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Nove linije prehajanj skozi 
neenakomerno pokrajino

Across Uneven Landscape 

 
   

   

o trenutki, ko s m o atja, Dejan, Nata a, 
i an, aja, in so trenutki, ko s m o lahko 

kdorkoli  rav nobene mistike ni v tem, ampak 
materialnost v naj ir em mo nem smislu

       
       

       
       

      
     

   
   

There are moments when we they are 
atja, Dejan, Nata a, i an, aja, and there 

are moments when we they can be anybody  
There is no mysticism here whatsoever, only 
materiality in the widest possible sense
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Raznolik rogram festivalski  remier slovenski  avtoric.

Heterogeneous rogramme of festival remieres by Slovenian women artists. 
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o, t ey are not arts of a com osition. 
T ey are our tools. Tools t at generate 
movement material, tools t roug  w ic  we 
communicate and enter into relations. T e 
simultaneous combination of several tools can 
generate content.

“Embrace” on t e ot er and, is more 
of a gure, rat er an initial or nal oint of 
an encounter, and it could mean a moment 
of ure ysical ex erience wit  a com lete 
lack of words. To me, t is is a beautiful, oetic 
entrance into t e eld of dance – a com lete 
lack of words and t e next t ing you know a 

ure ysical communication. Some sort of a 
starting or nal moment of an encounter. 

        
         

        
         

         
    

T e rule I ave set is t at we always stick 
to dance at least wit  a ti  of a toe. Meaning 
t at we ave to be aware of at least one art of 
t e body at all times. I can totally “immerse” 
into my rivate body but some lace in t is 

rivacy t ere must be some tension, some 
small eld/area w ere I can “com lement” 
t is image of rivacy. T ere must always be a 

eld w ere I can c ange t e meaning or t e 
content of t is image wit  t e slig test move.

        
   

es, always.
W en I afford to immerse into t e rivate, 

I ave t e ossibility to read my body or 
recognise it as a otential image, a gure. es, 
t e task you mention could be recisely t at 
des ite my trying to reserve aut enticity 
(in movement, in res onding), I constantly 
try to see myself from t e outside. T at is 

as an image, a gure. Everyt ing is in some 
sort of simultaneity. Or duality. How can I 
c oreogra  myself wit in rivacy  How can I 
illuminate, s a e, colour

First t ere is a t oug t (t at mig t rus  by 
before I catc  it in movement) t at I re eat, 
“articulate” inside. W en articulated, it 
automatically slows down, t us allowing me to 
catc  it wit  a move.

T is it (I t ink) w at I mean w en I say 
“dance”.

We do t e same in terms of relations i s. 
Encounter is not so muc  about my or your 
(or our) story. It s more about continuous 
informing and listening. Consequently, 
no matter ow ersonal and onest our 
res onse is, certain arc ety al “notions” 
of relations i s emerge in t e movement 
material. T e crossroads between ersonal 
ex erience and t e image I recognise (or t e 
role t at “ca tured” me), are t ose oints 
w ere I decide w et er to remain myself or 
become w oever for a w ile.

One of t e beautiful c aracteristics 
of dance is t at it s always on t e verge. 
Constantly on t e verge, running between 
individual and universal. We all ave t is 
body. W y exclude all ot er ossible bodies 
from t is otential and go for only one

       
       

       
         
      

      
    

I don t t ink so. I t ink it s more about 
transition. I guess you mig t say t at you 
are constantly renouncing somet ing. ou 
could say t at. But for me, renouncing as 
an absolutely larger creative otential t an 
staying. In staying everyt ing is somew at 
clear. In renouncing I feel an exciting roblem.

T oug  in order to renounce, we must 
decide for somet ing (in t is case for dance). 
If we decide for everyt ing, we can t truly 
renounce anyt ing.
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e, to niso kom ozicijski deli. To so na a 
orodja. Orodja, ki generirajo gibalni material, 
orodja, skozi katera komuniciramo in 
vsto amo v razmerja. Kombiniranje ve  orodij 

krati a la ko generira neko vsebino. 
Objem  je rej neka gura, bolj tartna 

ali a kon na to ka sre anja, ki la ko omeni 
trenutek istega zi nega izkustva, kjer 
umanjka besed. Zame je to en le , oeti en 
vsto  v lesno – umanjka besed in v igro 
vsto i ista zi na komunikacija. ekak en 
za etni ali a kon ni moment sre anja.

