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Abstract: The subject of this scientific paper is the indispensable connection between
politics and theater, their interdependence in social and political relations. In a given coun-
try, without people, or more precisely, without actors who represent them in a theatrical
performance, there is no history, no politics, no culture, no theater, and no political events
in a certain time, space and territory. Political events from the recent or distant past are
often the subject of staged plays. Such theater becomes political theater. Through the per-
formance, the theater can perceive certain subjects, in specific situations, and solve their
problems in their own way, as well as critically explain and interpret them, from the aspect
of results, effects and consequences. In the paper, the authors indicate the distinction be-
tween Aristotle’s theater and Brecht’s theater, which is manifested in their different func-
tion and relationship to the state. Namely, Aristotle’s theater supports the existing state
order as a divine order, while Brecht destroys the state order through theater. Brecht’s
theater becomes a political theater, its role is to awaken and change the consciousness of
the audience and to convert it in the direction of an ideology, which as such will make its
contribution to the state.
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Both in the recent as well as in the distant past, theater, has always been a ,,con-

glomerate of spiritual compounds®, i.e. a mirror of all social, political and other phe-
nomena and processes, in certain time and in certain places, a mirror of splendor, opu-
lence, entertainment, leisure, misery, an indicator of spirit, virtues, flaws. The history of
theater, literature and art is the most beautiful history of the human race.

The subject of research in this scientific paper is politics and theater, or more pre-

cisely, the interdependence between these two realities in social and political relations.
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The first question, in accordance with the defined title of this paper, directs us to deter-
mine politics as a concept and as a reality, and then the determinant theater and their
specific connections and relationships and interdependence, in social and political rela-
tions. In accordance with the above, the question justifiably arises: what does politics
as a reality and a concept encompass? Consequently, we will herewith present several
characteristic definitions of the term politics.

Beyme claims that in ancient times, ,....politics is the science of a good and just life
and the continuation of ethics... Politics was valued as a ‘royal science’, as the highest of
all practical sciences (Beyme 1974: 20-32).

When defining the term politics, Burdeaustates that in contemporary social rela-
tions the precise boundary between the sphere of politics and other spheres of social life
is lost, and in this sense he points out that ,With the expansion of its domain, politics
becomes depoliticized“ (Burdeau 1952: 27).

Lipset emphasizes the universal property of politics in overall social relations, and
accordingly defines the same in the following way: ,Politics in the sense of the struggle
for power... extends across the boundaries of organizations; furthermore, conflicts over
goals and procedures are, in fact, an integral part of all organizations, were those of the
US State Department, the Red Cross, the Communist Party of the Soviet Union, or the
sales department of a corporation” (Lipset 1959: 101).

When defining the term politics, Duvergeremphasizes its two essential properties,
first, that politics is ,....a feminine noun: 1. The science of managing states, wrote Littre
in 1870. ...the skill and practice of managing human societies, said Robert in 1962°; sec-
ond, that ,,... the very essence of politics, its true nature and its true meaning is reflected
in the fact that it is always and everywhere ambivalent. The image of the god Janus, the
deity with two faces, is the real representation of the state, it expresses the deepest po-
litical reality. The state, that is, generally speaking, organized government in a society,
is always and everywhere at the same time a means of domination by some classes over
others, a means that the former apply to their advantage, and to the detriment of oth-
ers, it is also a means by which a certain social order is ensured , a certain integration of
everyone in the community for the common good“ (Duverger 1966: 7).

