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CREATING THE REPERTOIRE OF THE OPERA OF THE
NATIONAL THEATRE IN BELGRADE (1970-1990)

Vanja Spasi¢
Research Assistant
Institute of Musicology SASA

Belgrade, Serbia

ABSTRACT: The body of the musicological literature has given a necessary
contribution to the notated history of Belgrade’s Opera. It contains, among
others, historiographical and review studies concerning Opera’s repertoire
from its foundation until World War II. After that period, we get insight
into the repertoire through the documented reports on Operas work
abroad, as well as individual studies. The subject of this paper relates to the
opera repertoire research of the National Theatre in Belgrade from 1970 to
1990. The starting point for the research of the opera repertoire falls within
the reach of musicology. However, given that the subject of the research is
complex, an interdisciplinary approach is applied (interconnections with
the sociology of music and cultural politics). In this study, the repertoire
is viewed as a dynamic structure which is a departure point for research,
i.e, it is kind of a given of the specific time, or a “frozen picture” that is,
at the same time, also a result of the certain repertoire politics of its orga-
nizers and implementers. Furthermore, the repertoire is also a construct
of the given period, in line with the possibilities of the institution. In that
sense, it is necessary to identify and analyse those factors that modify and
produce a repertoire, such as financial possibilities, participators (opera
ensemble, management professionals and administrative boards), public,
and critics. Some of the questions that emerge relate to available poten-
tials and the way they were utilized. Along with the analysis of the specific
factors, the attention is also given to the “totality of the picture” created
by those factors, and the mutually conditioned elements of this complex
system. Since the subject of research also encompasses a particular social
context, the self-management period, in this paper, I will also analyse how
the self-management and its way of making decisions contributed to the
development of the certain repertoire of the Opera.

KeywoRrps: musicology, Opera of the National Theatre in Belgrade,
repertoire politics
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The musicological literature has given an invaluable contribution to the
history of the Belgrade Opera. Among these studies, historiographical and
comprehensive studies of the repertoire from its foundation until the Second
World War should be noted.! After this period, we learn about the opera rep-
ertoire mainly through the Opera’s activities abroad and individual studies.?
The subject of this paper refers to the research of the repertoire of the
Opera of the National Theatre in Belgrade from 1970 until 1990. The starting
point of researching an opera repertoire belongs to the field of musicology,
but as the research subject is complex, an interdisciplinary approach is also
applied (having interconnectivity with music sociology and cultural studies).
The aim of this paper is to present the principal factors which influence rep-
ertoire formation, as well as the possibility of extending the methodologi-
cal approach to repertoire research. Accordingly, it was necessary to include
various methods of research and analysis, such as the empirical approach
in gathering the archival materials, the analytical-interpretative method
through content analysis and a reliance on oral history by interviewing par-
ticipants who took part in repertoire formation from the mentioned period.

THE Basic ELEMENTS IN CREATING REPERTOIRE

In this paper, the repertoire is viewed as a dynamic structure, which is a
departure point for research, i.e., it is a peculiarity of a certain time or a “frozen
image” which is simultaneously the starting point, as well as the result of a par-
ticular repertoire policy created by its organisers and producers. As the reper-
toire is the construct of a given time period which is also dependent on the ca-
pabilities of the institution, it is necessary to identify and analyse the elements
that modify and produce a certain repertoire, taking into account the financial
possibilities, its participants (the opera ensemble, professional managers and
managing boards), and the audience and critics.

The choice of operas depended on the choice of singers at the Belgrade Op-
eras disposal, and also on the audience expecting the spectacle. The opera se-
lection was based on ‘singing operas’ or ‘prima donna operas’ (such as Aida,
Norma, Tosca, Madama Butterfly, La Boheme, and so on) and an occasional

1 About the Opera of the National Theatre in Belgrade before the Second World War as
the subject of the musicological studies see in: Munanosuh 2012: 37-61; Typnakos 1997: 7;
Bunasep 1995: 248-268; Jovanovi¢ 2010; ITejosith 1996; Typnakos 2005.

