen when he died, he was my
last authoritarian figure. The interest in art was
also turned around by the fact that | had to go
to school, train for a profession, | got a job at
seventeen. | went to the electrical engineering
school and turned out a bit differently than if |
had attended the art and design school in Lju-
bljana.

Which films helped shape you?

Italian neorealism, American seventies, Berg-
man, Tarkovsky, those were the strong years,
we were in the cinema all the time. Besides
film, there were books, | didn’t go to the the-
atre as much. | remember coming out of the
cinema and being all over the place, like when
you’re drunk and you don’t know how you got
home.

Your installation Tears in the Kostanjevica
Monastery evokes words from Andrei Rublev:
Nothing is more terrible than snow falling in
a temple.

Rublev is certainly one | have seen many times. |
feel very close to Tarkovsky. My son brings films
home and we have watched them together
many a time. I’'m a memoryless person, so | can
watch each one three times. Regarding Kostan-
jevica: with all galleries, | first enter the space,
try to take my time and find a contact with it.
To contemplate the architecture, the historical
and symbolic significance of the building. In the
church, you immediately get light and sound,
you enter into silence. All these rites that have
not changed over the years, without interrup-
tion like a machine at the same hour, the same
mass ceremonies, the same chants. This is how
the dripping of water appeared. The light sur-
prised me, | used it the way the church used it.
The divine effects of the beams that vary great-
ly given the clouds, weather, morning, evening,
depending on where the sun is shining from.
Many things happen in a day because of these
shadows, these lights.

Again, the monastic discipline, austerity.

Yes, the austerity, the purity that the monks
bring to the maximum. | was in Pleterje, where
there are currently only thirteen of them from
all over the world. The curator explained that
after seven, maybe ten years, they can no longer
change their minds, they can no longer opt out.
They can, up till then, but no longer after that.
It’s hard to imagine. Limited to minimal conver-
sations, no newspapers, radio, television. Only
constant ritual: prayer, work, meditation ...
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What role does God play in your theatre?

Difficult ... | read somewhere that only God
alone can appear as God in the theatre. So it
might be easiest: my performances deal with
how far to go. How man tries to become God.
The obsession of being the Creator. It is proba-
bly inherent to man that he tries to go as far as
it is possible or impossible and take the risk,
even though he already knows in advance what
awaits at the end.

But the feeling of the Divine spreads through
everything.

This sense of the Divine appears in the mo-
ments when it feels as if a draught were pass-
ing through.

Draft, air (waves). In Tarkovsky’s work, wind
and light are in an intimate relationship, the
wind raises the curtain, the light of the room
changes. What’s going on with the angels?

The angels had been exhausted for me, | made
them as puppets and then | was no longer inter-
ested in them. | found them again in drawings,
wondering what material they were made of.

What material are they made of?

This can be seen in the hatching, how and from
where the light seeps in, how the line flows,
I came to an interesting intertwining of the
background, light, dark, line.

It seems as if your angels were made of mus-
cle fibres, reminiscent of a ball of wool. One
little tug and everything dissolves into noth-
ingness. The stuff of spirit.

I place a lot of attention on the materials in all
my shows. How they sound together, without
touch. Each material guides you in its own way.
It has a certain form that is most compliant to
it. Wood is shaped differently to kneading clay
or carving stone. Then there is also the combi-
nation of materials, the feeling of metal - cold,
wood - warmth, glass - translucence, opaque-
ness, by which you create an atmosphere on
stage. Sand trickles throughout the duration
of the Forbidden Love performance. A sound
of departing. An atmosphere that makes you
more sensitive to the things that are taking
place on stage. | sometimes find it hard to ex-
plain to the actors that a light passing through
the stage, a small sound, a tiny movement, is
just as important to me as the main role.
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Even the spectator is a marionette that can
be strung along.

If the puppet becomes a guided machine, and
if you make an automatic machine out of the
actor, it is imperative that the spectator also
falls under the same system.

Are you ever afraid of your own theatre?

No. Sometimes you can run too far away and
find yourself very alone in what you’re doing.
Actors should believe me. The worst thing is
to work with sceptics. Everyone wants to do
their own thing. You already feel vulnerable
because you’re full of doubts yourself.

The theology of The Ward of Our Lady of Mer-
cy and other performances can also be un-
derstood as a Slovenian bipolarity?

Yes, some understand it one, others another
way, but that has nothing to do with me. This
really is a nuisance in our country nowadays.
I don’t know what I’'m supposed to have to do
with this idiotic division. At the moment it’s
calmed down a bit, but for a while, it was im-
possible to live in Ljubljana. You couldn’t talk
to people normally any more without being
branded. It’s similar with reading the newspa-
pers. That’s incitement. This is why | withdraw
to the Dolenjska region for the weekends,
where I’'m going to set up a studio.

Because there’s nothing there?

I have nothing to do with anyone there. | can
do things in peace and quiet. Anything to do
with art or anything else. This summer | made
some trellises.

You never wanted to be an immigrant.

I didn’t come close to being able to do anything
here for ten, fifteen years. | got a call from the
Czech Republic, where | did two shows. But
there, foreigners come to see the premieres.
This included VIPs. Once Menzel came, but it
meant nothing to me, I didn’t know him. | have
people here that | really like to see come to my
shows. People, whose opinion means some-
thing to me. | have to say, I’'m gaining specta-
tors, even though | don’t bother about it. Peo-
ple talk to each other and a particular circle of
people forms, which expands. | had a feeling
the people of Prague held me in favour, but at
the end of the day, | was just a guest. Once you
become one of them, it’s different. I’'m not an
avid traveller either. And I'm pretty bad at lan-
guages. | prefer to focus on the micro.

One is quick to ask with audiences and their
enthusiasm: “What is it that | did wrong?”

Doing universal shows in which everyone
would find something for themselves would be
very difficult for me. The initial ones were like
that, but | saw exactly what they were missing.
Where are those elements that are made to get
the audience on your side? It can be captured
like children can be captured.

The moment of defeat; you know that you
have cheated.

Yes, you know. | remember when | was a boy
and they dragged me around to sing at cere-
monies. | had stage fright, | hated performing,
but when | found myself on stage, I fell into that
delight. I sang Violina Tzigana, partisan songs,
and | knew exactly how to raise my voice, how
to shake it, how much to keep it, how far to
go to make the mothers weep. | was so little,
yet | felt where | could manipulate them. That’s
when | stopped doing that.

Specialisation is neutralisation. What you do
is too close to the point of discomfort. It’s bet-
ter to file you under puppetry and that’s it.

I recently exhibited my drawings and the Table
Scenes at the Velenje Gallery. At the same time,
I also had some more drawings in the gallery
of the lobby of the Gorenje Management Board
and adapted an automatic machine from
Kleist. He was sitting in a wheelchair, saluting
with his hand in a military fashion. Since they
are a machine factory, they thought it was fine
until a strike broke out on the morning of the
opening day. The administration removed the
automatic machine. It was too heavily reminis-
cent for them of the fact that they were pup-
pets on strings. They worried that the workers
might see some symbolism in it.

But you must feel a sense of grace in the au-
tomation?

When | was little, | saw a mechanical bird in
a shop window dipping its beak into water. A
bunch of people were stopping by to see this
piece of theatre with one act. Which is really
nothing in itself. Even then, the thought oc-
curred to me: what do people, have in them
for such a small thing to attract them, to make
them stand and watch? Or later, the Prague Or-
loj. People stand for an entire hour for the time
to come, for the clock to strike, and the little
figures to appear. We must have this mecha-
nism within us, already with the beating of the
heart, the sense of the cosmos, of these move-

ments. To get us to think, not where we are
from, but what guides us, what is this force,
how to break away from it, if we can at all ...

At the same time, you are attracted to the
moment when the automatic machine fails.

