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Abstract

Today, public theatre is directed toward adapting to its contemporary socio-
economic context. In doing this, it is trying to preserve its artistic values and at the same
time fulfill and diversify its social functions and missions. When we talk about public
theatre’s social function, i.e. the public value it produces, some of the main issues
concern its contribution to the most pressing social matters. In general, these issues
concern public theatre’s role in strengthening social cohesion, cultural emancipation and
social inclusion, its role in the process of opening dialogues, revising formal history and
re-examining traditional forms of thinking. Fulfilment of these functions is strongly
linked with the character of public theatre’s audiences. In more practical terms, the
scope of public theatre’s social influence is dependent on how homogenous its audiences
are. If one considers artistic organizations’ need for sustainability as a key factor in their
need for constantly widening their audience, and particularly the inclusion of “others”
(those not belonging to the dominant cultural group), in the context of contemporary
society’s need for social and cultural inclusion, then the task of today’s public theatres
becomes rather difficult. Simply said, there are too many needs to be met at the same
time. The main questions this paper is asking is: to what extent do Belgrade’s public
theatres understand the importance of diversifying its audiences, and how do they perceive
their social role? Starting from the fact that human capital is the primary resource and
success factor of any theatre organization, we explore in what manner management and
employees in these theatres address these issues, i.e. how they redefine theatre’s social role
and attract audiences that do not fit the dominant theatre audience model.

Key words: public theatre, theatre audience, theatre’s social functions, theatre
management.
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JABHA YJIOT'A IO30PHUIITA 1 IbET'OBA ITYBJINKA

Arncrpakr

JaBHa nmozopwumira cy nanac ynmyhena Ha npuiarohaBame caBpeMEHOM COIHO-EKO-
HOMCKOM KOHTEKCTY, TaKO JIa cauyBajy OCHOBHE (YMETHHYKE) BPEIHOCTH, HCTOBpEME-
HO nuBep3udukyjyhu cBoje dpyHkuuje u peneduuuinyhu npymrrseny mucujy. Jebara
0 IIUPHUM JPYIITBEHUM (DyHKIHjaMa MO30pPUILTA, OJHOCHO KapaKTepHCTHKaMa jaBHE
BPEAHOCTH KOjoM OHO (Tpeba 1a) MCXOMIH, 3aCHHUBA Ce Ha pa3MaTpamuMa JJONpHHOCA
Ho3opHuIITa ropyhuM ApyIITBEHHM TeMaMa WIN — YOIIITEHO — HEroBoj YJIO3H Yy Ipo-
I[eCMa COLIMjaTHe KOXe3Hje, KyITypHe eMaHIUIaIHje IPYyIITBa U IPYIITBEHE HHKITY-
3Hje; NOACTUIIAkY jaBHOT AMjalora, MPEUCIIUTHBAKY (HOpMaTHE HCTOpH]jE, peneuHn-
camy TPaIMIMOHAIHHUX OOpa3alla MHILbeHa U ci. VciymaBame TakBUX (yHKIHja
MO30pHIITA Yy CIPE3H je ca KapaKTepHCTHKaMa Tiefajana U3JI0KeHUX MO30PHIIHIM
caapkajuMa, IITO 3HA4YM Ja OOMM JPYIITBEHOT YTHUIIaja KOjU MO30pPHUILTE OCTBAPYje
SKCIUTUIUTHO 3aBUCH OJ XOMOTCHOCTHU (MJIH XETEPOreHOCTH) Berose mybmnunke. Tako-
he, naxo cy mpouecu mmpema MyOnuKe KJbYYHH y KOHTEKCTY CTPATEHIKHX aKTUBHO-
CTH OpPMjEHTUCAHHUX Ha ITOCTH3ambe OAPKHBOCTH ITO30PHUIITA PEr Se, OHM Cy 3HAYajHU
U ca ,0IMper”’ acleKkTa OJpXKHBOT pa3Boja CaBPEeMEHUX JAPYIITaBa, CBE BHIIE Cyode-
HUX ca NoTpedama y KOHTEKCTY APYIITBEHE HHKITY3Hje ,,IpyTuX’’ — OHUX KOjU HE IpH-
nazaajy JOMHUHAHTHO] KynTypHOj rpynu. OBaj pax uctpaxyje Ja au jasna nozopuwima
paszymejy easicHocm Oesepsugpuxayuje ceoje nyoauke?, Te Kaxo ona cxeamajy ceojy
opywmeeny ynozy y mom cmucay?. Ilonazehu on Te3e 1a je JbyACKU KamuTall IpuMap-
HU pecypc U (akTop ycmexa cBake (IIO30pHUIIHE) OpraHU3alHrje, HCTPAKyjeMO: KaKko
MEHA[IMEHT U 3all0CNIeHN Y 0€0TrpafCKIM MO30PHIITHMA IPUCTYIIAjy OBUM ITUTAHBUMA,
OJHOCHO KaKBa Cy BUXOBa HCKyCTBa U CTAaBOBU Ha TeMy peledHHUCamba yIore M030-
pHILITa U MIPUBJIaYeHa MyOJIMKe BaH OKBHPA PEIOBHOT U mocTojeher Monena.

Kibyune peun:  jaBHO 1MO30pHINTE, TIO30PHIIHA ITyOJIHKa, IPYIITBEHA yJIora
MO30PHIITA, TO30PUIIHN MEHAIMEHT.