2 About the Opera of the National Theatre in Belgrade after the Second World War as the
subject of the musicological studies see in: Hoxosuh 1968; Turlakov 1977: 16-17; Jovanovi¢

1996; Oparyrunosuh, Josanosuh u Munernh 1970; Jopanosuh, Munanosuh un JoBanosuh
1994; Crracuh 2013: 106-112;Cnacuh 2014: 371-378.
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tendency towards the ‘opera as a musical theatre’ (such as Jenufa, Fidelio).’
Between 1970 and 1990 there were four generations of soloists participating
depending on the year of their booking, so with the arrival of a young group
of soloists in the late 1980s, the entire soloist ensemble was actually renewed.*
In addition to the full-time soloists at the Opera, singers from Italy, Bulgar-
ia, Romania, the Soviet Union, and the Yugoslav republics were also booked.
According to the voice register, the Opera mostly invited tenors, largely from
Italy and the Soviet Union, then baritones from Italy and Romania and basses
from Bulgaria whereas sopranos were mostly booked from the former Yugo-
slav republics. Thus, the Belgrade audience had the opportunity to see shows
performed by the entire opera ensemble from Sarajevo, Zagreb, Split, Prague,
Frankfurt, Skopje and Timisoara. Moreover, guest conductors and directors
participated in staging some of the shows.

Decisions regarding repertoire formation and participation of certain solo-
ists were made in line with the personnel policy of the National Theatre. Pro-
fessional associates of the Opera — conductors, directors, set designers, costume
designers and the managing director - made up the Artistic Board, which sub-
mitted its proposed opera repertoire for the season to the managing body of the
Theatre — the Workers’ Council - which could adopt (or reject) it.

External influences were also of significance regarding repertoire formation.
The Theatre Commune of the National Theatre had a significant role in creating
the repertoire, which was founded in accordance with the idea of associated la-
bour of cultural and business enterprises. This organisation made it possible for
industry employees to familiarise themselves with artworks in drama, opera and
ballet by providing affordable ticket prices and enabling its member enterprises
to choose particular operas. Therefore, under the patronage of the Festival of
the Theatre Commune, held in December from 1970 to 1976, Belgrade had the
opportunity to host distinguished soloists from Europe and the entire world. It
was through this organisation that the Theatre was able to maintain contact with
the audience and broaden the scope of its enlightenment activities, and adopt a
new propaganda tactic (e.g. having artists perform at factories).

The audience had an important role in creating the repertoire, because as
a leading consumer, it had its own demands and expectations regarding the
selection and performance of operas, which the Opera aspired to meet. If a
show’s success is determined/measured by audience attendance, then the most
attended operas were Italian, and this is one of the reasons why they dominated
the repertoire. Co-operation with Serbia’s Jeunesses Musicales was significant

3 For more see Spasic¢ 2020a.
4 More about the opera singers see Spasi¢ 2020b.
5 Name of the guest performers see Spasi¢ 2020b.
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for pulling in a larger audience in terms of drawing in younger generations,
such as high school and primary school students.

In regard to reviews, opera reviews of music professionals are highlighted,
as well as articles of music critics. In that period, there was active critical think-
ing and recording of opera performances in the relevant print media (maga-
zines Pro musica, Zvuk, daily newspapers Politika, Borba etc.).

The Opera’s repertoire is based on the standard repertoire of significant mu-
sical achievements from the 19" century, which is occasionally enriched with
pieces from contemporary or domestic opera literature. In the period from
1970 until 1990, the Italian repertoire is most commonly represented, with pri-
marily operas of Verdi and Puccini. Then comes the French repertoire, mainly
George Biset's Carmen, and finally, there is the Slavic repertoire (Russian and
Czech), which made the Belgrade Opera recognisable abroad. Occasionally
contemporary and domestic operas were featured on the repertoire, and thanks
to guest ensembles from Zagreb, Split and Prague, the repertoire was enriched
with new operas (see Table 1).