I was once asked by the Val 202 radio if | could
be listed among the candidates for Name of
the Week. It was a day after the elections, and
Pahor was among the nominees. | told them
it wasn’t a problem and forgot about it. They
knew he would win, they booked a time, he
was already waiting on the phone. Then I'm
sitting in a bar somewhere and they call me in
a panic that | won, that they were caught un-
prepared, that they have no information about
me, that they had to apologise to Pahor ...

There’s a state of emergency and there are
puppets on strings wherever you show up.

I read and looked at the graphic prints about
the period after the First World War, when peo-
ple became semi-automatic, when they had all
sorts of limbs missing and half of their heads
were artificial, when they made wheelchairs
out of anything that would do. When man is
just a piece, a piece of spirit, and everything
else is already artificial, mechanics.

If we ignore his individualism; isn’t the ulti-
mate result of Kleist a total society of grace-
ful and coordinated movements? The cho-
reography of North Korea. Like the end of
when Hans Castorp penetrates the enemy’s
ditch through all that intellectual drama
without a fragment of consciousness?

Kleist obviously had a serious problem within
himself. On the one hand, a military education,
brought up as an executor of orders, on the oth-
er hand, an artist. At some point, this split ...

Was he split? Previously, he seems to have
been even more militant than his military
family, immersed in tradition and rank.

| felt Kleist most strongly at the point of his tre-
mendous talent, unwilling to wait for things to
develop normally. He felt inwardly that he was a
genius, but it takes time for that. This is proba-
bly the problem of real geniuses, not having the
patience, not knowing how to do it gradually.
He immediately wanted to make a genius poem,
a genius drama. This is what leads to a crash, a
point of breaking. Fierce ambition and the re-
sulting paranoia, feeling threatened by others,
the inability to function. And again his military
school, which is like a machine.
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The most fascinating thing in The Ward of
Our Lady of Mercy is the ability of the pup-
pets to shift the weight of their feet, to
march on their own. A military march. They
walk completely unaided.

This is their strongest aspect, their sound, and
when they move as a group. Here The Ward
comes closest to a concentration camp, how
someone with pure helplessness just does
clank, clank, clank. That’s what makes the
puppet fantastic, that’s where it’s heart-ren-
dering. | couldn’t express that better with an-
ything else.

Goethe is Kleist’s antithesis, he is, roughly
speaking, a harmonious, opportunistic type
of genius. He did not really prove himself in
relation to Kleist. Are you still tempted by
Faust?

Goethe is not as congenial, Kleist is more pow-
erful in his purity of thought. But he’s this suf-
fering genius at the same time. Goethe man-
aged at life as a genius.

Do you have a problem with Kleist’s roman-
tic nature?

Yes. The previous part of my opus was humor-
ous, brutal, loaded with sexuality, fast-paced,
this second part is more considered. This co-
incides with Goethe, who had the first and sec-
ond part of Faust. It’s normal for a person to
start thinking differently in the second half of
life. Faust, the contract with the devil, this is
certainly a subject to address.

You mention monks, you mention obses-
sives, which evokes Kierkegaard’s dialectic
between the saint-apostle and the geni-
us-artist. Kleist is a combination of both.

We know little about how this occurs in monks.

The mysteries of sublimation ...

I heard about a monk who lost it and was tak-
en to a madhouse. He got some tremendous
power and ripped off all the straitjackets. Four
people tried to hold him down, but they went
flying. He ran away and was found hanging in
the woods.

Does the puppet ever resist your intentions?

Yes. Sometimes | switch their roles once I've
already made them. I’'m less and less inclined
to making the puppet embody any predefined
character traits. As a director, | try to predict
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just how much it will gain with the text, how
much with the movement. | try to make them
visually as similar as possible so that they
function as a group, and so that they are dis-
tinguished from one another by small features.

It really sounds like a laboratory.

It takes so much to remove the animator’s will,
to act as a duo with the puppet so that the two
are not at odds with each other. We are now
exploring what is it that actually drives the
puppet, what gives it movement. To what ex-
tent can it function on its own, to what extent
does it need an animator, to what extent is the
animator an animator, and to what extent is he
an automatic machine. To what extent does
the machine drive the machine, when is one
more of a machine and when less.

Descartes watches from a window as hats
and coats walk around the square. He asks
himself: “Is it possible that automatic ma-
chines are hiding under them?” Omerzu
leans on the same window and asks: “Is
it possible that people are hiding under
them?”

In Asia, they have the shadow theatre. It is
true to say that they understand all the sym-
bolism of the movements so that they can get
into it, they can confront their own selves.
| often wonder if | would be able to get into
such self-purification, to come up with a real
mini-mini-minimalism, or if | wouldn’t say to
myself: “Can | be bothered at all?” To just let
the light pass across the stage. How far is this
possible, where’s the right limit?

I’'m convinced that every puppet bears its own
specific movement within itself, one that is to-
tally unique to it, due to its artistry and tech-
nology. It has a certain number of them which
are acceptable, but there’s probably just one
that is its precise match. I'd like to find it.

I try to get through to the animators: since the
puppet is subject to gravity, this must be ex-
ploited. The movements that come of their own
accord are the most natural. The marionette
moves in a downward motion, it is moved up-
wards by the animator, but even this upwards
is not exactly his will, he can only raise it as
much as the hand will be raised. It’s back to
technology again and back to gravity again. |
try to instil them with a sense for things.

The tendency of the non-figurative theatre;
the Malevich of theatre?

I’'m interested in the figurative within theatre
because | first took it on as an artist. | feel clos-
est to the theatre of those authors who also
started out as artists themselves: Bob Wilson,
Jan Fabre, Romeo Castellucci, Josef Nadj ...

Robert Bresson, another Kleist follower, was
also a painter. Your performances are cine-
matic, their editing is obvious. Are you also
interested in film in any explicit way?

It leads me to film, I’'m going to shoot things
now. | think it’s closer to me than theatre,
which interests me as a one-time act, as a
ritual for the spectator to move the puppets
himself without it happening on stage. Lukan
noticed with Peskar that Nathanael’s dreams
were nightmares, but that I didn’t show them
like other puppeteers would have done. There
were only the sleeper and the voice of the nar-
rator. | left it to the spectator to imagine the
nightmares himself. Which is inconceivable
to puppeteers. But actually, that’s the only
thing you have at your disposal, to portray the
dream world.

Warhol’s gesture: to show the sleeper, with-
out dreams.

To take advantage of this difference, the won-
drousness of the puppet, to show its own life.
There are people, and there are puppets. Who
says that we’re alive and they’re not? It is these
secrets that make me interested in puppets,
what makes me interested in art. If we were to
know that this world was banal, if some truth
were to emerge about there being nothing
else, we might find it harder to live ... that’s
something we don’t want to know about.

What is it about film that’s inevitable for
you?

Film has evaded art too much. It has its own
editing, zooming, by which you get to certain
inner cores, mechanisms. The most wonderful
part is the preparation. In between you have
this backwards and forwards with the actors,
then the final part follows, which is your inti-
macy. Editing, composing.

Things have piled up that | know would be
better portrayed with film. Of course, these
could be films, but you don’t know what to
do with them, where to launch them, yet they
are art pieces.

Definitely an alternative to the stories told in
bars prevalent in Slovenian film.

Slovenian film had the misfortune that there
was generally more money around film and a
lot of wrong people got a whiff of it.

Something particularly invaluable about
your theatre is that the stage doesn’t al-
low the spectator to find himself on it. The
impossibility of identification. Otherwise,
you’re not watching the show, but your own
life again, whose star you are.

Yes, | deal with things that have nothing to do
with that. | prefer to move away.

Escapism. You probably don’t watch shows
like The Farm, but you’re a real expert on
them, whether you like it or not.

| caught 20 minutes and it was very interest-
ing. Artur Stern is probably quite a bright guy,
but I've caught him in this once before ... When
Rudan the singer hit a cyclist, he said he un-
derstood why he ran away. He got so far on his
way to fame that he couldn’t afford something
like that. He, Stern, knows this because he au-
ditioned as a singer for Pop Design and Rudan
was chosen instead. Some may be intellectu-
als, but they have a much stronger desire to
perform. They would immediately sell all their
intellectual capital in order to stand on stage
and be admired. All of these shows are made
up of profiles that would sell their soul so they
can be in.