INTRODUCTION

Theatre has always been perceived as “the driving force in the creation
and acceptance of cultural values” (Myxnexa-Maniyka, 2000, p. 19). More-
over, through its educational and upbringing potential and its “complex and
eclectic structure” (Myxneka-Mannyka, 2000, p. 23) theatre is believed to
influence the development of the society’s consciousness as well as that of an
individual. Therefore, theatre’s position in the cultural sphere must be ana-
lysed not only from the point of view of its artistic values, but also from the
aspect concerning its “more general” social values.

With the formation of first nation states came the establishment of
public theatres by these nation states, public theatre being one more of the
vehicles for building and empowering national identity and culture. Dur-
ing the last two decades of the 19" century, small, independent repertoire
theatres were established as well, but they depended on ticket sales and
patrons’ support until the end of the World War 11, when the responsibil-
ity for their financial sustainability was taken over by the state. Thus, the
growing infrastructure of subsidized theatre was “engaged in the task of
democratization of the culture” (Klai¢, 2016, p. 19-20). This meant that
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states (and later governments at all levels) established and funded the
work of theatre with the idea that theatre would contribute to overall so-
cial cohesion and cultural emancipation.

This vision of developing public theatre as one more instrument of a
“welfare state” lasted until the last few decades of the 20" century, when the
new socio-economic circumstances necessitated the need to rethink and rede-
fine the social role of all art institutions. This led to conclusions that public-
ly subsidized theatre organizations now had to focus on creating public val-
ue. As John Holden explains, this meant maintaining one's inherited cul-
ture; enhancing trust in public institutions; contributing to equity and fair-
ness; producing value for money; contributing to health, to prosperity;
learning; strengthening local communities etc. (Holden, 2004, p. 50-51).
Accordingly, although the primary goal for theatre production remained
developing artistic excellence, the functions of public theatre have con-
tinually been widened following the changes and needs of contemporary so-
cieties.

CONTEMPORARY (SOCIAL) FUNCTIONS OF ART & CULTURE

During the last decades of the twentieth century and as a result of
the development of Cognitive capitalism, the affirmation of Knowledge-
based economy and the creation of Network society, a new logic of social
development has been constructed which significantly influenced the
transformation of previous, generally accepted ideas about the social role
of art and culture (see: O’ Brien, 2014; Boutang, 2011; Castels, 2005). As
a result, European cultural policies have been focused on mapping ways
to exploit socio-economic potentials of culture, while an integral part of
this strategy is the continuous promotion of new types of values which
should be the outcomes of cultural work. In this context, many authors
emphasize the importance of new economic cultural values incurred as a
consequence of contemporary economic functions of culture (e.g. Trozbi,
2012, p. 29). However, the diversification of cultural values is the result
of a much more extensive development of its social functions. With refer-
ence to this, Jennifer Craik explains that today the conception of cultural
goals is motivated by notions of human improvement, so that cultural values
on which the notion of cultural sustainability is built stems from a shared
consensus of “core” or “universal” values that include a wide range of human
concerns: participation and democratic rights; tolerance, compassion and in-
clusion; freedom, justice and equality; peace, safety and security; health,
wellbeing and vitality; creativity, imagination and innovation; love and re-
spect for the environment (Creik, 2007, p. 28).

Importance of culture in the wider social revival is often used to
support the instrumental approach to culture. It is particularly linked to
the promotion of creative and cultural industries. On the other hand, ideas
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of fostering “intrinsic” cultural values are most often related to the devel-
opment of traditional (“elite”) arts, promotion of public cultural institu-
tions and support of independent artists. Notwithstanding this conditional
division, in most developed countries, the development and support of ar-
tistic activities is considered in the context of developing instrumental
strategies through which artistic activities are seen as instruments for dealing
with current social issues and achieving social well-being (reducing unem-
ployment, revitalizing the community, improving the image of society or its
particular parts, social inclusion, rebuilding devastated economies, etc.). This
also corresponds to the affirmation of culture as the “fourth pillar of sustaina-
ble development of society”. On the other hand, we can find a number of re-
flections challenging the notion that one can actually know what social values
art and culture hold. These critics argue that such a claim implies that artistic
experience can be generalized, when studies “from Pierre Burdieu to Paul
Willis” show that the value of the influence of the work of art varies enor-
mously - depending on different factors related to one's identity (including:
age, class, health, personal well-being, etc.) (Belfiore & Bennett, 2007, p. 4).
One more, particularly important, critique concerns the issue of
measuring social impact of art and establishing a kind of “cult of meas-
urement” in this sphere. The arguments against it vary — from the thesis
that results of such measuring could reflect only the relationship between
the artist and the audience at a particular location at a given moment, but
not generally (Braun & Novak, 2007), to the one that it creates the tension
of finding evidence and just seemingly offers facts, while practically its
outcomes are insufficiently relevant data instead of a fuller understanding
of culture (Belfiore & Bennett, 2007). Another common response to the
imperative of measuring performance in art and culture is a standpoint
that the main, intrinsic value of culture is that it changes people's lives,
and that such a demanding role set before artists and cultural organiza-
tions should not be burdened with the additional task of proving empiri-
cally the effects of their work. Here, the focus is on the development and
fostering of artistic excellence, but even in this context, at the end of the first
decade of the 21st century, the notion of excellence was being redefined.
While excellence used to be considered a synonym for l'art pour
l'art’-ism, its contemporary definition is linked to the ability of art and culture
to help our understanding of the place we have in the world, asking questions
we wouldn’t have asked otherwise, understanding the answers we otherwise
would not have understood and respecting those things we have not experi-
enced before (McMaster, 2008, p. 9). Therefore, by linking excellence with
the experience that a cultural good or service evokes (and not with the excel-
lence of its creation or the success of its realization), McMaster interprets the
external influence that culture and art have as their intrinsic value, making a
delicate transition from the instrumental to the intrinsic approach to the de-
velopment of culture and art. Thus, although the concept of excellence and
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the concept of instrumentalism seem as extreme opposites, they both recog-
nize social “relevance of culture” (its ability to reflect society as a whole and
embrace its diversity in the broadest sense) as one of the most important as-
pects of development of art.