THE KEY FACTORS IN CREATING A REPERTOIRE

Apart from the basic elements which make up the repertoire, it is also nec-
essary to explore the key factors in creating a repertoire. One of the leading
actions of cultural policy was cultural democratisation, which should equal-
ize culture with other spheres of society.® This meant that culture is not sepa-
rated from associated labour (culture equal with the economy), that everyone
participates equally (each individual has the right and obligation to decide
about cultural development) and the expansion of cultural values i.e. be ac-
cessible to all (going beyond the work of institutions in culture).

The economic factor — The economic factor implies considering changes
at the organisational level in regard to finances’ and at the closely-related
level of capacity of the performing ensemble.

6 “Democratization of culture does not only mean bringing cultural content closer to all
people of society, but also creating conditions for working people and citizens to more effec-
tively influence - through self-managing — on creation and distribution of funds for culture,
and on cultural policy in general” (Istorijski arhiv Beograda: Fond Saveza Komunista Srbije,
Organizacija Saveza komunista Beograda, Gradski komitet Beograda [1919-]; Materijali kon-
ferencija i drugih organa i tela, 299, 1970).

7 Cultural activities have been financed for the longest time from the budgets of socio-po-
litical organisations and communities and the separation began in 1967, when funds were
established at the level of republics, provinces and local communities i.e. 1974, with founding
self-governing communities. The basic idea of financial decentralisation was the possibility for
society to direct cultural development through self-management and decision-making (Miki¢
2011: 89).
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If the success of doing, that is, managing business, is determined based on
the number of premieres in a season,® then it can be seen that in the 1970s
the Belgrade Opera had 4 to 5 premieres on average (see Table 2). Aside from
this, guest performances were also performed abroad, while in the 1980s we
can notice fewer premieres, as well as a lack of guest performances abroad.
Why?

Bearing in mind the financial capabilities of implementing certain rep-
ertoire politics, we can conclude that one of the key parameters in creating
the repertoire was the financial and organisational support of the Theatre
commune which, during the time of the Festival, made it possible for the
audience to attend premieres, as well as guest performances of distinguished
soloists. When the activity of this commune diminished, the Republic Cul-
tural Community provided the means for the Belgrade Opera to perform in
Serbia. In the beginning of the 1980s, Yugoslavia was sinking into a deeper
and deeper economic crisis — escalating inflation was the result of decreasing
productivity in the economy which also affected the financial circumstanc-
es of the Opera (decreased subsidies). The fact that the Opera turned a loss
is also evidenced by its publishing a notice in the daily newspaper Politika
asking for help from workers’ organisations, benefactors and citizens so that
premieres could take place that season. Another blow for opera production
was also the renovation of the main building of the National Theatre at Re-
public Square, which further dwindled the number of premieres because of
the circumstances under which the ensemble had to perform - the stage in
Zemun, Sava Centre (see Table 3).

If we take, for instance, a more successful or disappointing season a sub-
stantial difference in the number of performed operas, that is, premieres, can
be seen, as well as in the number of guest soloists and ensembles (see Table 4).

The political factor - This represents another crucial factor in creating the
repertoire of the Belgrade Opera, particularly the influence of socio-political
changes in the country on decisions to perform certain operas.

The ambitions of the self-management system within the cultural institu-
tion were related to the expansion of social influence in culture through the
direct role of the working-class and the wider availability of cultural artifacts.
The introduction self-governing bodies in theatres set certain expectations
toward the individual, both those from the profession and those outside of
it. The basic problem of self-management in practice is present in relation
of the profession/artist toward self-management context as a latent critique.
Despite the fact that the content of the opera can be brought to the purpose
of affirming self-governing equality among performers (in the opera Otadz-

8 It is only one of the indicators of production; there is also the number of operas on the
repertoire and number of performed shows of each opera.
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bina [Homeland] of Petar Konjovic, there are ten female soloists), the concept
of production and performance contained elements that acted subversively
towards the basic postulates of implementation a self-management system,
especially in the field of cultural activities. In addition to this, according to
the words of Dejan Miladinovic, whose idea was to add the last, unperformed
opera Otadzbina by Petar Konjovic to the repertoire, this opera was removed
from the repertoire due to political reasons since it was based on the epic
poem Smrt majke Jugoviéa [The Death of Jugovic Mother], which deals with
the subject of the battle of Kosovo (Spasi¢ 2017). There was a danger that the
set-up of the opera could be interpreted as a comment on the already sensi-
tive issue of the status of Kosovo (which is still relevant), so taking the opera
off the repertoire was a reaction to the possible danger of state stability in
Kosovo collapsing.