BTC Faust. They aren’t selling souls for a
masterpiece, but for a bestseller. To sell
everything for the lowest price possible.

Yes, but such a powerful theatre of the absurd
comes out of it that it’s hard to put one like
that together.

Then you watch The Theatre of the Absurd in
the theatre and wonder if it isn’t possible to
watch it every day on television - in shows
that are much more lucid because the rela-
tionships take care of themselves. You can’t
write that.

If the theatre won’t go another way, then it’s
destined for its own end. The reality show will
steamroller it. That will also make it more in-
teresting for me.

The only discomfort that remains in dramat-
ic theatre are the uncomfortable seats.
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AVTOMATI, Obalne galerije, Galerija LoZa, Koper, 2016. Foto: Janez Marolt
AUTOMATONS, Obalne galerije, Galerija LoZa, Koper, 2016. Photo: Janez Marolt
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BIOGRAFIJA / BIOGRAPHY

Silvan Omerzu (1955, Brestanica) je slo-
venski reziser, slikar in lutkovni umetnik.
Po Studiju na pedagoski fakulteti Uni-
verze v Ljubljani je zacel delati v Lutkov-
nem gledaliscu Ljubljana, leta 1983 pa
je odSel na Studijsko izpopolnjevanje iz
lutkovne scenografije in oblikovanja lutk
v Prago. V zacetku 9o. let je soustanovil
neodvisno gledalisce Konj v Ljubljani in
bil stalni sodelavec osrednjega lutkov-
nega gledalis¢a Minor v Pragi, nato pa
je kot neodvisni ustvarjalec sodeloval z
razlicnimi gledalisci v Sloveniji in v med-
narodnem prostoru, za katera je ustvaril
Stevilne odmevne predstave.

Njegovo ustvarjalno pot zaznamuje izrazita
interdisciplinarnost, saj se kot ustvarjalec ni
nikdar zavezal le eni umetniski disciplini ali
mediju, temve¢ je hkrati deloval kot vizualni
umetnik, scenograf, lutkar in gledaliski rezi-
ser. Za njegovo umetnisko prakso, ki se poja-
vlja tako na gledaliskih odrih kot v galerijskih
prostorih, so znacilne kompleksne objektne
instalacije, ustvarjene iz lesa in kombinirane
z najrazli¢nejSimi materiali, ki prikazujejo ek-
spresivne in pogosto groteskne motive, v ka-
terih se odraZata subtilna druzbena kritika in
obesSenjaski humor.

Ker je v njegovih lutkovnih in gledaliskih pro-
jektih vizualna podoba kljuénega pomena, se
je pogosto predstavljal tudi v galerijskih pro-
storih. Za svoje vsestransko delovanje je pre-
jel Stevilne nagrade doma in v tujini, med dru-
gim leta 2006 nagrado PreSernovega sklada.
Omerzu danes Zivi in deluje v Ljubljani.

Silvan Omerzu (1955, Brestanica) is Slo-
venian-based theatre director, painter
and puppeteer. After graduating from
the Faculty of Education, University of
Ljubljana, he started working in Ljubljana
Puppet Theatre. In 1983 he continued his
studies in Prague, where he completed a
specialist degree in puppet scenography
and puppet design. After his return to
Ljubljana, in the early 1990s, he cofou-
nded independent theatre Konj (Ljublja-
na) and was regular collaborator of the
central puppet theatre Minor (Prague);
furthermore, he became an independent
artist who has been working with diffe-
rent theatres in Slovenia and internatio-
nally for which he created number of cri-
tically acclaimed productions.

His productions were marked by distinctive
interdisciplinary approach and he never com-
mitted himself to only one artistic discipline
or medium; on the contrary, he has always
worked as a visual artist, set designer, puppet
maker and theatre director simultaneously.
In his artistic practice that is being presented
in theatres as well as in galleries, he creates
complex spatial installations, made out of
wood and various other materials, that show-
case expressive and often grotesque motifs in
which subtle social criticism and gallows hu-
mour are reflected.

In his puppet and theatre productions visual
appearance is essential and therefore he has
frequently showcased his work in galleries
and museum. For his versatile and prolific
work Omerzu received several awards, among
other in 2006 major national award for arts,
PreSeren Award. He lives and works in Ljublja-
na, Slovenia.
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SAMOSTOJNE RAZSTAVE / SOLO EXHIBITIONS

1977

Galerija na gradu, Brestanica
Gallery at the Castle, Brestanica

1986

Zavod za statistiko, Ljubljana
Statistics Institute, Ljubljana
Galerija ZRMK, Ljubljana
ZRMK Gallery, Ljubljana

Knjiznica JoZze Mazovec, Ljubljana
Joze Mazovec Library, Ljubljana

1988
BeZigrajska galerija, Ljubljana
Bezigrad Gallery, Ljubljana

Galerija Mlakar, Zagreb, Hrvaska
Mlakar Gallery, Zagreb, Croatia

1989
Galerija D'Art, Ljubljana
Gallery D’Art, Ljubljana

1990
Likovna vitrina, Nova Gorica
Art Window, Nova Gorica

1992
Galerija ARS, Ljubljana
ARS Gallery, Ljubljana

Galerija KUD France PreSeren,
Ljubljana
KUD France PresSeren, Ljubljana

1993

Galerija Labirint, Ljubljana
Labyrinth Gallery, Ljubljana
Galerija ARS, Ljubljana

ARS Gallery, Ljubljana
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1994

Gledalis¢e Minor, Praga,
Ceska Republika
Theatre Minor, Prague,
Czech Republic

1995
Galerija ARS, Ljubljana
ARS Gallery, Ljubljana

Galerija KUD France PreSeren,
Ljubljana

Gallery of KUD France PreSeren,
Ljubljana

1997

Galerija ZDSLU, Ljubljana
ZDSLU Gallery, Ljubljana
Galerija Miklova hisa, Ribnica
Mikl House Gallery, Ribnica

Ekonomska fakulteta, Ljubljana
Faculty of Economics, Ljubljana

1998

Galerija Zula 2, Maribor
Zula Gallery 2, Maribor
KnjiZnica Bezigrad, Ljubljana
BeZigrad Library, Ljubljana

2000
Galerija Mladinska knjiga, Ljubljana
Mladinska knjiga Gallery, Ljubljana

KUD France PreSeren, Ljubljana
KUD France PreSeren, Ljubljana

2001

Galerija Krsko, Krsko
Krsko Gallery, Krsko

2002
Bezigrajska galerija, Ljubljana
Bezigrad Gallery, Ljubljana
Galerija Soncnica,

Mladinska knjiga, Ljubljana
Sunflower Gallery,

Mladinska knjiga, Ljubljana

2005

Avtomati, Pretorska palaca, Koper
Automatons, Praetorian Palace,
Koper

2006

Solze, Galerija Bozidar Jakac,
Kostanjevica na Krki
Tears, Bozidar Jakac Gallery,
Kostanjevica na Krki

2007

Solze, Kazemate, Ljubljanski grad,
Ljubljana

Tears, Kazemate, Ljubljana Castle,
Ljubljana

Solze, Maison du Spectacle -

la Bellone, Bruselj, Belgija

Tears, La Bellone - Maison du
Spectacle, Brussels, Belgium

2008

Ne-gib: poslusati z o¢mi, Muzej
kr8¢anstva na Slovenskem, Sti¢na
Non-Motion: Listening with Eyes,
Slovene Museum of Christianity,
Sti¢na

Avtomati: gledalis¢e smrti,
Galerija Kibela, Kibla, Maribor
Automatons: Theatre of Death,
Kibela Gallery, Kibla, Maribor

Lutke/risbe, Manzana 1 Art Gallery,
Santa Cruz de la Sierra, Bolivija
Puppets/Drawings, Manzana 1 Art
Gallery, Santa Cruz de la Sierra,
Bolivia