THEATRE’S PUBLIC VALUE AND ITS AUDIENCE

Structuring the cultural value is an intricate process grounded in
the complexities of contemporary functions of cultural and artistic activi-
ties. Summarizing various theories on the topic we could conclude that
the most “operative” division of cultural values is into: internal (endoge-
nous) - in connection with the contribution to specific cultural (artistic) ac-
tivity; external (exogenous): in relation to a wider social contribution; and in-
stitutional or organizational - in connection with contribution to institutional
(organizational) development. Also, the notion of public value is emerging
more and more as a key element in calculating cultural value, integrating
(in a certain way) different types of external cultural values, supplementing
them and operationalizing their projection (see: Holden, 2004, p. 50-58).

Likewise, we can classify contemporary functions of public theatre
as 1) artistic (internal)!, 2) instrumental (external, social) and 3) institutional
(organizational)?. Within this classification, the second group is of our
particular interest. It consists of the following functions: creation and
preservation of the expressions of cultural diversity, contribution to social
cohesion and cultural emancipation, instigating critical thinking, opening
dialogues and public debates, revising formal history, re-examining
myths and traditional forms of thinking. Also functions related to positive
economic effects of theatre productions belong to this group, e.g. reduc-
tion of unemployment, community revitalization, improving society’s im-
age(s) and strengthening cultural, social and human capital. In the context of
this paper, we are focused on the previously mentioned instrumental func-
tions related to theatre’s contribution to the creation and acceptance of cul-
tural values and its participation in the processes of an individual’s cul-
tural and social perception and identification.

1 Artistic functions are: encouraging innovation in the artistic form, engaging in the
development of artistic experiment, preserving cultural heritage (especially dramatic
heritage), education and talent development, providing artist mobility, providing
production, transfer and transmission of knowledge about theatre arts, nurturing and
developing the audience and affirmation, creation and preservation of the expressions
of cultural diversity

2 Institutional functions of public theatre are: establishing business focused on the
audience, adopting cultural innovation, developing a business model based on combination
of strategies in order to achieve synchronicity of economic and artistic sustainability,
affirmation and development of partnerships and cooperation, providing education and
continued professional development of the employees, and application of new technologies.
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The dominant method for analysing these types of functions is by
way of analysing repertoire policy and/or directorial approach to dramatic
texts. This method answers to what extent a particular production responds to
current social issues, and how successful it is in being a platform for one’s re-
flections on the society whose part one is. This is de facto an important objec-
tive. However, when we do conclude that a play opens up critical dia-
logue, provides new insights and offers a constructive approach to burn-
ing topics, certain questions remain. Namely, who it is intended for; who
takes part in the debate; and who is willing to actually change his or her
own attitudes and perceive things from a different angle? In other words,
what is important is: who this content is intended for and who was
“brought” to see it?

Such a standpoint is linked with the view that the character of the au-
dience determines largely the structure of the value chain that any given art
institution (or its programme) aims to create. Although many authors consid-
er that for the contemporary “cultural omnivore” (Peterson, 1992) classical
division between high and low or elite and popular culture ceases to be sig-
nificant - researchers show that reality is still closer to “Bourdieu's claims and
conclusions™®. The upper classes are those who go to museums, opera, thea-
tre and art galleries, while the lower classes, as well as specific social groups,
never (or far less often) do these things. On the other hand, Alan Brown and
Jennifer Novak express the opinion that development of artistic excellence in
performing arts is particularly conditioned by orientation toward attracting
new types of viewers. Brown and Novak base such a conclusion on findings
that the degree of “aesthetic growth” (related to generating artistic values,
deeper audience engagement and excitation of new interests in similar art
programs) is most present in audiences who have not had similar experiences
before (or those who belong to a professional audience) (Brown & Novak,
2007, p. 14-15). Moreover, the notion of homogeneous character of theatre
audience is problematic due to not only the theatre organization’s needs for
widening the public in the context of their sustainability, but more so because
of “more general” needs of contemporary societies for social and cultural in-
clusion of the “others” (people who do not fit the dominant cultural group).