When discussing the concept of politics, Slobodan Jovanovic started from Plato and
Plato’s Academy, and he highlighted several important determinants: ,Plato’s Acad-
emy was of great historical importance. Founded in the fourth century before Christ,
it lasted until the sixth century after Christ. Leaving everything else aside, it marks a
new moment in the understanding of politics. Politics was understood, first of all, as an
experience and a vow of the ancestors that is carried out, not discussed. Then, when it
started to be discussed, it was understood as the art of persuasion, the art of personal
success in arguments. Only in the Academy is an attempt made to make politics a sci-
ence that studies the state. From a simple skill that brings an individual success in party
struggles, politics becomes an objective truth, which, properly applied, provides the
state with a peaceful, happy life. Until Plato, politics meant something that correspond-
ed to parliamentary rhetoric and dialectic. Plato, on the other hand, understood politics
as something that would correspond to state law and sociology“ (Jovanovi¢ 1935: 83).
Furthermore, he states: , The leaders of democracy were therefore required to think for
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themselves and to have all kinds of knowledge.” It seemed to Plato that they actually
had no knowledge of anything, but that they had came into habit of speaking about eve-
rything. Besides, since in public debates it was the most important for them to win the
majority for themselves, they did not say what they considered to be the truth, but what
they assumed the majority would like to hear” (Jovanovi¢ 1935: 81). Consequently,
according to the above: ,Therefore, Plato concludes: whoever wants to be a statesman
must not rely on his ,inspiration® or his ,lucky star“; he must sit down and learn states-
manship, just as one learns a skill or trade. The analogy with the shepherd is wrong in
two ways: neither is there the same intellectual distance between the statesman and the
people as there is between the shepherd and the flock, nor is the shepherd obligated to
take care of the good of the flock in the same way as the statesman is obliged to provide
good for the people” (Jovanovi¢ 1935: 93).

Ratkovi¢ emphasizes the subject of politics as a phenomenon and reality and points
out: ,If we wanted to extract basic characteristic opinions about the subject of political
science from the history of the development of political-scientific thought and current
understandings and group them by affinity, then we could classify these opinions into
the following three basic groups: politics understood as an activity or skill, politics un-
derstood as an area of social reality, and the subject of political science understood as an
aspect of the social whole“ (Ratkovi¢ 1985: 65-68).

BoZi¢ & Tancic point out that the important provision of politics is that it is ,a
social and political phenomenon, a social and political activity, a social and political
relationship, which has a specific time, historical origin, certain beginning and which
develops through various phases and stages, and it must, therefore, be understood as a
historical, social and political phenomenon® (Bozi¢, Tan¢i¢ 2022: 34).

Samardzi¢ believes that politics ... is one of the few human activities, or phe-
nomena, which has an identical name in most of today’s languages. The origin of
the word politics lies is ancient Greek.There is an ensemble of ancient Greek words
that refer to the community and the life of people in the community, from which
all European languages derived their lexical derivatives. First of all it is primarily
the root word polis (7oAig) — community, city-state, municipality, from which the
following words had been derived: politea (moAirea) — public order, constitution,
polites (mohttng) — members of the community, citizens of the city-state, politikos
(mohitikog) — civil, state, politics (moAttika) — to denote civil and state authorities*
(Samardzi¢ 1993: 872-884).

In addition to the aforementioned definitions of the universality of politics, we
must also highlight several important properties of politics as a specific phenomenon
and reality, through our working definition of politics, which reads: Politics is a social and
political phenomenon and the process of managing the general social, political and oth-
er interests of society, based on social and political power - including force - through the
formation of various social, political and functional orders and systems and appropriate
mechanisms of exerting influence.

This general policy definition of ours is based on the following insights:

- firstly, people are foremost natural, and then social and political beings, who have
their own needs of different levels and priorities, and the satisfaction of some needs
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is necessary at all levels of social development and these are called existential needs
in the scientific fund, as pointed out by Krech & Crutchfield: ,Man must find food,
shelter, security, and satisfy many other needs and aspirations. In order to achieve this,
he must solve problems, learn, remember, think, acquire skills...“ (Krech, Crutchfield
1969: 367);

- secondly, in addition to the abovementioned existential needs, with the develop-
ment of society as a whole, other cultural and civilizational needs also develop, which
people realize in community with other people, and in this context people develop vari-
ous kinds of activities and perform certain actions that achieve certain results, effects
and consequences: ,Hierarchy of needs - five levels: 1) physiological needs; 2) security
needs; 3) needs for belonging and love, identification; 3) needs for respect, reputation,
success, self-esteem; 4) needs for personality actualization“ (Mihailovi¢, Risti¢ 2009:
240-244); people also realize their needs, interests and goals through their behavior,
as Veber points out” ...... 1. goal-rational: when one acts in accordance with the expecta-
tions of the objects of the external world and other people thus using expectations as
»conditions” or as ,means” for achieving one’s own goals that are rationally pursued;
2. value - rational: when one consciously believes in the - ethical, aesthetic, religious or
any other - absolute value of a certain behavior, because it is such, regardless of success;
3: affective, especially emotional, when acting in accordance with current effects and
mental state; S: traditional: when acting in accordance with established habits“ (Veber
1976: 16-17); by sharing different contents and forms, different relationships and con-
nections are actually established, different positions, results, effects and consequences
(expected, unexpected, intended, unintended) and opportunities are realized and vari-
ous influences are suffered;