       
       

      
       

        

Pravilo, ki sem ga ostavila, je, da se 
vedno vsaj s konico rsta dr imo lesnega. 
To omeni, da mora biti vedno vsaj en del 
telesa ozave en. La ko se o olnoma 

ogreznem  v svoje rivatno telo, am ak 
nekje v tej rivatnosti mora biti neka na etost, 
neko maj no olje/obmo je, kjer la ko 
do olnim  to odobo rivatnosti. Vedno 

mora obstajati olje, kjer la ko z najmanj im 
gibom s remenim omen oziroma vsebino te 

odobe. 

       
   

a, vedno. 
Ko si rivo im, da se ogreznem v 

rivatno, imam rilo nost, da reberem svoje 
telo oziroma ga re oznam kot otencialno 

odobo, guro. a, morda je ta naloga, ki jo 
omenja , ravno v tem, da se kljub temu, da 
sku am o ranjati avtenti nost (v gibanju, v 
odzivanju), krati ves as osku am videti 
od zunaj. Torej kot odobo, guro. Vse je v 
neki kratnosti. li dvojnosti. Kako se la ko 
koreogra ram znotraj rivatnosti  Kako la ko 
osvetljujem, oblikujem, obarvam  

aj rej je misel (ki la ko tudi zdrvi mimo, 
reden jo ujamem v gibu), nato a jo e enkrat 
onovim, izgovorim  v sebi. Ko jo izgovorim, 

je avtomati no o asnej a in mi omogo i ve  
asa, da jo ujamem z gibom. 

To je to (se mi zdi), kar mislim s tem, ko 
re em lesno . 

Enako o nemo na nivoju odnosov. 
Znotraj sre anja ne gre toliko za mojo ali tvojo 
(ali najino) zgodbo. Iz ajamo bolj iz tega, 
da ves as krati s oro amo in oslu amo. 
Torej ne glede na to, kako osebno, iskreno 
se odzivamo, v samem gibalnem materialu 
vznikajo dolo ene ar eti ske odobe  
odnosov. Kri i a med osebnim do ivljanjem 
in odobo, ki jo re oznam (ali a vlogo, ki me 
je ujela ), so tista mesta, kjer se odlo am med 
tem, ali bom ostala jaz ali za kratek as ostala 
kdorkoli. 

Ena od le i  lastnosti lesa je, da je 
vedno na meji. Ves as na meji, v tekanju med 
individualnim in univerzalnim. Vsi imamo to 
telo. Zakaj bi vsa druga mo na telesa izvzel iz 
tega otencialnega in se odlo il samo za eno

      
       

       
       
      

         
     

    

Mislim, da ne zares. Mislim, da je 
omembno re ajanje. Morda la ko re e , da 

to omeni, da se ves as ne emu od oveduje . 
La ko re e  tudi tako. m ak zame ima 
od ovedovanje absolutno ve ji kreativni 

otencial kot ostajanje. V ostajanju je na nek 
na in vse jasno. V od ovedovanju a utim 
nek vznemirljiv roblem. Da a se la ko 
od ovedujemo, se moramo za nekaj odlo iti (v 
tem rimeru za lesno). e se odlo imo za vse, 
se ne moremo zares ni emur od ovedovati. 

      
      

       
        

      

Karaoke so rimer, ki ga u orabljam. So 
s oj ne esa dolo enega in ne esa naklju nega. 

lasbeni osnetek je ksen. Imenujem ga 
te i , re roga . Paralela temu te i u je 
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na in gibanja, gibalna sfera, je to nekaj, kar 
nas dru i, v emer smo si enaki. Vokalni del 
karaok a je ta iva  linija, ki se razteza ez 

ksni osnetek. e linija, ki je individualna, 
vsak dan druga na. Poanta karaok ni v tem, 
da dobro oje , oanta je v tem, da kljub temu, 
da morda ne oje  dobro, za oje  in ri tem 
u iva . In drugi te ri tem od irajo. 