3 Pierre Bourdieu believes that belonging to upper social strata implies not only the
economic capital, but also adequate social, cultural and symbolic capital, i.e. knowledge
that is prerequisite for understanding various forms of “elite arts”. Unlike this, lower and
marginalized social strata have a lack of habit (opportunity, desire) to enjoy these type
activities (theatre, opera, ballet etc.), which consequently lead to a lack of cultural capital
for their consumption of traditional arts (Bourdieu, 1993, 1997).
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PRACTICES AND ATTITUDES REGARDING AUDIENCE
DIVERSIFICATION OF BELGRADE'’S PUBLIC THEATRES

The latest large-scale research on the cultural needs and habits of the
citizens of Serbia (and its comparison with the previous ones*) showed that
the structure of theatre audience is such that roughly one third is made up of
active and non-theatre audiences, and about one-fifth of passive audience
(see Omaunh u Cy6armuh, 2016, p. 41). Active audience is mostly comprised
of women, young people aged 15-29, highly educated and those residing in
urban areas (Omauuh u Cy6amuh, 2016, p. 63). When it comes to the com-
position of potential audience, women dominate men; older than 50 and
middle-aged supercede the young; in terms of their education, citizens with
secondary education takes the largest share of potential audience; while in
terms of their place of residence, this position belongs to the people from
rural areas. The largest share of non-audiences are people over 50, with
primary school and from rural areas. In general, the first reason for not go-
ing to the theatre is the lack of time, followed by lack of interest and third -
non-existence of the program (Omaunh u Cy6ammh, 2016, p. 62-65). In
summary, research on this topic suggests that strategies for further devel-
opment of the theatre should be oriented toward the implementation of ac-
tivities that would make theatre more accessible to all citizens regardless,
activate a part of the passive and non-goer audience to which cultural pro-
grams are not available and raise the level of knowledge and interest in the-
atre arts. Such a strategy would contribute to more efficient and effective
fulfilment of the social-cohesive, inclusive and cultural-emancipatory func-
tions of theatre. The importance of this is confirmed further by stakehold-
ers’ statements heard in public discourse, as well as by the introduction of
laws and bylaws regulating the work of public cultural institutions®.

Though implementation of these recommendations is particularly
expected from public cultural institutions, the practice of public theatres
in Serbia is still different. This is evidenced by various studies, such as

4In 2016 The Institute for the Study of Cultural Development conducted a research on
the Cultural Needs and Habits of the Citizens of Serbia (Omaunh u Cy6ammh); before
that: in 2011 - Research of the Cultural Practices of the Citizens of Serbia, (MunankoB u
LiBernuanun); in 2010 — research on Theater audience in Serbia (Mpha); in 2007 -
Cultural needs, habits, and tastes of the citizens of Serbia and Macedonia (I{sernuann)
5 The analyses of legislation (The Law on Culture, The Law on Budget System, (the
adopted draft of) Strategy of cultural development of RS, The decrees on the criteria and
method of selection of projects in the culture financed from the public budgets, Decree
on Conditions, Criteria and Method of Acquiring or Revoking the Status of Institution of
National Importance, etc.) suggests that subsidized art organizations and programs
should aim at 3 parallel goals: 1) creating high artistic value (recognized by the expert
public); 2) nurturing and flourishing of the expression of the Serbian national culture and
the cultures of national minorities and 3) establishing a cultural dialogue as well as
providing accessibility to other cultural expressions for the domestic public.
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those of Dusica Dragin, that drew attention to the fact that public theatres
more than anything strive for ever higher artistic reach, intended for crit-
ics, festivals and regular audiences with developed cultural needs that make
up only 1-2% of the population (Dragin, 2019, p. 42). Among various re-
search topics in this context, we can identify the one that deals with market-
ing activities of theatres as a common denominator. Maja Risti¢ (Pucrtuh,
2013), Aleksandra Brakus (bpakyc, 2014), Zdravkovi¢ Milan (3apaBkoswuh,
2007), Luki¢ Drako (JIykuh, 2006) are just some of the authors whose re-
search time and time again shows insufficient and inadequate implementa-
tion of innovative marketing and PR techniques in the diversification of lo-
cal theatre audience. In mapping the problem of achieving sustainability of
public theatre institutions in Serbia, an important aspect is also the one
studied by authors such as Milena Stefanovi¢ (Credanosuh, 2013, 2017)
and Ana Stojanovi¢ (Crojanosuhi, 2016), who, in their doctoral disserta-
tions as well as in a significant number of relevant papers, explore the rela-
tionship between theatre financing and its social role; i.e. the relationship
between evaluation, decision-making and responsible (new public) man-
agement and the success of theatre in developing citizens’ participation in
the cultural life of the society.

Research Method

The overall conclusion of the mentioned and other similar studies is
that cultural policy makers do not sufficiently encourage activities related to
audience development and expanding public theatre’s social role. Therefore,
strategic activities in this context are as expected: bottom-up, from theatre
organizations and by themselves. As an additional important aspect of re-
search on this topic, we identify the attitudes of theatre managers and their
employees regarding the importance of theatre’s public role, as a prerequisite
for orienting their practical work to recommended direction. Accordingly,
searching for the answers to the question about Belgrade’s public theatres’
practices regarding audience diversification, we established two points as the
focus of our analysis: 1) their concrete practices related to attracting “others”
- those who do not fit the dominant audience model: the elderly, poorly edu-
cated citizens, citizens who are from non-urban areas, national/religious mi-
norities, socially vulnerable groups etc. and 2) the analysis of personal atti-
tudes of directors and marketing sector employees on the subject of theatre's
instrumental functions. By theatre’s instrumental functions, here, we refer to
these functions that relate to external (non-economic) influences of the thea-
tre, its public value and “social relevance”. As particularly important for the
topic of this paper, we emphasize the theatre’s contribution to social cohesion
and cultural emancipation by way of producing basic and additional pro-
grams oriented towards audience education, connecting different social
groups and inclusion of citizens who belong to vulnerable categories in the
cultural life of the community. Also, by organizing additional programs that
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enable “extended theatrical experience”, i.e. contextualize the content seen on
stage, the theatre instigates critical thinking, opens dialogues and public de-
bates. Furthermore, it enhances trust in public institutions by conducting re-
sponsible, legal and transparent business and contributes to equity and fair-
ness by externally oriented business that respects diverse social differences
within the community.