- thirdly, human work in any community (regardless of the socio-political and eco-
nomic formation) necessarily implies specific connections and relationships and posi-
tions of people, which also means necessary organization, leading to differentiation and
stratification within communities; consequently, there is a need for managers, leaders,
executors, and that’s how politics emerges as a phenomenon and a reality, which man-
ages the interests of human communities, both within them and towards other com-
munities and the natural environment;

- fourth, this general model is maintained even today in modern conditions, there-
fore we can take a precise position, i.e. that society, politics, state, economy, law and
other phenomena as specific social phenomena and processes, arose in some or more
precisely, certain natural, social, political, cultural and other conditions, which gener-
ally, as necessary and sufficient, cause and condition developmental social and other
historical processes, as pointed out by Tanci¢: ,Historical and political phenomena al-
ways occur and are realized in certain conditions.....Necessary conditions are conditions
without which historical and political phenomena could neither arise nor be realized.
Sufficient conditions are those conditions that ensure the constitution and realization
of the phenomenon as self-contained, temporally and spatially connected. Other con-
ditions are actually conditions of presence, conditioned by the factors of a favorable-
unfavorable situation, but they appear after the necessary and sufficient conditions®
(Tan¢i¢ 2009: 177).
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POLITICS AS A SUBJECT OF THEATER, POLITICAL THEATER

Politics and political phenomena, political events and other phenomena and pro-
cesses are the subject of political science, history, literature, theater and other sciences
and scientific disciplines, i.e. they are the subject of people with all their characteristics,
either as individuals or as members of smaller or larger groups, collectivities, communi-
ties and human creations in totality and detail and their development. This means that
there is no history, no politics, no culture, no theater in general, no political theater, no
political event without people as social and political beings in a certain time, space and
on a certain territory.

In this context, many political, cultural and other phenomena and political events
from the recent or distant past were often the subject of theater, political theater. Thus,
for example in Athens, in the 5th century BC, the political theater reached a high degree
of conformity with the Greek polis, as pointed out by BoZi¢: , The center of theater art in
the Sth century BC is the largest and most powerful Greek polis - Athens. It is a period
when the theater experiences a significant literary flourishing, but also a full affirmation
through identification with the polis, which was marked by the three greatest Greek
tragedians: Aeschylus, Sophocles and Euripides“ (Bozi¢ 2022: 382). As examples, we
can cite various social and political phenomena and events, starting with the Roman
Republic (period of slavery), Gaius Julius Caesar, Cleopatra, Homer, the Iliad, the Tro-
jan War, the Cretan-Mycenaean civilization, the Persian Wars, Spartacus’ uprising, the
Crusades, the First and the Second World War.

It is generally known that the application of force, violence and political violence
is, generally speaking, a common, important method and tool of politics, both in inter-
nal and external political relations;this was often the subject of theatrical performances
of theater, that is, political theater. Albert Camus explained it very nicely in his book
Caligula using the example of the atomic bomb in World War II: ,, The world is what it
is, and that means almost nothing.” This is what everyone has known since yesterday,
thanks to the great concert that the radio, press and news agencies started on the oc-
casion of the atomic bomb. Indeed, in the midst of the crowd, we learn that any city of
average importance can be obliterated by a bomb the size of a football. The American,
English and French press bombard us with elegant discussions of the future, the past,
the inventors, the prices, the pacifist appeal and the war consequences, the political con-
sequences, even the independent character of the atomic bomb.

We will summarize everything in one sentence: mechanical civilization has just
reached the last pillar of savagery. We shall have to, in the near or distant future, choose
between collective suicide or the judicious use of technical achievements“ (Camus
1945: 8). Camus also condemned the Soviet military intervention in Budapest, as well
as other political activities that were the result of political force and political power in
international and domestic relations, in his time, during the forties and fifties of the
last century. Certain analogies, just like in the time of Camus, are still present on the
international scene, such as, according to some authors, special military intervention,
or according to others, Russia’s aggression against Ukraine, the relationship of the USA,
the EU, NATO towards Russia and the possibility of using nuclear weapons during
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the year 2023 or the question of the justification of the use of artificial intelligence and
unknowns that can be human work, and in general everything depends on political will,
force and power.