2009

Omizja, Mednarodni grafi¢ni
likovni center, Ljubljana

Table Scenes, MGLC - International
Centre of Graphic Arts, Ljubljana

Risbe/lutke, Galerija Velenje,
Velenje

Drawings/Puppets,

Velenje Gallery, Velenje
RazstaviSCe Gorenje, Velenje
Gorenje Exhibition Grounds,
Velenje

Kulturnica - knjigarna - galerija,
Velenje

Kulturnica - Bookshop - Gallery,
Velenje

2010

Ilustracije, Galerija Li¢na hisa,
Ajdovscina

Illustrations, Li¢na hisa Gallery,
Ajdovscina

2012

Razstava ilustracij iz knjige Ferija
Lain$¢ka Cicibanija, Galerija
Sonénica, Mladinska knjiga,
Ljubljana

Exhibition of Illustrations from the
Feri LainSc¢ek's book Cicibanija,
Sunflower Gallery, Mladinska
knjiga, Ljubljana

Katera bo prva?, Galerija Krsko,
Krsko

Who will Be the First?,

Krsko Gallery, Krsko

2013

HiSe, Galerija Krka, Novo mesto
Houses, Krka Gallery, Novo mesto
Hise, Galerija Krka, Ljubljana
Houses, Krka Gallery, Ljubljana
lustracije in lutke, Galerija
Ekonomske fakultete, Ljubljana
Hlustrations and Puppets, Gallery
at the Faculty of Economic,
Ljubljana

2014

Razstava ilustracij (pregled
ilustracij v revijah Ciciban in
Cicido), Stekleni atrij Mestne hise,
Ljubljana

Exhibition of Illustrations
(overview of illustrations in
Ciciban and Cicido magazines),
Town Hall - Glass Atrium,
Ljubljana

Suze, Gliptoteka Hrvatske
akademije znanosti i umjetnosti,
Zagreb, Hrvaska

Tears, Glyptotheque of the
Croatian Academy of Sciences and
Art, Zagreb, Croatia

Od skice do lutke, Bezigrajska
galerija, Ljubljana

From Sketch to a Puppet, BeZigrad
Gallery, Ljubljana

2015

Retrospektivna razstava lutk,
grad Sovinec, Ce$ka Republika
Retrospective Exhibition of
Puppetry, Sovinec Castle, Czech
Republic

2016

Razstava lutk in slik,

LoZa Koper, Koper

Puppet and Painting Exhibition,
LoZa Gallery, Koper

2017

Risbe, lutke, avtomati,
Umetnostna galerija Maribor,
Maribor

Drawings, Puppets and
Automatons, Maribor Art Gallery,
Maribor

Solze in omizja, Lutkovno
gledalis¢e Maribor, Maribor
Tears and Table Scenes, Maribor
Puppet Theatre, Maribor

2018

Ivan Cankar in Evropa,
Galerija Cankarjevega doma,
Ljubljana

Ivan Cankar and Europe,
Cankarjev dom, Ljubljana

2019

Arthur Rimbaud Musée,
Charleville-Méziéres, Francija
Arthur Rimbaud Musée,
Charleville-Méziéres, France
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SKUPINSKE RAZSTAVE / GROUP EXHIBITIONS

1978

Grupa ZOOF (Zaplatil, Ogrinc,
Omerzu, Fistri¢, FlajSman),

Ilirska Bistrica

The ZOOF Group (Zaplatil,

Ogrinc, Omerzu, Fistri¢,Flajsman),
Ilirska Bistrica

1983
Mladinska knjiga, Ljubljana
Mladinska knjiga, Ljubljana

1987

Jugoslovanski bienale mladih,
Moderna galerija, Reka, Hrvaska
Yugoslav Biennial of Young Artists,
Moderna galerija, Rijeka, Croatia
Zlato pero Beograda, Muzej
uporabnih umetnosti, Beograd,
Srbija

Golden Feather of Belgrade
Award, Museum of Applied Arts,
Belgrade, Serbia

Galerija Collegium Artisticum,
Sarajevo, Bosna in Hercegovina
Gallery of the Collegium
Artisticum, Sarajevo,

Bosnia and Herzegovina

Galerija Osten, Skopje,
Severna Makedonija
Osten Gallery, Skopje,
Northern Macedonia

Galerija Boro i Ramiz,
Pristina, Kosovo

Boro and Ramiz Gallery,
PriStina, Kosovo

Pionirska knjiznica, Ljubljana
Pioneer Library, Ljubljana
Anale slovenske risbe,
Galerija ARS, Radlje ob Dravi
Annals of Slovene Drawing,
ARS Gallery, Radlje ob Dravi
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Ex tempore, Rogaska Slatina

Ex tempore, Rogaska Slatina
Trienale sodobne jugoslovanske
risbe, Galerija likovne jeseni,
Sombor, Srbija

Triennial of Contemporary
Yugoslav Drawing, Artistic Autumn
Gallery, Sombor, Serbia

Razstava sodobne jugoslovanske
lutke, Cankarjev dom, Ljubljana
The Contemporary Yugoslav
Puppet, Cankarjev dom, Ljubljana

1988

Razstava slovenskih likovnih
umetnikov, Galerija Jakopic,
Ljubljana

Exhibitions of Slovene Artists,
Jakopic¢ Gallery, Ljubljana

Dom kulture, Aleksinac, Srbija
Cultural Centre, Aleksinac, Serbia

Dom kulture, Trstenik, Srbija
Cultural Centre, Trstenik, Serbia

Ex tempore, Rogaska Slatina
Ex tempore, Rogaska Slatina

Zlato pero Beograda, Muzej
uporabnih umetnosti, Beograd,
Srbija

Golden Feather of Belgrade
Award, Museum of Applied Arts,
Belgrade, Serbia

1989

Galerija Jakopi€, Ljubljana
Jakopi¢ Gallery, Ljubljana
Zlato pero Beograda, Muzej
uporabnih umetnosti, Beograd,
Srbija

Golden Feather of Belgrade
Award, Museum of Applied Arts,
Belgrade, Serbia

Likovna kolonija, Galerija Krka,
Novo mesto

Art Colony, Krka Gallery,

Novo mesto

Dom kulture, Trestenik, Srbija
Cultural Centre, Trestenik, Serbia

Dom kulture, Krupanj, Srbija
Cultural Centre, Krupanj, Serbia

Galerija Collegium Artisticum,
Sarajevo, Bosna in Hercegovina
Gallery of the Collegium
Artisticum, Sarajevo,

Bosnia and Herzegovina

1990

Trienale sodobne jugoslovanske
risbe, Galerija likovne jeseni,
Beograd, Srbija

Triennial of Contemporary
Yugoslav Drawing, Artistic Autumn
Gallery, Belgrade, Serbia

1991

Velika galerija kulturnega centra,
Novi Sad, Srbija

Large Gallery of the Cultural
Centre, Novi Sad, Serbia

Majski salon, Galerija Jakopic,
Ljubljana

May Salon, Jakopi¢ Gallery,
Ljubljana

Mednarodna razstava Ostavi trag,
Galerija narodnog fonda, Beograd,
Srbija

Leave Your Mark International
Exhibition, Gallery of the National
Fund, Belgrade, Serbia

1993

Muzej sodobne keramike, Resen,
Severna Makedonija

Museum of Contemporary
Ceramics, Resen, Northern
Macedonia

Slovenski bienale ilustracije,
Cankarjev dom, Ljubljana
Biennial of Slovene Illustration,
Cankarjev dom, Ljubljana

1994

Majski salon, Galerija Jakopic,
Ljubljana

May Salon, Jakopi¢ Gallery,
Ljubljana

Galerija Kompas, Ljubljana
Kompas Gallery, Ljubljana

1995

Majski salon, Galerija Jakopic,
Ljubljana

May Salon, Jakopi¢ Gallery,
Ljubljana

2. slovenski bienale ilustracije,
Cankarjev dom, Ljubljana

2" Biennial of Slovene Illustration,
Cankarjev dom, Ljubljana

Kvadrienale svetovne scenografije
in kostumografije, Primyslovy
paldc, Praga, CeSka Republika
Quadrennial of International Set
and Costume Design, Industrial
Palace, Prague, Czech Republic