The findings that we will present are part of a (more extensive) re-
search conducted in seven Belgrade theatres: Atelje 212 Theatre (Atelje
212), Yugoslav Drama Theatre (Jugoslovensko dramsko pozoriste), Belgrade
Drama Theatre (Beogradsko dramsko pozoriste), Zvezdara Theatre (Zvezda-
ra teatar), Terazije Theatre (Pozoriste na Terazijama), Bitef Theatre (Bitef
teatar), the Youth Theatre ,,Dadov (Omladinsko pozoriste ,,Dadov‘‘) and
the Cultural Insititution ,,Vuk Stefanovi¢ Karadzi¢“ (Ustanova kulture
,»Vuk Stefanovi¢ Karadzi¢*); from March to July 2017, as part of the prepa-
ration of a doctoral dissertation defended at the Faculty of Dramatic Arts in
December 2018. It included 1) a survey of theatre directors; and 2) con-
ducting questionnaires and in-depth interviews with employees in market-
ing sectors. The survey intended for theatre directors contained statements
that respondents rated on a scale of 1 to 5, depending on the degree of
agreement®, The survey comprises three parts. The first part refers to the
business of the institutions they manage, the second to their personal views
regarding the way public theatres operate in Serbia, and the third to their
personal views on the importance of artistic, instrumental and institutional
functions of public theatre’. The statements in the first two parts of the sur-
vey cover marketing activities, the evaluation of theatre work, development
opportunities for diversifying theatre programs and services, program poli-
cy and guiding principles in its conception. The questionnaire intended for
employees in marketing departments comprises numerous open-ended
guestions relating to existing theatre practices. Here, we will refer to the re-
sults that convey attitudes about: the mission, vision and program orienta-
tion of the theatre, the achieved results, theatre activities in local communi-
ty, experiences in promotional activities and activities in researching audi-
ence reactions and needs, experiences in organizing programs intended for
audience diversification and education and inclusion of specific and vulner-
able social groups in the community’s cultural life.

6 1: strongly disagree, 2: generally disagree; 3: moderately agree; 4: mostly agree; 5: totally
agree.

" The functions are classified according to the categorization shown in the chapter
Theater’s Public Value and its Audience. Theatre directors were asked to rate these
functions on the scale of 1 to 5 depending on the extent to which they find them 1: not
at all important, 2: small importance; 3: medium importance; 4: quite important;
5: very important.
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Research Results

The attitudes of theatre directors regarding the importance of addi-
tional programs vary. Approximatley a half speaks positively in this con-
text, while the other half are of the opinion that additional programs are
merely optional, unnecessary part of the theatre's activities. The directors
of Atelje 212, Zvezdara theatre and Dadov explicitly state that the prima-
ry task of theater is to enable the creation and disemination of theatre per-
formances, adding that any other activity is distracting them from this
goal. Marketing sector employees of these thetres mention additional
programs, such as occasional lectures, round tables or talks with the au-
thors and performers within a jubilee or a similar event as significant. How-
ever, most of those who attend (and are invited to) these programs are exclu-
sively part of the steady audience group, while when talking about programs
intended for “others” — there are very few examples. Activities directed to-
ward attracting senior citizens, people with special needs, marginalized
groups, etc., largely come down to lowering ticket prices, but not to creating
content suitable for the specific needs and tastes of these groups. The state-
ment of the director of Terazije theatre marketing sector that “the organiza-
tion of programs intended for vulnerable social groups is the responsibility
of every public cultural institution” reflects the declarative attitude of em-
ployees in all theaters. However, practice demonstrates that most often thea-
tres do not initiate inclusive projects (most often these are initiated by an
NGO); at best, they participate in them.

The directors of Zvezdara Theater and the Cultural Insititution “Vuk
Stefanovi¢ Karadzi¢” disagree with the view that additional activities dis-
rupt theatre’s “primary goals”, and generally agree that the organizations
they manage are oriented towards animation of specific, minority and
vurnerable social groups. However, their practice in this context is quite
modest, too. Plays subtitled for hearing impaired persons are a part of
Zvezdara Theatre’s regular repertoire (Yugoslav Drama Theatre, too) are
representative examples. The director of Bitef Theatre demonstrates the
most affirmative attitude towards the development of additional programs,
stating that artists who create in this theatre have to be engaged in the de-
velopment of their own and future generations, that audience education
programs are a prerequisite for its expansion and development, and that
public theatre must occupy a central place in the cultural life of all citizens
in a given community. Regarding inclusive projects, this theatre goes a step
further involving specific groups in the creative process. To exemplify they
list plays of their regular repertoire: “City”, directed and conceptualized by
Dina Radoman Caranovi¢, is produced with and involves persons with dis-
abilities, plays co-created with the Roma community and many others ad-
dressing pressing social issues.