Artificial intelligence, according to some authors, represents a conglomeration
of traditional science, physiology and psychology, all with the aim of producing a ma-
chine that, according to human standards, could be defined as an ,intelligent machine”
(Bozi¢, Tandi¢ 2023: 108).

This means that the power of politics, political power, includes the use of force as
a means of achieving political and other goals. The application of force, political force,
both in internal and external politics, no matter how much it appeared as a counterpart
to the politics of peace, was always very current, both in political life and in the theater
in general, and especially in the political theater.

The example of this is also Dragoslav Mihailovi¢’s political drama ,Kad su cvetale
tikve®, in which the author emphasized the model of political or state violence on the
example of Goli otok, which was actually not talked about for a long time (taboo topic).
The theme of Goli otok, essentially a political drama, was forbidden in the National
Theater in Belgrade and other theaters; it became an ,enemy of the state“ because it
was considered that plays could initiate various gatherings and even demonstrations.
In the aforementioned political drama, the theme of Goli otok; i.e. the relationship be-
tween politics and political theater is a blatant example of the demystification of politi-
cal violence and political power in order to preserve the given absolute political power.
In this example, there is an indisputable conflict between the holders of political power
and cultural and artistic creativity. In political theaters, regarding the use of violence,
political violence, political force, plays about wars, rebellions (the use of violence, force
to destroy the political and social system), military interventions, assassinations, diver-
sions, kidnappings, robberies and other forms were often performed. Events at the time
of Inform biro, Goli Otok, were for Dragoslav Mihailovi¢ an inspiration and an instru-
ment for presenting the problems and consequences of that time and for re-examining
political decisions from that period.

DATA SOURCES

In the presentation of these different social and political phenomena and events
in the scientific fundus, theaters, political theaters, theatrical performances, authors
often started from different historical sources, facts, data, information and interpreta-
tions, on the basis of which different views were formed, regarding both recent and
distant path. In the scientific fundus of social sciences and humanities, there is no gen-
eral agreement when defining historical sources, which leads to different understand-
ings, interpretations and representations, both in political sciences, philology, art and
other sciences and scientific disciplines, regarding generally the theater or the political
theater as a specificum.

Thus, for example, when a play is performed in a theater about a social or politi-
cal phenomenon or event, it is undeniable that the inspiration for a play lies in, e.g. the
position of the slaves in the Roman Republic and their uprisings, such as the Spartacus
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uprising in the seventies BC or the position of the working class in Germany or Great
Britain during the 19th century, where the inspiration had its starting point in certain
historical source. The question arises, when, for example, a play talks about slaves in
the Roman Republic, whether the message of the play is that the slaves at that time
were powerless in relation to the slave owners, whether their powerlessness showed
the power of the slave owners and fatalism in the sense that slaves were always disen-
franchised and that this was passed down into their collective consciousness for gen-
erations and that it became their mindset. By analogy, the following question arises as
well: can a similar relationship be applied in modern times, the era of globalism, capi-
talism? Or, for example the political event that took place in 1983, when 241 Ameri-
can marines were killed in Beirut by a wagon bomb of great destructive power, which
influenced the political ruling structure of the USA (the period when Ronald Reagan
was the president of the USA) to end the presence of American forces in the short-
est possible time Lebanon. What could be the messages to the audience based on the
events that happened in 1983 in Beirut: to justify or not to justify the presence of the
USA in Beirut and with what arguments for one or another claim and the like, what are
the consequences, effects?

Theater, primarily political theater, through plays, can perceive some problems
or situations, in some time and in some space, for some subjects; it may try to critically
explain, solve, interpret them, from the aspect of results, effects and consequences.
How? By confronting words on stage, where e.g. some political violence is happening.
Again, we take Goli Otok as an example, where some subjects experienced violence
as a specific trauma, and the mere confrontation of the audience with the violence on
Goli Otok was intended to cause empathy in the audience as well as collective purifica-
tion of the collective consciousness.In this context, a key question arises: To whom
does the theater or political theater address, who are the recipients. The answer to
that question could be given through the following statement: ,We must tell the truth
about the barbarism in our country in order to create the possibility for action... We
must say that to those who suffer the most in those relations, who are most interested;
this includes their change and it includes workers and those we can make their allies”
(Brecht 1966: 9-34).