1996

Lutke neinstitucionalnih gledalis¢,
Kulturni center Janeza Trdine,
Novo mesto

Puppets from Non-Institutional
Theatres, Janez Trdina Cultural
Centre, Novo mesto

Majski salon, Galerija Jakopi¢,
Ljubljana

May Salon, Rihard Jakopi¢ Gallery,
Ljubljana

1998

3. slovenski bienale ilustracije,
Cankarjev dom, Ljubljana

3" Slovenian Biennial of
Hlustration, Cankarjev dom,
Ljubljana

Scena in kostumi,

Razstavni salon Rotovz, Maribor
Sets and Costumes, Rotovz
Exhibition Salon, Maribor

1999

Kvadrienale svetovne scenogrdfije,
Priimyslovy palac, Praga, Ceka
Republika

Quadriennial of International Set
Design, Industrial Palace, Prague,
Czech Republic

Bienale svetovne ilustracije,
Bratislava, Slovaska

Biennial of International
Illustration, Bratislava, Slovakia
Pogled 1, Lamutov likovni

salon, Galerija Bozidar Jakac,
Kostanjevica na Krki

View 17, Lamut Art Salon,

BoZidar Jakac Art Museum,
Kostanjevica na Krki

2000

Izbor ilustracij iz Bratislave, Ohita,
Hokaido, Tokushima, Toyama,
Kochi, Japonska

Selected Illustrations from
Bratislava, Ohita, Hokaido,
Tokushima, Toyama, Kochi, Japan
Podobe nasega c¢asa,

Posavski muzej, BreZice

Images of Our Time,

Posavje Museum, Brezice

Galerija Riemer, Slovenske Konjice
Riemer Gallery, Slovenske Konjice

2001

3. slovenski trienale satire in
humorja Aritas, Kulturni dom,
Smarje pri Jeldah

3" Slovene Triennial of Satire and
Humour Aritas, Cultural Centre,
Smarje pri Jel3ah

3. slovenski trienale satire in
humorja Aritas, Groharjeva
galerija, Skofja Loka

3" Slovene Triennial of Satire and
Humour Aritas, Grohar Gallery,
Skofja Loka

Mir: razstava karikature,
Istanbul, Turcija

Peace: Caricature Exhibition,
Istanbul, Turkey

2002

3. slovenski trienale satire in
humorja Aritas, Galerija Jakopic,
Ljubljana

3" Slovene Triennial of Satire and
Humour Aritas, Jakopi¢ Gallery,
Ljubljana

2004

6. slovenski bienale ilustracije,
Cankarjev dom, Ljubljana

6t Slovenian Biennial of
Hlustration, Cankarjev dom,
Ljubljana

2005

Galerija Alkatraz, Ljubljana
Alkatraz Gallery, Ljubljana

2006

7. slovenski bienale ilustracije,
Cankarjev dom, Ljubljana

7" Slovenian Biennial of
Hlustration, Cankarjev dom,
Ljubljana

Prvi hrva$ki bienale ilustracije,
Galerija Klovi¢evi dvori, Zagreb,
Hrvaska

1t Croatian Biennial of Illustration,
Kloviéevi dvori Gallery, Zagreb,
Croatia
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2007

Move Moment, Slovenski umetniki
v ZDA in Kanadi, Washington,
Chicago, Cleveland, Ottawa,
Toronto, ZDA & Kanada

Move Moment: Slovenian Artists in
the USA and Canada, Washington,
Chicago, Cleveland, Ottawa,
Toronto, USA & Canada

Lutke in plakati, Knjiznica
Glinskova ploséad, Ljubljana
Puppets and Posters, Glinskova
plos¢ad Library, Ljubljana
Mavrica/Rainbow/Hong,

Peking, Kitajska
Mavrica/Rainbow/Hong,

Beijing, China

2008

Razstava Sekcije ilustratorjev pri
ZDSLU, Galerija ZDSLU, Ljubljana
Exhibition by the ZDSLU
Hlustrators’ Section, ZDSLU
Gallery, Ljubljana

2009

Razstava Sekcije ilustratorjev pri
ZDSLU, Galerija Grad Podsreda,
Podsreda

Exhibition by the ZDSLU
Hlustrators’ Section, Podsreda
Castle Gallery, Podsreda

Risba na slovenskem Il 1940-
2009, Mestna galerija Ljubljana,
Ljubljana

Drawing in Slovenia Il: 1940-
2009, City Art Museum, Ljubljana
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2010

9. slovenski bienale ilustracij,
Cankarjev dom, Ljubljana

9" Slovenian Biennial of
Hlustration, Cankarjev dom,
Ljubljana

Berljivo, Grubarjeva galerija,
Ljubljana

Readable, Grubar Gallery,
Ljubljana

201

Risba v stripu na Slovenskem,
Mestna galerija Ljubljana,
Ljubljana

Drawing in Slovene Comics,

City Art Gallery, Ljubljana

Kvari, kuarici, éubi, cubici,
razstava ilustracij, Galerija ZDSLU,
Ljubljana

Kvari, kuarici, ¢ubi, éubidi,
exhibition of illustrations, ZDSLU
Gallery, Ljubljana

2012

10. slovenski bienale ilustracije,
Cankarjev dom, Ljubljana

10" Slovenian Biennial of
Hlustration, Cankarjev dom,
Ljubljana

2013

Kvari, kuarici, ¢ubi, éubidi,
razstava ilustracij, Bovec

Kvari, kuarici, éubi, cubidi,
exhibition of illustrations, Bovec

2014

100 let slovenske lutkovne
umetnosti, Narodni muzej
Slovenije, Ljubljana

100 Years of the Slovenian
Puppetry Art, National Museum of
Slovenia, Ljubljana

2016

Medvedi in medvedki, razstava
ilustracij, Galerija Kresija,
Ljubljana

Bears and Teddy Bears, exhibition
of illustrations, Kresija Gallery,
Ljubljana

2018

13. slovenski bienale ilustracije,
Cankarjev dom, Ljubljana

13 Slovenian Biennial of
Hlustration, Cankarjev dom,
Ljubljana

KNJIZNE ILUSTRACIJE / BOOK ILLUSTRATIONS

1994

Ivan Rob: Deseti brat,
Zalozba Rokus

Ivan Rob: Deseti brat

(The Tenth Brother), Rokus

1995

Zlatka Levstek: Glavna stran
glave je obraz, Zalozba Dan

Zlatka Levstek: Glavna stran glave
Jje obraz (The Main Side of the
Head Is the Face), Dan

Zlatka Levstek: Zakajske,

Zalozba Dan

Zlatka Levstek: Zakajske

(Why Poems), Dan

1997

Meta Brulec: Kroki,

Zalozba Karantanija

Meta Brulec: Kroki (Crocky),
Karantanija

1999

Fran Levstik / Josip Stritar:
Cvilimozek, Zalozba Mladinska
knjiga

Fran Levstik / Josip Stritar:
CvilimoZek (Squeaky Man),
Mladinska knjiga

2000

Slavko Jug: Pocesane ribe,
Zalozba Mladinska knjiga

Slavko Jug: Pocesane ribe
(Combed Fish), Mladinska knjiga
Milan Dekleva: Alica v
racunalniku, Cankarjeva zalozba
Milan Dekleva: Alica v raéunalniku
(Alice in the Computer),
Cankarjeva zalozba

2006

Katarina Sokaé: Zajckov risalnik,
Zalozba Obzorja Maribor
Katarina Sokac: Rabbit's Cartoon,
Zalozba Obzorja Maribor