The animation program of the “ordinary”, adult audience, in addition
to the mentioned round tables and lectures, includes an occasional “festival”
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(or a sort of a “fair”’) program usually held on the plateus in front of theaters;
as well as educational tours of theater, such as those organized by JDP and
Atelje 2128, The program of this type is intended for the devotees of theatri-
cal art (sporadically for tourists, too) and does not represent the institutions’
regular practice. Projects that would make the passive or non-audience of the
theatre better acquainted with the program or theatrical life in general are
even fewer. For example, programs attracting citizens from parts of the coun-
try with poor or no theatre offer are almost non-existent. A specific example
of this kind is Yugoslav Drama Theatre project titled “Visit JDP”. However,
its basic goal can be evaluated as more marketing oriented than socially-
cohesive. The project was an organized visit to the Yugoslav Drama Theatre
for the citizens of the Kriva reka village who have never visited a theatre be-
fore. The recording of their moving reactions went viral, but it also created a
divided public opinion. While one part of the public and theatre community
considered it a case of successful democratization and de-elitization by the
JDP, others held the view that it achieved exactly the opposite, elitizating
theatre arts further and “pointing fingers” at those people, (ab)using them for
the theatre’s own promotion.

The Cultural Insititution “Vuk Stefanovi¢ Karadzi¢” director’s
words, that attracting young people is an important part of the activities of
the theater he manages, reflect the attitude of all respondents. Indeed, sys-
tem-wide, the most developed among additional programs are those intend-
ed for attracting the youth, mainly by organizing visits for high school stu-
dents and — far less — by staging plays developed for this exact target/age
group. Successful examples of youth animation are the festival “June dead-
line”, summer event “A dance by Vuk” and winter event “Fairy Tales Plat-
eau” (all by Cultural Insititution ,,Vuk Stefanovi¢ Karadzi¢”), as well as
differnt acting schools. Beside Dadov (which is a youth amateur theater and
as such focused on drama education of young people) Bitef is also a theatre
that creates “deeper” experiences with/for young audiences by developing a
specific acting school aimed at educating young audiences and production
of specific programs for them®.

Most directors believe that the work of the marketing sector is of
great importance for audience animation. In this regard, the manager of At-
elje 212 marketing sector notes that, since the end of 2000, the importance
of this sector in improving ticket sales has received significant recognition.
However, this recognition has not resulted in allocating an adequate budget

8 In these educational tours visitors have the opportunity to see the space “behind the
stage”, hear about the process of play preparation and get information about the
history of an institution.

% Regarding the work of this school, the artistic secretary and director of Bitef say that it
was founded with the idea that it is necessary to provide more institutional frameworks for
the participation of young people in theatrical life.
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for marketing purposes. Other respondents also agree that innovation in the
promotion of plays and theater as a whole bring good results, but that
“marketing campaigns require the financial resources that are most often
lacking.” The outcome of marketing activities, without exception, is com-
munication with the existing audience, while attracting passive and non-
audience is lacking. In this sense, the most successful examples are the ac-
tions of large ticket discounts that attract the wider public (JDP), the devel-
opment of communication on social networks through interesting projects
involving famous actors (Zvezdara: facebook columnes “10 questions for”
and “Stories from the theater”) and the promotion of programs in public
space (C.l. Vuk: promotions on the plateau in front of the Institution, in
shopping centers, main shopping street and at the faculties).

The mapping of audience reactions is an important segment of the
work of marketing sector. These are collected “directly from the perfor-
mace”, through the web site and social networks. The viewership of the
play is determined exclusively by the number of tickets sold, while the at-
titude on the topic of factors in evaluating the success of the theatre is al-
most the same for all respondents. Both directors and employees in mar-
keting sectors say that the success of the season is generally not measured
on the basis of the professional public’s (theatre critics and academics)
opinion, nor is the number of tickets sold taken to be a measure of suc-
cess. The statement “we know how much we are worth” is generally
marked as “mostly agree” though the respondents admit that the process-
es of determining that value is quite weak because in practice it is reduced
exclusively to a formal annual report to the City Assembly.

When it comes to the managers’ attitudes regarding instrumental func-
tions of public theatre, results show that, on average, these functions are the
least important for them. Most important are the artistic functions, followed
by institutional functions. Moreover, the average grade of importance of gen-
eral social functions (creation and preservation of the expressions of cultural
diversity, contribution to social cohesion and cultural emancipation, instiga-
tion of critical thinking, opening of dialogues and public debates, revising
formal history, re-examining myths and traditional forms of thinking) within
the set of instrumental functions is 3,33 (out of 5), while the importance of
positive economic externalities of theatre’s work (reduction of unemploy-
ment, community revitalization, improving society’s image or the image of
one of its actions, etc.) is graded 3,83. What holds our interest in this finding
is the comparison between the low grades for socially-cohesive functions re-
lated to the de-monumentalization of cultural memory and the importance of
public theatre’s role in opening dialogues and public debates on one side and
high grades of functions associated with positive economic externalities of
theatre’s work - on the other. The reason why these results were unexpected
is the fact that representatives of Belgrade’s and Serbia’s theatre scene often
stress the importance of the development of critical thinking and freedom of
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expression, while they usually distance themselves from the standpoints re-
lated to the socio-economic benefits of theatre practice.