In relation to the understanding of political, historical and other sources, there
are different scientific and theoretical approaches in the scientific and artistic fundus.
Thus, Joachim understands them in the following way: ,.... we call all texts, objects or
facts from which knowledge about the past can be gained* as sources (Gross 1976:
243). Topolski divides sources into ,direct and indirect, addressed and unaddressed,
written and unwritten® (Gross 1976: 275). Luki¢ states that for ... the period from the
9th to the 4th century BC there are not enough preserved historical and legal-histor-
ical sources and monuments; even what is preserved is in fragments. However, from
the 4th century until the loss of independence, and even for the later period, a lot of
material has been preserved. Among historical sources, the works of Greek historians:
Herodotus, Thucydides, Xenophenes, Plutarch and a number of others should be high-
lighted. The works of Greek philosophers: Plato and Aristotle and others, which con-
tain many important data for the history of the state and law, have also been preserved.
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The same applies to the speeches of some Greek politicians, Demosthenes, Isocrates
and others.The data of the aforementioned historians and philosophers are mostly reli-
able if they refer to the period in which they lived or to the recent past, although there is
there a biased and non-objective presentation as well. However, sources from the past
should be used with great caution, as they are partly inauthentic. Literary works can also
serve as a source of knowledge about the life of the Greek people, but to a much lesser
extent they can be used to study the history of the state and law. Few legal monuments
have been preserved.The legendary laws of Lycurgus in Sparta and the laws of Draco
in Athens are mentioned. The most important preserved legal monuments are the fol-
lowing: the collection of laws of the Greek state Gortin, so called. The ,Law of Gortyn*
and the laws of Solon, which played a major role in the democratization of the Athenian
state. A certain number of other legal texts and a large number of contracts in their en-
tirety or in sections have also been preserved (Luki¢ 1977: 47- 48).

In the theater play about Zoran Pindic, the assassination of Pindi¢ is the starting
point, the main theme, with different sources; consequently auxiliary themes are con-
ceptualized as well which are more comprehensive in Serbian political society, before
the murder itself, in which the reasons for that event are sought to be exposed, why
did it happen? The character of Zoran Pindi¢ was presented as a specific phenomenon
by the director Oliver Frlji¢ in the theater play, because the political public of Serbia
had two diametrically opposed viewpoints about Dindi¢. Thus, Frlji¢ points out that:
»In Serbian society, there are two paradigms about DPindi¢: spitting, which denies any-
thing he did [...]. The other side is the one that works on his glorification, the uncritical
creation of a cult of his personality. In my work, I tried to bypass both paradigms and
I tried to speak in a stage language that I think is adequate for that: the play Zoran
Dindi¢ starts from the assassination of the prime minister, but indirectly tries to talk
about Serbia today and the various assumptions that society is bearing” (Trebjesanin
2012: 7).This theater play reminds us of Brecht's conception and concept of politics,
namely that the goal is not only to explain but also to change reality, that theater is both
a method and a means of political struggle: , The goal of such a play, as well as of his
earlier author's projects, is to encourage thinking, to face reality, their own and collec-
tive responsibility, and from that change something first in themselves, and then in the
community, as far as it is in their power, and all these are elements of Brecht's theoreti-
cal discourse” (Sibinovi¢ 2015: 75 - 91). Similar to Brecht's approach is also Lehmann's
claim which states that: , The theater becomes political no longer through the direct
thematization of the political, but through the implicit content of its way of presenta-
tion“ (Lehmann 2004: 334).

THEATER IN THE FUNCTION OF POLITICS (OF THE STATE)

Teatar — pozoriste — kazaliste —gledalisée (lat. theatrum < gré. Oatpov: auditorium),
on the one hand means an institution where plays are performed / held that belong to
the stage and performing arts, while on the other hand, it represents a stage or a place,
the scene of certain actions, events, which we call a theatrical performance, as a final
product. Theater signifies the place where the state resides.
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Schechner believes that theater represents and implies problematic, borderline and
dangerous human experiences such as those related to social order, territory, sexuality and
aggression (Arvanitakis 1998: 33-60). And the ultimate goal of a theatrical play, as stated
by Schechner, is that it should cause a change in the social and psychological order.

Artaud and Grotowski, as contemporary theater scholars, point out that , The theat-
er must be considered a counterpart not of direct everyday reality ... but of another
archetypal and dangerous reality, ...“ (Artaud 1938: 48.)