2009

Milan Dekleva: Pesmarica prvih
besed, ZaloZba Didakta

Milan Dekleva: Pesmarica prvih
besed (A Songbook of First
Words), Didakta

2011

Patricija PerSolja: Marta,
Zalozba Pivec

Patricija PerSolja: Marta, Pivec
Patricija PerSolja: Moja nona,
Zalozba Pivec

Patricija PerSolja: Moja nona
(My Granny), Pivec

SaSa Erzen: Prosta volja je
najbolja, Slovenska filantropija
SaSa ErzZen: Prosta volja je najbolja
(Free Will is the Best), Slovenian
Philanthropy

2012
Feri LainS¢ek: Cicibanija,
Zalozba Mladinska knjiga
Feri LainS¢ek: Cicibanija,
Mladinska knjiga

2013
Patricija PerSolja: Moj nono,
Zalozba Pivec

Patricija PerSolja: Moj nono

(My Granddad), Pivec

Patricija PerSolja: Najina poroka,
Zalozba Pivec

Patricija PerSolja: Najina poroka
(My Grandad), Pivec

2014

Patricija PerSolja: HiSa iz besed,
Zalozba Pivec

Patricija PerSolja: HiSa iz besed
(House of Words), Pivec
Patricija PerSolja: Tata zmaj,
Zalozba Pivec

Patricija PerSolja: Tata zmaj
(Daddy Dragon), Pivec

2017

Meta Brulec: Kroki praznuje,
Zalozba Mladinska knjiga
Meta Brulec: Kroki praznuje
(Crocky Celebrates),
Mladinska knjiga

2018

Meta Brulec: Kroki in prijatelji,
Zalozba Mladinska knjiga
Meta Brulec: Kroki in prijatelji
(Crocky and Friends),
Mladinska knjiga

2019

Gregor StrniSa: Vesolje,

Zalozba Mladinska knjiga

Gregor StrniSa: Vesolje (Universe),
Mladinska knjiga

Meta Brulec: Kroki spoznava
barve, Zalozba Mladinska knjiga
Meta Brulec: Kroki spoznava
barve (Crocky Learns Colours),
Mladinska knjiga

Meta Brulec: Kroki spoznava
Stevila, Zalozba Mladinska knjiga
Meta Brulec: Kroki spoznava
Stevila (Crocky Learns Numbers),
Mladinska knjiga

Meta Brulec: Kroki spoznava
nasprotja, Zalozba

Mladinska knjiga

Meta Brulec: Kroki spoznava
nasprotja (Crocky Learns About
Contradictions), Mladinska knjiga
Meta Brulec: Kroki spoznava
domace Zivali, Zalozba
Mladinska knjiga

Meta Brulec: Kroki spoznava
domace Zivali (Crocky Learns
about Domestic Animals),
Mladinska knjiga
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LIKOVNE ZASNOVE LUTKOVNIH PREDSTAV /
PUPPET SHOWS: DIRECTION AND ART DESIGN

1983

Jan Capek: Kako sta se kuZek in
muca igrala gledalisce, Lutkovno
gledalisc¢e Ljubljana

Jan Capek: Kako sta se kuZek

in muca igrala gledalis¢e (How
the Puppy and the Kitten Played
Theatre), Ljubljana Puppet
Theatre, Ljubljana

1992

Jan Zakonjsek / ljudska: Hudi¢
in pastir, Lutkovno gledalis¢e
Ljubljana

Jan Zakonjsek / folktale: Hudi¢
in pastir (The Devil and the
Shepherd), Ljubljana Puppet
Theatre, Ljubljana

1993

Meta Brulec: Kroki, veliki krokodil,
Gledali$¢e Jaz in ti, Ljubljana
Meta Brulec: Kroki, veliki krokodil
(Crocky, the Big Crocodile), Jaz in
ti Theatre, Ljubljana

Edmond Duranty: Napravite mi
zanj krsto, Gledalisce Konj, KUD
France PreSeren, Ljubljana
Edmond Duranty: Napravite mi
zanj krsto (Make Me a Coffin for
Him), Konj Theatre, KUD France
PreSeren, Ljubljana

1994

J. R. R. Tolkien: Hobit, Gledalis¢e
Minor, Praga, CeSka Republika

J. R. R. Tolkien: Hobit (The
Hobbit), Theatre Minor, Prague

William Shakespeare: Hamlet,
Gledalis¢e Konj, Drustvo lutkovnih
ustvarjalcev, Ljubljana

William Shakespeare: Hamlet, Konj
Theatre, Association of Puppet
Artists, Ljubljana

164 SILVAN OMERZU / PREGLEDNA RAZSTAVA

1995

Wolfgang Amadeus Mozart &
Lorenzo da Ponte: Don Juan,
Gledalis¢e Konj, KUD France
Preseren, Ljubljana
Wolfgang Amadeus Mozart &
Lorenzo da Ponte: Don Juan,
Konj Theatre, KUD France
PreSeren, Ljubljana

1996

Jifi Menzel - Véra ElidSkova: Misa
Kulicka, Gledalis¢e Minor, Praga,
Ceska Republika

Jifi Menzel / Véra ElidSkova: Misa
Kulicka (Bruin Furryball), Theatre
Minor, Prague

1997

Feliks Dev (Janez Damas¢an):
Belin, PreSernovo gledalis¢e Kranj,
Kranj

Feliks Dev (Janez Damascan):
Belin, PreSeren Theatre, Kranj

1998

Alfred Jarry: Kralj Ubu,

Gledalis¢e Konj, Drustvo lutkovnih
ustvarjalcev, KUD France
PreSeren, Ljubljana

Alfred Jarry: Kralj Ubu (King
Ubu), Konj Theatre, Association
of Puppet Artists, KUD France
PreSeren, Ljubljana

2000

Federico Garcia Lorca: Oltarcek
dona Christobala, Gledalis¢e Konj,
Drustvo lutkovnih ustvarjalcev,
KUD France PresSeren, Ljubljana
Federico Garcia Lorca: Oltarcek
dona Cristobala (The Little Altar
of Don Cristobal), Konj Theatre,
Association of Puppet Artists,

KUD France PreSeren, Ljubljana

2001

Georg Biichner - Jan ZakonjSek:
Woyzeck, Lutkovno gledalisce
Ljubljana

Georg Biichner / Jan Zakonj$ek:
Woyzeck, Ljubljana Puppet
Theatre, Ljubljana

2003

Alfred Jarry: Kralj Ubu, Zetski
dom, Cetinje, Crna gora

Alfred Jarry: Kralj Ubu (King Ubu),
Zetski dom, Cetinje, Montenegro

2004

Véra EliaSkova: Vecni hodec,
Stok teatr, Smihel, Avstrija

Véra Eliaskova: Vecni hodec (The
Eternal Wanderer), Stok Theatre,
Smihel/St.Michael, Austria

2014

Otfried Preussler: Krabat,
Lutkovno gledalis¢e Ljubljana
Otfried Preussler: Krabat,
Ljubljana Puppet Theatre,
Ljubljana

2019

Edmond Duranty: Napravite mi

zanj krsto, Lutkovno gledalis¢e

Ljubljana

Edmond Duranty: Napravite mi

zanj krsto (Make Me a Coffin for
Him), Ljubljana Puppet Theatre,
Ljubljana

BREZ NASLOVA, risba, 2008
UNTITLED, drawing, 2008
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REZIJE IN LIKOVNE ZASNOVE LUTKOVNIH PREDSTAV /
PUPPET SHOWS: ART DESIGN

2000

J. & W. Grimm / Silvan Omerzu:
Rdeca kapica, Gledalis¢e Glej,
Ljubljana

J. and W. Grimm / Silvan Omerzu:
Rdeca kapica (Little Red Riding
Hood), Glej Theatre, Ljubljana

2001

Michel de Ghelderode (priredba
Silvan Omerzu): Zbogom, princ,
Gledalis¢e Konj, Drustvo lutkovnih
ustvarjalcev in Cankarjev dom,
Ljubljana

Michel de Ghelderode (adapted
by Silvan Omerzu): Zbogom, princ
(Farewell, Prince), Konj Theatre,
Association of Puppet Artists and
Cankarjev dom, Ljubljana