According to the respondents, general social functions theatre
should have are the affirmation, creation and preservation of the expres-
sions of cultural diversity, contribution to social cohesion and contribu-
tion to cultural emancipation. They consider contribution to social inclu-
sion as less important, as is confirmed by the practice of the institutions
they manage. Even though artistic functions are not in the focus of this
analysis, we have to mention that the highest grade in this group was giv-
en to the function of nurturing and developing audience, which we, in a
sense, find paradoxical. This is because the corresponding practice to this
function should start from the tastes and needs of the audience in creating
the program offer (which should be actively determined by closely fol-
lowing audience reactions to the offered content and the continual map-
ping of new audience groups that need to be animated), and this is obvi-
ously not the case. In support of this is the finding that the majority of di-
rectors agree that the audience’s taste is not the starting point when designing
seasonal repertoire. Moreover, they consider the audience’s taste to be in col-
lision with the “taste of art” (which theatres strive to satisfy) and link it with
the “commercialization of art”. Therefore, we can conclude that the declared
orientation of the managers toward nurturing and developing audience is ac-
tually about nurturing and developing the ideal or “discourse audience”,
which is not an externally given fact, but the result of the discourse produc-
tion within the cultural institution (Tomka, 2015, p. 7).

Finally, the previous conclusion is also confirmed by the answers re-
lated to the list of priorities among institutional functions. They are not the
focus of this paper, but it is important to note that within them, too, nurturing
and developing the audience is seen as the most important organizational ac-
tivity, followed by innovations in the exploitation of resources and the in-
crease and exploitation of the social and cultural capital. However, the posi-
tive standpoints on the importance of innovation in the exploitation of re-
sources are not accompanied by a high grade of the function related to the
development of programs and services, so the question arises: what does in-
novative approach to resources refer to? In addition, attitudes toward the de-
velopment of the processes of (self)evaluation is rated with low grades of im-
portance. In general, managers consider the existence of performance indica-
tors to be moderately important and demonstrate a neutral attitude toward the
fact that there is a strong link between the financing of public theatre and its
role in the society. In that sense, this research confirms that the existing pa-
rameters of a theatre’s performance are reduced to quantitative indicators
(number of premieres, number of tickets sold, number of awards won, etc.)
and do not contribute enough to the diversification of theatre audiences, but
rather depict an overall lack of explicit orientation to strategic activities in
that context.
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CONCLUSON

Relevant research shows that there are many reasons for insufficient
work on theatre audience development in Serbia. This particular one offers an
additional aspect for understanding such a situation — the aspect related to
personal and professional attitudes of people who create theatre life in a soci-
ety directly. We could find a reasonable explanation for the diagnosed situa-
tion in the difficult position of Serbian theatres — the fact that in turbulent,
decades long, socio-economic atmosphere it has been an imperative (and
a challenge) to preserve and enable theatrical production at all. Thus, since
its main goal is to create artistic value, it is not surprising that practices, as
well as attitudes, are mainly focused on preserving artistic excellence.

Still, and with this “excuse” in mind, we have to highlight that the
homogeneous character of theatre audience seriously affects the scope of
its social and artistic influence. For theatre management one of the most
important aspects has to be the planning and implementing innovative
methods of audience development. Moreover, they have to move from
deepening the relationships with existing audiences to establishing new
relationships with theater’s “non-audience” — the audience outside the
dominant audience group. This is achievable by developing programs for
vulnerable social groups (people with special needs, immigrants), minority
culture groups and groups that according to research represent potential audi-
ence (senior citizens, people from places with poor supply of theatre content).
Also, the development of educational programs and programs that initiate
public dialogue on current social issues; even by exploiting the location and
spatial resources of theatre in the direction of expanding its activities in the
local community. The development of such programs should be preceded by
research of different audience types, as well as the establishment of active
cooperation with academia, educational institutions and various civil societies
in designing adequate programs that will meet diverse cultural needs and
tastes.
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JABHA VYJIOT'A IIO30PNLITA U IbET'OBA ITYBJIMKA

Kcennja Mapxosuh Bo:xxosuh
Yuusepsurer ymerHoctH y beorpany, ®axynrer npamckux ymerHoctH, beorpan, Cpouja

Pe3ume

JaBHa no3opwuiura cy naHac yrnyhena Ha npuitarohaBarme caBpeMEHHM COLIMO-EKOHOM-
CKHM TIpUIMKaMa, Tako Jia O4yBajy OCHOBHE (YMETHHYKE) BPEJHOCTH, UCTOBPEMEHO IH-
Bep3uduKyjyhu coje pyHkumje u penedunanmmyhn npymreery muchjy. Jebara o mmpum
JPYIITBEHUM (DYHKIFjaMa TTO30PHUILTa, OJHOCHO KapaKTePUCTHKAMA jaBHE BPEIHOCTH KO-
joM OHO (Tpeba 11a) MCXO/H, 3aCHIBA CE Ha pa3MaTpamiMa JIONPHHOCA TIO30pHIITa TOpy-
huM IpyIITBEHNMM TeMaMa MITH — YOIIITEHO — FeTOBO] YIIO3U Y MPOIIECHMa COLIjaTHE KO-
xe3uje, KyNTypHe eMaHIHIIalje APYLITBA U JPYIITBEHE NHKITy3Hje; TOACTHLAbY jaBHOT
JMjanora, NpeUCIUTHBakY (hopMaliHe HCTOpHje, peneHHNCAkY TPAANLHOHATHUX 00pa-
3alla MUIIUBEHA U CIL.