Imajo a karaoke e neko drugo funkcijo. 
amre , ksiran osnetek razumem kot neke 

vrste artituro. Partitura a omogo a neko 
varnost, neko bazi no strukturo, ki nas odre i 

ritiska stalne invencije. Omogo a stalno 
reinvencijo, omogo a bivanje. amre , evec 
karaok je v oziciji, ko la ko od oje melodijo, 
kakorkoli eli, la ko s reminja besedilo, 
se odlo i za inter retacijo. Vendar znotraj 

artiture. 

       
      

       
         

     
       

        
 

Morda. To, emur jaz re em teatralno, 
je nekaj, kar je olno, nasi eno. V lesu me 
zanima to, kar je ravno rav razno. In razno 
razumem kot od rto, nezaklju eno. Teatralno 
je tisto, kar la ko u orabimo znotraj raznega, 
da re emo: La ko bi bilo tako. li a tako . 
Teatralno je kot za imba.  

    
      

       
    

a. Kako torej iznajti neko orodje, ki mi 
omaga, da la ko ostajam ves as ra lo stran 

od sebe. La ko se seveda re ustim  svojim 
odzivom, vse si la ko rivo im, ni se mi treba 
cenzurirati, ni otrebe, da stalno izumljam. 
Imam a ves as neko orodje, da ne za adem 
vase, recimo.

        
         

        
      

       
       

    
         

  

Fotograf eff Wall je v enem od svoji  
intervjujev o redelil svoje delo kot near 
documentary . O isuje svojo eljo o 
u rizarjanju avtenti nosti, ki ni o olnoma 
zadovoljena oziroma re ri ljiva. In v 
sus enzu te ne re ri ljivosti je nekaj rostora, 
je raz oka, kjer se la ko zgodi fantazija. Med 
fantazijo in resnico sicer obstaja ovezava, ni 

a direktne ovezave. Zato temu ravi vizija, 
alucinacija.

Mislim, da je to nekaj, kar bi si elela, da 
gledalec do ivi. In da se morda tukaj skriva 
neka ovezava s lmom. e slika in je tekst, 
ki ga igralci govorijo. In kombinacija obojega 
la ko sov ade, la ko a ne. 

e vem, kaj je le e. Ko se v odlo itvi 
sre amo, ali ko se razidemo. 

         
         
     

     
         
        

     

Mislim, da si sam najbolje de niral, ko si 
rekel, da u rizarjamo vsakdanjost skozi neke 
formalne osto ke. 

(odlomki iz intervjuja 
Roka Vevarja s Kajo Lorenci, 

julij 2016)

KAJA LORE CI

ven telesne ti ine
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Karaoke is an exam le t at I use.  
fusion of somet ing de nite and somet ing 
random. Music is recorded, ence xed. I call 
it “car et, rug”. Parallel to t is car et is t e 
way of movement, t e s ere of movement, 
t at somet ing we all s are and t at makes us 
equal. W ile t e vocal art of karaoke is t is 
“living” line extending over a xed recording. 

 line w ic  is individual and different every 
day. ood singing is not t e oint of karaoke, 
t e oint is t at des ite not singing very well, 
you sing and enjoy it. nd ot ers su ort 
you in t is. T oug  t ere s anot er function 
of karaoke. In my view, a xed recording is 
somew at a score, and a score rovides some 
sort of security, some basic structure releasing 
t e ressure of constant invention. It enables 
constant reinventing, it enables living.  
karaoke singer is in a osition to sing t e song 

owever e wants, e can c ange t e lyrics 
and select inter retation. But always wit in a 
score.

        
        

       
          
        

      
         
       

Possibly. W at I call t eatrical is somet ing 
full, saturated. In dance, I m interested in w at 
is em ty to just t e rig t extent. nd to my 
mind, em ty is o ened, incom lete. T eatrical 
is w at can be used wit in t e em ty in order 
to say: “It could be like t is. Or like t is.” 
T eatrical is like a s ice.

       
      

         
   

es. How to invent a tool t at el s me 
kee  slig tly away from me at all times. Of 
course, I may surrender to my reactions, I can 
afford anyt ing, I don t need to censor myself, 
t ere s no need for me to constantly invent. 

But I do ave a tool all t e time t at kee s me 
from immersing in myself, so to s eak.