J. & W. Grimm - Silvan Omerzu:
Janko in Metka, Gledalis¢e Glej,
Ljubljana

J. and W. Grimm / Silvan Omerzu:
Janko in Metka (Hansel and
Gretel), Glej Theatre,

Ljubljana

2002

Silvan Omerzu / po motivih Punch
and Judy: Kdo bo Jodlu nataknil
zanko, Gledalis¢e Konj, Drustvo
lutkovnih ustvarjalcev in Cankarjev
dom, Ljubljana

Silvan Omerzu / from Punch and
Judy motifs: Kdo bo Jodlu nataknil
zanko (Who'll Catch Jodl?), Konj
Theatre, Association of Puppet
Artists and Cankarjev dom,
Ljubljana

E. T. A. Hoffmann / Silvan

Omerzu, Sonja Miklauzi¢: Peskar,
Gledalis¢e Konj, Drustvo lutkovnih
ustvarjalcev in Cankarjev dom,
Ljubljana

E. T. A. Hoffmann / Silvan

Omerzu, Sonja MiklauZi¢: Peskar
(The Sandman), Konj Theatre,
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Association of Puppet Artists and
Cankarjev dom, Ljubljana

Silvan Omerzu / po pravljici iz
Tiso€ in ene noci: Ali Baba in
Stirideset razbojnikov, Lutkovno
gledalisée Ljubljana

Silvan Omerzu (from 1001 Nights):
Ali Baba in $tirideset razbojnikov
(Ali Baba and the Forty Thieves);
Ljubljana Puppet Theatre,
Ljubljana

2003

Silvan Omerzu - po pravljici iz
Tiso€ in ene noci: Ali Baba in
Stirideset razbojnikov, Lutkovno
gledalisée Ljubljana

Silvan Omerzu / from 1001 Nights:
Ali Baba in $tirideset razbojnikov
(Ali Baba and the Forty Thieves);
Ljubljana Puppet Theatre,
Ljubljana

E. T. A. Hoffmann / Silvan Omerzu:
Svetnik Krespel, Gledalis¢e Konj,
Drustvo lutkovnih ustvarjalcev in
Cankarjev dom, Ljubljana

E. T. A. Hoffmann / Silvan Omerzu:
Svetnik Krespel (Councillor
Krespel), Konj Theatre, Association
of Puppet Artists and Cankarjev
dom, Ljubljana

2004

Silvan Omerzu: Ivana, Drustvo
slovenskih skladateljev, Ljubljana
Silvan Omerzu: Ivana, Slovene
Composers’ Association, Ljubljana

2005

J.in W. Grimm / Silvan Omerzu:
Sneguljcica, Gledalis¢e Glej,
Ljubljana

J. and W. Grimm / Silvan Omerzu:

Sneguljcica (Snow White), Glej
Theatre, Ljubljana

Frank Lyman Baum / Andrej
Jakli¢: Carovnik iz Oza, Lutkovno
gledalisce Ljubljana

Frank Lyman Baum / Andrej Jakli¢:
Carovnik iz Oza (The Wizard of
0z), Ljubljana Puppet Theatre,
Ljubljana

2006

Meta Brulec / S. Omerzu: Kroki

in prijatelji, Gledalis¢e Konj,
Ljubljana

Meta Brulec / Silvan Omerzu: Kroki
in prijatelji (Crocky and Friends),
Konj Theatre

Vinko Globokar: Emigranti,
Festival Ljubljana

Vinko Globokar: Emigranti
(Emigrants), Festival Ljubljana
Silvan Omerzu, Po korespondenci
H. von Kleista, Slovensko
mladinsko gledalisce, Ljubljana
Silvan Omerzu (from the letters of
H. von Kleist), Kleist, Mladinsko
Theatre, Ljubljana

2007

Meta Brulec / Silvan Omerzu:

Kroki praznuje, Gledali$¢e Konj,
Ljubljana

Meta Brulec / Silvan Omerzu: Kroki
praznuje (Crocky Celebrates), Konj
Theatre, Ljubljana

2008

Ivan Cankar / Silvan Omerzu: Hisa
Marije Pomochnice, Slovensko
mladinsko gledalis¢e, Gledalis¢e
Konj, Ljubljana

Ivan Cankar / Silvan Omerzu: Hisa
Marije Pomocnice (The Ward of
Our Lady of Mercy), Mladinsko
Theatre, Konj Theatre, Ljubljana

P. 0. Naso: Narcis in Eho,
Lutkovno gledalisce Ljubljana
P. 0. Naso: Narcis in Eho
(Narcissus and Echo), Ljubljana
Puppet Theatre, Ljubljana

2009

Silvan Omerzu - po motivih
anti¢nih mitov: Prepovedane
ljubezni, Lutkovno gledalis¢e
Ljubljana

Silvan Omerzu (from ancient
myths): Prepovedane ljubezni
(Forbidden Loves), Ljubljana
Puppet Theatre, Ljubljana

2010

Meta Brulec - Silvan Omerzu:
Darilo, Gledali¢e Konj, Ljubljana
Meta Brulec / Silvan Omerzu:
Darilo (Gift), Konj Theatre,
Ljubljana

2011

Ivo Svetina: Stolp, Slovensko
mladinsko gledalisce, Ljubljana
Ivo Svetina: Stolp (A Tower),
Mladinsko Theatre, Ljubljana

2012

Neboj$a Pop-Tasié: Salto mortale,
Lutkovno gledalis¢e Maribor
Neboj3a Pop-Tasié: Salto mortale,
Maribor Puppet Theatre, Maribor
SaSa ErZen: Ti lovis, Lutkovno
gledalisCe Ljubljana

SaSa Erzen: Ti lovi$ (Chasing
You), Ljubljana Puppet Theatre,
Ljubljana

2014

Nebojsa Pop-Tasié: Zlata ptica,
Lutkovno gledalis¢e Maribor
Neboj$a Pop-Tasié: Zlata ptica
(The Golden Bird), Maribor Puppet
Theatre, Maribor

2015

Carlo Collodi - Silvan Omerzu:
OstrZek, Lutkovno gledalis¢e
Ljubljana

Carlo Collodi / Silvan Omerzu:
Ostrzek (Pinocchio), Ljubljana
Puppet Theatre, Ljubljana

2016

Rotraut Susanne Berner - priredba
Sa$a ErZen: Karelckove zgodbice,
Lutkovno gledalisce Ljubljana
Rotraut Susanne Berner /
adaptation Sasa Erzen: Karelckove
zgodbice (Karlchen Stories),
Ljubljana Puppet Theatre,
Ljubljana

Charles Dickens - Silvan Omerzu:
Sanje o zvezdi, Lutkovno
gledalis¢e Maribor

Charles Dickens / Silvan Omerzu:
Sanje o zvezdi (A Child's Dreams
of a Star), Maribor Puppet
Theatre, Maribor

Meta Brulec: Kroki, Pozoriste za
decu, Kragujevac, Srbija

Meta Brulec: Kroki (Crocky),
Children’s Theatre, Kragujevac,
Serbia

2017

Berta Bojetu Boeta: Besede iz hiSe
Karlstein, Lutkovno gledalisce
Maribor, Gledalis¢e Konj

Berta Bojetu Boeta: Besede iz
hise Karlstein (Words from the
House Karlstein), Maribor Puppet
Theatre, Konj Theatre

2019

Meta Brulec: Kroki in prijatelji,
Hi8a otrok in umetnosti, Gledalis¢e
Konj, Ljubljana

Meta Brulec: Kroki in prijatelji
(Crocky and Friends), House of
Children and Art, Konj Theatre,
Ljubljana

Ljudska: Zlatolaska in trije
medvedi, Gledalis¢e Konj,
Lutkovno gledalis¢e Maribor
Folktale: Zlatolaska in trije
medvedi (Goldilock and the Three
Bears), Konj Theatre, Maribor
Puppet Theatre, Maribor
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NAGRADE / AWARDS