A more radical “cut” in the repertoire of the Belgrade Opera was the deci-
sion of the highest organisational body Theatre Council to leave out all pieces
from the “Yugoslav repertoire™ while exclusively Serbian composers” operas
were put on the repertoire for the 1989/90 season.!® Such a decision antici-
pates the time that is to come and the latent presence of the national con-
sciousness in a cultural institution such as the National Theatre.

The elements of cultural policy - The third key factor in creating the rep-
ertoire are the elements of cultural policy which on this occasion the paper
conveys based on the manner of the management, which encompasses a spe-
cific social context — self-management'' — as well as the status of the artist, i.e.,
the relationship between the personal and collective interest in the Opera.

Self-management implied a new mode of decision-making, i.e., it allowed
for the possibility for non-artists to have a say in art policy.'* Therefore, the
key problem had become the attitude towards the profession, but also the

9 The term “Yugoslav repertoire” is not characterstic in the discourses of that time, which
were conducted in the topic of repertoire policy (for more see: Spasi¢ 2020), and in this paper
it is used exclusively to refer to composers from the territory of SFR Yugoslavia whose works
were performed on the stage of the Belgrade Opera. In that sense, the domestic repertoire is
seen more as an umbrella term and refers to all pieces that do not belong to the foreign rep-
ertoire.

10 Arhiv Narodnog pozori$ta u Beogradu: Zapisnik sa sednice Umetnickog vecéa Opere,
15.12.1989.
11 Self-management as an idea was first realised in the economy and in the socio-political

system, and then in culture. In that realisation it was accsessed with various reforms which
were followed by normative acts, so today it is difficult to answer how self-government ful-
ly functioned. See: Kardelj 1977 and 1977a; Unkovski-Korica 2015; Kulji¢ 2003; Krzan 2013;
about the cultural policy and self-menagement see: Hykuh 2012; Hadzagi¢ 1979: 166-177;
Stojanovi¢ 1982: 302-306; Ivanisevi¢ 1982: 186-208; Madzar 1968: 8-32.

12 The ambitions of the self-management system within the cultural institution were re-
lated to the expansion of social influence in culture, and the Program Council (since 1974)
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position of the profession itself. Based on the archival documents of the The-
atre, reports were written following templates and in favour of the profession
itself, that is, only the words of professionals were recorded so we cannot
discuss the right to vote of the ordinary, working people. However, from
conversations with participants and artists at the time, we learn that people
outside of the profession also made decisions concerning the repertoire. So,
for instance, when it was being decided whether to feature the opera ‘Eugene
Onegin’ or “The Queen of Spades, a member of the support staff said “The
Queen of Spades’ even though she wasn't familiar with the capacities for per-
forming that opera (season 1970/1971, Spasi¢ 2020). The primary objection
to self-management was, in fact, that people outside of the profession could
also make decisions about the repertoire, by voting for or against the pro-
posed operas.

On the other hand, there was also disagreement within the profession it-
self, because personal interests were above collective ones. Opera is a com-
plex genre, because its structure is comprised of various factors, and even
people behind the scene (e.g. technicians) take part in the process of bringing
it to life. However, the prevailing opinion is that the soloist carries the biggest
burden of the opera, and consequently of its success too (tendency towards
singing operas). In the previous, golden age (1954-1969), the Belgrade Opera
was ‘a symbol of steadfast teamwork’ abroad, but everything was shattered
when, according to the words of director Dejan Miladinovic, the manager at
the time, Gojko Miletic, stated that “he wasn’t interested in the singers who
had already been employed there, but rather in putting on premieres for big-
ger stars” (Spasi¢ 2017). This sentence, as pointed out by Miladinovic, start-
ed pervading in self-management as “an evil disease” (Spasi¢ 2017). And so,
great singers, with a couple of exceptions, demanded to sing exclusively Ital-
ian operas, because everything else corrupted their voices. Even though some
of them sang operas abroad which had never been performed in Belgrade,
suggestions to feature the same operas here were met with rejection. Personal
interests were in opposition to the aspirations and ideals of the socialist man
as a versatile, creative personality who was the active subject and creator of
his own destiny and the destiny of society. In other words, in the system of
self-management, it was necessary to reconcile the personal desires of indi-
viduals and the aspirations of the collective, so the concept of a socialist man