We emphasize that even today there is still no single definition of the term theater
or even a definition of the term acting as an art, but on the contrary, there is a great
theoretical divergence due to the existence of numerous theories and definitions. The
purpose of the theater as a cultural institution can be seen through the establishment of
signs, consequently, the purpose of the existence and work of the theater can be defined
as the creation of certain meanings (Fischer-Lichte: 1979). Barthes states that theater is
a cybernetic machine that sends a bunch of messages, starting with the very opening of
the curtain on the stage, which implies the beginning of the play for both the actors and
the audience (Brecht: 1966).

Teater was born from the rituals that were held in honor of the god Dionysus (the
Greek god of wine). As a by-product of the worship of his cult, there is a development
of drama in Athens. It appears in three forms, as a satirical poem, a tragedy and a com-
edy. That is the period in which theater experiences a very significant literary flourish-
ing, but also a full affirmation through identification with the polis.

According to Aristotle, a tragedy is a type of drama in which characters act and
conflict with one another, but the first place in a tragedy is the events and the fable, be-
cause they are why there is a tragedy. The plot of a tragedy should contain an imitation
of a concrete action related to some terrible and touching events. In order for it to be a
believable performance, the actors imitating the faces acting, signify certain characters,
characters that should be appropriate, consistent and in some way similar to us (the au-
dience), so that we can identify with them. The third place is reserved for the process of
perceiving some phenomena and processes, problems, which is carried out through the
senses, as well as through non-sensory means, with the participation of consciousness
and thinking (Tanci¢, Bozi¢ 2022: 178), therefore, in third place are the thoughts that
are spoken in according to the specific character. The fourth place belongs to diction,
speech that is expressed verbally, in words.

The main hero of a tragedy is always a strong moral personality who is the bearer
of a dignified idea of the society in which he lives and who wants to realize that idea.
However, as is to be expected, he encounters obstacles in life. First of all, he clashes, in
a very dramatic way, with the social community because of his lofty and brash character
with which he acts in order to realize his ideas and imagination. On the other hand, a
stronger force does not let him go forward, and in the end, as an essentially positive per-
sonality, he suffers in that unequal conflict with a ,stronger” than himself. In a tragedy,
the main hero ultimately, inevitably, tragically dies, precisely because of his brash and
violent character, ignorance, delusion, mistake, which leads him to his death.

We wish to emphasize that the main irony of the tragedy is that in the end the
protagonist becomes fully aware of his fate, that he brought himself to that state, which
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reflects the even greater tragedy of his suffering. The suffering and misfortune of the
main character of the tragedy carries with it great drama, which creates an urge in the
viewer to start fighting against the injustice in society that was done to their hero. The
audience is affected by his death and identifies with his fate, however they become
aware that the main character made a fatal mistake.

In the end, catharsis occurs with the audience, namely, the audience is purified
and freed from negative emotions and charges. Also, the audience realizes that there
is a destiny that a person simply cannot oppose. That destiny is a divine prophecy that
serves to establish harmony in the world. Harmony is established by punishing the main
tragic hero. It is precisely prophecy that is a constitutive element of tragedy, because the
audience leaves the theater convinced that they cannot fight against fate and against the
harmony that will inevitably be established in the world.

Tragedy is financed by the state, the state stands behind the tragedy and the har-
mony that it creates, the state brings its population that has the right to vote as an au-
dience to the theater to watch the tragedy, consequently, the audience consists of all
those that come to the theater as those who participate in some way in political life.

Aristotle progressively creates tension; the goal of tragedy is to make the audience
horrified and scared by the punishment that befalls the main character because he op-
posed fate and prophecy, divine harmony with his behavior, while Brecht’s audience
should be aware of its class position and that the audience should ,stand for itself* ,,and
the tension arises from the rational discovery of the strangeness of each situation in
particular” (Seleni¢ 1971: 82).

The main distinction between Aristotle’s theater, which is in the function of the
state and which supports the existing state order as a divine order, Brecht destroys the
state order through the theater, namely, he uses the theater against the state system,
which means that Brecht’s epic theater has a revolutionary purpose. Brecht believes
that the theater should support the class struggle, contribute to the victory of the work-
ing class, which needs to become aware, and turn from a class ,,in itself” into a class ,,for
itself* (Bozi¢ 2018: 205).