1993

mednarodni lutkovni festival PIF,
nagrada za predstavo Hudic in
pastir (skupinska), Zagreb,
Hrvaska

PIF - International Puppet Festival,
award for the theatre performance
Hudic¢ in pastir (The Devil and the
Shepard), Zagreb, Croatia
mednarodni lutkovni festival PIF,
nagrada za predstavo Napravite
mi zanj krsto (skupinska), Zagreb,
Hrvaska

PIF - International Puppet Festival,
award for the theatre performance
Napravite mi zanj krsto (Make Me
a Coffin for Him), Zagreb, Croatia

1997

festival Klemencicevi dnevi,
nagrada za predstavo Belin
(skupinska), Novo mesto
Klemen¢i¢ Days Festival, award
for the theatre performance Belin,
Novo mesto

mednarodni lutkovni festival

PIF, Grand Prix Milan Ceduk za
najboljSo predstavo, za predstavo
Don Juan, Zagreb, Hrvaska

PIF - International Puppet Festival,
Milan Ce&uk Grand Prize for
Overall Best Production, for the
theatre performance Don Juan,
Zagreb, Croatia

mednarodni lutkovni festival

PIF, nagrada za oblikovanje lutk
za predstavo Don Juan, Zagreb,
Hrvaska

PIF - International Puppet Festival,
Award for Puppet Design, for the
theatre performance Don Juan,
Zagreb, Croatia
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1999

Nagrada na 4. slovenskem bienalu
ilustracije, Cankarjev dom,
Ljubljana

Award, 4" Slovenian Biennial

of Illustration, Cankarjev dom,
Ljubljana

2000

mednarodni lutkovni festival PIF,
Grand Prix za najboljSo predstavo,
za predstavo Kralj Ubu, Zagreb,
Hrvaska

PIF - International Puppet
Festival, Grand Prize for Overall
Best Production, for the theatre
performance Kralj Ubu (King Ubu),
Zagreb, Croatia

2001

mednarodni lutkovni festival PIF,
nagrada za reZijo za predstavo
Zbogom, princ, Zagreb, Hrvaska
PIF - International Puppet Festival,
Award for Best Director, for the
theatre performance Zbogom,
princ (Farewell, Prince), Zagreb,
Croatia

mednarodni lutkovni festival PIF,
nagrada za oblikovanje lutk za
predstavo Zbogom, princ, Zagreb,
Hrvaska

PIF - International Puppet Festival,
Award for Puppet Design, for the
theatre performance Zbogom,
princ (Farewell, Prince), Zagreb,
Croatia

mednarodni lutkovni festival

PIF, nagrada za scenografijo za
predstavo Zbogom, princ, Zagreb,
Hrvaska

PIF - International Puppet Festival,
Award for Set Design, for the
theatre performance Zbogom,
princ (Farewell, Prince),

Zagreb, Croatia

Lutkovni pristan, nagrada za
likovno podobo za predstavo
Rdeca kapica, Maribor

Lutkovni pristan, Award for Artistic
Appearance, for the theatre
performance Rdeca kapica (Little
Red Riding Hood), Maribor

1. bienale lutkovnih ustvarjalceyv,
Grand Prix za najboljSo predstavo,
za predstavo Zbogom, princ,
Maribor

1%t Biennial of the Institute of
Puppet Artists, Grand Prize for
Overall Best Production, for the
theatre performance Zbogom,
princ (Farewell, Prince), Maribor

2003

2. bienale lutkovnih ustvarjalcev,
nagrada za dramatizacijo in rezijo
za predstavo Peskar, Maribor

2" Biennial of the Institute

of Puppet Artists, Award for
Dramatisation and Best Director,
for the theatre performance
Peskar (Sandman), Maribor

2004

mednarodni lutkovni festival

PIF, nagrada za scenografijo za
predstavo Svetnik Krespel, Zagreb,
Hrvaska

PIF - International Puppet Festival,
Award for Set Design, for the
theatre performance Svetnik
Krespel (Councillor Krespel),
Zagreb, Croatia

2005

3. bienale lutkovnih ustvarjalcev,
nagrada za likovno podobo za
predstavo Svetnik Krespel, Koper
3" Biennial of the Institute of

Puppet Artists, Award for Artistic
Appearance, for the theatre
performance Svetnik Krespel
(Councillor Krespel), Koper

2006

nagrada PreSernovega sklada za
trilogijo Misterij Zivljenja in smrti
PreSeren Fund Award, for the
trilogy Misterij Zivljenja in smrti
(Mystery of Life and Death),
Ljubljana

2008

mednarodni lutkovni festival

PIF, nagrada za scenografijo za
predstavo HiSa Marije Pomochnice,
Zagreb, Hrvaska

PIF - International Puppet Festival,
Award for Set Design, for the
theatre performance Hisa Marije
Pomocnice (The Ward of Our Lady
of Mercy), Zagreb, Croatia
mednarodni festival Lutke 2008,
nagrada mali princ za najboljSo
predstavo, za predstavo HiSa
Marije Pomocnice, Ljubljana

Lutke 2008 - International Puppet
Festival, The Little Prince Award
for Overall Best Production, for the
theatre performance HiSa Marije
Pomocnice (The Ward of Our Lady
of Mercy), Ljubljana

2009

5. bienale lutkovnih ustvarjalcev
Slovenije, nagrada za izvirno
prostorsko postavitev Solze,
Smihel

5™ Biennial of the Institute of
Puppet Artists, Award for Original

Spatial Installation, for the
exhibition Solze (Tears),
Smihel/St. Michael, Austria

VI International Puppet Theatre
Festival for Adults Pierrot 2009,
nagrada za izvirnost in nove
forme za predstavo Prepovedane
Ljubezni, Stara Zagora, Bolgarija
6" International Puppet Theatre
Festival for Adults - Pierrot 2009,
Award for Originality and New
Forms, Stara Zagora, Bulgaria

2010

nagrada za najboljSo likovno
podobo za predstavo Prepovedane
ljubezni, Pécs, Madzarska

Award for the best visual design

of the theatre performance
Prepovedane ljubezni (Forbidden
Loves), Pécs, Hungary

Mednarodni lutkovni festival

PIF, nagrada za likovno podobo

in tehnologijo za predstavo
Prepovedane ljubezni, Zagreb,
Hrvaska

PIF - International Puppet
Festival, Award for Visual Design
and Technology, for the theatre
performance Prepovedane ljubezni
(Forbidden Loves), Zagreb, Croatia

20M11

6. bienale lutkovnih ustvarjalcev
Slovenije, nagrada za likovno
podobo v predstavi Prepovedane
ljubezni, Maribor

6" Biennial of the Institute of
Puppet Artists, Award for Visual
Design of the theatre performance
Prepovedane ljubezni (Forbidden
Loves), Maribor

2013

7. bienale Ustanove lutkovnih
ustvarjalcev, nagrada za rezijo v
predstavi Salto mortale, Maribor
7t Biennial of the Institute

of Puppet Artists, Award for
Best Director, for the theatre
performance Salto mortale,
Maribor

7. bienale lutkovnih ustvarjalcev,
nagrada za reZijo v predstavi Ti
lovis, Maribor

7t Biennial of the Institute

of Puppet Artists, Award for
Best Director, for the theatre
performance Ti lovi$§ (Chasing
You), Maribor

2017

Festival Zlata iskra, nagrada

za reZijo v predstavi Ti lovis,
Kragujevac, Srbija

Festival Golden Spark, Award for
Best Direction, for the theatre
performance Ti lovi§ (Chasing
You), Kragujevac, Serbia

2019

10. bienale lutkovnih ustvarjalcev
Slovenije, nagrada za dosezke na
podrocju prostorske umestitve

in celostne vizualne podobe

za uprizoritev Besede iz hiSe
Karlstein, Maribor

10" Biennial of the Institute of
Puppet Artists, Award for Original
Spatial Installation and Overall
Visual Design, for the theatre
performance Besede iz hiSe
Karlstein (Words from the House
Karlstein), Maribor
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