became a place for active participation of a number of communists, representatives of so-
cio-political and labour organisations outside the theatre in creating repertoire. In that sense,
the political factor didn’t influence the opera repertoire such as was the case in other com-
munist countries (e.g. USSR or China) where repertoire was confirming a certain ideology.
The theatre had a certain degree of autonomy. Unlike Yugoslav film production, there is no
connection with socialist man in the contents of operas, and this genre was not an ideological
instrument in that sense.
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is impossible without the idea of the cult of personality. Being an exceptional
individual, in this case an operatic soloist, is a specificity of an elitist culture
as such, and therefore closely linked to the cult of personality. If the idea of
equality was that of a socialist, self-managing society, the Belgrade Opera had
shown that, in practice, among the equal there were those who were more
equal. Personal interests and the arbitrariness of individuals is also reflected
in the fact that many roles weren’t accepted simply because they weren't the
leading roles, so the third soloist had to ‘fill in’ for the role of Kofner (opera
The Consul) or for the role of Shchelkalov (Boris Godunov) which was turned
down by “young singers turned leaders along the party line who considered
the role beneath them” (Spasi¢ 2019). Prima-donna behaviour was more
and more exhibited in, for instance, soloists leaving rehearsals because they
weren't satisfied with decisions of the management. Concessions that were
made in order to preserve harmonious relations in the ensemble also indicate
how important soloists were, which is also reflected in the frequency of add-
ing premieres of the same opera to the repertoire two or three times in one
season (1983/9, Carmen; 1988/89 The Force of Destiny).

CONCLUDING OBSERVATIONS

In researching the opera repertoire, its constituent elements, performing
ensemble and personnel policy are of key importance, but so are the compo-
nent aspects such as financial support or critical reception, which is in any
case the subject of serious musicological research. By pointing out the eco-
nomic and political factors and the elements of cultural policy, our attention
is focussed on the ‘totality of the picture, i.e., the repertoire which is created
by those factors. In order to analyse the repertoire in depth, research does
not rely solely on written records, because their exclusive use could lead to
a one-sided view, but also on the testimonies of those who took part in the
organisation and realisation of the repertoire. Situations where the economic
and political factors, as well as the elements of cultural policy, prove domi-
nant are characteristic examples, but their mutual effect is present season af-
ter season. The insight into the links between the effects of these factors opens
up a possibility for further research of the context in which the repertoire
acts as a ‘litmus paper’ which demonstrates the nature of the environment in
which it was created, but is also the result of that environment. In that sense,
the complexity of research of the opera repertoire indicates a need for an
interdisciplinary approach, encompassing research of a wider social context
and its aspects which influence the operation and results of an opera house.
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Table 1. The opera repertoire of the National Theatre in Belgrade from 1970 to 1990
(Operas in bold were on the repertoire for more than three seasons).