Brecht emphasized the following: ,We who endeavour to change human nature,
like everything else, must find ways to present man from that side from which he seems
to be changeable by social intervention. For this purpose, the actor needs a huge re-
orientation, because the art of acting so far is based on the view that man is what he is,
and that, to the detriment of society or to his own detriment, he remains so, eternally
human, always true to his nature and never different“ (Brecht 1979: 263).

Brecht’s role is to make the audience aware of themselves and to change the audi-
ence’s consciousness. His theater becomes a political theater, since Brecht finds the
reason for its existence in the achievement of the goal of converting the audience in
the direction of an ideology. As such, the audience should then contribute to the social
community.With his theory, Brecht hints at a semiotic approach to theater, given that
he emphasizes the rational, not the emotional (Bozi¢ 2015: 317).

Wonder (astonishment) is a mode of drawing attention to a specific thing in the
play, from something familiar and simple to something unexpected and specific. The
wonder effect or V-effect (Verfremdungseffekt) is achieved by turning what is familiar
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to the audience first into the unknown and estranged, so that it examines its attitude.
The audience, after being in wonder, comes to their senses so that they can formulate
their attitude and opinion, in order not to become the object of state manipulation.
Brecht directly had a great influence on the directors of the political theater (Jevtovié:
1997). In fact, he advocated that the audience be presented with a theatrical perfor-
mance that would present the behavior and life of the people of a society in a criti-
cal way. Although Brecht’s theater changes the habits of the audience, the question is
whether it changes them in effect and to what extent.
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Banpa b. BOJKWR
Aparan /o. TAHUYW'R

TIOAUTHUKA 1 TEATAP

PE3UIME

IIpeameT oBOr Hay4HOr papa je HEM3OCTaBHA IIOBE3aHOCT IMOAMTHKE U TeaTpa, HUXOBA
MehysaBUCHOCT y APYIITBEHUM U IIOAUTHYKUM OpHOCHMA. Bes myan y oapehenoj opsxasu opHOCHO
0e3 raymaiia KOju UX IIPEACTaBAAjy Y MO30PHUIIHOj IPEACTABU HEMa HH HCTOPHUje HU TOAUTHKE, HU
KYAType, HU TeaTpa, & HUTH IIOAUTHIKUX Aorahaja y oapehenoM BpeMmeny, mpocTopy u Ha oppeleroj
TepuTOopHju. YecTo cy mpeAMeTOM YIPU3OpeHUX TO30PHIIHIX IIPEACTABA IOAMTHIKU Aorab)aju u3
0AmKe UAU Aame mpomsocTy. Takas TeaTap mocraje moanTudku reatap. Kpos mpeacrasy Teatap
MOXXe AQ HEKHM Cy0jeKTHMa, y KOHKPETHO IIOCTaBAEHMM CHUTYAIlMjaMa, yOUM M Pellld HUXOBe
npobAeMe Ha CBOj HAUHH, KA0 M AQ MCTe KPUTHYKY 00jaCHH M HHTePIIPETUPA, Ca ACIIEKTAa Pe3yATATa,
edexara U mocaepunia. AyTopu y papy ykasyjy Ha AucTHHKIMjy usMely ApucroresoBor Tearpa u
BpexroBor Tearpa xoju ce ounTYyje y HUXOBOj Pa3AMYHTO] PYHKIMjU U OAHOCY Ka ApxkaBu. Haume,
ApHCTOTEeAOB TeaTap IMOApKaBa mocTojehu ApkaBHU MOpeAaK Kao jepAaH 00XKAHCKU MMOPEAAK, AOK
Bpexr mocpeacTBoM TeaTpa pymu Ap>kaBHE nopeaak. bpexToB Tearap mocraje IMOAMTHYKHM Tearap,
EEroBa je YAOTa AQ OCBECTH U IIPOMEHH CBECT IIyOAMKe Te Adje IIPeoOpaTH y IPaBITy jeAHe HACOAOTH]e,
koja he xao TakBa AATH CBOj AOIIPHHOC AP>KABH.

Kryune peuu: IoOANTHKA, IOAUTUYKA CHAQ, APXKABa, IOAUTUIKYU TeaTap, TeaTap, APUCTOTEA,
Bpext, Hacumwe, moh.

Pap je mpummen 1. jyna 2023. roauHe, a HAKOH MUIIAbEHA PEIIEH3€HATA, OAAYKOM OATOBODHOT
ypeanuka Bawidiune, 0oA0bpeH 3a mrramrry.