Hajuerrhu npasai npoMHIUbaka HA OBy TEMy 3aCHMBA CE Ha aHaIM3aMa perepTo-
apcKe TOJMUTHKE W/MJIN YCIICIIHOCTH PEIUTEsbCKOT TIOCTYIKA y pa3MaTpamy PasiMuauTUX
JPYIITBEHUX MUTaka. MehyTrnm, gak u kaza (Tj. ako) 3aKJbydnumMo J1a oapeheHa npezcrasa,
Mo30puIHA Kyha mim (ecTiBal Hy/ie HOBE YBHAE M KPUTHUKA MPHCTYII ,,FOpyhnM Tema-
Ma”, Hamelie ce MUTame KOME je TO 3alpaBO HAMEHEHO — KO YUYECTBYje y MPEICTaBOM
WHHIMPAHOM IWjAJIOTy, peBUampa rnocrojehe cTaBoBe M CTBAPHOCT cariiefaBa U3 HOBHX
yriosa. JIpyruM pednma, KaJa pacupaBibaMo O TO30PHUIITY, & HAPOUUTO Y KOHTEKCTY Te-
Me pa3Boja H-eroBe JPYLITBEHE yJore, Kao 3HauajHO nuTame Hamehe ce,,Kome je mo3o-
pHILTE HAMEEEHO?” .

TaxaB AMCKypC MOCTaje MpBOpa3peaaH UMajylinl y BUy aKTyenHa JpyIiTBeHa KpeTa-
Ba (MUrpanyje, crpatuuKaIyje), am U H3paKeHy XOMOTEHOCT MO30PHIIHE ITyOINKe Kao
riobanHo IpucyTHy nojaBy. Ty nojaBy y Cpouju notphyjy HCTpaKUBamka Ky ATYpHHX Ha-
BHUKa U 1oTpeba rpah)aHa unju Hanasu (M3 TOJAWHE Y TOHMHY) CBEOYE O TOME JIa CTAITHY
TMO30pHIIHY IyOnuKy y HajBehoj MepH (M TOTOBO HCKJbYYHMBO) YHHE JbYAH CPEImber 100a,
cpembe Kiace M uHTeNnekTyanu. OHa 3aKibydyjy /ia Jajbd Pa3Boj IIO30PHILITA 3aXTeBa
CTPATCIIKO YCMEPEHE Ka NMPUMEHN aKTUBHOCTHU KOje ou TMO30pHUIITE YYNHUIIO NJOCTYITHU-



Public Theatre’s Social Role and Its Audience 229

juM cBHUM TpahaHnMa; akTHBHpaIe JIe0 MacHBHE ITyOINKe U HEeIyOJINKe, KOjuMa KyJITypHH
HPOrpamMy HHCY JOCTYITHH Y JIOBOJGHO] MEpH; Te Koje O TyropodyHO yTHIaIe Ha MO/H3a-
e HHUBOA 3HAma M MHTEpecoBama Tpahana 3a mo3opumHy ymerHocT. Mebhytnm, perne-
BAHTHE CTY/IMje MOKa3yjy [a KyJITypHa MOJUTHKA Y HEAOBOJFHOj MEPH TIO/P)KaBa MPaKTH-
YaH paJl MO30PUILTA Ha pa3Bojy MyONHKe U MIMpery IPYIITBEHOT yTHIlaja, 300T yera ce
HPOMEHE y OBOM CMUCITY OYEKYjy 003110 Harope — Ofi CTpaHe CaMUX MO30PHUIIHUX Opra-
HH3aLyja.

Ilomazehu ox Tora, Te umMajyhu y Bumy a ce nmpuMeHa TaKBUX IPETOpyKa HApOUUTO
OUYeKyje O]l jaBHHUX MO30pHINTa (KOja Cy — 32 Pa3NIKy Of HE3aBHCHE CIIEHE — eI3HCTeHIU-
jaJHO ,,cHTYpHHja”), paj Manupa MnapagurMaTiiHa HCKyCTBa MO30PHUILTA YHjH je OCHUBAY
Ckymutnsa rpaga beorpana; 1 nctpakyje MUIUBEHa M CTABOBE MEHALIMEHTa M 3aIociie-
HHX y OBHM YCTaHOBaMa — Ha TeMy B)KHOCTH IIpoIieca pa3Boja, HEroBama M aHMMaluje
MyOJMKe, Ka0 ¥ BOKHOCTH LM APYIITBEHE yIIore (JaBHOT) MMO30PHINTA yOorITe. AHa-
msupajyhn  mocrojehe mpakce u mopenehn MX ca MCKa3aHUM CTaBOBHMA HCIUTAHUKA,
ayTop 3aKibydyje O HEIOBOJbHMM aKTHBHOCTHMA Ha OBY TeMy M HejacHUM (T1a M He-
KPUTUYHKM) CTAaBOBHMa MOPOAMIIE MOCPEIHUKA U JOHOCHIANA oyka. Mcxon (1 y3pok)
TaKBOT CTama j¢ HEMOCTOjae CTPATEIIKES OPHUjCHTAIMjC jaBHOT TIO30PHIITAa KOjOM 01 ce
IUIaHNpamke ¥ MMIUIEMEHTallMja CaBpeMEeHNX MeToJa pa3Boja IMyOlHKe carjeraBaie Kao
Ha4uH penehUHNCaka BErOBE IPYIITBEHE MUCH]E U MPOLIECH Y KOHTEKCTY 00e30ehuBama
HErOBE OJIPYKMBOCTH Y aKTYEJTHOM JIPYIITBEHOM KOHTEKCTY.