Italian repertoire

BELLINI Norma

VERDI La forza del destino, Aida, Il travatore, Un ballo in maschera, La
Traviata, Rigoletto, Nabucco, Don Carlos, Attila, Ernani, Falstaff, Ottelo,
Macbeth

WOLF-FERRARI: I quatro lusteghi

DONIZZETI Lucia di Lammermoor, L'elisir d’amore, La Fille du Régiment,
Don Pasquale, Viva la mamma

UMBERTO Andrea Chénier

Pergolesi: La Serva Padrona

PONCHIELLI: Gioconda

Puccini: La bohéme, Tosca, Turandot, Madama Butterfly

ROSSINI Il barbiere di Siviglia, L'italiana in Algeri,

MASAGINI Cavalleria rusticana

MENOTTI The Telephone, The Consul

LEONCAVALLO: Pagliacci

French
repertoire

BIZET Carmen, Les pécheurs de perles
GOUNOD Faust

MASSENET Werther, Don Quichotte
POULENC La Voix humaine

Slavic repertoire

Russian repertoire:
BORODIN Prince Igor

MUSSORGSKY: Boris Godunov

TCHAIKOVSKYMazepa, Eugene Onegin, The Queen of Spades
PROKOFIEV: The Love for Three Oranges,
RIMSKY-KORSAKOV: The Maid of Pskov, Mozart and Salieri

Czech repertoire:

DVORAK: Rusalka
JANACEK: Kdfa Kabanovd, Jeniifa, From the House of the Dead
SMETANA: The Bartered Bride
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German repertoire
BEETHOVEN: Fidelio
WAGNER: The Flying Dutchman, Lohengrin
STRAUSS JR.: Die Fledermaus
. Austrian repertoire
—5: MOZART: The Marriage of Figaro, The Magic Flute, Don Giovanni, Cosi
O | fan tutte
British repertoire:
BANFIELD: Alissa, Conversation with the Tango or The Ant
BRITTEN: The Rape of Lucretia, The Little Sweep, Albert Herring
PURCELL: Dido and Aeneas
American repertoire:
GERSHWIN: Porgy and Bess
BRUNO: Orfej XX vijeka [Orpheus of the twentieth century]
= VAUDA: Jezeva kucéa [Hedgehog house]
@ GOTOVAC: Ero s onoga svijeta [Ero the Joker], Morana
gm KULJERIC: Mo¢ Vrline [ The Power of Virtue]
5 | KELEMAN: Opsadno stanje [Captive State]
‘% LOGAR: Pokondirena tikva
g LOTKA-KADINSKI: Analfabeta, Vlast, Dugme
A KONJOVIC: Otadzbina [Fatherland], Knez od Zete[The Prince of Zeta]
NASTASIJEVIC: Purad Brankovié
Figure 1. The number of premieres and guest performances abroad in a season
from 1970 until 1990.
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Figure 2. Schematic representation of the financial support in creating the opera

repertoire.
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Table 2. Example of a more successful or disappointing opera season.

SEASOI

1972/73.

1989/90.

Number of
25

performed operas

15

Number of
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soloists
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BA®A CTIACUR
KPEUPAIGE PEIIEPTOAPA OIIEPE HAPOAHOT ITO30PUIIITA
Y BEOTPAAY (1970-1990)
(PE3UIME)

Tema oBor pajja ofHOCKM Ce Ha MCTpaXkKMBaibe OIepcKor pereproapa Hapopgaor
nosopuiTa y beorpamy on 1970. go 1990. rogune. IlonasHa Tayka MCTpaXkuBaba
OIIEPCKOT pelepToapa IpuIajza MOMEHY MY3MKOJIOIMje, aly KaKo je IpegMer
UCTpaXKMBara KOMIUIEKCAH IpMUMelbyje ceé M MHTepAUCUMIIIMHAPAH HPUCTYI
(MHTepKOHeKIIMja ca COLMOJIOTIjOM MYy3HKe U CTyAujaMa Kyntype). Llub oBor paja
jecte fja mpefcTaBe OCHOBHM (DAaKTOPM KOjU YTUYM HA PENepTOAPCKY CIUKY, Kao
U MOTyhHOCT mpommpema MeTOJZOTOUIKOr MPUCTYIA UCTPAKMUBAKY pelepToapa.
C tiM y Bes3u, 6uno je MOTPeOHO YK/BYUUTU pasIUyUTe METOAE MCTPaKMBarba
U aHajM3e, Kao IITO je eMIMPUjCKM HPUCTYI Y NPUKYIUbaly apXuBcKe rpabe,
aHAUTUYO-MHTEPIIEPTATUBHY METOJ, KPO3 aHaAM3y cafipykKaja 1 OC/lamame Ha
YCMEHY MCTOPMjy IIyTeM MHTEPBjyNcarba aKTepa 13 IOMEHYTOT IIepuofia.