      
        

        
      
       

     
       

        
  

In one of is interviews, t e otogra er 
eff Wall de ned is work as “near 

documentary.” He refers to is desire to 
convey aut enticity w ic  is never com letely 
ful lled or conclusive. nd in t e sus ense 
of t is inconclusiveness t ere is always some 
room, a crack w ere a fantasy mig t occur. 
T ere s a connection between fantasy and 
trut , but never a direct one. For t is reason 

e calls it a vision, allucination.
I believe t is is somet ing I want a 

s ectator to ex erience. nd t at ere some 
relation wit  a movie could be noticed. T ere 
is a icture and a text s oken by actors. nd 
t e combination of bot  mig t fall in or not.

I don t know w at is more beautiful. W en 
we meet in a decision or de art. 

        
        

       
      

        
        

       
    

I t ink you de ned it best by saying t at 
we erform day-to-day life t roug  certain 
formal rocedures.

(excer ts from Rok Vevar s 
interview wit  Kaja Lorenci, 

uly 2016)
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KATJA LE I

V dveh letih s skupino (2007–2009) je kot plesalka 

teze je izšla kot knjiga Dvojnosti  Performer in njegovo 
delo

Neforma No!training Lab, 
laboratorij, v katerem je ekipa performerjev/avtorjev 

(performativne kvalitete, dramaturgija/analiza, 

obdobje s predstavo Variacije na Po asnost  TIME OUT, ki 

I A  KRAJ A  (1995) je plesalec, koreograf, 

plesno predstavo, interdisciplinarnim projektom, 
komedijo, otroško predstavo, konceptualnimi 

principe mentalnega in gibalnega komuniciranja ter 

Njegov gibalni izraz je fuzija številnih plesnih tehnik, 

je trikratni zmagovalec mednarodnega tekmovanja 

DEJA  SRHOJ (1978) je neodvisen performer, ki deluje 

gledaliških projektih z Janezom Janšo, Ivico Buljanom, 
Sebastjanom Horvatom, Betontancem, Magdaleno 

sodeloval v improvizacijskih dogodkih, soustvarjal in 
organiziral CoFestival v Ljubljani ter aktivno sodeloval 

ATA A IVKOVI  

baletni šoli v Ljubljani se je preusmerila v sodobni ples 

Danes deluje kot samozaposlena plesalka in igralka, 

No!Training Lab, ki jo vodi 

Prva ljubezen, 
drugi  (Preboleti Naceta Junkarja)
udejstvovanje je v letu 2009 prejela nagrado Zlata 

avoljoo eta (2014) 

sodelovala pri projektu Igri e za gledali e, ki se je 

e si sre en (Bunker) 
in V zavetrju asa

KAJA LORE CI is a dancer, choreographer and dance 

her studies, she worked as a dancer with different 

Awaiting 
Resonance
(2011) she began developing a unique method of 

was selected for the 2013 Gibanica Festival and was 
later successfully presented at the Croatian dance 

She’s currently preparing an ‘Art of Movement’ MA 
thesis at the Academy of Theatre, Radio, Film and 

KATJA LE I  (1985) acquired formal dance education 

performances of various Slovenian and international 

study at Ljubljana’s Academy of Theatre, Radio, Film 
and Television in theatre directing, where her main 
interests were improvisation and the question of 

extended master thesis was published as the book 
Dvojnosti  Performer in njegovo delo (MGL publishing, 

dramaturge (regularly collaborating with the director 
Neforma 

she was the initiator of No!training Lab, a laboratory 
in which a group of performers/authors investigated 
various aspects of performing arts (performative 
qualities, dramaturgy/analysis, and staging), and in 

performance Variacije na Po asnost  TIME OUT which is 

I A  KRAJ A  (1995) is a dancer, choreographer, 

collaborated in various projects, including a musical, 
dance performance, interdisciplinary project, comedy, 
children’s show, conceptual performances, street 

performances … With his dance partner, Gašper 
Kunšek, he has been developing unique principles of 

He has worked with Matija Ferlin, Maja Delak, Gregor 

movement is a fusion of many dance techniques 
that he continually upgrades, searching for new 

spent three weeks studying the principles of classical 

competition in the Electric Boogie category, the winner 