Y oBoMm papy, pemeproap ce IocMaTpa Kao AMHAMM4YHAa CTPYKTypa Koja je
HOJIa3MIITE 33 UCTPAXMBaKbE Tj. OHO je CBOjeBPCHA IaTOCT ofpeheHor BpeMeHa mm
»3ameheHa cnuka“ Koja je MCTOBpeMeHO M MCXOAMINTE, OfHOCHO pe3ynTar ofpebene
penepropacke IOMUTUKE M3a KOje CTOje FbeHM OPraHM3aTOPM U Peanns3aTopiu.
Kako je peneproap jeTepMuHuCaH y CKIafy ca MOryhHOCTMMA KojuMa pacIioyaxe
MHCTUTYIIMja, HEOIIXOIHO je UAeHTU(PNMKOBATU U aHATU3UPATU OCHOBHE eleMEHTe
Koju MoaMUKYjy ¥ IpousBofie ofipeheH pereproap, MoueBIIN Of (MHAHCUjCKUX
MoryhHOCT), TIpeKO MeHMX YydecHMKa (omepckor aHcaM6ma, pykosopehmx
CTPYYHUX JIjyA¥ M YIpaBIjaukKuX Tela) Ia cBe Ao mybmmke m kputuke. ITopen
OCHOBHIIX e/leMeHaTa KOjyi KOHCTUTYMINY PelepTOapCKy CIUKY, OUIIO je HEOIIXOJHO
UCTPKUTU 1 KJbYuHe paKTOpe Y Kpenpamwy pereproapa. VIcTuIambeM eKOHOMCKOT
U TONMUTUYKOT (paKTOpa M eleMeHTa KYITYpHe IOJNUTHUKe, MTaXKa je yCMepHa Ha
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»TOTQJTHOCT C/IMKe" Tj. perepToapa Koju Tu (akTopy CTBapajy. 3a fybmy aHammsy
pemepToapa, MICTpaXIBambe ce He 0CNarba CaMo Ha IicaHy rpaby, unje 611 MCK/byInBO
kopuiheme MOITO fia JoBefie O jefHOCTPAHOT CXBaTama, Beh M Ha cBemodema
OHUX KOji Cy OWIM Ieo oparHmsaluje U peanmsanuje pereproapa. PermpeseHTHU
IIpUMepH Cy MeCTa Y KOjiMa ce eKOHOMCKI U TIOJIUTUYKM (aKTOP, Kao U eIleMeHTH
KY/ITypHe IIONNTIKe TI0Ka3yjy Kao JOMIHAHTHN, a/li i1XxoBa MehycobHa renoBama
IPUCYTHA Cy U3 CE30HE y Ce30HY. YBNJ ¥ CIPETHYTOCT JieoBama OBUX (akTopa
oTBapa MOryhHOCT 3a Ja/ba MCTpaXKMBama KOHTEKCTa 3a KOjU perepTopcKa
C/IMKa IPeNcTaB/ba M ,JAKMYC IaNVUp~ KOju IIOKasyje IPUPORY CpefuHe y KOjoj
HacTaje, a/li ¥ Pe3yNTaT Te CpeyHe. Y TOM CMICITY, KOMIUIEKCHOCT UCTPaXkKBarba
OIIepCKOT peliepToapa yKasyje Ha oTpeby 3a MHTePAMCUNIUIMHAPHNAM IIPUCTYIIOM,
o6yx13aTajth MICTpaXXlBarbe MNPETr NPYLITBEHOI KOHTEKCTA M IbEroBMX acIl€KaTa
KOjU yTUYy Ha pajj U pe3yjrare onepcke kyhe.

KAYYHE PEYM: mysukonoruja, Onepa Hapopguor mnosopumta y beorpapy,
peneproapcka MOMUTUKA.
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